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OT PEJAKULHOHHOMX KOJUJIETHH

[Ipennaraemslit BHIMYCK YYeHbIX 3aNHCOK (aKy/abTeTa MHO-
CTpaHHBIX A3biKoB JlaTBMIICKOTO TOCYNapCTBEHHOTO YHHBEPCH-
TeTa sBJAsercs cCOOPHUKOM cTaTeH 1Mo BONpOcaM aHTIHHCKOH ¢H-
JIOJIOTHH.

B nanHOM BBITyCKe NpeacTaBJeHbl BOCeMp CTaTell, oTpaxa-
I0IIIHE OCHOBHbIE HATIPABJEHHS HayyHO-HCCJeJ0BaTeNbCKOH pa-
60THl uJMeHOB Kaeapbl aHIIMACKOro fA3blKa (akyabTeTa HHO-
CTPaHHBIX f3bIKOB. OuepKu COOTBETCTBYIOT HACYIIHBIM HAy4HBIM
M NpaKTUYeCKHM 3amnpocaM B pecnybJHKe.

B cratee M. Aunepcon «Hekoropsie ocobeHHOCTH AHanek-
TOB COBPEMEHHOTO AHIVIMHCKOrO $3blKa» paccMaTpUBaloOTCs Xa-
paKTepHble OCOOEHHOCTH [HAJEKTOB COBPEMEHHOTO aHIJIHHCKOTo
13blKa. [Ipo6nemMa puanekToB axKTyajbHa, TakK KaK JAHAJEKThi
BJAUSIOT Ha janibHellllee pa3sBHTHe HAUMOHANABLHOrO sismika. JlaH-
Hasi CTaThsi ABJSIETCA YacThl KaHAWAATCKOH MUCCEPTALMH.

B cratee E. Apc «K ucropun c10Boo6pa3oBaTeNnsHON MOENH
CYLLECTBHTENIbHBIX ¢ UCXONOM Ha -er B aHIJIHECKOM s3bIKe» pac-
CMaTpHBaeTcsi CTPYKTYPHAs MOJiesib CYIIECTBHTENbHBIX CO 3Haue-
HHeM NeHCTBYIOUIEro JUUa. B OoCHOBY aHasu3a MOAENH MOJOXKEH
Mopdosornueckuil kputepuii. ABTOpP TNOKa3LBaeT HCTOpHYECKHE
H3MEHEHHs CcaMOil MOJeNHd ¥ NPUYHHBI, BBI3BIBAIOLIHE 3TH H3Me-
HEHHs.

B crarbe M. Helinan g «Xapakrepucrika (pu3HKO-aKycTH-
Yeckux ocobeHHocTed NHPTOHTOB AHTVIMHCKOrO S1I3BIKa» paccMart-
pUBAOTCS (PU3HKO-aKYCTHUECKHE OCOOEHHOCTH AU(TOHIOB — [0J-
TOTa KOMNOHEHTOB, HX KadecTBEHHOe COOTHOINEHHe W (H3MKO-
akycTHyeckoe o6pasoBanne uHToHauuu. Ilpu uccnenosanuu GuLiH
HCTIOJIb30BaHBl METOAbI JKCIlepUMeHTasbHOH (oHeruku. [laHuas
CTaTbsl IBJASETCA YacCThIO KAHAMAATCKON AHCCEpTalHUH.

Cratba JI. OpaoBcKoit «JlekcHueckue H CeMaHTHYECKHE
apxausMmsl B cocTaBe (hpaseosOTHUECKHX eJMHHMI» MOCBsiilleHa
BONPOCY apXxau3MoB B cocTaBe (Ppa3eo/oOrHuecKHx eguuHu. AHa-

5



JIH3 TIPUMEPOB, JEKCHYECKHH H ceMaHTHUeCcKHH, NpoBeaeH Iyboko
M pasHoctopoHHe. [lpoBeneH Takke CTAaTHCTHYECKHH aHaNu3.

B crathe A. Tpuub6anata «OT6op HANIOCTPATHBHOTO MaTe-
puasia JAJsi aHTJAO-JATHIULCKOLO CJIOBapsi» OCBELLAITCH BaKHble
npobaeMbl JieKcUKOTpaduu ¥ COCTaBJeHUst cjaoBapeil. B crathe
pacCMaTpUBAIOTCA OCHOBHblE TIPHHUMNBI, KOTOPHIMH HeOBXOIHMO
PYKOBOACTBOBATLCHA MpH OTGOpE WIIOCTPAaTHBHOTO Marepuania H
ero pasmelleHHH B aHTJO-JATHILCKHX CJAOBAPAX.

Crateas T. Bab6uunoit «Tperuit axkt apams . baifipona
«Kann» B nepesoge PaiHuca» nocpsiilleHa CTHAMCTHYECKOMY CO-
MOCTAaBJEHHIO OPHIHHAMa M llepeBOAa M NpeactasaseT 60JbLIOH
WHTEpPeC ¢ TOUKH 3PeHusi NpobleMbl TEOpHM NepeBoja, a TaKkKe
CTHJIHCTHYECKOrO pasbopé.

Crateas M. dncon «[Ipumedanns o cTHIe KPpHUTHUYECKHX 060-
apennit K. MaHcounn» nocesuleHa avannay ctunsa K. MsHcounn
B €e KPUTHUeCKUX 0B6O03peHHsIX, KOTOphHIE IO CHX IIOp OCTaBalHCh
BHe TOJst 3peHus JUTepaTypoBelOB. B ee KpuTHuecKHXx o6o3pe-
HUAX BBIABJAEHbH H TNPOAHAAHU3WPOBAHBI Te€ 3CTETHYECKHE TPHUH-
LUIBL, KOTOpble GbITH NMOJOXKEeHbBl B OCHOBY ee TBOPYECTBa.

B cratbe «XapaxkTepHble CHHTAKCHUYECKHE KOHCTPYKUHH NPO3HI
K. Msnchduan» M. SHcon kacaeTcs BOTpoca CTUIHCTHYECKOTO
cuHTaKcuca. ABTOD BHISIBASET CHHTAKCUUECKHE KOHCTPYKIHH, KO-
Topble 0CcOBGeHHO 4acTo BerTpeyarores B npose K. Msucdhuaa #
NpULalOT ee SI3bIKY XapaXTepHoe PHTMHYHOE 3BYuYaHHe.

Penxosnnernss # aBTODCKHUIT KOJJIEKTHB TMNpPOCAT HaMpaBasiTh
KpHTHYeCcKHe OT3bIBH 06 onyOAUKOBAHHKIX B JaHHOM COOpPHHKe
CTaTbsIX pedKONAerHH «YueHblx 3amnucok» (r. Pura, ya. Topse-
Koro, 48).



M. Anderson

SOME PECULIARITIES OF DIALECTS
IN CONTEMPORARY ENGLISH

The relation between the national language and dialects
in various periods of history, the evolution of individual dia-
lects and their place in the modern language, the prospects ol
further development of dialects — all these are problems of
supreme interest to linguists. The present paper is an attempt
to give ‘a brief comprehensive picture of the state of English
dialects today, in relation to the general development of the
English language.

The origin and development of a language is an exceeding-
ly complex process that comprises two opposite tendencies —
differentiation and integration.! These two tendencies or pro-
cesses occur, at dilferent periods of history, with varying in-
tensity and scope, and not always is it possible to draw a
clear line ol demarcation between them. The difierentiation
process, viz., the formation of dialects, subsided gradually
only under capitalism, when the integration process gaine
distinctive sway. The formation of a national language does
not, however, imply a disappearance of dialects. They retain
vitality, receding but reluctantly under the impact of the offi-
cial press and literary language.

Dialects offer a rich source for investigations into the his-
tory of the language, since they irequently preserve ancient
forms no longer extant in literary language. It does not necessa-
rily follow, however, that the dialect is older than the national
language, whose fixed orthography and authorized grammati-
cal framework may prove to be more conservative than the
spoken, more pliant dialect.

I'P, M. Asanecos O6ueHapoaHblit SA3BIK M MeCTHbie JAHaJeKThi.
Mockpa, 1954, crp. 6.



Discrepancies between the dialect and the national lan-
guage, as well as those between individual dialects, predomi-
nate in the phonetic aspect. Phonetic divergencies are the first
to spring up in the differentiation process, and remain in the
integration process. Simultaneously, it is the pronunciation
norms that are the last to be established by the national lan-
guage. However, peculiarities of both grammar and word stock
mark individual dialects as well.

Each of these aspects offers an interesting field for lingu-
istic investigation.

The earliest documents of literary English show the exist-
ance of a variety of dialects on the territory of Great Britain.
In the Old-English period, these fall into four groups: West
Saxon, Kentish, Mercian, and Northumbrian. In the Middle-
English period, the picture is similar, and the same dialects
prevail, on the main, during the Norman conquest,. though cal-
led differently by dint of established tradition: West Saxon and
Kentish were named the Southern dialect, Mercian became the
Midland dialect, Northumbrian — the Northern dialect. The
river Humber formed the borderline between the Northern and
Midland dialects, while the Thames divided the Midland dialect
from that of the South. The Midland dialect in its turn, compri-
sed two dialect groups — West Midland and East Midland.?

The Northumbrian dialect predominated until the IX cen-
tury, when during the Danish invasion all its literary docu-
ments were destroyed after which the dialect never really reco-
vered. Since the days of King Alired (849—900) and up to the
XIII century the West Saxon dialect rose to predominance in
literary language. Literary documents written in this dialect
have provided rich material for studies of the history of the
English language.

During the XIII century, the Midland dialect came increas-
ingly to the fore, until, in the XIV century, it ascended to pre-
valence. During that period of time, it spanned, as it were,
the gap between North and South, a gap that had grown so
considerable that the inhabitants of the two parts could barely
communicate. The dialect of the City of London, situated on
the banks of the Thames, bore, during this period, the imprint
of both the Midland and the Southern dialects. As London
developed into the country’s main economic, political, and cul-
tural centre, its dialect steadily gained sway until it became the

2 Bb. A. Uabnw Hcropus anrauiickoro ssmika. Mocksa, 1958, crp. 160.



basis of the future national language. It was a basis of a mixed
texture, with even Scandinavian elements infiltrating via the
Northern dialeot. Scandinavian elements, absent from con-
temporary literary English, abound in the Northern dialects
even today, e. g., frosk for frog (Scand — froskr); hag for
chop (Scand. hoggva) ete.

A national language is a historical category, whose pre-
requisites are urban industry and trade. In other words, its
formation is linked with the development of a bourgeois society.
The fact that, as a result of economic and political concentra-
tion, dialects also concentrated within the framework of a nat-
ion, was already pointed out by Marx and Engels.*

By 1377, the population of London amounted to 35,000, and
was fairly mixed in composition. French, which had been the
state language for several centuries, was being partly superse-
ded by English, and a turning point was marked in 1362, with
Edward I implementing a law raising English to the status
of official court language. To the XIV century belong also the
beginnings of English national literature. The establishment of
literary language norms was furthered by Geoifrey Chaucer’s
(1340—1400) authority and Caxton’s (1422—1491) printing
press lent them stability.

Purity of pronunciation soon became an issue with the
English aristocracy; nevertheless, as was pointed out by Prof.
H. Wyld®, pronunciation remained largely arbitrary in Queen
Elizabeth’s days. Thus the queen’s favourite Sir Walter Raleigh
used broad Devonshire, while in the northern parts of the count-
ry even the language of the landed gentry differed notably
from the newly established literary forms.

Though the existence of numerous dialects is generally
speaking characteristic of a feudal social order, dialects linger
even while a national language is taking shape. In a capitalist
society, it is mainly the peasantry, — to a lesser degree, the
lower strata of the bourgeoisie — that preserves territorially.
differentiated dialects. Legally emancipated, the peasants re-
main economically speaking tied down to their land, and their

3B. H. flpuesa O6 n3meHeHHWH [HaNeKTHOR G6a3bl AHIJIHACKOro Ha-
LUHOHAJBHOTO JHTePAaTYPHOTO si3blka. TPylNbl HHCTHTYTA SI3bIKO3HAHHA, ToM X,
Mocksa, 1960.

* K. Mapke u ©. dureannc. Hemeukans ugeonoruss. Cou, tom IV,
cTp. 414.

5 H C. Wyld, A History of Modern Colloguial English, Oxford, 1936,
p. 103.



contact with the inhabitants of other territories is considerably
limited. Thus, itheir dialects stay practically unaffected by the
general tendency towards a uniform language. In view of this,
the Soviet linguist V. Zhirmunsky considers the dialects of the
peasantry and the petty bourgeoisie under capitalist conditions
as a social category, distinguishing between these social dia-
lects and what he terms the territorial dialects of the feudal
period, spoken by the entire population of some district or
other.®

V. Zhirmunsky specifies, that the term «social» applies to
capitalist England only in regard to the central and southern
dialects, whereas the Scottish dialect could claim the prero-
gatives of a literary language even in the XVI century. As is
evident from Walter Scott’s novels, it served all classes late
into the XVIII century.

For this reason, and also to bring out the difference bet-
ween dialects rooted more or less deeply in the Old- and
Middle English period, on the one hand, and genuine social
dialects (such as Cockney) ‘on the other, it may be advisable
tc use the term «territorial dialects» not only with reference to
the period of feudalism for reasons of specification, but in deal-
ing with the capitalist period as well.

Since oral and written speech exert a mutual influence
the one upon the other, the existence of dialects largely deter-
mines the tortuous path of the development of a language.
Existing as they do alongside the literary language, the dia-
lects contain not only the older language forms, but alsu the
inception of new ones. This accounts for the paramount impor-
tance of dialectology among the various branches of linguis-
tics.

Interest in problems of dialectology has always been pro-
minent among English linguists. In 1873, the English Dialect
Society was inaugurated by Prof. W. Skeat, with the purpose of
compiling and publishing a dictionary of English dialects.
About eighty medium-sized volumes appeared in the course
of the subsequent twenty years — each devoted to a certain
district dialect. The authors were local enthusiasts of dialecto-
logy, irequently lacking in knowledge even with regard to prac-
tical phonetics, not to speak of linguistic theory. As a result,
Prof. Joseph Wright of Oxford University, compiler of the dic-

8§ B. )Kupmyucrkuit. HauwoHanbHblil $3BIK M coUMalbHble AHANEKTHI,
Jlenunrpaa, 1936.
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tionary, found himself taxed with the unduly difficult and res-
ponsible task of not merely basically revising, but also consi-
derably complementing the material in hand. However, he dis-
charged himself of his duties with all honour, and in the period
between 1898 and 1905 six volumes of the English dialect dic-
tionary left the printing press, the last volume comprising an
English dialect grammar. As a point of interest, characteristic
of capitalist society, it may be added here that Prof. Wright
was compelled to shoulder the financial burden as well, the
publishers doubting his ability to complete his task, and hence
unwilling to embark on a financial risk.

Unfortunately, the English Dialect Society, considering
their task accomplished with the compilation of the dictionary,
disbanded in 1896. Desultory local organisations still continued
with research work in the Northern districts, such as the
Yorkshire Dialectological Society centred in Leeds, the Commis-
sion for the Investigation of Scottish dialects, and others.

The period after the second World War witnessed a revival
of interest in dialects, and work in this direction was resumed
by Prof. Harold Orton of Leeds University, and Prof. Eugen
Dieth of Zirich University. Questionnaires were compiled, com-
prising 1092 questions covering different language aspects —
phonetics, morphology, syntax, vocabulary. Specially trained
assistants, nine in all, took these questionnaires all over
England, selecting for their obiects of interest old country
people, preferably men — it having been ascertained that dia-
lects were used with greater purity in Great Britain by men
than by women.” The initial stage of the work, the culling of
material, was commenced in 1950, — with the help of tape:
recorders as from 1953 — and accomplished by 1961. Publica-
tion, under the common title «Survey of English Dialects», is
envisaged according to the following plan:

A. Introduction by H. Orton

B. Four volumes of Basic Material in tabular form, each

in three parts
1. The six Northern Counties and the Isle of Man
2. The West Midland Counties
3. The East Midland Counties
4. The Southern Counties
C. Four «Companion volumes» of Selected Incidental mate-

rial

19627 Survey of English Dialects. Introduction by H. Orton. Leeds,
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D. Linguistic Atlas of England showing the distribution of
various lexical, phonological, morphological, and syntac-
tical features over the whole network

E. Phonetic transcriptions.

The unfortunate death of Prof. E. Dieth in 1956 has caused
considerable delay, in consequence of which only the introduc-
tion and the first volume of the basic material has so far ap-
peared in print.

It is not possible to determine with any precision the exact
boundaries of individual dialects before the completion of the
envisaged linguistic atlas. Hence Prof. J. Wright’s classifica-
tion and distribution of dialects remains, as the professor him-
seli admits, merely approximate. According to his classifica-
tion, the dialects of ‘Great Britain fall into five large groups:
Northern, Western, Midland, East Country, Southern, with the
Scottish and Irish dialects as separate groups.

It may be noted here that the problem of contemporary
English dialects has been barely dealt with by Soviet linguists;
no more than a few slender articles have appeared on this.
question.?

The Scottish Dialect

When, at the opening of our era, the Romans entered Great
Britain as its conquerors, Scotland was Celtic territory, and
Celtic elements are extant in the dialects of Scotland even in
our day. Beginning with the V century, the Angles, a Germa-
nic tribe, began to penetrate into Scotland, to settle there along-
side the Celtic tribes — the Picts, the Scots, and the Britains.
Their influence increased steadily, especially aiter the angli-
fication of the ruling Scottish dynasty. The withdrawal into
Scotland of large numbers of Anglo-Saxons after the Norman
conquest furthered the spread of this influence. Scotland’s south-
ern part spoke at that time a dialect that had developed from
the Old-English Northumbrian dialect, while in the northern
Highlands Gaelic, a Celtic tongue, continued to prevail.

Politically, on the other hand, both these parts of Scotland

8 M. M. MaxoBckui. CTpyKTypHble OCOGEHHOCTH COBPEMEHHEIX dH-
rAMACKHX AHaneKkToB. «MHocTp. sia. B wwkone», 1961, Ne 5.

J. H CoaoBbesna. Hexoropsie rpaMMmaruyeckie OCOGEHHOCTH $3HIKA
«Ysccekckux pomadoB» T. Tapan. Hcenenos. no aura ¢ua, II, JI., 1961.

B. H. lpuesa O6 HM3MeHeHMH [HAJEXKTHOW 6a3bl aHIJIHACKOro Hauuo-
HaJbHOTO JNTepaTypHOro s3blka. Tpyabt MHcTHTyTa s3bikosHauus, ToM X,
Mocksa, 1960.
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were united already in the X century into one kingdom that
was frequently engaged in bitter warfare with its neighbour,
Engtand. The two above-mentioned dialects gradually merged
into a national Scottish language in which many remarkable
works of literature have been recorded. At the time when natio-
nal language was taking shape in England, Scotland’s politi-
cal independence guarded her against participation in this pro-
cess. However, the blossoming period of the Scottish lan-
guage was of short duration. With the unification of England
and Scotland after Queen Elizabeth’s death in 1603, England’s
political hegemony began to lay its imprint upon the language.
The influence of the London dialect in particular made itself
increasingly felt, until even the Scottish literary language be-
gan to recede into the background. The Scottish poet William
Drummond, the philosopher David Hume, the political econo-
mist Adam Smith, all wrote in English. True, the XVIII cen-
tury witnessed revived interest in ancient Scottish po-
etry, under the influence of which a large number of Scottish
elements reentered the language in the later part of the cen-
tury, from which sprang a peculiary poetic, yet unmistakably
artificial language often resorted to by poets and playwrights
even today. Termed «Modern Scots», this' language has been
closely investigated from the phonetic and grammar aspects by
William Grant and James Main Dixon in their «Manual of
Modern Scots», Cambridge, 1921. Information on the Scots
dialects is also furnished in Jame Wilson’s monographs.

The language taught in Scotland’s schools today hardly dii-
fers from the literary norms of Standard English, and «Modern
Scots» remains a record of the past. Nevertheless, some pecu-
liarities dc mark the literary language in Scotland, especially
its phonology, so that the «Scottish accent» is easily detected.

As to the vowel system, some specific properties are shared
by the Scottish and Northern dialects.

The entire sound system of all English dialects cannot b=
adequately discussed within the framework of this paper; w2
shall therefore confine ourselves to those sounds which, in dia-
lect, are most distinctively at variance with the corresponding
sounds in Standard English.

The [r] sound, fricative in Standard English, is trilled in
the Scottish and Northern dialects alike. In addition, the [r]
sound is encountered in these dialects in positions where the
literary language has dropped it long since, e. g., before vowels
and pauses. Thus, where the English has [ha:d] and [ga:l],

13



the Scottish sound [hard] and [garl]. Whereas the fricative [r] is
gradually infiltrating into. the Northern dialects, it remains
alien to the Scottish dialects. y

The Scottish and Northern dialects also share the voiceless
pronunciation of the written wh, so that what, which’ sound
[hwot], [hwitf]. This is proof to the conservative nature of the
Scottish dialect, since this pronunciation was current in the
south till the XV century.

Typical of the Scottish dialect is also a peculiar pronuncia-
tion of the [l] sound. Standard English is known to have two
{I] sounds: before vowels and the consonant [j] it is pronounced
by raising the middle part of the tongue, thus lending it a
slightly palatalised sounding. It is known as the «lights [I}.
Bejore consonants, or at the end of the word, [l] is pronounced
by raising the back part of the tongue, thus lending it a dark
shade. In Scotland the dark [I] occurs before vowels at the
beginning of the word as well.

The final [t] sound is not pronounced in Scotland, e. g.,
strict [strik], corrupt [ka’rap].

The past tense and past participle suffix -ed is pronounced
as [t] after the consonants p, t, k, b, d, g, for example, rubbed
['rabat)], ragged ['ragat].

Typical of the vowel system ‘is the [u:] sound, which has
remained unmodified since the Middle English period. During
the vowel shiit that started in the XV century [u:] changed into
[au], yet in the Scottish dialects the words house, out are still
pronounced as {hu:s], [u:t]. Similarly, the {o:] sound has not
changed into the diphthong [ou] as might have been expected
after the vowel shiit, so that the word hope, for example, is.
pronounced [ha:p] in Scotland.

The diphthongs {19], [us], [es] which evolved in the XV cen-
tury from long vowels followed by [r], are unknown in Scot-
land, where both the long vowels and the [r] sound have linge-
red, e. g., beard |bi:rd], poor [pu:r].

In view of the above, the Scottish dialects are considerably
poorer in diphthongs than Standard English.

The [=] sound, which developed in English during the XVI
century from [a], is alien to the Scottish dialects, where the
sound [a] occurs, e. g. in man [man)], cat [kat]. Neither has it
the vowel [a:], which developed in English during the same pe-
riod from fusions of the vowels [i], {€], [u] or [o], and the conso-
nant [r]. Owing to its peculiar pronunciation, the Scottish [r]
did not fuse with the preceding vowel.

14



Where the literary pronunciation has the [5:] sound, formerly’
followed by the {r] sound — e. g., course, four, the Scottish pro--
nunciation is more complex. The Scottish dialects distinguish
here between two cases, which in the southern parts have fused
into one. The first group comprises words which during the
Middle English period were pronounced in the Scottish dialects
with the [or] sound, i. e., the closed [o], e. g. or, four, etc. The
second group comprised words which in the Middle English
period had a short root vowel, with another consonant follow-
ing the -r-, e. g. record, short, horn, order. These are pronoun-
ced in Scotland as [or].?

As to grammar system, the Scottish dialects form the future
with {he help of the auxiliary will in all persons.

The Northern Dialects

The Northern dialects deviate from Standard English mainly
phonologically. The phonetic peculiarities of these dialects have
been described in great detail by Richard Lloyd, in his book
«Nonthern English», Leipzig, 1899. The author specifies, that
the English he dwells upon is spoken by the educated, born and
bred in Northern England, approximately between Birming-
ham and Durham, a territory considerably larger than South
England.

Viewed historically, the Northern dialects are close to the
London literary English of two, three centuries ago. The dia-
lects proved, however, more impervious jo the vicissitudes of
time than the language of the metropolis, which changed conti-
nuously.

The discrepancies in the consonant system between Stan-
dard English and the northern dialects are few but most signi-
ficant, e. g., the articulation of the vibrant [r] sound which dif-
fers notably from the fricative [r] sound of the South. It may
be noted that the vibrant [r] is not pronounced in common collo-
quial speech.

Another characteristic point is the pronunciation of written
wh-. As is common knowledge, Standard English does not dis-
tinguish between the pronunciation of wh- and w-; so that witch
and which, wine and whine, weal and wheel etc. are phoneti-
cally-identical. In the North, however, wh- is voiceless, so- that
the corresponding pairs of words sound differently.

9 1. C. Ward, The Phonetics of English, § 163; K. Luick, Historische
Grammatik, §.568.
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The vowel systems differ to a greater extent. Thus, in the
words man, cat, have, the Northern dialects have a short [a]
sound, where Standard English has [®]. The Northern dialects
seem to have retained the pronunciation familiar in the South
till the XVI century.

The diphthong [ei] is pronounced in the North only if follo-
wed by a voiced consonant, e. g. in the words made, laid, or as
a final sound, e. g. way. In {ront of voiceless consonant the
[e:] sound is commonly pronounced, e. g., in bake, cape, gate.
Qualitatively, this sound may be compared with the German
[e:] in the word leben.

The qualitative difference between stressed and unstressed
vowels is considerably less marked in the North than it is in
the South.

The tendency fowards monophthongisation notable in the
pronunciation of bake and gate appears even more clearly in
the diphthong [ou]. As was pointed out by R. Lloyd, it is com-
monly pronounced as [o:], e. \g. {bo:t], {ro:d], [lo d], for {bout],
[roud], [loud].

The vowel sound [A] does not ex1st in the North. Instead,
there is a moditied [u] sound.

The [u:] sound often supersedes the southem [ju:], as in the
word sue, and sometimes the [u] sound as in the word cook.

A phenomenon characteristic of the Northern dialects is
the so-called coronal vowel, the articulation of which is termi-
nated by raising the tip of the tongue as though to pronounce
the subsequent coronal [r] sound. This we find in words like
hair, hard, first, short, etc.

It is noteworthy that the North has preserved charactens-
tics of a more ancient stage of development than has the
South, where the [r] sound has left no trace.

The above goes to show that the Northern dialects have
been throughout resistant to all kinds of afmbwuntqes in pro-
nunciation, elisions and assimilations.

As regards grammar structure, there are no essential dii-
ferences between the Northern dialeéts and Standard English.

English in Ireland

At the opening of our era Ireland was inhabited by the
Celts, and the English penetrated into Irish territory compa-
ratlvely late. Ireland’s cultural traditions reach back into an-
cient history. Christianity was known there as far back as
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the V century, and Irish missionaries set out for England
already then, forestalling the Roman missionaries by a whole
century. It is held that elements of the Anglo- Saxon alphabet
were also borrowed from the Irish.

At the time of the Scandinavian invasions, Ireland, then
divided into four or five kingdoms, resisted successfully. In
the XI century, however, when King Henry II was called upon
to intervene in a frontier feud, the king made use of the si-
tuation to turn Ireland into his dominion. Yet the people’s vi-
tality proved strong enough at the time to defy assimilation
with the English immigrants. The position deteriorated in the
XVI century, when under the reign of Henry VIII religious pres-
sure was added to the hazards of national persecution. The
Irish refused to resign from the Catholic church and acknow-
ledge the Church of England. The religious wars reached a
climax during Queen Elizabeth’s reign. The union of England
and Scotland brought a flood of immigrants into Ireland. Asa
result, protestantism took root in the Northern part of Ireland,
the protestants soon gaining the status of a privileged class.
while the Catholics in the South of Ireland were subjected to
increasing persecutions. Ireland’s struggle against England for
equal rights went on for centuries, and was crowned with
success only in 1921, when Ireland became an independent
country within the British Commonwealth. Finally, after World
War II, even these formal ties were severed, and Ireland attai-
ned to full political independence, Ulster alone reltaining the
status quo.

A country’s political history invariably leaves an imprint
wpon its language. The discrepancies between the standard
norms of English and their Irish varieties may be divided
into two groups.

I Peculiarities_springing from the current Gaelic

While adopting the English language, the Irish frequent-
ly strove, subconsciosly perhaps, to retain the grammar struc-
ture of their own language, not to speak of articulation
and intonation. Numerous constructions are thus traceable
directly from the Gealic, and are commonly termed as
«Irishisms». Among them may be -mentioned superfluous
repetitions of «and», ommission of the conjunction that,

intricate sentence constructlons and a number of phonetic pecu-
liarities. R .
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11. Forms rooted in more ancient stages of development
of the English language

It is common knowledge that archaisms frequently remain
alive in dialects long after they have become obsolete in the
modern language. This refers fully to Irish English that is
largely akin to English as spoken in the XVI century, English
first penetrated into Ireland in the XIII century — when Eng-
land gained dominance, turning Ireland into a colony. How-
ever, during the subsequent century the English drifted back,
leaving little or no trace. The language constructions extant in
our day belong to the XVII century, a time when a new wave
of imigrants entered Ireland, whose descendants implanted a
version of English that remained there, stinted like ar broken
branch, while the mother-tree continued to blossom and ramify.
These XVII century language forms, which belong largely to
both the Irish and Scottish dialects, predominate in Northern
Ireland, though some prevail throughout the country, such as
the archaic perfect tense construction, long vowels that have
remained untouched by the vowel shift, etc.

It may be noted here, that the phenomena peculiar to the
live Irish dialect have fused so closely that it is difficult to
attribute some of them with any certainty to either of the above-
mentioned two groups.

Irish English today shows a marked tendency towards in-
creasing modification under the impact of Standard English, a
process assisted by school-teaching, radio, cinema, and modern
means of communication.

Irish English differs from the standard language not only
phonetically, but also grammatically and lexically (including
phraseology). We shall dwell only on the most characteristic
peculiarities.

Since phonetic differences predominate, we shall first men-
tion these.!°

The English explosive [t] and [d] sounds differ from their
Gaelic equivalents, in pronouncing which the tongue touches
the teeth, and a more or less distinctively aspired [h] sound
follows. This Gaelic sound has been carried over into English,
especially before an [r] sound. Thus, words like frue or trap
are pronounced thrue and thrap. The same occurs in the middle
of a word: bitter and butter are pronounced bitther, butther. In

0 P. W. Joyce, English as we speak it in Ireland, London, 1910.
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Sean O’Casey’s plays, e. g., in «Behind the Green Curtain»,
we read thry, betther, glitther, dhrum, wandher, afther, etc.

The fricative [0], on the other hand, if it occurs as a final
sound, is often dropped and superseded by the [t] sound, e. g,
in the word bath [ba:t]. ‘

In the past forms of some verbs, such as fold, held, the [t]
and [d] sounds are interchangeable. This phonetic peculiarity
applies also to the prepositions beyond and behind. The past
form of the verb kill is pronounced arbitrarily as [kilt] or [kild],
as may be seen in Bernard Shaw’s play «John Bull’'s Other
Islands Act IV, (Bernard Shaw, Selected Works, Mos-
cow, 1958, p. 435):

Aunt Judy: It’s a mercy you weren’t killed.

Dorian: Kilt.

The [r] sound has, in Irish English, the same strong vibra-
tion as it has in the Scottish dialects, whereby it is pronounced
in this way throughout, even if it follows vowel sounds.

At the end of an unstressed syllable, the velar [p] sound
is superseded by the alveolar [n]. This phenomenon is common
to all dialects, hence characterizing all common popular
speech.

The [dj] sound unit, if followed by [u:], is changed, in a
number of words, into [d3]. Thus, duke, produce sound juke,
projuce a phenomenon termed assimilation.

The English language generally tends to pronounce the
unstressed -en as [n], sometimes even as [in] — e. g., women,
Ritchen. In Irish English, this tendency is even more pervasive,
and we frequently hear words like suddin (‘sudden’), ivir (“ever’),
iviry (‘every’), nivir (‘never’). At times the [i] sound may be
replaced by the [e] sound even in stressed syllables, e. g., git
(‘get’), yit (‘yet’), agin (‘again’), etc.

A characteristic phenomenon of the vowel system is the
substitution of the (e:] sound in Irish English for the [i:] sound
in the standard language, e. g., in easily [e:zil1], or clean [kle:n].
Since in the XV century, before the vowel shift, these words
were also pronounced with the [e:] sound, this- may well be a
case of phonetic survival.

The words my and by are pronounced throughout Ireland
as {mi:] and [bi:], or, if unstressed, as [m1] and [bi].

The standard English [a1] sound in words like like, or five
is substituted by the [0i] sound in a large part of Ireland, but
rarely in the Dublin district. In. Sean O’Casey’s play «The
Plough and the Stars», for example, the Dubliners pronounce
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these words' correctly, while the English captain says mozght
moi,. loike.

- The dropping of individual sounds is a frequent occurrénce
not only in dialects, but also in common colloquial speech. The
unstressed vowel often remains unpronounced in words like
before, pronounced — b’fore, company (comp’ny), suppose
(s’pose). The [t] and [d] sounds are also frequently dropped,
e. g, an’ (‘and’), oul’ (‘ould’), behin (’behind’). Similarly, the
sounds [i], [ul, {w], [1], [v], [f] sometimes remain unpronounced.
- The grammar system of Irish English is exceedingly pecu-
liar. The plural ending -s is often omitted, e. g., forty year ago,
fifteen pound ten, etc. Thus, we read: «Goin on six year, is it?»
«That’s it, Paddy. Six year.» (Modern Irish Short Stories, Lon-
don, 1957, page 223.) Some nouns have retained their archaic’
plural forms, such as eye — een, shoe — shoon. Vulgar plural
forms, such as newses for news also exist.

The pronoun system deviates considerably from Standard
English. We find, for example, alternative forms for the second
person singular you — yer, yeer, yeh; and for the plural form
of the same pronoun — yous, yees, yes, yis.

The personal pronouns she and her may refer to things,
e. g, . an’ th’ thrain’s waitin’ for you to start her.».(Three
Plays by Sean O'Casey, London, 1961, p. 131.)

The construction preposition-pronoun- gerund is most typical,
e. g, ...aiter me doing it.

The usage of the possessive pronoun me for the standard
my is another typical attribute, e. g., «I'm goin aiter you, me
...lass». (Three Plays by Sean OCasey, London, 1961,
p. 24.) '

. The.demonstrative pronoun that occurs in adverbial mean-
1ng, e. g., I was that mad. However, it is a usage popular in
co loqu1al English throughout Great Britain today.

.. Tne interrogative pronoun whose is not used in the Irish
dialect, so that the question «Whose is it?» would sound «Who
is it bel longing to?»

The suifix. -like .is often found attached to an ad]ectlve
e. g., gay-like. The comparative and superlative are sometimes
doubledte .g. "mast powerfulfest. In comparisons, as or nor
replace the usual than. «Oh, the villainous thought worse nor
the, villainous -action!» (Three Plays by Sean OCas ey,
London,: 1951, p: 16.)

The. Contmuous Tenses are used where Standard Engllsh
requires ‘the "Perfect Continuous .(I'm harbourin’ .no grudge
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agen you these past years — O’Neéill Lost Plays, 1958.)
Archaic perfect constructions also occur, e g He has my heart
broken.

In the subjunctive the Irish dialects- have' was ‘in”the flrst
person, where Standard English has were. (And'l wisht 1 was
in Ireland the livelong day — O’Neill, Lost Plays, 1958.)

Will and would are used in the first person: plural; future
tense.

A number of peculiarities characterize the sentence con-
struction of Irish English. The indirect question, for example,
often retains the word order of a direct question (I will go
see did he do it). Double negations are in use. Negation can
also -be expressed lexically by using words like devil, deuce,
-sorrow. (The devil does it = it does not.) -

Deuil is one of the most frequent parasytlc words in Irish
English, — as hell is in American English, or bloody in Eng-
land.

Repetitions are a favourite construction («I cant’ go a step
further without restin’ me old bones, so I can’t».- Sean
O’Casey, Behind the Green Curtains, London, 1961, p. 4).
" «Oh many is the most commonly used exclamation. «Never
fear» is used in many parts of Ireland to express an ascertion
or an assurance. The habitual form of greeting «Good morrows
is answered with « Good morrow ktnle»

Phrases with the noun like are in wide use: one’s like, the
like of one or a thing, the like of oneself, e. g.: «Don’t whine
the like of a beggar in the street», or: «Ye must write down
tobacco or fruit or something the loike of thats. (O’ Neill, The
Moon of the Carribees, 1918.)

Tentative and cursory though this review may be, it ne-
vertheless demonstrates the relatively archaic and conservative
nature of Irish English.

The Southern Dialects

The roots of the present-day Southern dialects are sunk in
the Old-English period Wessex or West-Saxon dialect, in which
King Alfred wrote in the IX century. These dialects differ today
from Standard English phonetically as well as grammatically.

Phonetically, the broad, open [e] sound is characteristic of
the Southern dialect. Thomas Hardy attempted to reproduce
this sound by writing lag, stap, yallow — for leg, step, yellow,
to imply the [#] sound where the tngllsh has |e). As nas been
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pointed out by Kruisinga E.!!, the difference between short and
long vowels'is rather blurred in the Southern dialects, so that
we find in Thomas Hardy's writing kip (‘keep’), leetle (’little’),
and similar words. Unstressed vowels are often dropped before
stressed syllables e g, prentwe (‘apprentice’), b'lieve (’belle-
ve’), ‘'magined (’ 1magmed ).

A voiced pronunciation of the unvoiced sounds [s], [f], [0] is
typical of the Southern dialects, e. g, «...we zid the girl’s
mother coming up to the door...» (Th. Hardy, Tess of the
D'Urbervilles. London, 1937, p. 173), or «No doubt a mampus
of volk... will be down here...» (ibid, p. 22). The consonant
[n]l is mostly pronounced as [n].

Many diversions from Standard English belong to the sys-
tem of pronouns. Thus, he may denote an unanimate object.
The second person smgular pronoun in both nominative and
accusative is thee or ee. («I can’t think why master should have
set ee at it.» ibid, p. 371.)

Instead of the pronoun you for the second person plural
the frequent usage is ye, e. g., «Ye don’t say so». (ibid, p. 3).
The accusative for he is en or un, e. g., «I have said fifty ti-
mes ... that I don’t believe in en. But I shall have to go to ’'n if
he’s alive.» (ibid, p. 172). These are survivals of the old English
accusative form hinel?, just as the third person feminine a
has evolved from the Old English heo.

The Southern dialects apply the pronoun in its nominative
form to the accusative, e. g., «I have a big bone to pick with
he» (ibid, p. 173).

b The demonstrative pronouns this and that are often replaced
y thik.

The verb system contains considerable dlscrepanmes with
the Standard English norms. The past of irregular verbs is
often formed after the pattern of regular verbs: to see — seed,
to know — knowed, etc. (For I zid you kissing his shade/ibid,
p.176/.) Sometimes both past forms are used simultaneously,
e. g., «Tis thoughted that great things may come o't» (ibid,
p- 22). These forms are notalegacy of Old English, but rather
point to a later tendency towards unification in the language.

First and second person pronouns sometimes link with a
verb in the third person, or vice versa, e. g, «..we was
1905” E. Kru151n ga, A Grammar of the Dialect of West Somerset, Bonn,
1’.)1 H ConoBbe B a” Hekoropsie OCOGEHHOCTH f3bIKa ¢yaccekcxux
pomanos» T. apau. Uccnenosanus no aura. ¢ua., 11, JI., 1961.
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here...» (ibid, p. 173), or «Do Jack Dollop work here?» (ibid,

Pp. 173). Two negations are permitted, e. g., «But she couldn’t

find him nowhere at all» (ibid, p. 174). The verb fo be retains

the be form in all persons, except the third person singular.

Thus, we read «Who be you, then,... to order me about...?»

(ibid, p. 7). «Don’t tell her where I be...» (ibid, p. 173).

«Perhaps somebody in the house is in love» (p. 173).

The prefix a- is often attached to the gerund, e. g, «I've
got to go a-skimming», (p. 220). This a- is a weakened form
of on, the construction on + verbal nouns being common usage
in the XV century, especially with verbs denoting motion.

The grammatic and phonetic peculiarities of the Southern
«dialects can be roughly divided into three groups:

I. Those rooted in the Old English period Wessex dialect, or
in the Middle English period of the Southern or South-Wes-
tern dialects (for example, the personal pronoun a (she)
}flas s‘)prung from Old English form heo, not from the she
orm).

II. Those carried over from more distant historical periods,
though not from corresponding territorial dialects (double
negations, the second person pronoun thee, and others).

1II. Those testifying to the tendency towards unification in
the language, and occurring in all dialects (irregular verbs

~ with the regular verb past ending, the pronunciation of
the [p] sound as [n] in unstressed syllables, and others).

In our time, with radio, press and general education gain-
ing increasing sway, the normalised standard language is stea-
dily penetrating into territories where dialects used to prevail.
The distinguishing peculiarities of different dialects are gradu-
ally disappearing, and yet the spoken language is far from
uniform even now. Pure dialect is, perhaps, spoken today only
by people of the older generation, and in remote country dis-
tricts at that, but what is called «modified standard language»,
i. e., a variety of language that fully complies with the morpho-
logical and syntactical norms of the standard language, but
whose pronunciation is clearly tinted with dialect influences,
is common occurrence.!3

True, dialects are in a way barriers between populations
of various districts, or between different layers of society; bar-
riers that crumble with the passage of time. Yet their vivifying
influence upon the development of a language cannot be de-

13 H C. Wyld, A Claim for the Superiority of Received Standard
English, London, 1934, p. 604
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nied. Dialect words often enter the standard language to stay,
filling an essential gap. Here the merit often belongs to the
writers. To quote but some examples, the words outcome and
feckless, belonged exclusively to Scottish literature, until Tho-
mas Carlyle (1795—1885) adopted them; a number of poetic
words owe their general usage to Walter Scott (1771—1832):
Only with the spreading railway-network did the word shunt
cross over from the northern regions and establish itself for
general usage, while .the word oufput, so commonly employed
today, was a narrow technical term belonging to the metal
industry of the North as late as 1880. A number of other words,
such as swank and wangle became common property at an
even later date.!*

The disappearance of dialects is, socially speaking, a wel-
come phenomenon, yet linguists view it with certain regret,
for it involves for them the irrevocable loss of rich linguistic
material that has largely remained uninvestigated.

M. A. Andepcon

0O HEKOTOPbLIX OCOBEHHOCTAX JHAJEKTOB
COBPEMEHHOI'O AHTJIMACKOTIO $3blKA

AunHoTanus

B cratbe paercst KpaTKuil 0630p Pa3BHTHSt aHIVIHHCKHX JAua-
JIEKTOB, BKJIOuas UX KiaaccuhuKauyo, a Takxe NPHBOAATCH He-
KOTOphie [aHHBlE O paboTax IO H3yYeHUIO IHAaJIeKTOB, NPOBEJEH-
HbiX B Anrsnnd. CeBepHbIH H I0XKHBIH AHANEKTH, & TAKXKE aHTJIH-
CKHII s3blK, Ha Kotopom rosopsit B HMpaadnuu u lotnaumuwy,
Hcenenyorest 6osee nonpobHo. Crnenuduyeckue uyepThl, OTAHYA-
0lllMe CeBepHBIl ANANeKT OT O0LIEHAUOHAJIbHOTO A3blKa, HabJ/10-
JaTcd TONBKO B (POHETHKe, B TO BpeMs KaK aHTVIHHCKHH S3bIK
B Upnannuu u Wortnanaun otnuyaercss oT ofLleHALMOHAILHOIO
A3blKa U B -06MacTM MOP(HOJOrHH, CHHTAaKCHCa H CJOBApPHOTO:
cocraBa. Oco6o nomyepKHBaeTcsl OTHOCHTE/NbHAsi apXa”WyHOCTb M
KOHCEpPBATHBHOCTb aHrjufickoro sissika B Hpaangum.

B HacTosiiee BpeMs B CBSI3M ¢ pacnpocTtpaHeHneM obpaso-
BaHHs, PalHO U TeJeBHAEHHS BCe TEPPHTOPHAJbHbIE AHAJEKTh
noHeMHory Hcye3atoT. C COIHANBLHON TOUKH 3DEHHUS 3TO NPEUMY-

4 Ernest Weekly, The English Language, London, 1952, p. 43.
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IIeCTBO, @ JUIsi HcCjefloBaTenell A3blka — MevyaabHbiil (akr, Tak
KaK 3TO He JlaeT BO3MOXHOCTH H3yuyaThb apXauuyHble (GopME B
XKHBOM sI3blKe H COKpalllaeTcsi HEKOTOpOe OXKHBJSIOLee BJHSHHE
JHaJIeKTOB HAa COBPEMEHHbIH AHrIHACKHH S3BIK.



E. Apc . HR

K HCTOPHH CJIOBOOBPA3OBATEIIbHOA MOJEJIH
CYIIECTBHTEJIbHbIX C HCXOAOM HA -er "
B AHTJIHACKOM $13bIKE

S

CnoBooGpa3oBaTesbHBIl NpPoUECC CTPOHTCS HAa ONpeleSeHHOM
COOTHOUIEHUH, KOTOpOe CYLIeCTBYeT MeXXJy HCXOAHHMY Mopde-
MaMH, ¢ OJIHOH CTOPOHBI, H Pe3yJbTAaTOM CIOBOOOPA30BATENBHOTO
npouecca, To €cTb 06pa30BaHHLIM CJa0BOM, ¢ Apyroi. CioBoo6-
pa3oBaTeNbHas MOJe/b pacKphBaeT CYIHHOCTb 3TOr0 COOTHOLIE-
HHS W BHISAIBAsIET B3auMoJeHCTBME Mex1y JeBbIM U MpaBbiM
3BeHbAIMH Monead. B ocHoBy amasusa mopmenu ‘B aHrJdiicKoM
sI3blKe MpeAcTaB/seTcs mesecoobpasHbM NOJOXKHTh I'paMMaTiye-
.CcKuit, TouHee Mopdosornueckuii kpurepui. Jlekcuko-ceMaHTHue-
CKHHl KpHTepHH Mbl B JaHHOM ciydae 6yJeM paccMaTpuBaTh KakK
BTOPUUHBIH (GAKTOp W COOTBETCTBEHHO €ro YUHTBHIBATh.

ITpu paccMOTpeHHH H OTPEAESEHHH CJIOBOOGPa3OBaTEeILHOM
MOJlesTH NMPHHUUNHAJBHO BAXKHLIM SBJASIETCS BOINPOC O COOTHOMIE-
HHH TTPOH3BOASILEH U NPOU3BOLHOH OCHOB, YTO NOMOTra€T BLISIC-
HHTb CBI3b MEXAY HCXOIHHM M COOTBETCTBYIOIHM MPOH3BO/HBIM
. CIOBOM.

CanoBoo6pa3oBaTesbHAs MoOjeab He SBJSIETCS aOGCTPaKTHHIM
MOHSITHEM, CTOSIIMM BHE f3blka. IJTO NOHATHE HCTOPHUECKOE,
H3MeHsolueecs: Bo BpeMeHnn. M3MeHeHue n060ro SI3bIKOBOI'O SiB-
JICHHSI, @ 3HAYUT WU SBJIEHHH CJI0BOOOpasoBaHHs, NPOHCXOAMT B
-TECHOH 3aBHCHMOCTH OT JEKCHKO-MODP()OJOTHYECKOH CHCTEMH
BCEro f3bIKa.

Onxoft u3 3ajgau crosooGpasoBanus sooOlie # cyioBooGpazo-
BAHUS AHIVIKACKOrO f3blKa B YAaCTHOCTH SBJSETCH BHSABJEHHE
- IIpenpacloJOXXeHnsi KaKo#-IH60 onpemeleHHOH KaTeropud CJOB
K KaKo#-Jn6o cl10Bo0O6pasoBaTebLHOM Momenu, AJId 4Yero HeoG-
XOAHMO ONpeAeJHTh Clend@HKy XeACTBYIOIIHX B fA3bIKe Moge-
Jieit. :
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Jpyroil sanauefl, npeAcTaBAsiOIell HeOCPeXCTBEHHHN HHTE-
Péec, SIBAAETCA H3yIeHHe UCTOPUYECKHX H3MeHeHnH caMoll MojesH,
BHIICHEHHE NPHUUHH, BLI3LIBAIOUIMX JAaHHBIE H3MeHeHHs (KaK Mop-
¢donorugeckoro, Tak M CEMaHTHUECKOTO TOPSIXKA).

Kak u3BecTHO, B JpeBHEAHIVIHACKOM si3blKe cJ0OBOOGpa3oBa-
‘HHe B chepe CyLIeCTBUTENBHEIX B OCHOBHOM OCYILECTBJAAJIOCH My-
TeM COeNUHEHHSI ABYX MOP(EM M IO MO CTPYKTYPHBLIM MOJENsAM
JABYX OCHOBHHX THNOB: 1) CoelHHeHHe [BYX 3HaMeHaTeJbHHX
OCHOB (TaK Ha3hnBaeMoe CJOBOCIOXKEHHe, KOTopoe TouHee OO
©6bl HA3BaTh OCHOBOCJIOXKEHHEM) W 2) coelHHeHHe 3HAMeHaTeNlb-
Holl ocHOBH ¢ addukcom (Tak HasbiBaeMas CJ0BOoGpa3oBa-
TeJbHas addHKcauust). _

Pas6epeM Oco0EHHOCTH H OTJHYHS STHX.JABYX oOGLIUX Mozne-
Jeil. CHavyajla pacCMOTPHM YaCTHHIE MOJENH CJOBOCJOXKEHHS.

YacTHeie MOJENH CIOBOC/AOXKEHHS NPENCTaBASIOT coOOH KOH-
KpPETH3alHKIo 00ilell ee (POpMyJH NOCPEJCTBOM JieKCHKO-Mopdo-
JIOTHYECKOH JAeTanin3auuy ee cocraBasiioiinx. Hanpumep, uacranie
MOJIeJIH CJIOBOCJIOXKEHHS MOryT OBITh CJELYIOUHMH:

1) cy6eraHTHB- " cy6CTaHTHBHAS CJIOXHOE HUMS Cy-
Has OCHOBA OCHOBa LECTBUTENIbHOE
boc ’xuura’ + creft 'uckycctso” — boccraft ‘nurepa-
Typa;

2) ambekTuBHas -+ cy6craHTHBHaAs oc- CIIOXKHOE HMA Cy- -
OCHOBa HOBa " lIeCTBUTEJNbHOE-

19 o o . ealdsprec ’'mpena-
eald ’crapwlit + sprac 'peub — Hue; |
3) anBepGuab- i cyOCTAHTHBHAA OC-  CJOXKHOE HMSI Cy-
Hasl OCHOBa HOBa LECTBHTENbHOE
nither ’BHH3’ + gang 'xox’ — nithergang 'cnyck’.

Takum o06pa3oM, yaCTHast MOKEJNb CJOBOCJIOMKEHHS CTPOHTCS
Ha olpele/eHHH JIEKCHKO-TpaMMATHYECKUX THIIOB CJaraeMuX
OCHOB. ,

YactHple Momeau  cl1oBoobpasoBarenbHoll  ab@HKCauHH
CTPOSITC HAa COYeTAHHH H paclpeneleHUH 3HaMeHaTeJIbHOH OC-
HOBBI ONpENENEeHHOrO JIEKCHKO-TPaMMaTH4eCKOro THIa ¢ KOHKpeT-
HbIM adukcoM u BKAKUAWT B ceGs yKa3aHWe HAa THI OCHOBH M
Ha BIIONHe onpexeiaeHHb apdukc. Hanpumep:

1) wumennas oc- CYLIECTBHTENbHOE €

HOBa + cydoukc -incel T yMeHbIIHTENbHHM
3HAYEHHEM

theow ’pa6’ + -incel — theowincel ’moao-
no# pad”;
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2)-raaronbHas  + cydduke -esire — cydduxcanbHoe cy-

OCHOBA - IIEeCTBHTEJBHOE,

' ' o6o3Hauamwllee
_ HEHLIHHY-TesTens
ler-an ’yuyurs” + -estre o — lerestre ’yuutenn-
o ' Huua’; '
3) rnaronbHass -+ cybdwuxc -ing — OTBJICUEHHOE MM
OCHOBa CYLUECTBHTEJbHOE
grét-an ‘mpuser- + -ing — greting ’mpuBeTcT-
CTBOBATh' : BHE'.

IlepBoe pasiuune MeXAY 3THMH ABYMsA OGUIMMH MOJENSIMH
(coBocnioXKeHus M abPHUKCALNHM), HA KOTOPOE MOXHO YKa3aTh, —
3TO0 cTeMeHb abCTPAKTHOCTH, KOTOpass npeobnalaer B MOAENH
adukcalMy KW KOTOpas OTCYTCTBYET B MOJENH CJOBOCAOXKEHHS.
ATo pasnuuve BjeuerT 3a cOGOH BTOPOE CYLUECTBEHHOE OTJIUUHE,
a UMEeHHO: CyIlIlecTBUTEJbHbIe, 06pa3oBalHble 10 MOJIENH CJIOBO-
CI0XKeHUs, Heslb3s1 CBECTH HM K KaKOMV eqUHHOMY H oflueMy Aast
HHX THNOBOMY 3HayeHH©. Cpenu HHUX ecTb M HMeHa Juna,
HMeHa Hesqnnd, U aGCcTpaKTHBlE CYLIeCTBUTE/bHBIE, 0603HaUalONINe
Hosiesnn u Ap. Hanpumep:

acleaf ’IyGoBBIH JHCT,
xfenmete - 'YRKME,
bancofa 'TYJIOBHILLE,
bréthersunu © 'MNIeMSAHHUK,
cornhiis ‘am6ap’,
rimcreeft : ‘apucdmMeTHka’, ;
weteradl 'BOASIHKA,
campstede ‘mose 6os’,
@ppelwin . ’16J104HOEe BUHO’

U ap.

B caoBax, cozgaHHbIX no BTOpoit ofuled Moaenu (adduk-
canbHOM, ocobenHo cydduKcanbHOR), MB HaXOAMM HaJlHyHe
ofipe/leIEHHOTO THHOBOTO 3HaueHHWs HoBooOpa3zosanui. Tun 3Ha-

yeHUs JIPOU3BOJHOTO CYLIECTBHTENILHOTO oOlpenensercad cyPpduk-
coM.

TakuM 06pa3oM, B CHHXPOHHOM IjaHe ofuias cJoBooGpaso-
BaTeabHasi MOJeJdb MOXKET BbISIBUTb CTeleHb aGCTPAKTHOCTH H
THIIOBOE 3HaueHHe BHOBb OGPa30BaHHBLIX CJOB.

OILHaKO MOoJeNlb He SIBJISIeTCA 4YeM-TO 3acCThIBIIHUM H OKOCTEe-
veabiM. Ee cocraBHble yacTH H3MEHSAIOTCS Kak B MOp.(i)OJIOI‘H‘le'

28



«CKOM, TaK M B JEKCHKO-CEMaHTHUeCKOM oTHomeHHH. Onpepeants
3TH M3MEHEHHsI MOXXHO, JHIlbL MPOCJEAHB €€ UCTOPHUYECKoe pa3s-
BHTHE, TO eCTb B JHMaXpOHHOM mJaHe. Jlag 3Toro Mbl BhiGpaaK
OJIHY YACTHYI CJOBOOOPA30BATENBHYIO MOLENb.

B aHrauiickoM si3blke GOJBIIYIO M BCe BO3pPacCTaOLIYIO NPO-
JAYKTHBHOCTh HMesla M HMeeT cJoBoobpa3oBaresbHas MoAelb
UMeH fesTenss ¢ cypdukcom -er. Ee NMPONYKTUBHOCTh Ha MPOTS-
JKEHHH BCell PUKCHPOBAHHONH HCTOPHU HTIHMACKOrO A3bIKa Aenaet
€e 0COGeHHO WHTEPEecHOll IJISi HCC/elOBaHHS.

HMena nesitenss sBJASIOTCS CAOBAMH C ONpPeNeNeHHbLIM THHO-
BhIM 3HavueHHeM. OUeBHIHO, 3TUM MOXXHO OOBSCHHTH TOT (hakT,
uTO GOJNILIIHHCTBO CYLIECTBHTENbHBIX C JAHHBLIM 3HaueHHeM o6pa-
30Bajloch HMEHHO 10 CYPOHKCANTBHON MOJENH, OTJIHYHTENbHOR
0COGEHHOCTBI0 KOTOPOH, KaK Mbl NBITAJUCh JOKa3aTh, SIBJAAETCA
TOYHOCTb THIIOBOTO 3HaueHHs oOpPa30BAHHBIX MO Hell CJOB.

[Tpo6seMa BO3HHUKHOBEHHSI MOAEIM HWMeEH JesiTeNsl ¢ HCXOLOM
Ha cypduKe -er TecHeHuUM o0pa3oM cBs3aHa ¢ npobsemoil npo-
UcxoxaeHus caMmoro cydodukca. ITonpobyem BKpaTume paccMoT-
PeTb €ro HCTOPHIO.

HMenHolt npeBHeaHrauicKui cypdUKC -ere UMeeT 3TUMOJO-
ruyeckne napaJieid B IPYrHX JIPEBHETePMAHCKHX U — ILIHpe —
B UHIOEBPONENCKUX SI3bIKaX: B TOTCKOM, JApEBHEBEPXHEHEMEILKOM,
HUXXHe(PAHKCKOM, JpeBHeCKAHAMHABCKOM, JIaTHHCKOM, JpeBHe-
6oarapcKoM, JHUTOBCKOM si3blKax. O MPOMCXOXKIEHUH TePMaHCKOro
eyddurca  -ere  BbHICKA3BIBAJUCH  pasHble  cooBpaxKeHHus,
. Kuyre! BBIIABHHYJ MBICAb, UYTO NpoucxoxpaeHue cyddukca
-ere cnelyerT UCKaTb B CAHCKPUTCKHX OCHOBAaX HACTOSIIETO Bpe-
MeHH Ha -ary. Tem caMbIM OH mpeanoJaral, yto cydduke -ere
ABJSIETCS MCKOHHO TepMaHCKUM M yHacJel0BaH OT BpeMeH HMHMIO-
eBponeifickoil si3bKoBOM o6wHocTH, OQHAaKO APYyrue repMaHuCTHI?
CUHTAIOT -ere CYQUKCOM, 3aHMCTBOBAHHBIM H3 JIATHHCKUX O6pa-
30BaHHH Ha -arius.

B none3y maHHOM TEOPHH TOBOPHT OYEHb MHOTQE. Bo-nepsux,

' Fr. Kluge, Nominale Stammbildungslehre der altgermanischen
Dialekte, Halle, 1886, § 8. ' '

2. B. M. )KupMychnu Ucropust nemeuxoro sabika, M., 1956, crp.’ 344;
W. Wilmanns, Deutsche Grammatik, 2'e Abt. Worhhlldung, Strassburg.
1896, crp. 283; L. Siitterlin, Geschichte der Nomira Agentis - .jm
Germamschen Strassburg, 1887, ctp. 86: H. M ller, Zur althochdeutschen
Alllteratlonspoes1e Kiel und Leipzig, 1888, ctp. 142; E. Sievers, An-
gelsdchsische Grammatik, Halle, 1951, ctp. 143; F. H. Stratmann Alt:
englisches-ere (aere, aré). Engilische Studien, III, 1881. crtp. 273 B. ten
Brink, Das altenglische Suffix-ere. Anglia,.5, ]882 crp. 1--3. o

;
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KOJMYECTBO M XapaKrep CYLIECTBUTENbHHX ¢ cydhdukcom -ere.
KosinuecTBo 3aHMCTBOBaHHI B PaHHUX JPEBHETeDMaHCKHX MaMsAT-
HUKAaX OYeHb HEBEJHKO, SIBASIIOTCS OHH HA3BaHUSIMM ;TIpodeccHd,.
mpHYeM GOJBIIMHCTBO M3 HHX TaKHe, IJIS KOTODPHIX Y JAPEBHHX
repMaHIeB, OYEBHIHO, He OLJIO CBOWX Ha3BaHHA M ¢ KOTOPHIMH
OHH TO3HAKOMHJIHCR B mpolecce OOLIeHHs ¢ pHMJAAHaMu. Bo-
BTOPbIX, KOJIMYECTBO H KAY€CTBO 3BYKa, JIPEJIIECTBYIOLIET0 3BYKY
r B cyQpuxce. B-TpeTbuX, KOCBEHHBIM IOJATBEP:KAEHHEM TOrO,
wto CyQPUKC -ere sIBASETCSH 3aUMCTBOBAHHLIM, MOXET CJYXUThb
TaKXe OTHIMEHHBHIH XapakTep paHHUX o6pasoBaHuil Ha -ere. Kak
B FOTCKOM f3bIKe, TaK H B APEBHEAHIJIMICKOM JpeBHelIle HMeHa
AeATeNss Ha -ere SIBJSIIOTCS OTHIMEHHBIMH 06pPa3oBaHHSAMH, YTO-
MOXHO OGBSCHHTH $HakTOM HX 06pa30BaHHA MO JAaTHHCKOH Mo-
xemi. Tak no o6pasuny apeBHeanrs.: tolnere ‘cGopluuk HaJjoros”
(a1at. tolonarius), mynetere ’Moneruuxk’ (nat. monetarius), no-
tere 'nmucen’ (sat. notarius) BmocaencTBHH O6LLIH CO3JAHB Wl-
dere ’necopy6’ (aat. lignarius), b6cere 'mucen’, *kumxuux’ (n1ar.
librarius), sedhere ’canoxuux’, hafecere ’cokonpnux’. UYucio
HMeH Jesitens ¢ cyPdHUKCOM -ere, 3aHMMCTBOBAaHHBIX B JIpeBHe-
AHTIHACKOM fi3blKe M3 JIATHHCKOTO $i3blKa, Gbl1o HeBenuko. On-
HAKO OHHM NPOYHO BOLLJIH B €ro CJOBapHLIA cocTas. B HOBHIX o6pa-
30BaHUSAX HCXOJHblE CYIeCTBUTEJbHLIE, 32 OUEHb MasbiM HCKIIO-
9eHHeM, NpPUHALIeXKaT K CHILHOMY CKJIOHEHHIO M BCE SBISIOTCS
CJIOBAMH HCKOHHO AHTJHACKOTO NPOUCXOXKIEHHUS.

Takum o6pa3oM, B APEBHEAHIJIMHCKOM sI3BIKe NOABHJIACH HO-
Bas yacrHas caoBooGpa3oBaTeNbHash MOJENb — <«HMEHHas OC*
HoBa-+cydpouxkc -ere — cybdodukcanbHoe cymecmme.nbﬂoe co
3HaUeHUEM JesaTelsiy.

OnHako 3Ta MoJenb, OUEBHAHO, B CaMblif paHHHA TepHOX
(Bo3MOXHO, ellle B JONMHChMEHHHI) Hadasla MOJABEPraThbCs onpe-
AeNeHHBIM MOAMGMHKAUWAM HojA BO3XeiCTBHEM o6liell JeKcHue-
CKOl W cJoBoo6pa3oBaTeNlbHOH CUCTEMbl JDeBHEaHIVIHHCKOro
a3bika. Oco6EHHOCTBIO 3TOH CHCTEMH, ONpeAeuBIIefl JaHHYIO MO~
EHOHMKAUHIO, ABUJIOCH HAJIHUHE B JAPEBHEAHTTHACKOM fI3BIKe GOJB-
HIOTO KOJHYECTBA OJIHOKOPEHHHIX CJIOB, NpHHAaAJeXallHX K pas-
HBIM JIEKCHKO-TpaMMaTHUEeCKHM psinaM. TakHe mapH cJoB Oblau
odeHb OOBLIYHB, 0COGEHHO CpPefH CYLLEeCTBHTENbHBIX H OTHIMEHHBIX
NaroaoB  cNaBoro CIpsiKEHHsL. Hanpumep: hwistle q>.nema
hwistlian ’ceucrern’, feoht ’6ursa’, feohtan ’soesaty’, s&d
cems’, sedian ’cesiTs’. BcTpeualoTcs OHH TaKXe cpeid mpuiaa-
raTellbHHX M FJaroJios, Ho ropasgo pexe. Hanpumep: open
*OTKpHITHI’, Openian "oTkpsiBaTh’. B pe3y/ibrate Ha OCHOBe IBOH-
CTBEHHON KOppenSIHH ¢ JBYMsS CJAOBaMH, HMEIOWHWMH TOXAECT-
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BEHHYI0 OCHOBY (rJlaroi ¥ HMs), BO3HHKaeT oONpefeNeHHOe
OCJIOXKHEHHE CaMOH MOJeJIH. JTa OCJIOXHEHHasi MOJelb MOXeT
6uTh chOpPMYyIHPOBaHA clleayioliuM o6pas3oM: «cy6CcTaHTHBHO-
rnaronbHast ocHoBa+cyddukc -ere — wuMa peartenss. [lo Helr-
o6paszoBaHb TakWe HMeHa fesTe]s, Kak hwistlere ’uefituct’,
feohtere 'Boun’, s®dere 'cestens’.

Takoe oclloxHeHHe MOIENHU CleJao ee MeHee YeTKOH C TOUKH
3peHHss MOpPQOJOTrHUECKO XapaKTepHCTHKH OcHoBel. OaHako"
CBA3b MMEHM JEATENsl C TJ1aroJbHBIMM OCHOBAMM YKpemnJseTcs H
pacliupsaeTcs, ¥ TeM CaMbiM YBE/NHYMBAETCA 3HAUMMOCTh HOBOLO*
BapuaHnta Molenu B o6pa3oBaHuu uMeH Jesitensi. CBsiab c rja-
TOJIbHEIMH OCHOBAMH YKpenJisieTcsl Takxe JIeKCHUecKoH cneuudu-
Kol uMmen nesitesss. OHU Beflb SIBJSIOTCA HaHMEeHOBAHUSIMM JIMKA,
onpejeNisieMOro 1o NPH3HAKy €ro NeHCTBHS, 3aHATUS HJH COCTOS~
Huf. O6s3aTeNbHOE HaMUHE 3HAUEHUsT NEHCTBHA WJIH COCTOSIHUS'
CeMaHTHUeCKH cOMMXKAaeT UMeHa JesiTels C [JlarojlaMH, Belpaxa-
IOWMMH JH60 ofHO, nK60 Apyroe. ATO NMPHBEJIO K JaJbHeHIIEMY’
H3MeHeHHIo ‘nepBoro ujgeHa Mopenu. OcHoBa Moraa OuiTh He
TOJIbKO CYGCTAHTHBHO-TJIATOJBHON, HO M WYHCTO TJIArOJBHOH, H
Mofesb [PUHUMAJA CJAeAyIomMiE BHI: <«rJarojibHasg OCHOBa+

+cybduke -ere — cybdukcanbHoe uMs fAesrenss. Hanpumep:
blawan 'tpy6urs’ — blawere 'tpy6ay’, fullian ’6enuts’ — fullere-
'OENTUABIIHK .

ToBOAS HTOFM, MOXHO CKa3aTb, UTO B npeBHeaHmuncxoM’
si3nlKe Ha OCHOBaHWH oOLlel cnosoo6pasoBaTeanou MoJenH
«ocHoBa + cyptuke — cyddukcanbHoe cyllecTBHTeIbHOE Obla
cO3JaHa vYacTHas clioBooOpasoBaTenbHass MOAeNb Ais obpaso-
BaHus ©MeH nestessi. OHa BKaAoyana cyddukce, U3BIEYeHHHIHA
H3 HMeH JesTeNsl, 3aUMMCTBOBAHHBIX M3 JATHHCKOrO $3hKa, H
MpollJIa HECKOJNbKO CTaAufi pa3BUTHS, NMPH KOTOPOM H3MeHSICS
MopdoJsioruueckuil xapakrep ee JeBOro 3seHa. B pesyabTarte”
06pasoBaJHuCh TPU BapHAHTa MOJENH:

«CcyOCTaHTHBHAfl OCHOBa + cypodukc -ere — cyddukcannHoe
UM - IesTeNs»;

«Cy6CTaHTHBHO-TJIaro/IbHasg ocHoBa + cydpodukc -ere — cyd-
dukcaapHOe HUMA JeATend»;

«rjaroibHas ocHoBa -+ cypbdukc -ere — cyddukcannHoe’
HMSl JesiTeNs.

OnHako Mop¢osora4ecKoii XapakTepHCTHKOH He HCYepnhBa--
10TCa ocob6eHHocTH Mojenn. Cielyer pacCMOTpPerb TakKxKe ee ce-
MaHTHKY H HM3MeHeHHe B 3HaueHMH ee 3BeHbeB. [lyia 3Toro mep-
BHIM J10JITOM HEOOXOAUMO NMPOCAEAHTh CeMaHTHYECKHE OTHOIIEHUs
MEXAY HCXOLHBIM CJAOBOM H NPOH3BORHLIM HMEHEM CYHIeCTBH-
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“TenbHbHIM. B 1elOM MOXHO KOHCTAaTHPOBATbH, YTO 3HayeHHe HC-
XOMHOTO CJI0OBA B OCHOBHOM ONpefessieT 3HaueHHe HMeHH Aed-
-rens. Mmena nesatens, o6pasoBaHHble MO MOJEJH <«HMEHHas
ocHoBa -+ cyddurc -ere — HMsl ResiTesifi», BCerja OTpa)kalot
3HayYeHHE MCXOMHOrO CJI0Ba, KOTOpPOe SIBASIETCH CYLIECTBHTEJb-
neiM. Ho B 3Hauenunu uMeHM JesTessi, KpOMe NOHSATHA O Hped-
MeTe, Bcerja ellle TPUCYTCTBYeT HOHSITHE O AEHCTBHH, NPOH3BO-
~auMoM gesitesieM, Kak BunHO M3 pasbopa, HelficTBHs, BhHIDAMKeH-
Hble B JIaHHBIX HMEeHaX JeaTens, ObIBAIOT OYeHb pa3HOOGPA3HLIMH,
M OnpefleIeHHYI0 3aKOHOMEPHOCTb B 3TOM OTHOIIIEHHH YCTAHOBHTH
He MpeAcTaBhasieTcsi BO3MOXHbIM. Hanpumep: tannere 'ny6uib-
muk’ obpabareiBaer Koxy, tollere 'c6opwuk Hajsoros’ cobupaer
"asord, tunglere ’acTpoHoM’ H3yuaer 3Be3[bl, waegnere 'BO3UHK
-nepeBO3MT Bellld B Tesere. McxonHoe Xe CMIOBO B TOH WJH HHOR
Mepe BbipaXaeT OOGBEKT 3TOro AeilcTBHsA, nanpuMep: burthere
'HOCHABWIHKK', burthen ’TsxecTw’, uau pe3yabTaT OedaTeJBLHOCTH
ﬂeﬁcmyromero Jauna, Hanpumep — scéh '6ammax’ st scohere
’CanoKHUKa', HIH opyAue Tpyna, Hanpumep — tann ’xkopwee’ pns
tannere 11y6pmbumxa

B cyllecTBuTeNbHBIX, CO3JAaHHBIX N0 MOJAENH <<Cy6CTaHTHBHO-
raaroqbHass ocHoBa + cybduKe -ere — uMs  JedaTensi», Kak
npeaMer, TakK ¥ JeHCTBHe, BbhIpaXKeHHhE B HMEHH JeATelnsi, He
cayuaiiHbl, 2 BCera TOYHO ONpPEReNEHB! H 3aKpeIlieHbl HCXOAHBIMHU
cnosamu. HanpuMmep — hwistlere 'duaelituct’ urpaer na duaeiite
(hwistlian 'urpats nHa ¢uaeiite’ u hwistl ‘¢uaeiita’), feohtere
Boun’ (feohtan ’BoeBatw’, feoht *6utea’).

B umenax pmesitensi, o6pa3oBaHHBIX MO TPETHLEMY BapHAHTY:
«rnarojbHasi ocHOBa -+ cypuUKc -ere — uMaA LeATessi», HCXOX-
HBIM CJIOBOM — TIJ1arojloM — ONpPEAEJIEHO TOJbKO JAefcTBUE HAesi-
rens. IlpenMer xe, Ha KoTophlii O6GpallleHO 3TO AeHCTBHE, He
onpepejgeH HuueM. OObIYHO OH BHIPaXeH OueHb OOWID, H €ro
MOXHO TONbKO mnpeanosararb. Hanpumep: mammlere ’6opmo-
Ty, bakbitere 'kneBeTHHK . _

Takum 06pa3oM, MOXKHO OTMETHTb H3BECTHYIO PASHHILY MEXAY.
HMEHaMU JesATelsl, 00pa30BaHHBIMHU .II0 NEPBOMY BapHaHTy Mo-
Jenw, U HMeHaMH JesATeNss, OOCpa3OBAHHBIMH 10 BTOPOMY "M
TPpeTbeMy BapvHaHTaM MojenH. Y HMeH JedAress; 0O0pa30BaHHBIX
N0 nepBOMY BapHaHTy MoOJesi¥, 3HaueHHe ONpeJe/ieHo  TONLKO
npeaMeTOM, Ha KOTOPHIH o6pallleHo AeHCTBHE, CaMo Ke JeHCTBHE
He OIpeieNeHo; y HMeH HAesTensi, O0pasOBaHHKEIX. IO -BTOPOMY
BAaPHUAHTY MOMENH, OnpeleseHbl H. AeHCTBHE, KOTOPOE NPOH3BO-
IUT JedCTBylOllee JHUO, U NpeiMeT, Ha KOTOPHI HAaHHOe Hefi-
.cTBHe OO6pajlleHo; a B -HMeHax jedrens; 06pa30BaHHBIX - O
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TpeTbeMy BapHAHTY, ONpejesleHO TOJNBKO AefcTBHe AeaTes, Npel-
MeT JXe He onpefejeH HWUeM.

CpaBHuBas MexJay coboél caMu uMeHa JesaTens, o6pa3oBaH-
HEle TI0 PasHLIM BapHaHTAM MOIENH, MOXHO 3aMETHTb, YTO BO,
BCEX TPeX CPYNIaxX CYULECTBHTENBHBIX BCTPEYAlOTCH TaKHe, KOTO-
pele 0603HAUYAIOT JIHil, INPOM3BOASILLIUX Kakoe-1HBGO JAelicTBUE:
1) mpodeccuonansho, 2) obeiuHo M 3) OT caydasi K caysawo. Ho
COOTHOLIEHHE MEXJY 3THMH BUJIAMH JeATENbHOCTH BHYTPH KaX-
Joit rpynnbl pasHoe. Tak, cpead uMeH aesTensi, O6pa3oBaHHBIX
TIO TIepBOMY BapHaHTY, IO KOTOPOMY OCHOBA MMEHH JesiTels COOT-
HOCHTCAl C CYLIeCTBUTENBHBIM, oKojgo 909% cyulecTBUTEILHBIX
0603HaYAET JML, NMPOU3BOASALMX [OCTOSIHHOE WM MpodeccHo-
HaJibHOe JleiicTBUE; CpPelH HMeH jlesiTensi, 06pa30BaHHBIX 1O BTO-
POMYy BapHAaHTy, N0 KOTOPOMY OCHOBa HMEHH JEsATeNsi COOTHO-
CHTCSl M C CYLUECTBHTENbHBIM, H C FJ1arosioM, okoso 75% cymecr--
BHTEJbHbIX 0003HAYaeT JHU, NMPOU3BOAAUIHX T[IOCTOSTHHOE WM.
npodeccHoHa bHOE NelCTBHE;, CpPeAH UMeH jesitensi, o6pa3oBaH-
HbIX MO TPeTbeMY BapHaHTYy MOJEJH, IO KOTOPOMY OCHOBA HMEHH
COOTHOCHTCSl TOJIBKO € TJIaroJoM, okojo 25Y% CyulecTBUTeNbHBIX
o6o3HayaeT Jull, NPOU3BOASALUHX IOCTOAHHOE HAM MNpodeccHo-
HanbHOe JefictBue. TakuM 06pa3oM, MOXKHO NMPUATH K BHIBOAY,
YTO YeM sICHEe M OlpejejieHHee B CYLIECTBHTENbHOM BBIPAMKEHO .
TIOHSITHE NpeAMeTa, TeM uallle AefiCTBHe JIHLA SBJAseTCs npogdec-
cHOHanbHLIM. Eciu e nonsTHe npeiMeTa He BhIpa)KeHo, TO B
6ONbLITUHCTBE ClyyaeB NPH3HAK AeHCTBUSI 06O3HAUEHHOro JMIA,
SIBJIsieTCs He NPo(decCHOHaJbHBIM, a JHOO CHTYaTHBHLIM, MpPOSB- |
JSAOUKEMCA OT CJlyyasi K CJydaro, JH60 OObIUHBIM, xapaKTeprlML
ISl JaHHOTO JIKLA. o

B cpenneanrauiickuil nepuop rpynna “cybdHuKCcaIbHBIX HMeH
JesiTens coxpaHsercsi M NMpPOAOJKaeT pasBHBaThcs. MMena nes-
Tesist TMOABEPraloTcsl 3aKOHOMEPHHIM (POHETHYECKHM HW3MEHEHHSM;. .
npuyeM cybdHKC -ere nocTeneHHo NpHHUMaeT HopMy -er, (B .ce-.
BEPHBIX AHMaNeKTax WHorga -ar). _

M3 jpeBHeaHrJMHCKUX CYLIECTBUTEJLHBIX, 0603Haqaxoumxk-_
JeATeNs1, OCHOBBl KOTOPBIX COOTHOCATCSl C CYILECTBHTE/bHBIM, B -
cpeHeaHrNuiCKOM si3biKe HaMu oOHapy>KeHo 50% csoB co 3Ha-
YeHHeM JIHUA, IPOH3BOASILEr0 NpodeccHoHalbHoe neicteue. Hs
JApEBHEAHIIHACKUX MMEH JIeATeNs, OCHOBBI KOTOPBIX coomocm‘csp
C CYLIECTBHUTEJBHBIMH M [JIATOJIAMH, B CPEJHEAHIIMACKOM A3BIKE .
HaMu o6HapyxeHo Gonee 50% cJI0B, KOTOpbie B OCHOBHOM 060-
3HAYAT JHU, TPOU3BOLSULHX npo¢)eccu0HaJ1bHoe Wl TIOCTOSIH-
Hoe peficTBue. M3 llpeBHeaHFJIHHCKHX MMeH uemem; OCHOBBI |
KOTODBIX COOTHOCSITCSL ¢ TJIarojlaMH, B CpeiHeaHrJuiCKoM- A3bike
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Hamu o6Hapyxerno 75% caoB. Kak u B gpeBHeaHr1ufickoM, 60Jb-
HIMHCTBO M3 HHX 0603HauaeT JHl, NPOW3BOASIIMX HenpodeccHo-
HaJbHOE JeHCcTBHE.

Takum 06pa3oM, H aBGCOMIOTHO U MPONOPUHOHANLHO GOJBIIHH-
CTBO CpEeNHEAHTJIMICKUX UMeH JNesTeNs, COXPAHUBIIMXCS OT
JPEBHEAHTIMICKOTO NEepHO/la, COOTHOCHTCSI € TJaroJiaMi.

B cpenHeaHrnauicKoM s3bIKe OTMeYaeTcss pacllupsioliagcs.
NIPOAYKTHBHOCTb  CJOBOOGPA30BATEJbHON MONETH «OCHOBA -+
+ -er — umsa Jestenasi». OHa nposBJfeTcs B KOJHUECTBEHHOM
yBeJNHYeHHH cypdHKCcaNbHEIX UMeH JesiTeslsl, paHee B TEKCTaX He'
3aperucTpUpoBaHHbIX. Bcero, mo HamuM noacueram, B cpegHe-
aHIJMACKUA NepHOJ OT MCKOHHO AaHIJIMACKHX OCHOB o0pa3soBaHo
6onee 250 HOBBIX HMeH jesTensi.

B cooTHomeHHH MeXJy 3HAaUeHHEM HCXOJHOro CJ0BAa W 3Ha-
ueHHeM MHMEHH JlesiTesii B CpellHeaHTJIMHCKUH nepuoj NPOAoJ-
KaeT HAOGJI0JaThCsi TeHAEHLHs, TPOSIBUBIIAsACA B JpPEBHE-
aHrsMiickoe BpeMs. Kak W Torxa, MCXOJHOE CJIOBO, €CJH OHO:
SIBJISIETCSl CYILlECTBUTEJbHBIM, ONpefesasieT TOT NpejiMeT, Ha KOTO-
pblit HallpaBJeHO HefcTBHe, BhIpaXKeHHOE B MPOH3BOJHBIX MMEHaX
Jesitenst. ONHAKO KPYr CYLIECTBHTEJNbHBIX, CJAYXKAIHX B KauecTBe
MCXOAHOTO C/0Ba, B CpelHeaHruiickuil nepuoj orpaHuued. OHu
0603HayalOT KOHKpeTHble NpeJMeTb, MHOTHE i3 KOTOPbIX MPOU3-
BelleHbl uejoBekoM. JleficTBHe, TaK XK€ KaK 4 B JDEBHEAaHIVIHH-
CKOM s3bIKe, He onpejeserHo. ORHAKO B TO BpeMs, KaK B JpeBHe-
aHTIMACKOM sI3blKe B 9THX JAelcTBUSIX HabJa101aeTcsi NOBOJBHO
bonbiloe pa3Hoo6pasne, B CPEAHEAHTAMACKOM s3bIKE B 3TOM
OTHOWEHHH HA0JI01aeTCs H3BECTHAsH YHHPHUKALHS. BonpmnicTBo
JMil, BBHIDAXEHHBIX B MMEHaX JesiTessi, NPOM3BOAAT NpELAMET,
00603HaYeHHblid B MCXOJLHOM CJIOBE, HJIH KaKUM-1ubo ApPYyruM o6-
pa3oM cBsi3aHbl ¢ HHM npodeccuoHanbHo. CJefyeT OTMETHTH
HaJHypHe JABYX CIMHUYHBIX CEMAaHTHYECKHX pe3yJbTaToB addux-
CaJbHOTO CJ0BOOOpAa3OBaHus € cyq)(pukcom -er. OguH Habuo-
JaeTcsl B cyuiecTBHUTeqbHOM Britoner 'Gpertonen’, o6paszoBaHHOM
oT cyulectBuTenbHoro Briitene 'Bperans’. B gannoM cayuae uc-
XONHBIM CJIOBOM SIBJSIeTC1 Ha3BaHHE CTPaHbl, BLIXOAUEM HJH
JKHTeJEeM KOTOpOH siBJsieTcsl NaHHOe JHIo. BTopoii .cemanTHye-
CKHH pe3yJbTaT MOXHO OTMETHTb B cJoBe widower ’'Baosew’ oT
cymwectButeabnoro widow 'saosa’. CyddHkc -er 3nech u3MensierT
NPH3HAK NMPHHAJJIEXHOCTH K OHOJIOTHUECKOMY oy Jnua. 3abe-
rast BIepesl, MOXXHO OTMETHTb, UTO 3HAueHHe 'BBIXOJEH HJH XKH-
Telb KaKoH-1160 MEeCTHOCTH MONY4YHJIO JasbHelilllee Pa3BHTHe B
aHTJAuiCKOM si3biKe, HanpuMep Londoner ’xutens JloHaoHa',
Highlander ’xutens cesepuoit wactu Ilotaawgun’, Newfound-
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lander 'xutenr Hulodayuanenaa’, a n3aMeHeHude NpH3HaKa noJsa
JllanbHelllllero Pa3BUTHA B AHIJIMACKOM $SI3blKe He NOJYYHJIO.

OcCHOBHYI0O Maccy CYUIECTBHTeJNbHHIX ¢ cydpdurcom -er, obpa-
30BaHHBIX B CPEJHEAHIJIHACKOM sI3blKe IO MOJENH «IJaroJbHas
OCHOBa -+ cypduKc -er — UMs AesTensi», COCTaBJAIT HMeHa,
ofo3HayawlMe MU, NPOU3BOMSLIUX CHTyaTHBHOe JeHCTBHe, a
TaKXe HMeHa co 3HaueHHeM MAeHCTBYIOLIEro Juia, IPOH3BOAA-
uero jAedcTBUe MO TNPHBBLIYKE, NPHUCTPACTHIO, CKIOHHOCTH, UTO
NPUBEJIO K €ro NOBTOPSIEMOCTH M K TOMY, YTO JIHLO, NPOH3BOISA-
uiee 370 ,B,eﬁCTBue HasBaHo mno HeMmy. Hampumep: strouter
‘xBactyH’, flafetter "nbcren’. OfHako B HEKOTOPHIX CYLIECTBHTENb-
HBIX HaGJIOLAaeTCs OJWH BHJ CEMaHTHYECKOro H3MeHEHHs, KOTO-
pblif MOMHO CUYMTATL Kak Obl O6lIed TeHAeHUHEd W KOTOpBIM
BHOCHT CYlIeCTBEHHOe H3MeHeHHe B [IpaBoe 3BEHO Halled Mo-
JlelH — TO eCTb B UMs Aesitrensi. Bosee Toro, OH BHOCHT H3Me-
HeHHe B caMO INOHSATHE UMeHH JesTeNsi. 3Jechb HMEeTCs B BHAY
3HaueHHe OpyIusl, pacTeHHsl, XXHBOTHOTO WJH MNTHULI, NPOH3BO-
ASUIMX Kakoe-1u60 pnedcrBHe. B npeBHeaHIVIMACKOM $I3bIKE MBI
OTMETHJH TaKoe U3MeHEHHE TOJBKO B OJIHOM CYIIECTBHTEJNBHOM:
sceawere 03HayaJlo He TOJbKO JHIO: '3pHTENb’, 'WINHOH', 'Ha-
6atogaTesb’, — HO W HeNWIO, 2 MMeHHo: '6awHdA’, '3epkajo’. B
CpeldHeaHTJIUACKUH NepuoJ 3Ta TeHAEHLHs NoJy4yaeT JaJbHekuee
pacnpocTpaHeHue, # HaMH OOHAPYKEHO NecATh CJOB C NOA0GHOM
CEMaHTHUYeCKON XapakrepHcTHKOH. [Tpocnenus naMeHeHHe B ceMaH-
THKE 3THX CYLLEeCTBHTENbHBLIX, MOXHO 3aKJIOUHTb, UTO NOHSITHE @
aesiTesie — He JIMLle, a NpeJAMeTe HJH XKHBOTHOM, Pa3BHBAaJOCh
106aBOYHO K NOHATHIO O JiHue. HanpuMep: spinner 'npsaanabIuk’
H ’‘nayk’, loder ’Boxap’ H 'MarHuT (DO KOTOPOMY MOPSKH BeJH
KopabJn), loker ‘ciiecapy’ u 'napew’, 'MexaHH3M LJsl 3anupasus’,
flyar *nerswmuit’ u 'yacthb pacrenus, ceMeHa'.

B koHue cpeAHeaHTJMHCKOrO nepuofa Mbl OOHADPYXKHIH Cy-
HleCTBHUTEeNbHBIe, 0003HaualOIUe HEJIHLO, HO B KOTOpHIX OTMe-
yaercsi mepeHoCHOe 3HaYeHHeE. HaanMep. barker ’Tot, xTO Jaer’.
‘cob6aka’; biter 'ror, k10 Kycaer’, ’3asu’; glydar ’ror, kto nos-
3aer’, ’3Mes’; hopper 'tor, Kro ckauer’, 'capaHua’; heler ’ror,
KTO yKphiBaetr’, 'BeKo’. JlJis BhIpa:KeHHs 3THX NMOHATHI B JpeBHe-
AHIVIHACKOM H CDeXHEeaHIVIMACKOM si3blKax ObLIM TaKxKe NpsMbleé
Ha3BaHHsl, HO 3TH MEPEHOCHBIe 3HAYEHHS HAUHHAIOT BXOLMTb B
ob6uxoxn.

Bce BblmenpuBeneHHble cymecname.nbuble 0003HAYAIOT Jed-
TENA, HO He JIMIO, a NpeJMeT, XXHBOTHOE, pacTeHHe, NPOH3BOAA-
uiHe onpejesnenHoe geiicteHe. BrnonHe BeposiTHO, uTo B 3THX cay-
YasgXx HayHHaeT NPOABJSATHCSA Da3BHTHE HOBOTO 3HAUECHHH CAMOro
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cybdukca -er, H 3T0 MOXKeT npmsecm K CEMaHTHUYECKOMY HaMeHe-
HHIO B NpaBoM 3BeHe Monenu. OnsATb-TakW, saberas Bnepel, Mbl
MOXEM OTMETHTh, UTO JaHHOE H3MEHeHHe MoJyyaer IIHPOKOe pas-
BHTHE B COBPEMEHHOM AHTJIMHCKOM sI3bIKe.

Mul 3gech crapanuch NPOCAeJUTb H3MEHEHHs U pa3BUTHE
OMHOH YacTHOR cJioBooOpa3oBaTeJbHOW MOJAENH aHIJHHACKOTO
S3bKa. JTa MoJleJb B IPEeBHEAHTJIHACKOM A3BIKe, OUEBH/HO, Oblia’
3aUMCTBOBaHa M3 JaTHHCKoro s3bika. Ilo Hell o6pa3oBeiBalHCh
B OCHOBHOM HMeHa JeATe]s CO 3HaueHHeM mnpodeccHH OT HMeH-
HeX ocHoB. Ilox BausHHeM MoOpP(OJOrHYECKOro CTpPOS  AHTJIHH-
CKOrO f3blKa OHAa 3aTeM Havala pacHIMpSThCS, M MO Hefl Hauaau
06pa30BEIBATECS] CYLLECTBHTENBbHBIE HE TOJNBKO OT HMEHHBIX, HO
W OT TNaroJbHBIX OCHOB. IIponsomnino Takxe HEKOTOpOe u3MeHe-
HHe B CceMaHTHKe uMeH Jesitens. OHu cranu obo3HauaTe jAesi-
TeJssi, BLINOJHSIOILEro He TOJMbKO NpodecCHOHaNbHOE, HO H Cay-
yailHoe HeHlcTBUE, a 3aTeM VYXe, B I03/JHecpelHeaHIVIHACKHHA
nepuoi, Hauaan NpHobpeTaTh 3HAYEeHHe He TOJbKO JesTens-JHua,
HO H JesATelsd — NpenMeTa, XKHBOTHOrO WM pacTeHHs, a
TaKXe JHUA, HO He fesTeNsl, a JKHUTeJs KaKOH-Mn6O MEeCTHOCTH.

E. Arsa

A HISTORY OF THE WORDBUILD]NG MODEL OF NOMINA‘
AGENTIS

Annotation

The paper traces the history of the wordbuilding mode!
«stem + - er — nomen agentis»>. The model has presumably
been borrowed from Latin and nomina agentis expressing pro-
fessional doers were formed from nominal stems (wudere
'wood? utter) Under the influence of the morphological struc-
ture of the English language it began to develop and nomina
agentis were formed not only from nominal, but'also from
verbal stems (fullere ’bleacher’). Semantic changes in the
nomina ageritis resulted 1n nouns, expressing not' only profes-
sional but also occasional actions (drincere) and since Late
Miaale Eriglish they begar to acquire the meaning of an object
(loker 'box’), atiimal ‘(barker ’dog’) or plant (ilyar 'séed’), per-
formmg ar1 ac‘hon or at inhabitant of ‘some locallty (Bru~
tener). = ¢
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M. Hetirand

XAPAKTEPUCTUKA ®U3UKO-AKYCTHUECKHX
OCOBEHHOCTEH JU®TOHIOB AHTJIMACKOIO S13blKA

BonbuiuHeTBO GOHETHCTOR aHIIMHCKOrO $i3biKa, a TaKke Co-
BETCKHE I'epPMaHHKCTBl CUMTAIOT, YTO B aHIVIMACKOM si3blKe HabJlo-
naetca 9 nudronros: 5 obuikHoBeHHBIX (clositg) [e1], [ou], [a1],
[aul, [01] u 4 uenTpanbHbix audTonra [18], [e3], [us] u [09]. (ITo-
cAefHHA AUPTOHr MJajlllee TOKOJEHHE aHrJIHYaH 3aMeHseT
MOHODTOHrOM [0:], W TO3TOMY 3Jech Mbl €ro He paccMaTpH-
BaeM.)

CornacHo Knaccupukauuu audronros JI. Llep6ul B uamoxe-
Hiu M. MartyceBnu!, nudTOHrH aHTMHHCKOrO A3blKa MpHHAJJE-
JKAT K JIOXKHBIM HHCXOASIIIUM OH(TOHraM, T. €. TOJBKO OOHH U3
€r0 KOMIIOHEHTOB — [1€pBBIi yAapHBIl — 006pasyeT UEHTp cjora.
Bropoit koMnoHeHT Ge3ygapHblii, HEeHAnNpsHKEHHHIH WM cJora He
.o6pasyer.

JudToHTU. AHTVIMICKOrO f13bIKA HCCJE10BANHCH TABHBIM 06-
pa3oM B (H3HOJOrHYECKOM aclieKTe MEeTOJOM HEeNOCPEACTBEHHOrO
HabJofeHns] (naHHbBIe HEKOTOPbIX 3KCNEePUMEHTAJBbHBIX HCCAeNOo-
BaHu#t OYAYT ynoMsHyThl nagee). B Tpynax 3apyfexHbIX JHHT-
BHCTOB MOXHO HallTH NPOTHBOPEUHBLIE BHICKA3LIBAHUSI B OTHOIIE-
HHU apTHKYJAUHH IU(PTOHIOB AHTJIMHCKOro f3blKa. DTOT BONPOC
paccMatpuBajsicas B craTthe «CreKTpaJibHbiil aHaiu3 JHQTOHroB
COBPEMEHHOr0 aHIJIMICKOTO W JIATHIUICKOTO sI3bIKOB» {YueHble 3a-
nucku JITY, 1. 42, Pura, 1961, ctp. 41—43).

IlpaBunbHOe NpenonaBaHue aHrJAHACKOro si3biKa B WIKOJeE Tpe-
6yer onpenesnenus GU3IHUECKHX CBOHCTB AHU(MTOHIOB aHIMJIHACKOTO
S13bIKA, NJISI BBISICHEHUSI KOTOPBIX CJeLyeT paccMotperh: 1) uac-
TOTY KoJieGaHMsi TOHa B repuax? (uro Mbl BOCNPHHUMAaeM Kak

' M. U. MartyceBuu. Bsenenwe B ofylo (pOHeTHKy JI., 1948, crp. 60.

2 Yacrora — 3To moJHoe uHciao KojdeGanuil B 1 cekyuny. EpnHuuy: ua-
€TOTBHl — OJIHO KOsieGaHHe B 1 CeK. — Ha3blBaiOT repueM. Cu. K [Tyrumos.
Kypc ¢uauku. M., 1949, crp. 295

[
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BLICOTY OCHOBHOro TOHa%), 2) HHTEHCHBHOCTb B MHJJIHMETpax,
3) NpOROJIKUTENLHOCTh MpPOH3HeceHHst AUMTOHra (UTO MBI BOC-
MPUHHMAaeM KakK JIoAroTy audToHra) u 4) cTpyk1ypy dopmaHTOB
(4TOo MBI BOCTIpHHHMaeM Kak TeMOp).

Uccneporanue ¢Gu3MUECKHX CBOWCTB AWPTOHrOB MO3BOJAET
BHISICHUTBL (H3HYecKoe 06pa3oBaHHE CJIOTOBOM HHTOHALMH B JHb-
TOHraX AHTJUACKOrO fI3blKAa, a TaKXKe AOATOTY ¥ KAaueCEBEHHBI®
OTHOMIEHHsS] KOMIOHEHTOB JH(TOHTOB.

STH BONMPOCH MOXKHO pPelIHTb TOJLKO C NMOMOILBIO 3KCIepH-
MEHTaJILHEIX MeTOJ0B. JDKClepUMEHTAaJbHbIe [JaHHBE MNOJYY4eHb!
OpH 3anucH OHPTOHTOB aHIVIMHCKOTO $SI3BIKA 3JEeKTpOMarHeTHuye-
CKUM pekopmepoM (kumorpadom) H crnekrporpadoM B Jabopa-
TOPHH 3KcnepuMeHTasibHOH QoneTnkn 1 MockoBcKoro rocynapcr-
BEHHOTO MEefarorHyeckoro MHCTHTYTa HHOCTPaHHEIX SI3HIKOB (TeX-
HUYECKOE OMHCAHUE 3THX anmapaTtos cM. B pa6Gote: B. A, Apremos.
SkcnepyMeHTanbHas ¢oHeTHka, M., 1956, ctp. 111—131).

JudToHry aHrJAWACKOTO - 3BIKA HCCJAENOBAaJIUCh B YeThipex
No3uuHaAXx: 1) B M30MMPOBAHHOM TNPOU3HOLIEHHH, 2) MEXAY 3IKC-
IJIO3MBHBIMH CMBIYHBIMH COrJ1acHbIMH [n], 3) B OZHOCHOXHBEIX
CJIOBAX B 3aKPHITOM cJIore Mexay rayxuMmu coraacusiMu [h] u {t]
(ueHTpanbHBle JUGBTOHIH HCCJIEAOBANHCh B OTKPHITOM cJore, H6o
B 3aKpHTOM CJIOTeé OHM peAKo BcTpeuaroTcsi) @ 4) B mpemio-
JKEHUH.

YuureiBas CJIOXKHBIH XapaKrep cnex'rpanbﬂoro a”a/ju3a, Ha
‘crieKTporpad)e Mbl 3anHCalNd TOJbKO H30JHPOBAHHLIE H NPOH3HE-
ceHHble MeXAY TJYXHMH CMBIYHBIMH [n] andToHTH aHrauiicKoro
s3blka. JIUGTOHrM aHrJHACKOro s3BIKa NPOHU3HOCHIH AUKTOPH
otneniehust «Moscow Radio» MockoBckoro panHokoMuTera —
awrnuuane A. Bucrun, 3. Menunra n JI. MekcnHa (COKpalleHHO
B., Mr. u M).

B ofwem nonydedo 105 kumorpaMm u 32 CHEKTpOrpaMMbi
JUDTOHTOB aHIJIMACKOTO s3bIKa.

B nanHOfl craThbe BKpaTiie pacCMOTPHM AH(TOHrH AHTJIHM-
CKOTO f13blKa H Pa3feslM HX [0 CXOAHLIM (PH3NUECKHM CBOHCTBAM.

1. Oudronrn [e1] u [ou]

I'nacHble nepepgHero W 3ajAHero psia CPefHEro ¥ BHICOKOTO
noabema s3bika o6pasyior AudToHrH [e1] u [ou]. KayecrBa koM-
NIOHEHTOB JRAHHBLIX AHGTOHrOB MaJio DAa3jHYaoTCs, NOITOMY C

3 OCHOBHHIM TOHOM Ha3BIBAIOT CaMBIi HU3KHA ToH. B nanbneﬁmem Tep-
MHH «OCHOBHOW. TOH» 3IAMEHHM Tepvmnom 4TOH>.
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TOUKH 3DEHHSI apPTHKYJAUMH PACCTOSIHHE MeXAY OBOHMH KOMIIO-
HeHTaMu JubTOHrOR [e1] u [ou] He3HaYUTEIBHO.

Kaxk ykaswnBaer marckuit sunrBuct 3. Kpyiicunra, nudroHrm
anrauiickoro fabika [e1] u [ou] (kotopnle . Kpyiicuura HaspiBaeT
«half-diphthongs») NMPOUSHOCATCS OTJMYHO OT NPYrHX OGBIKHO-
BEHHHIX TU(TOHTOB AHIJIHHCKOro SI3BIKA.

«The first and the final stage of these half-diphthongs are
‘not very diiferent, and it seems that the tongue is only
raised slightly towards the end of the vowel which forms
its initial sound»*.

H3-3a Majoro OBHXKEHHs f3blKa MeXAy OOOHMH KOMIOHEH-
tamu audTonros [et] u [ou] 3apyGexxkHble JHMHIBHCTHL HX Ha3hi-
BalOT Takxe «partial or imperfect»® unu «narrow diphthongss8.

Hanpasienne toHa B audronrax [e1] u [ou] vame Bocxoasue-
HUCXOJAIEe HIH HUCXOASIIE-BOCXONSIIIEe, pexKe BOCXOASLLEe HIH
BOCXOASILIle-HUCXOAS LI e-BOCXOASILEE.

IMpu npousnecennn amdroHros [et] u [ou] ¢ BOCXOAsLIE-HHC-
XOASIIYM TOHOM TOH MOBBILIAETCS B NEPBOM KOMIOHEHTE JaHHBIX
JUTOHrOB U NMajaeT BO BTOPOM KOMIIOHEHTe, a NPH NpOH3Hece-
HUM 3THUX AHQPTOHTOB C HHCXOASILLE-BOCXOASIUHM TOHOM IIOJY-
yaetrcsi HaoOOpOT.

HnTepBasbl MOBLILIEHHS W [TOHMXKEHHA TOHa B AaHHBIX AHQ-
TOHraX pasHble: HHTepBaJl NOBLILIEHHS TOHA MOXET GHITh HoJblue
WHTEepBana IOHHXXEHHS TOHZ U HaoGOPOT, WM OHH MOTYT ObITh
NPAMEPHO OJHHAKOBSI.

MykckoMy rosocy Gonee CBOHCTBEHHB POBHBIH TOH U MeHb-
UIHe HHTEPBAaJbl NOBLILIEHHS H MOHHXKEHHS TOHA.

B 1-# nosuuuu (B M3011pPOBAHHOM NPOU3HOLIEHWM) HHTEpPBAJ
TIOBBILIEHUS] TOHA (KOTOpBbIl KogeBaercs ot 7 go 11 moayroHoB
WJIH OT YHCTOH KBHHTHl JO GosblION centuMbl) B audronre [el]
Gonblne WHTEpBaja NOBbILIEHHs1 ToHA B AudTOoHre [ou] maHHOMN
Nno3uuuu (KOTOphINl Kosebaercsi oT 4 A0 9 MOJNYTOHOB AW OT
6oJbLIOH Tepuuy A0 GOJbLION CEKCTH), a HHTEPBaAJ NOHHMXKEHHS
TOHA B RudToHre [e1] 1-# MO3HUHH, KOTOPHI o6pasyer TOJNYTOH
WJIH MaJjyio CeKyH1y, MeHblue, yeM B audToHre [ou] naunsoil mo-
3HLUH (MHTEpPBaJ MOHWXKEHHHA TOHA Kosebaercs ot 1 go 3 moay-
TOHOB HWJIH OT MaJjioll CEeKyHIBl 0 MaJod TepuuM).

Bo 2-it mo3annuk (MeXAy TIYXHMH CMBIYHBIMH [11]) HHTepBaJH

*E. Kruisinga, A Handbook of Present Day English, Keminsk an
Zoon, 1925, p. 80.

5. Kenyon, American Pronunciation, Michigan, 1937, p. 204.

6 0. Jespersen, English Phonetics, Copenhagen, 1950, p. 136.
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nopblllleHHs1 ToHa B audTonrax [e1] u [ou] oamBakoBsl (Koje6-
JoTea oT 3 10 8 NOJAYTOHOB HAH OT MaJIOH TepUUH A0 YyBeJudeH-
HOM KBHUHTH), a MHTepBaJ NOHUXKEHHs ToHa B AupToure [ou]
‘(koTopsblit -KonebaeTcss oT | N0 5 NMOJYTOHOB WJU OT MaJoH ce-
KYHAB [0 YBeJHUYEHHOH KBapThi) Ha 2 NOJYTOHa 6om>me uyeM
B IIPICDTOHI‘e [EI]

B 3-it u 4-ii no3unusx (B cJoOBe W B NMpeJOXKeHUN) HHTEepBaj
nosblieHust: ToHa B AudToHre [ou] (xoropwiit kKosebaercs ot |1
10 12 nonyToHOB MM OT MaJjioH CEKYHAB JO OKTaBBl) Ha TOAY-
TOH GoJblie, yeM B AudToHTe [€1], a UHTEpBaJbl IOHHKEHHUA TOHA
(koTopbie KoaebJitotcs o | no 10 nomyToHOB HJAKH OT MaJjo#
CeKYHABl A0 Majol cenTumel) B 000UX AUDTOHrax OAUHAKOBBHI

B ngudrtonre [el] ky/qbMHHAUKS HHTEHCUBHOCTH HAXOJIHTCA B
nepBOM KOMIIOHEHTe, KpoMe 4-if mo3uuiiu, B KOTOPOH B ABYX CJY-
yasgX KyJbMHHAUHS WHTEHCHBHOCTH OBpa3yeTcsi B MOMEHT Ifepe-
"XO/la ¢ OJHOTO KOMIIOHEHTa Ha ApPYyro#l KOMIOHeHT AudroHra [ei].
C Touku 3peHuss GHU3HOJOrUH HaMNpsi’KeHHe OPraHOB peud B Tep-
BOM KOMNoOHeHTe Au(TOHra [el] Gosblie, yeM BO BTOPOM KOMIIO-
‘HeHTe, WJAH NepBblii KoMNoHeHT audToHra [e1] npouzHOCUTCSH
TPOMue, 4eM BTOPOil KOMMOHEHT.

B nudrtonre [ou] KynibMUHAUHS HHTEHCHUBHOCTH peXe HaXo-
JMTCSi B KOHLE MepBOro KOMIOHEHTa maHHoro audToHra (B l-i
NMO3ULMHK), yallle oHAa obpa3yeTcs B MOMEHT MEPEXOAA C OMHOTO
KOMIIOHEHTAa Ha Apyroit KoMnoHeHT audToHra [ou].

. JI:x0yH3, cuuTast AMGTOHTH AaHTVIHHCKOTO SI3bIKA OJHOCJOXK-
HBIMH, TTHILET;

«The qualification 'monosyllabic’ implies that the force
of the breath must not undergo a diminution followed by
an increase during the glide»’.

JpyrumMu cinoBaMu: AMPTOHIM AHTJIHACKOro $I3BIKAa NPOU3HO-
cATCS OJHUM BBILOXOM, IIO3TOMY B HHX 06pasyercs TOABKO OfHA
KYJAbMHHAUHS UHTEHCHBHOCTH. B JIOXHBIX HHUCXOASIIUX AH(DTOH-
rax (B AM(TOHraX aHTAMHACKOro f3bIKa) KYJAbMHHAUUS HHTEHCHB-
HOCTH JOJ)KHA HAaXOLHTbCSl B [1€pBOM KOMIOHeHTe AHGTOHra.

Hsyuas nudronru ynefickoro si3wika, JI. 3unpgep u M. Mary-
ceBUY® TNPUYHCASIM HX K peNKO BCTpeualollelcss Cpynie HCTHH-
HbIX AUQTOHIrOB, NPUHHMAsA K CBEJEHHIO, YTO B HHX E€IHHCTBEH-
Hasi KyJAbMHHAUUS HHTEHCUBHOCTH HAXOMMUTCA B cepeauHe Aud-
TOHra, T. €. 06a KOMIIOHeHTa AH(TOHra CaMOCTOATENbHL U (oHe-
TUYECKH p'aBHou'eHbe. B rpal-muax OJLHOTO cCJlora.

o D. Jones, An Outime of English Phonetics, Cambndge 1956, p. 83.
8J1 P 3anep Qﬁmaﬁ q;ouemna Hokr. mucc. JL., 1954, crp. 437.
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[TpuHUMas yNOMSHYTHI KpHTepuil, cJeayeT CHAeaaTh BHIBOJA,
yTo AUGTOHr aHrjuWiickoro si3blka [ou] ualle BCero apTHKYJH-
_pyeTcsl KaK HCTHHHBIA QUTOHT, a [e1] — KaK JIOMXKHBI HHCXOAA-
wHi AUDTOHT. ,

B cnexktpax nudronros [el] u [ou] HauGonblieH HHTEHCHB-
HOCTBIO BHIJIENAIOTCA TPH-UEThIpe cocTaBHbele yacTH (popMaHTH),
M3 KOTOPHIX JIB€ COCTaBHbIE YACTH HAXOAATCS B 06JACTH HH3KOH
4acTOTHl (B CMEKTPOrpaMMe DacHOJIOXKeHb! CJeBa), a ABe — B
06J1aCTH BBICOKOH YacTOThl (B CIEKTpOrpamMMe pacloJoXeHH
cupaBa). Takas CTPyKTypa CIeKTpa XapaKTepHa HJs TJacHBIX
BLICOKOTO MOAbEMA A3bIKa®.

UHTeHCHBHBIE COCTaBHBIE 4acTH CHeKTpos AudTOHTOB [ei] H
lou] HaxonaTcs B caedyROIIHX 06JacTaX HacToT (B 2y):

[e] (1]
1 | I ( 111 | v 1 | 1 | 11 | v
B. : 3oo—| — ’-1687—-‘ 3937 ‘ 193—| 806 i 2382 | 3937
415 2382 300
Mr. 415—| 806—|1687—|3252—| 300—| 806— | 1687—| 3937
666 | 956 |2652 |3937 | 536 956 | 2652
[0] ' ful
1| 1 | 1 | v 1| | o1 v
B. ’ 415;' 806 \1902—\ 3937 193-] 806— | 1687—| —
536 2652 415 | 956 | 2652
Mr. 536—| 806— | 1687— | 3252—| 300—| 806 | 1687—| 4322
666 | 1119 |2652 (3937 | 536 2652

C uenblo cpaBHEHHsT [NOCTATOUHO CONOCTABHTb YaCTOTHI CO-
CTABHBIX YacTell KOMITOHEHTOB AMQTOHTOB [e1] u [ou]'.

Honyuennbie cnekTpPOrpaMMbl CBHIETEJNLCTBYIOT O TOM, UTO
JUPTOHTH AHIJIMHCKOTO $13bIKA XaPAKTEPH3YIOTCS TNOCTOSHHBIM
JBHXKEHHEM B XOJe apTHKyJslHH. Takod e BHIBOA cHejalu

P. Crercon'! u P. ¥Ypoesa!? B orHoweHnu raacHeix. [Ipoucxo-

9 R. Jakobson, G. Fant, M. Halle, Preliminaries to Speech Ana-
lysis, Massachusetts, 1955, p. 27.

0.G. Fant, Acoustic Theory of Speech Production, 1958, p. 189.

" R H. Stetson, Motor Phonetics, Amsterdam, 1951, pp. 22, 38,

2P M. ¥Ypoesa JauTelbHOCTh TJIaCHLIX B COBPEMEHHOM HeMelLKOM
a3vike Jluce.,, M., 1951. : :
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Jsuve Bo BpeMsi donauuu AudToHTOB [e1] u [ou] B mesiTeabHOCTH
OpraHOB peYH H3MEHEHHMS NJIaBHbl, M YacTO HeJb3sl onpele-
JIUTh TPaHUIB KOMIOHeHTOB AudTOHroB [e1] u [ou], n6o mocaen-
HHe OYeHb HesACHO Bhipaxenb!d, (I'paHHunl KoMnoHeHTOB B Qu(D-
TOHFaX MOXHO ONPEeReNHThb MO M3MEHEHHSIM HalpaBJIEHHA WU HH-
“TEHCHBHOCTH COCTaBHBIX 4YacTeil KOMMOHEHTOB B crekTpax. Mero-
JIMKa YTeHHsi CIEKTPOrpaMM 3iechk He paccmarpuBaercs. Ona
‘maHa BO 2-# yacTH JHCCepTalUMd aBTOpa CTaThH.)

Cnekrporpammul audronros [e1] u [ou] B 1-if u 2-fi nosuuusx,
‘TIPOM3HECEHHBIX JBYMs NUKTOPaMH, WIIOCTPHPYIOT, U4TO 3HaMe-
HATEJNIbHBIE COCTABHBIE YACTH KOMIIOHEHTOB CHEKTPOB JaHHBIX
OIUQPTOHTOB HAXOAATCH B 00euX MO3HUUSAX NpHOIH3UTENbHO B 06-
JIACTH. TEX K€ YacTOT. ITO CBUAETEJBLCTBYET O TOM, YTO B NPOHU3-
HEeCeHMH TV1aCHBIX (POPMAHTH Y KaXKJIOTO AMKTOPA HMEIOT cTabuib-
HbI€ BEJHYUHBI.

HacToTH COCTABHBIX YacTeidl KOMIIOHEHTOB CIEKTPOB AH(PTOH-
roB [e1] u [ou] nmokasbiBalOT, YTO OCHOBHBIM (aKTOPOM, KOTOPBIi
OT/JMYaeT NepBble KOMIIOHEHTBI JaHHBIX AH(PTOHIOB OT BTOPHX H
JlaeT CJAyLWIATeNI0 BO3MOXKHOCTh BOCIPHHHMATH WX KAayeCTBEHHOE
pasiuuue, SBAAKTCS MNepBble (HM3IIEH YacTOTH) COCTABHLIE
YacTH 3THX KOMIIOHEHTOB, KOTOpbIE y KaXJ0ro KoMrnoHenta aug-
TOHTa PasJIMYHBL.

[e1] u [ou] siBAIAIOTCH CaMBIMHU KOpOTKPIMH IHPTOHraMHu aHTJIHA-
ckoro sa3wnika. Cpegussa poarora [et] — 317 mcex, a [ou] —
322 mcex.

B nudronre [el] nepBblil KOMNOHEHT ANHHHEE BTOPOro KOMID-
HenTa -(KpoMe [e1] B 1-i nosuuuu B apTuky’asiuud B., rae Bropoit
KOMITOHEHT JaHHoro audronra B 1,8 pasa AsuHHEe NEPBOTO KOM-
TIOHEHTA).

B 1-# nosunun mepBwii Komnohent audronra [e1] B 1,1 pasa
J1IHHHee BTOPOTO KOMIOHEHTA. ‘

Bo 2-i1 nosuunu nepswii kKomnowneut [e1].B 1,1 (M) u B 1,3
(B.) pasa pnuHHEe BTOPOrO KOMIIOHEHTaZ WJH 06a KOMIIOHEHTa
{et] omuHaKOBO JOJMTOTHI.

B 3-ii nosunuu nepsuifi komnoweHT [e1] B 1,7 (B., M.) unn
B 2 (Mr.) pasa ajHHHee BTODOTO KOMIIOHEHTA.

Tak e, KaKk B 3-i Mo3uudH, B 4-f NO3HLHH MepBHLIH KOMMO-
nent [el] B 1,7 pasa piuHHee BTOpOro KoMmnoneHta (M.) wnu o6Ga
KOMIIOHeHTa [e1] OJHHAKOBOH JOJATOTHI.

MomenT nepexona ¢ OJHOr0 KOMIOHEHTa Ha JApYro#f KOMIO-
‘HedT audronra [e1] B 1-it n 2-ii No3uMUHAX COCTaBJAET 10—18%,

13 H. Sweet, Primer of Phonetics, 1906, p. 80.



B 3-i1 noauuuu — 18—239%, a B 4-# nozuurdu — 20—259% ngoa-
TOTH JAHHOTO AM(pTOHra.

ITepsuiii kommonent audronra [ou] nauHHEe BTOPOro KoMmmo-
‘HeHTa H Hao6opor. B ¢donauuun B. Bo Bcex No3uuusix BTOPOH
KoMnoHedT [ou] JJHHHEE EPBOrO KOMIIOHEHTA.

B 1-it nosuuuu BTOpoil kKomnouewT [ou] B 1,6, a B oCcTaNbHBIX
To3uuusax — B 1,3 pasa aJuHHee NEpPBOrO KOMIIOHEHTA.

B npousunecenvnd [ou] ocTaNbHBIMU ABYMS HUKTOPAMH NEpPBH
KoMrnoHeHdT [ou] AnuHHee BTOPOro KOMIIOHEHTA.

B 1-it u 2-i mosuuusx nepssil Komnowueut [ou] 8 1,4 (M.) w4
B 1,8 (Mr.) pasa anuHHee BTOPOro KOMIIOHEHTA.

B 3-it no3uunu mepmelit koMmmoHeHT [ou] B 1,3 pasa ngausnee
(M) BTOPOr0 KOMNIOHEHTA WIH 06a KOMIOHEHTAa JaHHOrO -
TOHra OAMHaKOoBO# goarorsl (Mr.).

B 4-it nosunun nepsmifi KomMnoueut [ou] B 17 pasa AJHHHee
BTOPOro KOMIIOHEHTA.

MoMeHT nepexofia OT OXHOrO KOMIMOHEHTa K JPYrOMY KOMMO-
HeHTy audTonra [ou] B 1-# H 2-§ nosuuuax cocrasaser 10—169%
NOJATOTHl AaHHOro pudToHra, a B 3-H W 4-# MO3HUHSX MOMEHT
nepexofia ONHHAKOB C MOMEHTOM TIepexofa OT OJHOTO KOMIO-
HEHTa K Jpyromy KommnoHeHty audToHra [el], T. e. cocTaBasier
18—22% u 20—25% poaroThl NAaHHOTO AHQPTOHrA.

TouHbllf BHIBOJ B OTHOWEHHH apTHKYJAsUHH Audroura [ou] s
cnose «toe» [tou] yxe B 1903 rony caenan 3. Meiiep!, Kotopsiii
3KCNEePHMEHTAJIbHO H3Y4aJs JAOJNrOTY KOMIOHEHTOB HudTOHrOB [ou]
1 [au] no nonoxenuio ry6 Bo BpeMst oHauuu. AsTop yKashiBaeT
Ha BecbMa IOCTENeHHBIH W TPYAHO pa3rpaHMYMBAEMBId NEPEeXoxR
Mexny o6ouMH KoMnoHentaMu [ou]. B pesysnbrare skcnepumenTa
3. Meitlep 3aka0uaeT, YTO BTOPOH KOMIOHEHT [ou] 3HAYHUTENBHO
AAuHHee MepBoro KoMmmoHeHTa. CYMMHDysl AaHHbie 12 3Kcnepu-
MeHTaJbHbIX 3anucell [ou], 3. Mefiep KOHCTaTHPYeT, YTO CpelNHsis
Jgoarota nepsoro KommoneHta [ou] — 12,6 mcex, a BToporo xom-
nonenta — 13,6 mcex, T. e. BTOpo#i KOMIOHeHT [ou] B cpen-
HeM npubausurenbHo B 1,1 pasa AsMHHee nepBOro KOMIO-
HEHTA.

IMpusumMasn K cBeneHulo cootHowedus audrouros [e1] u [ou],
3. Menep HasbiBaeT ux «Stellungs-Gleit-Stellungs Diphthonge».

.wa zwei Vokale, die durch ein Gleiten verbunden
'werden wirklich einige Zeit gehalten werden»!S.

4 E. Meyer, Englische Lautdauer, Uppsala, 1903, S. 59—72.
18 Tam xe.



Jlannble HAUIRX MCCAENOBAHHH CBH/ETENbCTBYIOT, YTO TEPMHH
«yctoliuupnie mudrourk» (Stellungs Diphthonge), Koroprii yno-
Tpebaser Baxek'$, nyuine Bcero XapakKrepu3yeT NpHPOLY apTH-
Kyasiunu gudrouros [e1] 1 [ou]. ‘

2. NIudronurn [ai1],-[au] u [21] |

Hauubie 1uGTOHTH 06pa3yloT rjacHble NepeHero H 3aXHEero
psifla HH3KOTO M CpelHero moibeMa si3pika. KauecTBa ofoHX
KoMrioHeHToB audronros [at], [au] u [o1] oyeHb pa3JiuuHbl, TNO-
3TOMY ¢ TOYKH 3PEHHUS APTHKYJSLMM paccTOsgHue MexXAy oGOMMH
KOMIIOHEHTaMM JaHHbX JUPTOHros Oonasuie, ueM B AdHdToHrax
[e1] w [ou). Oudtonru [ai1], [au] u [o1] sapyGekuble JIHATBHCTHI
nasbiBatoT noasvbiMu  (full)l?7, 6nicrprimMu  (fast)!® wuau
wuporumu (wide)'® gudpronramu.

L. I>xxoyn3 (An Outline of English Phonetics, p. 83) yrtBep-

JKJAaeT, 4To, apTHKYaupys AudTOHTH {a1], [au] u [01], ASBIK CKOJIB-
3UT C NEPBOTO KOMIOHEHTA JAaHHBIX AM(MTOHTOB HA BTOPOH KOMIIO-
HEHT, HH HA MTHOBeHWE He OCTAHABJHBAaACHL HH Ha OJIHOM H3 HHUX.
HmMeroTcsl Takxke M Apyrue B3rJIsSAb B OTHOIUEHHH GoJiee MeAJIeH-
HbIX W3MEHEHU# B APTHKYJSALMH NEePBbIX KOMIIOHEHTOB JaHHBIX
AudToHroB (3TH B3taAAAbl noapoGHee paccMoTpensl B 1-H yactH
JUCCEpPTalUH). :
" 3ro yrBepxaenue 1. JIxKoyH3a, KOTOpoe KakK Gyato Gul Npo-
THBOPEUUT NPHPONE JIOMKHBIX HUCXOAAIUMX JH(TOHrOB (TepBbIe
KOMIOOHEHTH JaHHBLIX JHPTOHIOB NPOUZHOCATCH C YAapeHHEM,
BTOpble — 0e3 yfapeHHsi), NIPOBEPEHO IKCIIEPHMEHTAJIbHbIMH Me-
TOJ2MH, '

Jenxkenne Tona B aubrourax f{ail, [au] u [o1] (Tak xe Kax
B nudronrax [ei] U [ou]) yaille BOCXOASAIE-HHCXOAALEe HIIH HHC-
XOASLE-BOCXOJIslLEe, peXKe — BOCXOASIIEe WIH BOCXOMsLIE-HUC-
XoAsile-BOCXoasLLee,

Ilpn npoussecernu audrtouros [ai1], [au] u [21] B Bocxogzsie-
HUCXOJAILEM TOHE TOH IOBLINIAETCA B NEPBOM KOMIOHEHTE HaH-
HEHIX IM(TOHrOB H TOHHWXKAaeTcsl BO BTOPOM KOMIOHEHTe, a NpH
NPOH3HECEHHH MX B HUCXO/sIUE-BOCXOAAIEM TOHe — HAo6OpOT.

16.J. Vachek, Uber die phonologische Interpretation der Englischen
Diphthonge mit besonderer Beriicksichligung des Englischen, Studies in
English by Members of the English Seminar of the Charles University, Vol.
4, 1933, p. 152. :

7 E. Kruising.a, A Handbook of Present Day English, p. 80.

l:’] O. Jespersen, Modern English Grammar, Heidelberg, 1928,
p_ . - . . .
1 W. Ripman, English Phonetics, London, 1947, p. 115.

44



B 1-# mosunuu (B M30JMPOBAHHOM NPOH3HOLIEHHH) HHTEpPBaA
TIOBbILIeHUA TOHA (KoOTOpBIA KoJebuaercst oT 1 ao 11 monmyronos
WM OT MaJioll CeKyHAH A0 Gosburofl centuMbl) B audToHrax [ai]
4 [01] Ha moayrou Gonblie, yeM B audroyre [au). DTo ke MOKHO.
CKa3aTb M B OTHOLIEHHH TOHHMIKEHUS TOHA B AAHHBIX IHOTOHrax.

Bo 2-ff mozuunu (MeXAy rMyXMMH CMBIYHBIMY [11]) MHTepBaJbl
TIOBLILLIEHHUS U TIOHHIKEHUs! TOHa B AudToHrax [a1] u [o1] Ha moay-
TOH MJIH MaJyio CeRyHRy Goablue, ueM B qudToHre [au].

B 3-#i u 4-it mosuumusx (B CNOBe W B NpPEAJIOKEHHH) HHTEpPBad
nosbiienust Tona B gudTonrax [at] u [d1] KoneBnercs ot noay-
ToHa g0 10 nmOSYTOHOB MJIH OT MaJiOH CEKYHIB OO MaJioH cen-
TUMBI, a B AudToHre [au] — orT nonyrona po 1l noayroHos HIH
OT MaJiol CeKyHJbl A0 GOJbIIOH CENTHMBI

MuTepBan MOHUMKEHHs] TOHA B KaXKJOM M3 JaHHBIX AUQTOH-
TOB HEMHOIO OTJHYAETCS. ‘

B nudronre [au] uHTepBan sBASETCS HAUMEHBIUWM H Kozeb-
JIeTCH OT MOJYTOHA 10 4 NONYTOHOB WJ/IM OT MajIoH CEKYHAH RO
60JbILIOH TEpUHH.

B mudronre [d1] umHTEpBAN NOHHKEHHS TOHA KoJebaeTcst ot
NONYTOHa 10 D TNOJYTOHOB MJH OT MaJIOH CEKYHAbl 10 HHCTOM -
KBapTHL.

B mudonre [ai] MHTEDPBAJ MOHHXKEHHS TOHAa HAWBOJbLIHHK H
KoJeBJieTest OT MoNyTOHA [0 6 MONYTOHOB WJIH OT MAaJjOH CeKyHIbl
JI0 YBENHYEHHOH KBapThl.

Bo ' Bcex no3uuusiX KyJbMHHALHst WHTEHCHUBHOCTH HAXOLUTCSH
B NepBHX KoMmnoueHTax audrouros [al); {au] u [51] (kpoMe mud-
ToHra [au] Bo 2- mo3uuuu B donaumu B. u Mr., rae Gonee un--
“TEHCHBHBI Cepe/IHHA JAHHOTO NH(PTOHra WJAH KOHEW M CepeiuHa
nepsoro KoMnoHerra). C (H3HONOTHUECKOH TOUKH 3PEHHS B JIOK- .
HBIX HUcxOAnWlKUX audronrax [a1], [au] u [01] Hanpsikenue opra-
HOB pedd B MePBbHIX KOMITOHEHTaxX HaHHBIX AHPTOHroB OoJbliee,
yeM BO BTOPHIX KOMIIOHEHTAX, T. €. TepBble KOMNOHEHTH AU(TOH-
ro [a1], [au] u [51] npousHocATcs rpomue, ueM BTOpbie KOMIO-
HEeHTHI,

B cnekTpax nepbix KOMIoHeHTOB AHQTOHrOB [a1] u [au] Gonb-
10/ MHTEHCHBHOCTBIO BbledsieTést WHPOKasi 06/1acTh YacTOT OT
806 2y npubnnautensuo no 2000 2y. JTo xapakTepHo AAA raac-
HbIX HH3KOTO TIOXbeMa s3blKa?, B cnexkrpax BTOPOro KOMHAO-:
HEHTa JaHHBIX JHOTOHTOB MHTEHCHBHBLIMH SIBISIOTCS -OAHA HJIH
JIBe COCTABHLIE YaCTH HU3KOH YacTOTHI M [Be COCTaBHhlE uYacTH
BBLICOKHX YacTOT. - ‘ _ o

n R.J akobson 'G. Fant, M. Halle, Preliminaries ‘o Speech
Analysis, p. 27. T o : Co .
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CniekTp nepBoro KoMiloHenTa audToHra [51] obpasyer onna
COCTaBHasl 4acTh HU3KOH YacTOThl, OJHA COCTaBHAd 4YacCTh LEH-
TPanbHOH YaCTOTH M JIBe COCTaBHblE YACTH BHICOKHX yacToT. Bro-
poii KOMNOHEHT JaHHoro audprosra oOpas3ylOT J[ABE COCTaBHBIE
YacTH HH3KOH 4acTOThl M JIB€ COCTABHBIE YAaCTH BBLICOKHX YaCTOT.

Apruryasauus pudronros [ai], [au] u [01] Bo 2-fi osuuuu or-
AUYaeTcs OT APTHKYJSALMM 5THUX AUPTOHroB B 1-i ne3uuuu, uTo
OKa3BIBAIOT TAKKE BENHYHHBI YACTOT COCTABHBIX YACTe#H chek-
TPOB. ’

MHTeHCHBHBIE COCTABHBIE YAaCTH CHEKTPOB ,rmq;m%{ra [a1} na-
XOAATCA B CAERYWIUIHX 06JacTax YacroT (B 2y):

ey,

[a) [
1| n | m | 1 1| | |IV
B. l-anos. | 806— | 1295 |1687—| 4322 | 102 | — |1902—| 3582
956 9942 . 2382
9-5 nos. 956 | 1119 |1687—| 3937 | 536—| — (2132 | 3937
‘ 2652 415
Mr. 1-s1 nos. 806 | 1119—|1902—|3582—| 415 | 666 |1687—| 3937
1295 | 2942 |4322 2652
2.9 nos. 956 | 1119 |1902— [3582— | 415 | 806 |1687—| 3937
: ~ 2942 4322 2382

AHann3 cnekTporpaMM AMQTOHra [ai] nokasbiBaer, yro B 1-iT
MO3HIHH KayecTBO IIePBOr0 KOMIIOHEHTa H3MeHsieTcsl MeJIeHHO.
D70 Mo3BOJISET YTOUHWTH KAauecTBO NAHHOTO KOMIOHEHTa M Bbl-
uyenuTh Aoarory [al. B cnekrpax mepBoro KoMnoHeRta ANGTOHra
[ai] na6nionaoTcs naBa pasanuHbIX KauecTBa [a], KoTOpble 3aBH-
CSIT OT Pa3HOM CTeneHH nojabeMa A3hbiKa:

a) HU3KOTO no;rbema A3bIKa (B.) — 120 mcex,
" (Mr.) — 200 wmcex,

6) 60J1ee BblcoKOI‘O noabeMa s3pika (B.) — 120 wmcex,
" " . " (Mr.) — 80 mcex.

B cepenune pgudronra [ai] wame Habnogaerca cABHr Qop-
MaHTOB CHeKTpa, II03TOMY B MOMEHT MNEPeXofa MeXJAy KOMIIOo-
HenraMu audrtonra [a1] Helb3s ONpeReNUTh KAaueCTBO COCTABHHIX
yacTefl raMMbl 3BYKOB. .

Bo 2-#1 noauuum (Mexay rayXuMu CMBIHBIMH [n]) nepshIk
KOMIMOHEHT AM(TOHra [a1] apTHKYAHpPYETCS aHaJOrHUHO AHPTOHTY
[a1] B- 1-ii mo3uuup, HO-B OTJAHYME OT NEPBOrO KOMIOHEHTa KH--
Toura [a1] B 1-ii MO3HNMH OJa NEPBOro KOMNOHEHTAa RH(PTOHra
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[a1] Bo 2-it no3uIMM XapaKTepHO OJHO YCTOHUMBOE KauecTBO. B
3710l mo3uuuu B. Bropoit KoMnoHenT audronra [at] apTukynupyer
6ojiee HU3KHM TIOJ'bEMOM SI3bIKA, YEM B H3OJHPOBAHHOM NHDTOHTE.

CocTaBHRE YaCcTH CHEKTPa. BTOPOTO KOMIIOHEHTa Auc¢pToHra [a1]
UMEIOT HeGOMbIIYI0 UHTEHCHUBHOCTh, JTO CBHAETEALCTBYET O TOM,
4TQ JaHHBI KOMIIOHEHT HeyIapHHN W HeHanpPsKeHHBIH.

HHTeHCHBHEIE COCTaBHBIE 4acTH cnekTpos audronra [au] Ha-
XOAATCH B CJAeNYIOMHUX 06/1acTsiX 4acToT (B 24):

[al {u]
1| || v I | o ||
I

B. I-7 nos. 536— — 1483— | 3582—| 102—| — — —
956 2942 | 4322 415
2-1 nos. 666— — 1687— | 3937—| 300 — |1687—|3582—
956 2942 | 4322 2382 4322
Mr. 1-a noa. 806— | 1295 1902 |2382— [600— | 806— |1687—|3937
- | 956 4322 300 956 2652
2-5 noa. 806 1119—] 1902 |2652— [666— | 806 |1687—|3582

1205 | 3582 | 536 2652

[lepBniit koMnoHeHT audToHra [au], cyas no HOBOJMBHO yCTOM-
4YHBOH NepBOH COCTaBHOH 4YacTH CMEKTpPa, HEKOTOPOe BpeMsl BHI-
JepxuBaercs. B cepennse m B KoHue audroHra [au] apTHKy/A-
uus Mensercs Guictpee. Ilogo6Ho nudronry [a1] B 1-fi nosunuu,
B NEPBOM KOMNOHEHTe RUGTOHra [au] Takxe HabJIIOAAIOTCS [iBA
pa3nuqubxx KauecTBa:

(Oduxr. B.) - a) Hu3koro nopneMa siablka  — 180 MCEK,
6) GoJsiee BHICOKOTO NOAbEMaA
A3BIKa — 100 mcex,
2. (Jdukr. Mr.) a) Hu3KOro nojgbeMa si3blKa — 160 mcex,
6) GoJsiee HHU3KOT'O NOJbeMa
sI3bIKa — 120 mcex.

O6a orreHka nepBOro KoMIOHeHTa AudrToHra [au] yxo Boc-
NpHHKUMaeT Kak 3BYK THna [a], n60 3HaMeHaTe/bHbiE COCTaBHbIE
YACTH WX CHEKTPOB HaxXxOAATcs B 0o6/nacTsiXx 4ACTOT, XapakTep-
HBIX 3BYKy THna [a].

ApTHKyJIHpPYs nepBBlil KOMNOHeHT [au], Mr. HeMHoro 1Mpe oT-
KpHBAeT POT B cepefiiHe JAaHHOTO KOMIIOHEHTA, YeMy COOTBET-
cTByer Goslee HM3KHI ToxbeM f3nika. Ha Takyio BOZMOXHOCTb
YKasslBaeT takxke d. Mefiep?!.

2 E. Meyer, Englische Lautdauer, S. 69.
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Bropoit koMnonent audToHra [au] (B M30JupOBaHHOM NpOH3-
HeCeHHH) OYeHb KOPOTKHil, HeylapHbi d HeHanpskeHHnH. OH
MOXeT uMeTh OTTEHOK 3ByKa THna [o] (Mr.), uro mnoxTsep-
AKIaeTcsl aHaJlM30M Ha CJyX 3aMHCAHHOTO HAa MarHUuTO(OHHYIO
Jqenty audronra [au].

Bo 2-it nosunuu (MeXay TrJAYyXHMH CMBIYHBIMH [m]) KauecTBO
nepBoro-KomnoHenta [au] ycrofiuupo. Tak ke Kak B H30JHPOBaH-
HOM T[pou3HeceHuH AudTOHra [au], BTOpPOH KOMMNOHEHT o6pa-
3yeTcsl TONBKO B KOHIE APTHKYJSILHK WM SIBJASETCAd KOPOTKHM H
HeynapHuiM. KauecTBo BTOPOro KOMMOHeHTa [au] HeoTueT/HBOE
M, cyas no crekrporpaMMe nudronra [au] (Mr.), Gosnee Hano-
MHHaeT 3ByK THna [o].

WMHTeHcHBHBIE COCTABHBIE YacTH crnekTpos audronra [o1] Ha-
XOASITCSA B CAERYIOILHUX 06MaCTAX 4acTOT (B ey):

[o] [1]
I | 11 | I | v I | 11 | HI | v
B. -1 nos. 300— | 806 |1687—| 3937 | 102—| — [1902—| —
415 2652 415 2382
2.9 noa. 536 | 956—|1687—| 3937 | 666—| 956 |[1687—| 3937
1119 | 2652 300 2652
Mr. -5 noa. 666— | 956 |1483—|3252— | 536—| 806 .|1687—| 3937
536 2652 (4322 | 300 2652 '
9.9 nos. 806 0956 |1687— |3937—| 666—| — |1483—| 3582
2942 4322 | 300 2652

Kak u B audronrax [a1] u [au] B 1-i nmosuuue, nepeBuiii KOM-
noHeHnt augToHra [d01] B XoKe AapTHKYJSiWM H3BECTHOE BpeMS
TAKXKE BbiJepxKuBaercs. B cmekTpax HaHHOro KOMIIOHEHTa Ha-
.6MmomaloTes IBa KadecTBa [d):

a) Gosee HHU3KOro noabeMa sizbika (B.) — 100 ‘mcex,
” " " " (Mr.) — 140 mcex,
6) 6oJsiee BHICOKOro noabeMa s3nika (B.) — 120 mcex,
. " " " (Mr.) — 120 mcex.

B ¢onauuu audronra [d1], B nponecce nepexoga opraHos peuu
OT MepBOro KOMIOHEHTA KO BTOPOMY, 00pa3yercss AOBOJBHO MPO-
JOJKUTENLHBIH MOMEHT Mepexoga, KOTOPBIE MOXHO OTTpaHH-
yuth. BTopo#t KoMmnoHeHt audTonra [01] B cnektporpaMme l-i
no3vuHd OueHb caabo BblpaxeH (MaJsoi HHTeHCHMBHOCTH). B
cnekTporpaMme [51] B xonue raafina obpasyercs [1] (B.) Bbico-
KOro noAbeMa $3blKa, WIH KOHel BTOPOro KOMNOHeHTa. Gosee
NOXO0XK Ha 3BYK Tuna [e] (Mr.). . : - .
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Bo 2-it mosunuu pudtonra [01] TeMOp mepBoro KOMNoHeHTa
yeroiiuuB. Ero aprukynupyior Gosee HA3KMM NOABLEMOM S3bIKa,
yeM AHdTOHr [01] B 1-ii mosuuun. Bo 2-ii no3uLHH BTOpPOH KOM-
MOHEHT AAHHOrO AMQTOHra KpPaTK#il W HeygapHbIH.

~ O. Ecnepcen?? oTMeyaer, uTO INepBHIl KOMMNOHEHT [o1] He-
penko GbiBaer ANHHHBIM. OH AUQTOHT [J1] NpHUHCASET K MeNJieH-
HbIM JUPTOHTAM.

E. Kenbey® cumraer, uro gubTour [d1] nerye pasjpennTh Ha
JBa KOMIIOHEHTa, ueM IudToHrH [at] W [au], n6o mepBbI KOMNO-
uHeut audronra [o1] HeMHoro yanunsercst nepen {1]. ApTukyasuus
[51] HeMHOrO OTaMUaercs OT apTukyasaurd [d] + [i], 6o oba kom-
MOHEHTa JAHHOTO ILHq)TOHI‘a NPOH3HOCATCS SICHO H MEXIY HHMH
HAXOJHTCA KODOTKHHl MepexoJHblil 3BYK.

DKCNepUMEHTANbHBlE J@HHbIE HAIIEero HWCCAEJOBaHHA TMoj-
TBEPXKAAIOT YIOMSHYTHE 3aKAIOYeHHsi B OTHOLIEHHH apTHKYJs-
uuu audronra [o1].

Cpenusis ponrota audronros {ai], [au] u [01] Goabine cpeaneit
Jgoarotsl gudTonros [el] u [ou]. Judrtonr [au] npousHocHTca NAHH-
Hee BceX ‘Tpex HdaHHblXx Audrouros. -Ero cpemusasi pojarora —
342 mcex. Cpennsas poarota audronra [d1] — 338 mcexk, a [a1] —
336 mcex.

Jlonrota komrmonentoB B jaudTonrax [ai], [au] u [o1] Takxke
pasnuuHa. OO6bIYHO MepBbiii KOMOOHEHT JIAHHBIX JHPTOHrOB 3HA-
YHTENHHO JJIMHHEE BTOPOTO KOMIOHEHTA.

B 1-i u 2-ii mo3uuuAX nNepBHIH KOMMNOHEHT JAUDTOHTA [a1]
npubju3uTesbHO B 2 pas3a AjJuHHee BTOporo KommoHeHrta. [lo-
cnenHuit B pudronre [a1] kopoue BTOPHIX KOMNOHEHTOB B AHD-
ToHrax [e1] # [ou].

[MepexoaHas wyacTh Mexny oGOMMH KOMIOHEHTAMH OH(TOHTa
[a1] cocraBnser 15—199 (B.,, M.) uau 33% (Mr.) goarorw
AudToHra.

B 3-# u 4-i nozuumax (B cjJoBe W B NMPENJIOXKEHHH) TepBHIH
xoMmnodenut audronra [a1] B 1,3 (B.), B 1,6 (M.) nau 8 1,7 (B.)
pasa IJIHHHEee BTOPOTO KOMIOHEHTA,

B aprukyasiuun Mr. BTopoil xomnoneHt audroura [ai] B 1,5
pasa AJHHHEe NEePBOTO KOMIMOHEHTA B JIAHHBIX MO3HUMSAX.

[TepexoaHas yacTh MexAy OGOMMH KOMIOHEHTaMu AU(DTOHra
fa1] B 3-it mosunuu cocraeaser 17—20%, a B 4-# nosuuum —
17—269% poarotwel aMTOHra.

Tlepebit KoMnoHeHT audrodra [au] IUIHHHee NIepBOTO KOM-

2 0. Jespersen, Lehrbuch der Phonetik, Leipzig, 1926, S..209.
2 J. Kenyon, American Pronunciation, p. 209
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nonenta audroHra [ai], a BTopol KoMnoHewt AudTOoHra [auf
9acTo KOpoue BTOPOro KOMNOHeHTa AudTonra [ai).

B 1-@1 u 2-if nosuumsix (B M30JMPOBAHHOM INPOH3HECEHHH JAH(-
TOHra W MeXIY 3KCIJO3HBHHIMM CMBIYHBIMH [N]) NepBBIE KOM-
noHeHT au¢ToHra [au] B 2 uam 3 pasa ANMHHee BTOPOrO KOM-
noHenta?. B 1-ii nosuuun BTOpOH KOMNOHeHT cocraBiaser 14%
(Mr.) uau 28—299% (B., M.) noarotws audronra. Bo 2-#1 nosu-
MM BTOpoHl KOMmoHeHT coctasiaser 13—18% (B., Mr.)) uau
289 (M.) moarots xMGTOHrA.

Ilepexonnas uacTb MeXAy o6OMMH KOMNoHeHTaMu AUdTOHra
[au] coctaBasier B 1-i mosmuuu 16—21% (B, M.) wuan 36%.
(Mr.) noaroth augToHra, Bo 2-i noaunuu — 18—28% (B., M.)
wan 479 (Mr) JOJITOTH lIHCbTOHI‘a

B 3-it u 4-# mo3uuusix nNepeedl KoMNoHeHt nudronra [au]
B 1,6 paza unu B 2 paza anuunee (M.) u 8 2,3 pasa uau B 2,5
pasa nnunuee (B.) BTOporo KoMnoHeHTa.

B donanuun Mr. o6a Komnounenta audronra [au] oaunaxkoBoir
ROJTOTHI, UJH BTOPOH KOMNOHeHT B 1,3 pasa [JHHHee NEpPBOTO
KOMIIOHEHTA.

B 3-#i mo3unyuu nepexojHas 4yacTb MeXAYy OOGOMMH KOMMOHEH-
Tamu pudpToHra [au] cocraBaser 18—20%, a B 4-i no3uuun —
22--29Y% poarotsl aAMdTOHrA.

INepeuiit xoMmonenut audronra [51] B oTHOHmIEHHH 110J'II‘OTbI 60-
Jiee NOXOX Ha NepBuid KoMnoHeHT AudTOHTra [a1].

B 1-# u 2-f nosuuusx nepBbi#l KOMMNOHeHT OHGTOHTa [d1] B
1,2 (B.,,), B 1,6—1,7 (M., Mr.) unu B 2 pasa (Mr.) anuunee
BTOPOTO KOMIIOHEHTA.

ITepexonHas yacTh MeXAYy oGOMMH KOMIIOHeHTaMH [o1] B
AaHHBIX NO3uUUHUAX cocTaBaser 15—199% (B., M.) uan 24—319%
(Mr.) nmoarots audTOHra.

B 3-it u 4-ii noanuMax (B cnoBe W B NpeNJIOXKEHHH) NEpBHIK
xomnoHent audronra [d1] B 1,1 (M., Mr.), B 1,5 unu 2,7 (B., M.)
pasa AJHHHee BTOPOro KoMmmnoHeuta. B ¢dorauun Mr. B 4-#i nosu-
Iuu 06a KOMIOHEHTa ITOro AH(TOHra OJHHAKOBOH NOJITOTHI.

B 3-it no3uuuu nepexoiHas 4acth MeXAy OGOMMH KOMIOHEH-
ramu [21] cocrapaser 13—15% (Mr., M) uau 229% (B.) non-
TOTH JAaHHOTO Au(TOHra. '

B 4-ii nosuuum nepexoaHy0 YacTh Mexay OGOHMH KOMMO-
HeHTaMH [51] Heslb3s onpeneNuTh.

HccnepoBaB ponroTy KommodeHToB audToHra [au] W KoHcra-
THPOBAB, UTO NepBHIH ero KOMIIOHEHT HEKOTOpOoe BpeMs BhIAep-

# E. Meyer, Englische Lautdauwer, S. 70.



XKUBaeTCsi, a BTOPOH KOMIIOHEHT HMeeT NPHPOAY IIE€PEXOJHOTO

3Byka, 3. Meilep Ha3Ban [au] audronrom «Stellungs-Gleit».
SToT TepMHH MOXHO OTHeCTH Takxke K Audronram [ai] u [o1],

COOTHOUIEHHA ROJTOTHL KOMTOHEHTOB B KOTOPHIX MOMOGHBI,

«Der Diphthong lau] besteht aus einem ldngeren Stellungs-
Vokal mit gleichbleibender oder etwas sich erweiternder
Lippenofinung und einem kiirzeren Gleit<Vokal mit zuneh-
mender Lippenverengerung; [au] also ein Stellungs-Gleit-
Diphthong»2.

[IpuHUMas K CBelEeHUID TO, YTO INEPEXOJHAA YACThb MeEXIY
o6ouMH KoMIOHeHTaMu AuGTOHroB [a1], [au] u [01] AnuHHee, ueM
B nu¢ronrax [ei] u [ou], E. Baxek nepsrie Tpu nudToHra Hasbl-
BaeT «cKomb3smuMu» audronramu (Bewegungs Diphthonge)?26.

SkcnepuMeHTalbHbIEe JaHHblE Hallero Hcc/JAefloBaHHA CBHIE-
TEJILCTBYIOT O TOM, YTO NPH TIHATENHLHOM IPOH3HECEHUH IHGTOH-
TOB H3MEHSEeTCs TaKXKe KaueCTBO NepBbIX KOMIIOHEHTOB JaHHBIX
Au(TOHrOB, 2 NO3HLUMH raacHoro, o6o3naueHHoro [1] wau [u], asbik
AOCTHTAET TOJNBKO B KOHIE APTUKYJSIHHU.

[TosToMy TepMHH «CKOJb3fliHe AHGTOHTH» Jyuyllle XapaKre-
pH3yeT Npupoay apTHKyasuuu [ai), [au] u [o1].

3. llenTpaabHbie pudToHry |19], [ea] u [ua]

Jlanuble nudTOHrH 06pasyiOTCst IJ1acHBLIMHM IiepefHero, cMe-
IIAHHOTO M 3aJHEr0 pPAjla BLICOKOIO W CPEAHEro NMOJAbEMa A3LIKa.
Aptuxynsunsi audronros {19], [ea] u [ud] oTanuaerca or apruKy-
JSAUMH YXKe PacCMOTPEHHBIX MAHPTOHIOB AHIVIMHCKOrO si3blKa.
UenTpanbuble audTOHrM NpPOH3HOCATCH GoNee AJMUTENBHO, TO-
3TOMY KayecTBa WX KOMIIOHEHTOB MEHSIOTCS nocreneHHo. B aud-
TOHrax [19] 1 [e3] B OTKPHITBIX CJOrax NepexojHasi 4acTb MEXAy
060MMH KOMIIOHEHTAMH NAaHHHX JHGMTOHIOB YacTO COCTaBJseT
upH6IH3HTENBHO TPETHIO YacTbh J0AroTh [19] u [ea]. Hepeako ko-
HEIl NePBLIX KOMIOHEHTOB UEHTPAJbHBIX AU(PTOHTOB TPYAHO ONpe-
IeJuTh, H60 SI3bIK AOJKEH IpojenaTbh HeGOJbUIOE PACCTOsiHHE OT
NepBOro KOMIIOHEHTa 10 BTOPOro.

B xosne apTHKy/AsiuMH SI3BIK NOCTHIaeT MgeTa -¢GoHalMM BTO-
poro KoMmnoHeHTa audroHros [19], [e3] u [ual, HO kKauecTBO 3TOrO
KOMIIOHEHTA HeYCTOHYMBO.

HanpasneHue ToHa B LeHTpaJbHbIX AHGTOHrax {19], [ea] u [ua]

% E. Meyer, Englische Lautdauer, S. 111.
% J. Vachek Uber die phonologische Interpretation... S. 160—162.
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galie BOCXOAALLE-HUCXONSAe-BOCXOAALLEe, PpeXe BOCXOAAILe-
HUCXOAsAlee, HHCXONSALIE-BOCXOASIIEE WIH BOCXOASILLEE.

Moaynauus QaHHOTO TOHZ (BOCXOAsIIE-HUCXOASLIE-BOCXOAA-
mada) B audroure [ua] wabaogaercs B NPOU3HECEHUU AHGDTOH-
TOB JHUKTOpaMU-JKeHIIMHaMH, a B audToHrax [18] u [esa] — B
IpoH2HeceHuH AU(PTOHTOB AUKTOPAMH OBOMX TOJOB.

MMpu mnpousnecenun nudtonros [13], [es] u [us] Bocxoasme-
HUCXOMALLE-BOCXCARUIMM TOHOM TOH OOBLIYHO MNMOBHILIAETCA B Nep-
BLIX KOMMOHEHTaX RAHHBIX AH(TOHIOB, NMOHHXKAETCAd B NEPexon-
HOM YacTH MeXAy O0OUMH KOMAOHEHTAaMH H BTOPHYHO JIOBHI-
aeTcsi BO BTOPBIX KOMIOHEHTAX MAHHBIX NUQTOHTOB.

B apruxkynsuuu B. (MyXuuHB) HHTepBaJbl MNOBLIIEHH W
MOHHXXEHHST TOHA B UEHTPaJbHBIX AMPTOHraX OYEHb Mafdbl H
Konebnworess oT | o 2 MoJyTOHOB wWAW OT MaJsiod no Gosbuioi
CeKyHABl. B aKycTHuecKOM OTHOLIEHUH B NMPOW3HECEHMH AHDTOH-
roB AWKTOpOoM B. 3TH AMDTOHTH KaXKyTcs POBHBIMH.

B npousuecenuu nudroures Mr. u M. uHTepBa/bi NOBBIIEHHSA
¥ NOHHXKeHHs ToHa B [19], [e9] u [us] Gosvile ¥ OueHBL CXOXHBI.

HHTepran noBbllUEHHS TOHa B TepBLHIX KOMITOHEHTax Aud-
ToHroB [13], [e3] ¥ [ud] Bo Bcex MO3MLMAX OAMHAKOB U obpasyer
noato:a (B OJHOM CJ1y4ae JBA) WJIW Manyio CEKYHIY.

Camoe 60JblIOe MOHUXKEHME W BTOPHUHOE INOBHIIIEHHE TOHA
HabnonawTcs B audToHre [19).

[ToHuKeHHe TOHA B KOHIlE MEPBOr0 KOMNOHEHTa AU(TOHTa [13]
H B NepexoaHoll dYactu Mexay OBOHMH KOMMIOHEHTaMM Konel-
Jgetcst oT 5 fo 13 MONYTOHOB WJH OT YMCTON KBapTH 10 YBEJH-
YeHHO}l OXTaBbl..BTopuuHOEe NMOBLIIEHHE TOHA BO BTOPOM KOMIMO-
HeHTe [19] KoseGaercss ot 10 no 12 moOAYTOHOB MM OT MaJoi
CENTUMbl [0 OKTaBHI.

VIHTepBan noHMKeHUs TOHA B KOWIE INepPBBIX KOMIIOHEHTOB
ardrouroB [£3] u [us] uau B mepexoLHOil YacTh OJHHAKOB M KO-
aebnercs or 4 no 12 nosnyToHOB uau oT GoJbHIoH TEepUHH 10
OKTAaBHI.

WurepBan BTOPUYHOTO TNOBLilleHUA TOHAa B JAubToHre [e3],
KOTOpHIH Kojebyercs oT 5 Ao 10 MONYTOHOB HAM OT YHCTOH
KBapThl A0 Masoii cenTuMsl, Golbllle HHTEPBAJA BTOPHUYHOTO MO-
BbIIIEHHS TOHA B. TU(MPTOHTe [ua] KOTOpHI#l Kosebjierca ot 1 mo
10 MOJYTOHOB HJH OT ManOi CEKYHHAH N0 MaJjofl CenTHMBIL,

HanpaBneHne HHTEHCHBHOCTH B HEHTpPa/bHBIX Andronrax [1a],
[ea] n [us] He 3aBUCHT OT HampaBieHHs ToHA. KyJbMHHAUMs HH-
TEHCHBHOCTH HAXOQUTCA B pa3HHIX KOMIMOHEHTAX HaHHBIX Jud-
TOHTOB B 3aBUCHMOCTH OT (hoHaALUM HUKTOPA.

B npounazuecenun audrtoHros B. u M. Bo. Bcex no3uuusx
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KYJLMHHALHSA WHTEHCHBHOCTH HAXOAHMTCA B CepeAHHe TepBhIX
KomnoHenToB [18], [ea] u [ud] (M.) waum B nepexomHOH yacTH
MeXAy O6OMMM KOMIIOHEHTaMH JaHHBIX AudrToHroB. B nochaen-
HEM cJyyYae HHTEHCHBHOCTBH Yalle YMEHBbIIAeTCs TOJMbKO B Ha-
yajie UJH B CepeJiMHe BTOPHIX KOMMOHeHTOB [19], [ea] u [ua] (B.).

KynabMuHauuss UHTEHCHMBHOCTH B TNPOM3HECEHHH IH(MTOHTOB
Mr. HaxoaWTCs BO BTOPOM KOMIIOHEHTE LEHTPANbHOro AUdTOHra
[13] Bo BCcex mosunuax, a B AudTonrax [es] u [us] — B 3-%1 u 4-i
No3UUHAX (B CJIOBE H B NPENJOXKEHNH).

KyabMunaunst murencisrocty 1-it u 2-it nosuumit [es] u [ug]
B npousHeceHud AudTOHroB Mr. o6pasyeTcs B NepPEXOLHON YaCTH
MeXKy O060OHMH KOMIIOHEHTaMH NaHHbLIX AHMTOHIOB, HO, TaK XKe
KaK B NpoU3HeceHHH AUGPTOHTOB B., HHTEHCHBHOCTL yMeHblUIaeTCA
TOJILKO B Hayaje WiH — 4alle — B CEpPeJHHe BTOPHIX KOMIO-
HEHTOB.

C toukd 3peHusi PU3HOJOrHM HEHTPAJbHHIX JUdTOHTOB [13],
[es] m [us], M. apTHKyJHUDYeT UX KaK JOXKHble HHCXOJA-
W He NUPTOHTH, NPOH3HOCH ¢ GOJMBIIMM HANPSIXKEHHEM OPraHoB
peyH NepBble KOMIMOHEHTH AaHHbLIX AUGTOHroB, a ¢ Hosee cja-
OBIM HANpsiZKEHWEM OpPraHoB peuyd —— BTODhle KOMMOHEHTHI JaH-
HBIX AUMDTOHTOB.

B. u Mr. apTuxyJaupylor ueHTpaJsbHble andToHTH [18], [e3]
H [us] xak NOXHbBe BOCXOASUIHe AUDTOHNH, NPOU3HOCH
BTODble KOMIOHEHTh! AaHHBIX AUGTOHroB (Mr.) HaM mepexopnylo
YacTh MexAy 0f0HMH KOMIOHEHTAMH NUMTOHIOB M MEPBYIO YacTh
BTOpbIX KoMIiioHeHTOB (B.) ¢ 60abiMM HanpsxKeHueM OpraHob
peun, ueM IepBble KOMITOHEHTbl NAaHHBIX IHGTOHIOB.

J. Jxoyus audronru [19] u [us] npuuucaser K BOCXO I s-
muM (rising) pudroyraMm, YUHTHIBAS TO, YTO BTOPOH KOMIO-
HEHT RAHHBIX AHMTOHroB [9] Gojiee 3BYUHBIH, ueM NEPBLIE KOM-
noHeHr [1] wau [ul?’.

C touxu 3penus ynapeuus . JxoyHs [18] u [ua] npuuucasier
K HHCXONAWHM AucTOHraM, OO yaapeHde Ha TMEPBLIX KOM-
TIOHeHTaX AaHHHX AU(GTOHTOB Bo3MellaeTcss GOJIBIINM 3ByYyaHHeEM
BTOPbIX KOMMOHEHTOB?S.

O. Ecnepcen BocxomawuMmu pudrtoHramu (increasing diph-
thongs)2® nasniBaer Takde AUMTOHTH, B KOTOPHIX NYHKT KYJbMH-
HAalHH HAXOJUTCH BO BTOPOM [JIaCHOM JaHHBIX NHQTOHIOB.

Hamu skcnepuMeHTa bHble NaHHBIE CBHAETENBCTBYIOT, UTO B
NPOM3HECeHUH AUMTOHroB ABYMS NUKTOPAMU BTOPOHl KOMIIOHEHT

27 D, Jones, The Pronunciation of Emglish, Cambridge, 1956, p. 67.

28 Tam xe.
2 0. Jespersen, English Phonetics, p. 136.
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audTouroe [18] u [ud] He TonbKO Gonee 3BYuHBIH, HO W Gosee
yaapHBI# M HanpsKEHHBIH, MO3TOMY NaHHble IM(TOHTH (B NpPOH3-
Hecenuu B. u Mr.) npuuHcasieM K JJOXHBM BOCXOASIUIUM
JudTOHTaM. '

IMonyyeHHsblit 3KCMepHMEHTAJNBHBIH MaTepuas Mo NpPOH3Hece-
Hulo audToHros M. mnokaswiBaeT, 4TO JAHPTOHrM AHTJIHHCKOTO
aabika {19], [ea] u [us] apTHKYJAHpPYIOT Tak e, Kak JOXHBIE
HUCXOASAULHe IUDTOHTH.

B cnektpax ueHtpajbHbix audrouros [19), [ea] u [ud] Gonb-
mell HHTEHCHBHOCTBIO BHIAENAOTCS "‘3—4 COCT2BHBIE YacTH, H3
KOTOPBIX OfHA WJH JBe HaxoAsTcs B objactu 6ojlee HHU3KHX A
nIBe — B obsacTu 6GoJiee BHICOKMX YacToOT.

- B nudrtonrax [13] uHTeHCHBHBIE COCTABHHIE YACTH CHEKTPOB
HaXONATCS B CAEAYWIUHX O6JacTsaX 4acToT (B ay):

[1] E)
1] U | | 1v 1 | 1| I | v
B. I-s nos. 102—| — |1687—[ 3937 | 415—| — |1483—| —
193 2652 536 2652
2.1 nosa. 300 | — |1902—| 3937 | 666—| — (2132 | 3937
2382 536
Mr. 1-5 nos. 415—| 806—| 1687—| 4322 | 666—| 806— |1687— | 4322
536 | 956 | 2652 536 | 956 |2652
2-qamos. | (415—| 806 | 1687—| 3937 | 415 | 806—|1687—| 3937
666) 2652 956 (2652
536 |

Kak u B nudronrax [a1] u [au], Bo 2, 3 u 4-i MO3HUMAX B
cnexTpax [19] Habaogaercss yCTOHYHMBOCTH KauecTBa IEpPBOro
KOMIIOHEHTa. [pPydHO TOYHO ONpelesHTh TpaHHUbl KOMIOHEHTOB
B nubToHre [19), nbo w3MeHenuss B cnekTpe AMPTOHra INOCTE-
nenHbl. [lepBuit koMmnoHenT mudToHra [19] sBAsSIETCS IJIACHBIM
BBICOKOTO NOJNbeMa $I3hiKa, YTO NOATBEPXIAeT HH3Kas yacToTa
nepBoil cocTaBHOM Yacth [1].

H. HxoyHs® cuutaer, YTo B AHTJIHHACKOM f3bIKe HMEIOTCH
TPH BapUaHTa HeATpaJbHOro [3]: 3BYK [3], noxobeH rinacHomy [3:]u
ero HaxoauM B caoBax: along, attempt u np.; [3]: siBasteTca raac-
HHIM ¢ GoJiee BLICOKHM M OTTSHYTHIM IOJIOXEHHEM SI3bIKa, YeM
[3];, n ero BcTpeuaem B chaoBax: condemn u Ap.; [8]; sBAsercs
6oslee OTKPLITHIM 3BYKOM, ueM [9];, u o uMeer Tem6p [A] B KO-
HeYHOH TOo3uUuH, Hanp. B cjosax: China, actor u ap.

32 D. Jones, An Outline of English Phonetics, pp. 92—93.



Bropoit koMmnonent AudToHra [19] moa BausiHuem [1] uMeer
TeM6p [9];, NO3TOMY B CHEKTpaXx MeXAy 06GOMMH KOMIOHEHTaMH
[13] umeercs cma6o BeipakeHHblil nepexof. YuatoiBas pacrpeje-
JIeHHe COCTABHBIX yacreil |d] H HHTEHCUBHOCTb, KOHCTATHPYEM, 4TO
SI3bIK JOCTMraeT MecTa apTHKYJSLUUHU BTOPOrO KOMIOHEHTa AH(-
ToHra [19].

Bosiee BhicOKas yacTtoTa nepBoil COCTAaBHOH YacTH 0GOMX KOM-
TIoReHTOB AHGTOHra [18] B cpamHenuu ¢ 1-fi nosuuHedt ceugeTEND-
CTBYET O TOM, 4T [13] Bo 2-if no3uuuu B. u Mr. aptukyaupyior 60-
Jieeé HH3KHM noabeMoM si3bika. Caywas sanuch -[19] na marum-
TO(OHHOM JIEHTE B MOJIOKEHHH MEXJY 3KCMJIO3HBHBIMH CMBIYHBIMH
[n] B npousHecenun nudToHra Mr., BTOPOH KOMIIOHEHT AU(PTOHrA
[18]—[3] =  Bocnpuuumaem xak 3Byk Tuna [A]. dTo BrReuatse-
HHE MOXET BbI3BaTh BTOpasi COCTABHAsi YaCTb WHTEHCHBHOro [3]
B obsacti 806—956 2y, uTO BXOAUT B CTPYKTYPY CIIEKTpa IJjac-
HOro 3ajfHero psafa Tumna [Al

Hutencusnble cocraBHble wactu AudroHra [es] maxomarcs B
CJeNYIIIHX 06acTaX YactoT (B 2y):

[e] (3]
1 | 1 | m | w 1| o jm | v
B. l-anos. | 300— | — |1902—| — | e66—|1119—[1902—| —
415 2282 806 [1205 |[2942
2-smo3. | 415— | — 2132 4322 | 536—[1482 [2382 | 3252
| 536 666
Mr.l-amoa. | 806— | — |1687— 3937—| 415—|806 |1687—| 3937
956 2042 4322 | 666 2652
2-amos. | 666 806 |1687—|3937 |415 |os56 [2132—| 3582
2382 2382

CrnektporpaMmsl [ea] B 1-f ¥ 2-f MO3NLUHAX CBHAETENBCTBYIOT
O PasHOoil AapTHKYJASUMH JaHHOTO JHUGTOHra B STHX TNO3WLHAX.
B 1-it nosuukM KauecTBO NepBOro KOMIOHeHTa [e3] B mpou3Hece-
Hun audToHra aukropom B. Gosee moaofHO KauecTBY 3ByKa
THna [e], a B npousHecenun nudToHra AHKTOpoM Mr. — KadecTBy
3BYKa HH3KOro noj’beMa fidblKa THma [2].

B Tpynax ¢oOHETHCTOB aHI/IMACKOrO s13blKa HaXOIHMM YKa3sa-
HAS B OTHOLIEHMH BapHAHTOB [E€pPBOrO KOMMOHeHTa [ed].
. MxoyHu33!, pasbupasi npou3HOLIeHHe LEHTPadbLHOro AudTOHra
[es], xoncratupyer, 4To HacThb roBOPALIHX Ha H0XKHOM JHAJIEKTE
HauMHaeT 3TOT AHMTOHr oueHb OTKPHITHM BapuaHToM [e]. Bo

3% D. Jones, The Pronunciation of English, p. 64.
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MHOTMX MECTHOCTSIX, B TOM uHcJe W B JIoHmoHe, au¢TOHT [89]
4acTo 3aMewsitoT [e3], mepBBIl KOMIIOHEHT KOTOpOro Y3Kui.
X. Ceur nudTonr [ea] Tpanckpubupyer kaxk [eal’2. O. Ecnepcen®s
noBaBJsisieT, UTO MePBLIH KOMIOHEHT [ed] nmpousHocAT Takxke 6o0-
Jee HU3KUM NMOABEMOM $I3bIKa, NOPTOMY OH TpaHCKpubupyeT naH-
HBl AUDTOHT Kak [23].

Crexrporpammbl [ea] Hallero uccjaemoBaHWs INOATBEPKIANOT
YIOMSIHYTHle BAPHAHTHI [e3].

ITo epaBHEHUIO CO BTOPBIM KOMIOHEHTOM THQTOHra [19] BTOPOH
KOMNOHEHT IUdTOHTa [€9] B 1-fi MO3WUMH B NPOU3HECEHHU AUD-
TOHTA JUKTOPOM B. MMeer nmepBYyIO COCTABHYIO YacTh 6oJiee HU3-
KOH 9aCTOTHI, YTO CBHAETENLCTBYET O TOM, 4To B JAudToHTe [£3]
TeMGp BTOpPOro KoMmoHeHTa Gosee rayxoi. Ilepexonmnasi dactb
MeXay OOOUMH KOMIIOHEHTAMH nmbTOHra [ea] B 1-B1 mosuuuu
TIOXO BeIpaXKeHa.

Bo 2-# no3unnu (MeXAy 3KCNJIO3UBHBIMHM cMBIYHLIME [1]) BTO-
poit KoMmoHeHT audroHra [€9] apTHKYJHPYIOT OoJee BBICOKHM
NOABEMOM $13bIKa, UEM B M30JHPOBAHHOM [POH3HECEHHH AUDTOH-
ros. B aroil nosunuu ofa KoMmroHeHTa [ed] serue pasrpaHUUNTSh.

MHTeHCHBHBIE COCTaBHBIE 4aCTH cnekTpoB AMdToHra [us] Ha-
XOAATCS B caelyrouux obJjactax yacroT (B ey):

[u] [}

| 1 | 0 || [ |y
B. I-anoa | 415 | 806 |1687— 3037—| 666—300 | 806—|1687—|3937—
2652 |4322 ' 956 (2382 (4322
2anos | 415—| 806 |1687— (3037 | 666—415| 956—|1687— (3937
536 2652 119 (2382
Mr. l-sn03. | 300—| 806— | 1687— |3937— |(300—666) — |1245—|3937
536 | 956 |2652 4322 | 536 2652
2snos. | 806—| — ' |1687—|3937 |806—956| — [1902—|3937 -
956 2652 2652

Ilepebiit KoMnoHeHT AudToHra [us] apTHKYJIHPYIOT BHICOKHM
noabeMoM %3bika. BTopolt KoMnoHeHT AaHHoro augrTonra B 1-#
MOo3uLHK wMeeT cBeTabll TeMOp [5]. B 3Toll no3uumn KauectBo
BTOpPOTO KOMNoHeHTa [ud] HeyctofiuuBoe. B Hem Habunionaercs
HenpepbiBHO® CKOJIbXKEHHE OpPTaHOB peuH, YTO BHI3bIBAET H3MeHe-
HUS B KaXXHoM Kazape. B apTHKYJISIHHA Mr. xauectBo BTOpPOrO
KoMrnoHneHTa JAu¢rtonra [ua] Gonee ycroiiunsoe. ‘

Bo 2-ii 103umMM KauecTBO MepBOro Komnodenrta [ua)] B mpo-

32 H. Sweet, The Sounds of En-ghsh, 1907, p
3 0. Jespersen, English Phonetics, p. 144.



usHeceHud audToHra AUKTOpoM B. He u3MeHAeTcs, a B NpoU3He-
cennu audronra auxropom Mr. [u] umeer tembp, momOGHHIH He-
SICHOMY 3BYKY HHM3KOTO NOABEMa si3blKa THIIA (o], koTopwrifi obpa-
3yeT MepBas COCTaBHAasg yacTbh GO/bLLIOA HHTEHCHBHOCTH B obJa-
ctH 806—956 2y. Bropoit komnoHent nudTonra [us] B 3TOH
TIO3HMIHH B TNpOM3HECeHHH AudTOHra AUKTOpoM B. umeer TeM6p
[3];, a B mpousHeceHun AudTOHra AauxkTOpoM Mr. — [a];, T. e.
TeM6p [Al.

B ofeux mosunusix mepexomHYO 4YacTb MeX1y OBOMMH KOM-
noHeHTAMH AHQPTOHra [US] MOXKHO TOYHEE ONpejelNHTh B CHEK-
TporpammMax B. B cnextporpammax Mr. (ocoteHHO BO 2-i TO3H-
UMM) H3MEHeHWH OueHb IIJaBHble, H TPAHRNIy MEepPBOr0 KOMIO-
HenTta audToHra {ud] B HAHHOH NMO3ULUKHH HeJNb3sl ONPELEHTH.

Y ueurpaneusix audrouros [18], [es] u [us] cpenusg noa-
roTa OJHHAaKoBa : cpenHsast poarota [ed] u [us] — 401 mcex.,
a [13] — TonbKo Ha 2 mcek MeHblle, T. e. 399 mcexk.

B 3aKPLITOM CIIOTe MEXXY SKCHIO3HBHBIMH CMBIYHBIMH (o]
(B8 aToil no3WUMK UeHTpasbHblE AHPTOHTH HMEIOT HAHMEHbIIYIO
AJUTENbHOCT) HAHUOOMLINYIO CPEAHIOW JOJArOTY WMeeT NU(TOHT
[ea] — 300 mcex, a HAMMEHBIUYIO HOJLOTYy — AUBTOHT fus] —
258 mcex. Cpenuss Aonrota audronra [19] B gaHHOW MO3uuUM —
267 mcex.

B nudronrax [19] u [es] cooTHOIIeHHs AOJATOTHl KOMIIOHEHTOB
pa3Hble: TepBBIH KOMIOHEHT NAHHBIX OH(MTOHTOB IJHHHEE BTO-
POro KOMIIOHEHTa M HaoBOpoT, u1H 06a KOMMOHEeHTa OAHHAKOBOH
JLOJITOTHI. .

Bo 2-it nosuuuu (Mexxiy 3KCMJIO3HBHBIMH CMBIYHBIMH [f])
HepBLIE KOMIIOHEHTH [13] M [£9] A/MHHHEEe BTOPLIX.

B 3-# mosuuuu (B cnoBe) mepBbIH KOMIOHEHT [13] AJMHHee
BTOpOro koMnosenta B 50% 3annceﬁ, a nepBblil KOMIIOHEHT [ed]
AJuHHee BTOpOoro B 679% 3anuceil.

B 4-ii nosuuuun (B NpemsioMEHHH) BTOPble KOMMOHEHTH [19] "
[ea] o6blunO nMHHEE NePBLIX KOMNOHEHTOB JAAHHBIX IHOTOHIOB.

B nudronre [us] mepBblil KOMMNOHEHT OOBIUHO AJIHHHEE BTO-
poro KOMIIOHEHTa, HO MMEIOTCH TaKKEe HCKIIOUEHHS.

PaccMoTpuM COOTHOLIEHHA JOJATOTH KOMNOHEHTOB NH(TOHrOB
[12], [ea] u [ua] mo mo3unuaM.

B 1-f u 2-fi noswnuax nepsolii KoMNoHeHT AudToHra [18] B-
1,3 (B.) uau 1,4 (Mr.,, M.) pasa AJuHHee BTOPOro KOMIIOHEHTa,
Bropo#t kKomnoueHT [13] B 1,2 pasa niauHHee nmepBoro KOMIOHEHTA
(B.) uam o6a xomnoneutra [10] omuHaxkosoit moarote (Mr.).
Ilepexoanas yacTh MeXQy 060MMH KOMIIOHEHTaMH [19] B JaHHBIX
nosuuusx cocrasaser 13—19% noarorst gnaHHOro AUQTOHTra.
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B 3-it nosunuu (B caose) B 50% sanuceit donauuit audroura
[19] nepsuiit komnonent B 1,1 (Mr.) mau 8 1,8 (B, Mr.) pasa
JLJIMHHEe BTOpPOro KommnoHeHTa, B 179 3anucefi — BTOpOH KoM-
nonent B 1,8 pasa mauHHee nepeoro koMmnosenta (B.), a B 33%
sanuceit — 00a KOMIIOHEHT2a OJMHAKOBOH AoaroTnl {M.).

B 4-ii nosuuuu (B npensnoxeuuun) B 50% -3anuceit ponauui
rudTonra [13] sropoit koMnoueut B 1,1 wau B 1,3 pasa AnuHHee

nepsporo KomioHedta (Mr.,, M.), B 17% 3anuceii — nepBHH
KoMmmoHewT B 1,3 pasa anunHee BTOporo KoMnoxeHnta (B.), a
B 33% 3anucel — o6a KOMNOHEHTA OIHHAKOBOH [OJITOTHI
(B.).

B 3-fi 1 4-# nosuuMsx nepexonHasi 4acTb Mexay OOOHMH
KomnoHentamu audrounra [18] cocraBaser 18—35% pousrorel paH-
HOrO0 AUQTOHTa.

Hurepecno ormernts, uro b. Makjonanes, ananusupys B
1926 roay npoH3HOLIEHHE aHIJIMACKOTO fI3bIKa CBOEro BpPEMeEHH,
KOHCTATHPOBAJ;

«...caoa: ‘here, dear — Bcerpa TpaHckpuOGupyior [hi:a],
[di:a], HO uyacTo [9] Gosee BhipaxeHHBbIH. DTH CI0Ba OOBIYHO NPO-
usHocHt [hia:], [dia:]»34.

DKcnepuMeHTa/bHbe [aHHble HAUIET0 HCCAeJOBAHUS NOX-
TBEPXK1AIOT, UTO B AHIVIMECKOM s3blKe ynoTpebasior oba BapH-
aHTa.

B l-i n 2-# no3uuusx nepebill KOMIOHeHT IM(TOHTa [83] B
1,2 (B.), B 1,4 (Mr.)) nau B 1,8 (M.) pasa JJuHHEE BTOPOro
KOMIOHeHTa, BTOpoil KoMmnoHeHT B 1,1 pasa AaunHHee mnepBoro
KoMrnoHeHta (B.) Hnu o6a KOMIOHEHTAa ONMHAKOBOH [OJIIOTH
(M., Mr.). i

B 1-it ¥ 2-f no3uuuaAX mepexoAHasi yacTh MeXAY 0GOHMH KOM-
noHeHTaMu AHQpTOHra [€3] coctaBasier 12—239% noJaroTH QaHHOrO
nudToHra. .
© B 3-it nosuuuu (B cyose) B 679 sanuceit dponauuit gudToura
‘[ea] nepBwit komnoneut B 1,2 (B.), B 1,4 (Mr, M.) nau B 1,7
(B.) pasa mnuHHee BTOpOro. XoMmmodeHTa, a B 33% a3anmucei
3Toro AuM(TOHra BTOpOH KOMIOHeHT B 1,4 pa3a AJiMHHee NEPBOTO
KoMnoHenta (Mr., M.).

B 4-ii nosnuuu (B npemnoxkenunu) B 60% 3anucelt dboHauuk
_nudroura [ea] sropoit komnoneutr B 1,1 u B 1,4 (M.) man B
1,5 (Mr.) pa3a mivHHee nepBoro KOMmoHenTa, a B 409 3amuceh

 nepsbtit koMmitoHenT B 1,3 (Mr.) uau B 2 (B.) pasa anuHHee
BTOPOTO KOMIIOHEHTA.

¥ B.P. Macdonald, English Speech Today, London, 1926, p. 62.



B 3-i1 g 4-f1 NO3MUMAX NepexoAHass YacThb MeX/V OGOHMH KOM-
noHeHTaMu AudToHra [e3] coctasasier 19—34Y% noaroTsl 1aHHOTO
AudTOHTa.

B 1-it u 2-ft nosunuax nepeblii KoMnoHeHT audToHra [us] B
1,1 (M), B 1,3 (Mr.), B 1,6 (B.) nain B 1,7 (M.) pasa njuHHee
BTOPOTO KOMIIOHEHTa, a BTOpO# kommnoHeHT [ua] B 1,2 pasa naun-
Hee nepBoro komnoneurta (B., Mr.).

B 1-f 1 2-f no3HUMSX nepexoAHas YacTe MeXAy 06G0MMH KOM-
nioneHramu audronra [us] cocraBasier 16—20% moaroTst gaH-
HOro JAud¢TOHTra.

B 3-i1 u 4-%1 no3auuusax (B c10Be W B NpPeLJIOXEHHH) NepBhHIf
KoMnoHeHT audronra [ua] B 1,2 (M) unu 8 1,7 (Mr.) pasa paun-
Hee BTOPOro KOMIOHEHTa, BTOPOH KOMIOHEHT B 1,5 pasa ajauHHee
nepBoro KommnoHedTta (B.) wnam o6a KOMMoHeHTa OXHHAKOBOH
poarotel (Mr.). '

IlepexonHas uvacTe MexJy OGOHMH KOMIOHEHTaMu AHPTOHra
[ua] cocraBnsier 20—249, moarorsl KaHHOTO JHQTOHTA.

Yuenuku 1. dxkoyusa — U. Bopa (The Phonetics of English,
1939) u 3. Apenn (O wymawianiu anglieskem, Poznarn, 1928)
ueHtpajbubie audTouru [19], [ea] u [us] Takxke npuuMcAAOT K
CKOJIb3SIIIMM, C YEM MOJKHO COIJIACHTbCSL ¢ AOOaB/IEHHEM, UYTO
W3MEeHeHHs1 B Hauaje apTUKYJIAUWH JaHHbIX AudTOHroB Oosee
MelJIeHHbIe, YeM B KOHILE.

Hennsst cornacurecs ¢ E. Baxexom?5, yro pudronru [19], [e3)
1 [ud] He SABJSIIOTCA HCTMHHBIMH CKOJb3SILHMH AndTOoHramu. K ra-
KoMy BbIBOAY E. Baxek npuxoauT, aHaau3upysl TeHIEHLMH pas-
BUTHSl aHIVIMHCKOTO JIMTEPAaTYPHOIO si3blka M «cockneys. ABTop
yTBEPXKAAeT, YTO B 06OMX s3bIKaxXx coueTaHus c [9] HcuesaloT.
JHudronr [09] yxe cran asykom [2:], [19] B suTeparypHOM sizbike
yacto npeobpasyiot B [j3:], a [us] — B [0:]. Tonbko [ea] B aHr-
JIMACKOM JIMTEPATYPHOM s3blKe OCTajICsi HETPOHYThIM. B suTepa-
TYPHOM s3bIKe M «cockneys TeHAeHUHs Npeo6pasoBLIBATH AHP-
TOHTH NPOABJSAETCS MHaue, HO B OOOHX CJayyasix coueraHus c [9]
cuutatoT Heyno6HbIMU. CkazaHHoe E. Baxex nbitaercs o6bacHUTD
C TOYKH 3peHHs] (PH3HOJIOTHH.

B cBoeii MoHorpaduu 4YeLICKMIl JHHIBUCT OTMeYaeT, 4YTO B
nudronre [is], BTOpoii KOMMOHEHT (HECJOroBOH) KOTOPOro 3BYY-
Hee TepBOro, He HaGJIONAeTCs TEHAEHLHs Npeo6pa3oBhiBaTh [19]

B [13]. B nanHOM mudTOHTe BTOPOi KOMIOHEHT Mpeobpasyercs B
raacHylo ¢oneMmy [3:], T. e. KAUECTBEHHO HU3MEHSIETCS, MCKOPEHssN
[s]. [osromy B Kouune monorpaduu E. Baxek sakmiouaer, uto [19},

3 J Vachek Uber die phonologische Interpretation ... S. 132.



a 3HayuT, Takke [€3] M [us] cocToAT H3 ABYX caMOCTOATENBHBIX
¢GOHeM, MOITOMY HX HEJb3d NPHUHCIATh K CKOJB3AUHEM AHDTOH-
raM, 06a KOMNOHEHTa KOTOpPbIX 00pasyroT oAHy thoHemy.

OKcnepUMeHTaNbHBIE MaTepHaiLl (criekTporpaMmbl M KHMO-
rpaMMbl) JOKa3BIBAIOT, UTO Ka>KAblH KOMMOHEHT mHdTOHroB [19],.
[ea] u [us] apTHKYAHPYIOT NO-PA3HOMY: MepBble KOMIOHEHTH ap-
TUKYAUPYIOT KaK YCTOHUMWBbIE TJACHLIE, a BTOPHE — KaK CKOJb-
3sillHe 3BYKH (C HEYyCTOHYMBBIM KAaUYeCTBOM), KOTODble HHOrAA
HeJsb3si Pa3TPaHHUYHTL U HEeJab3d BLIUHCAWTH JOJTOTY UX OPOM3He-
cenus. (X. CBHT BTOPOH KOMIIOHEHT WEHTPaJbHBIX JHOTOHTOB-
TpaHCKpuOUpPOBaa CUMBOJOM [A] W Ha3sBag «voice-glide».)38

PaccMoTpenHble COOTHOIEHHST LOJATOTHl KOMNOHEHTOB AUMTOH-
ros [19], [ea] u [ud] cBHAETENLCTBYIOT, UTO, BOMPEKH YTBEPXKAEHUIO
E. Baxeka, Bropbie KOMIOHEHTH! AaHHBIX AHQPTOHFOB (OCOGEHHO
mepsblx ABYX) HEPENKO [IPOMU3HOCST HJIHHHEE MEPBBIX KOMIO-
HEHTOB.

B cBoeit monorpadguu® E. Baxexk n0Gasisier: He UCKIIOUYEHO,
yto 18], [ea] u [ua] aBASAIOTCH CKOMB3AWKMMY AUDTOHIAMH H CAMO-
CTOATENbHbIMY doHemMaMH,

Jlannbe 3KCNepUMEHTANLHOTO aHaau3a IOATBEPKAAIOT, YTO
o6a KomnoHeHnta JudToHTOB [13], [€3] M [ua] npousHocAT B OnHOM
cyore, 0O UX 2pTUKYJIMDYIOT OAHHM BBIJOXOM. B KumMorpammax
JlaHHble JU(MTOHIY HMET OAHY KYJbMHHAHUIO HHTEHCHBHOCTH, KO-
TOPas HAXOJWTCS B NEPBOM WJIHM BTOPOM KOMIIOHEHTe AUDTOHIOB
{12], [ea] u [us].

B nepsom cayuae [13], [e2] u [us] sBAsOTCA NOXKHLIMHU
HHUCXOASI LU MH OUPTOHraMH (Kak 3TO yTBeprKAaloT QOHeTH-
CTBl AHTJHICKOTO SI3blKa), a BO BTOPOM Clyuae 3KCHEpPHMEHThbE
JIOKAa3bIBZIOT, UTO B AHIJHHACKOM f3blKe JaHHble AUQTOHTH apTH-
KYJUPYIOTCSI TAK Ke, KAK M JIOXKHBEe BoCxoAsuLue nud-
TOHIH, BTOPOH KOMMOHEHT KOTOPbIX NPOMW3HOCSAT ¢ GOJIbIIMM Ha-
fipsHKeHUeM OpTaHOB peYrd MAM TpoMUe MepBOTO KOMIOHEHTA.

BbI BO O bl

JKcnepUMeHTaNbHBIE NaHHbIE HCCJELOBAHHS CBHAETENbCTBYIOT,.
uto yTBep:kienue [. J»koyHza W mnpeacTaBHTeNeldl ero UIKOJbI,
G6yATO Obl B apTHUKYJSUHH AH(DTOHrOB aHIVIMMCKOIO A3blKa [POHC-
XOXAT HelpepbiBHBE U3MEHEHHWs ¢ HauaJja 4 J0 KOHUAa apTHKYyJs-
IMA AUQTOHra, NPOTHBOPEUHT NPHPOLE JIOXKHBIX HHCXOASMHX
AUGTOHTOB (B 3THUX AUPTOHrax NnepBbifl KOMIOHEHT aKLEHTHPOBAH

% H. Sweet, A Handbook of English Phonstics, p. 66.
3 J. Vachek, Uber die phonologische Interpretation... S. 128.
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u o6pasyeT LEHTD CJIOTa) U He OTHOCHUTCS KO BCeM AHGTOHraM
ZAHTJUACKOro sA3HKAa.

Hcenenosanne NOxa3biBaeT, UTO KAYECTBO MEPBHIX KOMITOHEH-
“TOoB O0Jiee yCTONUYHBOE, YeM KaueCcTBO BTOPHIX KOMNOHEHTOB JaH-
HbIX AHGTOHIOB, T. €. U3MEHEHUS B HayaJse apTHKYJIAIHH AUGTOH-
roB aHIMUACKOTO s13blka 6ojiee MeJJieHHble, YeM B cepelrHe HJH
B KOHIle apTHKYJSIHH.

AHanus usMyeckHXx Kayects NH(TOHTOB aHIVIMHCKOrO si3blKa
{BEICOTA TOHA, UHTEHCHBHOCTb, JAOJTOTA MNPOU3HeCeHHA H dop-
MaHThl) CBHAETENLCTBYET, YTO LaHHble NHMTOHTH AENSITCS Ha [BE
TPYMIEL

1) yctoituusmwe audronry, Hanp. [e1] u {ou], n .

2) ckoanbaauue audTourw, uanp. [ai, [au], [o1], [18],
[ea] u [us].

Hanpasnenue ToHa B yctoiuuseix aubronrax [el] u [ou] u B
<KoAb3aWux aubTonrax [ai], [au] u [01] onubakoBoe (ualue Boc-
XOASIHIe-HHCXOASLIEe UM HHCXOAALEe-BOCXOAsIIee), a B CKOMb3S-
wux audronrax [19], [ea] u [us] — pasnuuHoe (4yaille BOcXOAsLUE-
HUCXOJsillle-BOCXOAsAIIee) .

Hudonr anrauiickoro sA3vika [e1] o6BUHO apTHKYJHPYIOT KakK
JIOXHBIH HUCXOASAIHUE QUITOHT, a [ou] — Kak HCTHHHB H Aud-
“TOHT' ¢ JBYMsI (DOHETHUYECKH PABHOLEHHBIMM KOMIIOHEHTaMH.

Hudronru [a1], [au] u [o1] apTUKYAHPYIOT KaK JIOKHBIE HHCXO-
Agaiime gudrouru, a audronru [19], [ea] m [us] B anrauiickom
SI3bIK€ APTHKYJHPYIOT ABOSKO: KaK JIOXKHbIE HHCXOASIIHE HJIH
JIOXKHble BOCXOAsiMe JAUMTOHTH,

Yerofiunsble JHGMTOHIH KOPOYE CKOMB3SMIMX JHGTOHTOB.

B ycroituuanx audronrax [e1] u {ou] o6a xommoxeHTa coxpa-
HAKT CBOE KaudecTBO, T. €. 06a KOMIOHEHTA NPOH3HOCSTCS NOJI-
Hoetb1o. [lephiit kKomnonent gudronra [e1] gaHHHEE BTOPOro KOM-
TIOHEHTa, a HePBHiI KOMIIOHEHT AudToHra [ou] MOXKeT GHTh NJIUH-
Hee BTOPOTO U HA06OpPOT, WK 00a KOMIIOHEHTa MOTYT OHITH OfM-
HAKOBOH JOJTOTHL

B ckomb3siiux JUQTOHrAX KAYecTBO TMePBLIX KOMIOHEHTOB
©Gonee ycTOHYHBOE, @ BTOPbIe KOMIIOHEHTHl UMEIOT MPHPOLY CKOMb-
35LIero 3ByKa.

B croab3siux nmi)TOHra)\ [a1], [au] u [21] nepBBle KOMNOHEHTHI
JNMHHEE BTOPBIX KOMIIOHEHTOB, a B audronrax [19], [ea] u [ua]
COOTHOIIEHHS JOJIrOTH OOG0OMX KOMIIOHEHTOB pa3sHble.

O6a koMnoHedta AMGTOHIOB AHTJIHHCKOrO $SI3hIKA TPOH3HO-
CATCST B OJHOM ¢JIOTe W HMEKT OAHY KYJIbMHHAIHW HWHTEHCUB-
HOCTH. :
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M. Neiland

CHARACTERIZATION OF PHYSICAL QUALITIES OF
ENGLISH DIPHTHONGS

Annotation

The article presents the analysis of physical quialities of
English diphthongs based on the data obtained by oscillographic
and spectrographic methods. The investigation comprises the
comparison of the motion of the fundamental pitch, ;intensity,
formant structure, duration of diphthongs as well as the quanti-
tative and qualitative relations of their components. The article
gives 1a -survey of differgnt view points held by some foreign
phoneticians with regard to the manner of articulation of
English diphthongs.

The mvest1gat10n testifies that the quality of the first com-
ponent in English diphthongs is more stable than that of the
second component, e. i., the changes at the start of articulation
are slower than either in the middle or at the end of if. In
view of this English diphthongs can be divided into two groups:
1) stable diphthongs, e. g. [e1], [ou], and 2) gliding diph-
thongs, e. g. {ai], [au], [o1], [18], [ea]] and [us). The duration
of stable diphthongs is smaller than that of the gliding diph-
thongs.

The stable diphthong fe1] is pronounced like an imperfect
falling diphthong, whereas [ou] whose two components are of
equal worth, is pronounced like a perfect (true) diphthong. The
duration of the first component of {e1] exceeds that of the se-
cond component whereas in [ou] it may also be vice versa.

English diphthongs [ai1], [au] and [01] are pronounced like:
imperfect falling diphthongs but [13], [ea] and [ua] can be
pronounced like both imperfect falling or rising diphthongs.

The second component of stable diphthongs retains its
quality and is fully pronounced. In gliding diphthongs the se-
cond component is formed only at the end of articulation. In
[a1], [au] and [51] the duration of the first component always
exceeds that of the second component, but in {13], [ea] and
fua] the quantitative relations of both components present
greater variety.

All English diphthongs have one m’tensxty culmination point.
Hence, they are monosyllabic.
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L. Orlovska

LEXICAL AND SEMANTIC ARCHAISMS WITHIN THE
STRUCTURE OF PHRASEOLOGICAL UNITS

The question of archaic words in Modern English has not,
so far, been treated as extensively as it deserves. No thorough-
going analysis to investigate their obsoleteness and the various:
causes for their obsolecence has been made; neither has any
systematic attempt been made to define the features of archa-
isms. _

The vocabulary of the English language has evolved di-
rectly from man’s activity in society.

The constant changes in a language bear witness to its
continual development towards perfection. On the one hand, in
the process of the development of a language, new words and
new word-combinations come into being and words undergo-
difierent semantic changes; on the other hand, a certain num-
ber of words become obsolete: are in the process of dying out
and eventually die out, passing from the active vocabulary into
the passive.

Words drop out of the word-stock of a language, either
because they denote phenomena which have disappeared from .
reality or because they are ousted by other words having the
same meanings: e. g. O. E. 'niman’ was replaced by Sc. ’taka’ —
Mod. E. take; O. E. ’'beorg’ by O. F. ’'montaigne’ from
L. 'mons’ — Mod. E. 'mountain’; O. E. ’eam’ by F. 'uncle’ from
L. ’avunculus’ meaning *maternal uncle’; in the Middle English
period, the O. E. verb 'swincan’ was ousted by the borrowing
‘labouren’ from O. F. — ’labourer’, L. — ’laborare’ and M. E.
‘travaillen’ from O. F. ’travailler’, L. 'tripaliare’; O. E. "mere’ —
Mod. E. ’sea’; galan’ — Mod. E. 'to sing’; 'wyrhta’ — 'wright’
(Mod. E. 'worker’). These survive in the Mod. E. words: mer-
maid, nightingale, shipwright.

But a far larger number of words come into the word-stock -
than drop out. The New Oxford Dictionary records nearly half
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-a million words including more than 50,000 obsolete ones, while
the Anglo-Saxon vocabulary recorded amounted to almost
-30,000 words: this means that the English vocabulary has inc-
reased by almost 420,000 words in a time span of nearly ele-
ven centuries.

Not all archaic words drop out of a language. Obsolete
and out-of-use words are often preserved in a number of stable
-word-combinations. In the study of the phraseology of modern
literary English, one should take into account the character
of the lexical structure of phraseological units, or, in other
words, of the specific features of the words which form phraseo-
logical units that are definite language entities.

All phraseological units may fall into two groups. Phra-
seological units of the first group consist of words which be-
‘long to the active vocabulary of Modern English: the words
are known outside the phraseologisms and are used in free
word-combinations. This group comprises the overwhelming
majority of the existing phraseological units in the English
language. In the phraseological units, the components are lin-
ked together in accordance with the norms of Modern English
grammar, for instance: «And that’s the branch which didn’t
-turn a hair, when | won the dispute against Wilkins — a deci-
_sion that affected over thirty per cent of its members...»
(J. Lindsay, «Betrayed Spring»). «Not to turn a hair» means
«not to show signs of being affected, disturbed, excited, etc».
«I know that you're really not guilty. I know that now. [ believe
it. See! So keep a stiff upper lip before Mason and everybody.»
(Th. Dreiser, «An American Tragedy») «To keep a stiff upper
lip» denotes «to endure misfortune with firm courages. «’Let’s
put our cards on the table, Father Schlemm.” 'Yes, gladly!’ The
benevolence was gone from the priest’s rosy face.» (S. Heym,
«The Crusaders») «To put (lay or throw) one’s cards on the
table» — to disclose one’s plans, to be frank.

Such phraseological units as «old salt» or «old whale» —
«an experienced seaman», «dark horse» — a person whose capa-
bilities are unknown, and whose future career cannot be sur-
mised; «white elephant» — a possession that is burdensome in
‘expense or trouble; «a wet blanket» — one who by criticism dis-
.courages the plans or enthusiasm of a person or persons who
were feeling cheerful and hopeful; as well as many others, con-
_sist’ of words which materially coincide with homonymous free
word combinations.

Phraseological ‘units are ready-for-use language units; and
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their transferred meaning, their idiomatic character, is fully
dependent on the contextual and situational.indications out-
side them.

For instance:

. «The brute! The old brute, and nothmg but the brute!s
thought Val suddenly. «He smells a rat!...» (J. Galsworthy,
«The Forsyte Saga»)

2. On several occasions we were all awoke by frightful noi-
ses, Pinch... being discovered scratching up the earth close
to the stable partition with a ferocity altogether foreign to
his weak nature. — «He smells a rat,» said Sam; «Good dog!
Fetch it out! There is rats in the stable...» (J. Greenwood,
«The True:History of a Little Ragamuffiny)

In both examples whether the word combination «to smell
a rat» is free or stable is disclosed on the basis of the situ-
ation. The situational indications differentiate free word com-
binations from stable word combinations. In the first example
«to smell a rat» is a phraseological unit and means «to suspect
something unpleasant or wrongs»; in the second — a free word
combination.

The second group comprises phraseologisms in which some
of the components are archaic for present-day English. There
is a comparatively small number of phraseological units with
lexical archaisms in Modern English.

The fact that some phraseological units contain archaisms
may first of all be explained by the lexical and syntactical
integrity of phraseological units. Secondly, phraseological units
are a peculiar survival of the earlier historical stage of the
development of the English language word-stock.

V. Vinogradov states that indecomposable word combina-
tions are the archeological survival of very early stages of
language development in the structure of a modern language.!

Many phraseologisms formed in the early epochs bear the
imprint of the epoch in which they came into being. In these
structures we find lexical, semantic archaisms, historisms and
obsolete grammar forms which are no longer the norms ol
Modern English. For example: in bounden duty; on bended
knee; give every man thine ear, but few thy voice; ill-gotten
wealth never thrives; say (or know) neither buff nor styl
(Scottish dialectism); yeoman'’s service and others.

1 B. B. Burnorpanos. O6 ocHOBHEIX TuHnax (paseosorHyeckux enn-
HUL B pycckoM sabike. C6. crateit W Martepuajos, Buin. 3, usa. AH CCCP,
M.—J1, 1947, crp. 339.
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Phraseological units constitute an essential element in the
system of every language. Therefore despite the archaic element
in the structure of certain phraseological units most of them
are part of the active vocabulary; they are met with in collo-
quial speech, journalese and the language of fiction.

- The study of phraseological units with archaic lexical com-
ponents presents a certain interest for historical lexicology,.
and also establishes the sphere of their usage in different styles
of speech and whether they belong to the active or the passive:
vocabulary of Modern English.

The investigation of phraseological units with archaic lexi-
cal units bears a direct relation to the problem of classifying
phraseological material. This is a very disputable question and
there is much work for linguists to do.

According to V. V. Vinogradov’s classification, all phraseolo-
gical units are divided into three groups: traditional combina-
tions, phraseological unities and phraseological fusions and
stable word-combinations with archaic lexical units constitute
only one of the several sub-groups of phraseological fusions.'
But, in the viewpoint of P. Y. Chernikh, all phraseological
word-combinations make up only two groups, that is: 1) «lexi-
calized» word-combinations of nominative and expressive cha-
racter and 2) indecomposable «non-free» word-combinations
which differ from the stable word-combinations of the first
group by containing lexical archaisms, historisms, dialectisms,
obsolete professionalisms, etc. in their construction.?

N. N. Amosova writes that idioms including a necrotism or
a formal anomaly reflect their idiomatic nature irrespective
of whatever outer speech factors might be involved. N. N. Amo-
sova goes on to say 'that in such idioms as «in the howe of
the night», «in the nick of time», «to cudgel (one’s) brainss
and others, the very presence of the components «howe», «nicks»,.
«cudgel» signalize that there is direct evidence of a constant
context -which contains somte idiomatic sense. The fact that a
necrotism is fixed only in a particular unit of the context ser-
ves as an outer sign of the idiomatic character of the given
word-combination. Hence it follows that the quality of the
components may define an idiom.3

' B. B. Bunorpagos. Pycckut ssek. M—JI, VYunearns, 1947,
ctp. 21—28. :

2. 4. Uepuw x. Ouepk pycckoit HCTOpHYECKOH Jekcukonorwd. Waa.
MI'Y, 1956, crp. 23.

3 H H. AMocoBa. OcnoBbl anrjmickoi ¢paseosoruu. F3natenscTBor
Jlewnnrpaackoro yHusepcurera, 1963, crp. 73—75.
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L. P. Smith states: «One curious characteristic of manv of
our commonest idioms is the survival in them of obsolete
words — words which are never used except in some special
phrases. Examples of these fossil words are: hue and cry, hum-
ming and hawing, rank and file, wails and strays to chop
and change, etc...»!

There is an msxgmflcant number of phraseological units
the components of which, according to L. P. Smith’s words,
«are meaningless by themselvess. He writes: «In the phrases
’spick and span’, 'tit for tat’ and 'not one jot or tittle’ two words
which are meaningless by themselves combine together into
idioms which all of us understand.»?

Distorted words may also serve as components of phraseo-
logical units, e. g. «by gads, «begad» (interjection of surprise,
asseveration, etc.; the word «gad» is a distortion of «god»; in
«begad», «be» comes from «by»), «gee whiz» (interjection of
asseveration, discovery, etc.; «gee whiz» originates from the
distorted words «Jesus Christ») etc.

It follows from the foregoing, that archaisms and anoma-
lous words help as outer signs to distinguish phraseological
units from free word combinations.

V. V. Vinogradov says that an isolated, single word, which
is known only in the structure of idioms and therefore devoid
of nominative function, is not always a feature of the full se-
mantic integrity of an expression.?

Not always does the transferred, expressive meaning of
phraseological units break off the tie with the concrete mea-
nings of the individual words. For instance, «to fall into a
snare (or a trap)», «to follow upon the heels of somebody>,
«to live by one’s hands», «to get (be) on (one’s) feet», «to fol-
low in somebody’s steps», etc.

Very often, the motivation of phraseological units is brought
out by the meanings of the particular words which form the
phraseological units. In such cases, few phraseological units
can be regarded as phraseological fusions or idioms despite
the fact that they contain lexical archaisms in their structure.
For instance, the motivation is clear in the following phraseolo-
gical units: «in one’s behoof» (O. E. «bihof» in«bihof-lic»y — use-

1'L.P. Smith. Words and Idioms. Studies in the English Language.
London, 1933, page 184.
2 ibid.
3 B. B. Bunorpaaos. Pycexku#t sasbik. M-—JI., VYunearns, 1947,
crp. 23.
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ful) — in one’s use, to one’s advantage; «sleight-of-hand» —
dexterity, quickness of hand @M. E. sleigh from O. N. sl&gr);
«a murrain upen you» (O. FY morine from L. morina — pla-
gue) — a plague, pestilencé on you; «of malice prepense»
(O. F. purpense — intention, purpose) — with an intention to
injure; «to take in the toils» («toil> is an archaic word for
«net, snare»; the word originates from O. F. «toiles — cloth,
L. tela — web) — to take into a snare; «to delve into the mind»
(O. E. delian — to dig), «to dwell in thought, to dwell in some-
body’s memory» (O. E. dwellan — to stay, linger) etec.

Hence, the above phraseological units cannot be considered
indecomposable, as their components preserve their motiva-
tion. Therefore they might be regarded not as phraseological
fusions, but as phraseological unities.

Lexical archaisms, as well as grammatical ones, only pre-
serve the stability of phraseological units; they do not create it.!

Many words and phraseological units of modern currency
in the English word-stock contain archaic elements though the
speaker; unless he is also a linguist, is not conscious of using
them.

Not only archaic words (lexical archaisms) have been pre-
served in the word-stock of the English language, but also
words with old, obsolete meanings (semantic archaisms). The
amount of lexical archaisms is much greater than that of se-
mantic archaisms.

Lexical Archaisms

Lexical archaisms are archaisms which, at the present stage
of the development of the English language, belong to the
passive word-stock and have been supplanted by synonyms
with other stems. Most lexical archaisms occurring within the
structure of phraseological units are not used outside the
phraseological units, nor are they found in derivative words
of the active word-stock of contemporary English.

The meaning of many lexical archaisms themselves is not
at all clear to the speaker of Modern English, and special ex-
planations are needed for complete understanding or non-under-
standing of lexical archaisms within the structure of phraseo-
logical units today may be dependent upon the degree of their

! P. H. [TonoB. JlekcHuecKHe apxaHsMbl B YCTORUHBHIX CJIOBOCOYETAHUAX
COBpPeMeHHOro pycckoro sabika Hayunble NOKAaabl BhiCUIef -MKoAb, DPHAOMO-
ruyeckie Hayku, 1959, Ne 3, ctp. 53.
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obsoleteness, that is, the length of time they have been
dropped from the active word-stock (i. e. out of currency).

Such, for instance, are lexical archaisms which occur within
the structure of phraseological units:

The O. F. «abai» meaning «barking» lives on in the stable
word-combinations «to be (hold, keep or stand) at bay» — to
be in a difficult and dangerous position. This phraseological
unit corresponds to the Mod. F. phrase «etre aux abois» mean-
ing «to be at close quarters with barking dogs».

He had the aspect of a man found out and held at bay.

(Ch. Dickens, «Martin Chuzzlewit») ‘

She was at bay, like a chased vixen taking advantage of
every corner.

(J. Galsworthy, «Over the River»)

He was an animal trapped; he was a runaway slave brought
to bay. '

(H. Fast, «Freedom Road»)

In the following phraseological units, the word «beck»
descended from the O. E. verb «biecnan» . O. Teut. baukno —
beacon, meaning «a nod, a significant gesture, especially one
indicating assent or a command» lives on in the expressions
«(to be) at somebody’s beck and call, fo be at the beck and
call of somebody» — to be in a state of entire dominion or
obedience.

Unless he is at their beck and call they sigh and with a
shrug of the shoulders say:

«Ah, well, I suppose you're like everyone else. I must expect
to be dropped now that you're a success.»

(Somerset Maugham, «Cakes and Ale»)

If we let the monkeys get away with a trick like that, they'd
have us at their beck and call the whole time!

_ (J. Lindsay, «Rising Tide»)

The archaism «blithe» (O. E. blithe, Goth. bleiths) in the
meaning of «gay, joyous» continues to live in the phraseolo-
gical unit «as blithe as a sandboy» = as gay as a sandboy.

ond tha freolic wif ful gesealde

#zrest East — Dena éthelwearde,

baed hine blithne t thzre beorthege.
(Beowulf)

He was precisely in the same position, only worse, because
married; and yet she felt as blithe as a sandboy.
(J. Galsworthy, «The End of the Chapter»)
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«To dree one's weird» — mearning «to submit to one'’s lots,
«to endure one’s fates, contains the lexical archaism «dree»
which comes from the O. E. verb «dréogan» and means «to
endure». The verb «dree» is not now in common usage and
it is replaced by «endure» in Modern English.

...fyrenthearfe ongeat

tha hie cer drugon aldor (le)ase,

lange hwile.
(Beowulf)

«Ohon! we're dreeing a sair weird; we have had a heavy
dispensation.»
(W. Scott, «The Antiquarys)

The archaic adjective «fell» (from O. F. fel, It. fello in the
meaning of «fierce, ruthless, terrible») is found in the phraseo-
logical unit «at one fell swoop» — with one terrible attack.

And earth from fellest foemen purge.

(Byron, «Childe Harold’s Pilgrimage»)

The word «fiddle» (O. E. fithele; Mod. G. Fiedel; Late L.
vidula > viola; O. F. viole, whence viol = medieval 6-stringed
musical instrument, the predecessor of the violin) is to be
found in such phraseological units as the following: «(as) fit
as a fiddle» = to be in good condition and spirits; to be well
and cheerful; «to hang up one's fiddle» = to retire from one’s
work, to give up an undertaking; «to hang up one’s fiddle when
one comes home» — to be witty abroad and dull at home; «to
play first fiddle» = to take a leading position; «to play second
fiddle» = to take a subordinate position; «to have one’s face
made of a fiddle» — to be irresistably charming; «to have a
face as Iong as a fiddle» = to look dismal, etc. Now, the word
«violiny is in common usage, whereas the word «fiddle» is
archaic from a modern point of view but is used for styllstnc
purposes.

How could 1 help it?> His face was made of a fiddle.
(W. Scott, «Old Mortality»)
«Have you had any news of your horse this morning?»
«Yes, he’s fit as a fiddle.»
(J. Galsworthy, «The Country House»)

... for even little John could see that she was not merely
his mother and that he played second fiddle to her in his
father’s heart.

(J. Galsworthy, «In Chancery»)
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Foe, Toeman (O. E. fah, ad). and noun, fahman, old words for
«enemy» are preserved in the phraseological unit «a foe (or a
foeman, an enemy) worthy of somebody’s steel» — meaning
«a serious adversary, opponent».

In present-day English the word «foe» occurs in poetry
and is used for special stylistic purposes.

ME to grunde teah
fah feondscatha, . ..
(Beowulf)

The larger men faced squarely the fact that here was an
enemy worthy of their steel. ‘

(Th. Dreiser, «The Titan»)

The French word «fine» meaning «ends (O. E. fin < L. fi-
nis) survives only in the phraseological unit «in fines (to sum
up, finally, in short).

The noun «fine» does not exist in the Modern English active
vocabulary at all.

0Old Livermore, old Soy, old Chutney, the East India Direc-
tor, old Cutler, the Surgeon, etc. — that society of old fogies,
in fine, who give each other dinners round and round, and dine
for the mere purpose of guitling — these, again, are Dinner-
giving Snobs. :

(W. M. Thackeray, «The Book of Snobs»)

The word «fro» (comes from the O. N. preposition «iras =
O. E. «from») has gone out of use, except in a single phrase
«to and fro» in the meaning of «backwards and forwards».

Fra thiss daz3z thu shallt ben dumb.
(Ormin)
They laid him out upon the floor,
To work hirmn further woe;
And still as signs of life appear’d,
They tossed him to arid fro.
(R. Burns, «John Barleycorn»)

The words «hither» (O. E. hider, Mod. E. here) and «thit-
her» (O. E. thider; Mod. E. there) form a phraseological unit
«hither and thither» meaning «in various directions; every-
where». The words «hither» and «thither» are employd in con-
temporary English for purposes of stylistic effect.

... hord ys gesceawod,
grimme gegongen; was that giflethe to swith, the thone
(theodcyning) thyder ontyhte.

(Beowulf)
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«Sunu min, 3an3 hider and cysse mé»

' (Aeliric’s Old Testament Translations)

In the hour of battle, I have heard the Prince of Savoy’s
officers say, the Prince became possessed with a sort of war-
like fury; his eyes lighted up; he rushed hither and thither,
raging; ...

(W. Thackeray, «The History of Henry Esmonds»)

The noun «gad» (O. N. gaddr «spike, nail»; Goth. gazds;
O. H. G. gart, gerta; Mod. G. Gerte; L. hasta; the O. E. form is
«gerd, gierd, gyrd» the original sense of which is probably that
of «spike») is preserved only in the phraseological unit «upon
the gad» meaning «suddenly, at once, all of a sudden». In
Modern English the synonymous expression is «on the nail»
where the word «gad» is substituted by its synonym <«nails.

Kent banish’d thus! and France is choler parted!
And the king gone to-night! subscrib’d his power!
Confin’d to exhibition! All this done
Upon the gad!

(Shakespeare, «King Lear»)

Gear, (probably from O. N. gervi = O. H. G. garawi f. O.
Teut. garwu = ready) meaning «harness jor draught animals
before the 19th century» is preserved in the following phraseo-
logical units: «to be in gear» — to be ready for work; «to get
into gear» — to start working; «to be out of gear» — to stop
working well (in the sense of «well, smoothly»).

The work went on until the noon-bell rang... The looms,
and wheels, and hands all out of gear for an hour.

(Ch. Dickens, «Hard Times»)

The word «ka» (of obscure origin) found in the word com-
bination «ka me, ka thee» (or «ka me and I'll ka thee») (the
synonymous «claw me, claw thee» is found earlier) which im-
plies mutual help, service, flattery, or the like.

Ka me, ka thee — it is a proverb all over the world.

(W. Scott, «Kenilworth»)

The phraseological unit «kith and kin®» — aquaintance and
kinsfolk — preserves the O. E. words «cyththu», «cythths ori-
ginally meaning «knowledges from O. E. cunnan — to know
and the O. E. word cyn(n) (O. H. G. chunni, Goth. kuni, L.
genus) denoting a tribe, a people, a family and so on.

Tha hine Wedra cyn
for herebrogan habban ne mihte.

(Beowulf)
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Daughters, brothers, sisters, kith and kin.
(G. Byron, «Don Juan»)

«Kith and kin» may also mean «akin» — related by blood
ties or in character.

My lady’s white, my lady’s red,

And kith and kin O’Cassilis’ blude.

: (R. Burns, «<My Lady’s Gown»)

My grandfather is his cousin, so he is kith and kin to me
somehow, if you can make that out, I can’t.

(Ch. Dickens, «Martin Chuzzlewits)

He looked at MacAllister, and suddenly he had a new and
different feeling about the lawyer. MacAlllster was his kith
and kin.

(H. Fast, «Silas Timbermany»)

The archaism «loggerhead» (the 'word probably comes from
lhe dialectism «logger» denoting a block of wood for hobbling
horses) means «a blockhead, a stupid person, a fool» and sur-
vives in the stable word-combinations — «(to be) at logger-
heads with» — disagreeing or disputing with, «to come (fall,
get or go) to loggerheads» (probably from the notion of trying
whose head is harder) — to start fighting.

A stupid thing this wretched man Rivarez sent in to yester-
day’s committee. I knew we should come to loggerheads with
him before long.

(E. Voynich, «The Gadfly»)

«Lord and loon» — a person of noble birth. The word «loon»
is of obscure origin, earlier «lowne» denoted a scamp, an idler,
a slug gard; of a woman: a strumpet.

Thou art too low to be their lawful love, and too high
to be their unlawful loon.»
(W. Scott, «Maid of Perth»)

«To leave somebody in the lurch» means «to abandon, de-
sert somebody in difficulties». The word «lurch» formerly meant
a state of score in some games in which the winner was far
ahead of the loser, f. F. «lourche» meaning a game like back-
gammon, also a bad defeat in this (C. O. D., p. 714).

How does he come not to have been taken too? Did he run
away and leave Rivarez in the lurch?

(E. Voynich, «The Gadfly»)

In the phraseological unit «to put (or set) somebody en
(or upon) his mettle», meaning «to test somebody’s powers of
endurance or resistance», the Greek word «mettle» (originally
the same word as «metal»; perhaps from the Greek word
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«metallon» — mine, «metallao» meaning «seek after») denotes
«quality of disposition; natural ardour; spirit, courages. «Mettle»
is also used in the phrases «to be on one’s mettles = to be
incited to do one’s best; «to give mettle to» — to encourage;
«to put somebody off his mettles — to daunt somebody’s cou-
rage. The word «courage» is in common usage in Modern
English. '

When you have done a fault, ... behave yourseli as if you
were the injured person; this will immediately put your Master
or Lady off their mettle.

(J. Swift, «Direct. Serv.s)

Then, with a start, as one who throws off preoccupation
and puts energy upon its mettle, she broke into a rapid and
decisive walk.

(R. Stevenson, «New Arabian Nights»)

Events had put him on the mettle.

(R. Greenwood, «Wagstaff's England»)

The words «might» (O. E. miht; Mod. G. Macht; Russ. moub
and «main» (O. E. ma3en, ma3n) meaning «physical force,
strength» are used in the following phraseological units: «with
might and main» = with all energy that one can command;
«over mights — beyond one’s powers; «with all one’s might» —
to the utmost of one’s ability. «Main» survives only in the phra-
se «with might and main».

Nu scealc hafath

Thurh drihtnes miht dzd gefremede, . . .
(Beowuli)
sé was moncynnes magenes strengest

on them dage thysses lifes, ...
(Beowulf)

That when the knight he spide, he gan advance

with huge force and insupportable mayne, . ..
(Spenser, «Faery Queenes)

Such people there are living and flourishing in the world —
faithless, hopeless, charityless; let us have at them, "dear
friends, with might and main.

(W. Thackeray, «Vanity Fair»)
In the smaller public-houses fiddles with all their might and
main were squeaking out the tune to staggering feet ...
(Ch. Dickens, «The Old Curiosity Shops)
«Nay» (O. E. na) is an archaic word for «no» — preserved
in the phraseological units «not to take nay» = not to take
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a refusal; «to say somebody nay» (or «nick somebody with
nay») = to deny, refuse, forbid. In Modern English «nay» is
replaced by «no» in the phrase «not to take no».

John se3z3de: na3zz, lef Laferrd, naz3. Ne darr i the nohht
fullhtnenn.

(Ormin)

[ have but one boon to ask, I trust you will not nick me
with nay.

(W. Scott, «The Abbots)

It should be also mentioned in passing that in the struc-
ture of phraseological units some lexical archaisms are replaced
by their modern synonyms: «nay» by «no», e. g.

I'm not used to taking no for an answer.

(J. Lindsay, «Runaways)

The archaism «cudgel» (O. E. cycgel — a short thick stick
used as a weapon) meaning «to beat with a cudgel» may be
substituted by the verbs «beat, drag, puzzle, rack» in the phra-
seological unit «to cudgel one’s brains about something». The
archaic noun «whit» (O. E. wiht) is sometimes replaced by
the noun «bit» in the phraseological unit «never a whit (no
whit or not a whit)». .

«Naught» (O. E. nawuht, nawiht, naht < na = no + wiht
mearning «creature, person, thing»), an archaism of «nothing»
survives in the phraseological units «to bring to naught» mean-
ing «to ruin, defeat»; «to call (or speak) all to naughts> = to
scold; «care naught for» — have no interest in; consider worth-
less or useless; «to set at naught» — to put an end to.

... ic naht sinzan ne cithe.

(Historia Ecclesiastica)

Her feeling that Cowperwood needed her was hereby set
at naught.. :
(Th. Dreiser, «The Financier»)

«Nether» (0. E. neothera, nithera; OHG nidari; Mod. G.
nieder) an old word for «lower», is found in the phraseological

units «nether garments» — trousers; «between the upper and
the nether millstone» — to find oneself in difficulty; «nether
(or lower) regions (or World)» — meaning «hell or celiar,

kitchen, a_room for servants».
... theer fyrgenstream
under nessa genipu nither gewiteth,
flod under foldan.
(Beowulf)
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.a society, that has conjured up such gigantic means
of productxon and of exchange, is like the sorcerer who is no
longer able to control the powers of the nether world whom he
has called up by his spells.

(K. Marx and F. Engels, «Manifesto of the Communist
Party», translated by S. Moore, edited and annotated by
F. Engels, 1888.)

I took a quick swig of brandy from my flask, and then
felt equal, at the worst, to a charge of buck shot in my nether
regions.

(A. Farbes and H. Allen, «The Fighter Boysy)

«Nick» (the word is of unknown origin) occurs in the
phraseological unit «in the nick of time» meaning «just at the
rlght moment».

.and as he rode along the lines to battle or galloped
up in the nick of time to a battalion reeling from before the
enemy’s charge or shot, the fainting men and oificers got new
courage . ‘

(W. M. Thackeray, «The History of Henry Esmond»)

The archaism «poke» (M. E. poke, F. poche) is preserved in
the phraseological unit «to buy a pig in a poke», meaning to
buy a thing without examination or knowledge.

Pigs carried to the market in a poke (bag) could not be
examined till taken out of this. (V. H. Collins, A Book of Eng-
lish Idioms, p. 55)

The next evening Rollie told me everything was fixed up
with the master mechanic but he couldn’t be expected to buy
a pig in a poke.

(J. Conroy, «The Disinherited»)

We find the archaism «rote» (mere habituation, knowledge
got by repetition, in a mechanical manner, unintelligent memo-
ry, by the mere exercise of memory without understanding the
matter in question) only in the expression «by rote» — mecha-
nicaily, as «to say, know, do by rote», The word is of obscure
origin; there is no evidence to confirm the suggestion that it
comes from the O. F. word rote, route (route, way).

Take hackney’d jokes from Miller got by rote.
(Byron, «English Bards»)
«Rue» as a substantive, in the meaning of «repentance»,
is still found in the phraseological unit «to take the rue» mean-
ing to repent, regret; (O. E. «hreow», O. H. G. (h)riuwa, Mod.

76



G. Reue — repentance) denotes «sorrow, distress; repentance,
Tegret».
That was Hrothgare hreowa tornost.
(Beowulf)
Tom Halliday took the rue, and told me all about it.
(W. Scott, «Old Mortalitys)

The word «scot» comes from the Old French word «escot»
meaning «share, contribution» and corresponds to the modern
word «tax». The word «scot» is not an element of the word-
stock of Contemporary English, it is a completely dead word
and has fallen out of use. The word «scot» survives only in
the phraseological units «to pay scot and lot» — to share pecu-
niary burdens of; «scot-free» — not having to pay (rare); un-
harmed, unpunished, safe and «to go (or to get oif) scot-
free» — to be unpunished, safe, unharmed.

It’s all very well now — it keeps one on somehow, and you
know it — but I'll pay you off scot and lot bye and bye.

(Ch. Dickens, «Martin Chuzzlewit»)

If we could do that, she might go scot-free. ..

(Ch. Dickens, «The Old Curiosity Shop»)

«Slay» (O. E. slean; Goth. slahan, M. H. G. slachen, slahen;
Mod. G. schlagen = strike) an old word for «kill» survives in

the phraseological unit «to slay the Nemean lion» meaning «to
accomplish a feat» .

ond thzr was mxcel wel geslezen on gehweathre hond, ond
Aethelwulf aldormon wearth ofslaezen; ond tha Deniscan ahton
welstowe gewald.
(The Anglo-Saxon Chronicles, 872—892)

No true boy feels: he would rather go and slay the Nemean
lion, or perform any round of heroic labours, than endure per-
petual appeals to his pity, for evils over which he can make no
conquest.

(George Eliot, «The Mill on the Floss»)

The verb «scotch» (the etymology of the word is unknown)
meaning «to make incisions in, score, wound without killing,
slightly disable» is used only in the expression «to scotch the
snake» = «to be safe for some time».

We have scotched the snake, not kill’d it;
She’ll close, and be herself; whilst our poor malice
Remains in danger of her former tooth.

(W. Shakespeare, «Macbeth»)
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The Spanish word «tris» meaning «clink of breaking glass»
survives in the phraseological unit «in a trice» (Sp. en un
tris) — in a moment.’

I'il make you decent in a trice.

(Ch. Bronte, «Jane Eyre»)

«Troth» (O. E. treéowth, trywthu, tréowthu), an old word for
«truths occurs in the followmg phraseological units: by my
troth» — upon my word, «in troth» — truly and «to plight
one’s troth» — to pledge one’s word. Here, the phraseological
units themselves are out of currency, but may be used jocularly;
the last, stylistically.

Hi hadden him manred maked and athes suoren, ac hi nan
treuthe ne heolden . ..

(The Anglo-Saxon Chronicles)

By my troth, my Lord, I cannot tell what to think of it..._
(W. Shakespeare, «Much Ado About Nothing»)

«Welkin» (O. E. wolcen, O. H. G. wolkan, wolchan; Mod.
G. Wolken — clouds) is an archaic word for «clouds» (poet.),
«sky». It is kept only in the phraseological unit «to make the
welkin ring (or rend the welkin)» meaning to make a big noise.
In Old English, especially in poetry, the phrase «under wolc-
numy (under the sky or heaven) was often used.

Scaduhelma gesceapu, scrithan cwomar,
wan under wolcnum: werod éall aras.
(Beowul{)

If a sail but gleam’d white ’gainst the welkin blue.
(W. Scott, «Harold»)
- Thy hounds shall make the Welkin answer them
(W. Shakespeare, «The Taming of the Shrews»)
When storms the welkin rend
(W. Wordsworth, «Hermit’s Cell»).

The French word «venger» — avenge from L. vindicare sur-
vives in «with a vengeance» which may mean firstly in a
higher degree than was expected or desired. For instance,

He could be logical with a vengeance, — so logical as to
cause infinite trouble to his wife, who with all her good sense,
was not logical.

(A. Trollope, «The Last Chronicle of Barset»)

Secondly, the phrase may mean «in the fullest sense of the
word», «fully»; «thoroughly»; «and no mistake».
. you have noticed my tender penchant for Miss Ingram:
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don’t you think if I married her she would regenerate me with
a vengeance?
(Ch. Bronte, «Jane Eyre»)
.. he jumped at the chance of accommodating your desire
with a vengeance.
(J. Conrad, «Chance»)
«Woe» in the meaning of «affliction, bitter grief, distress»
(O. E. wa, we originally meant «cry of pain», Goth, wai,
O. H. G. we, Mod. G. Weh; the Latvian «vai» as an interjection
expresses «pairn, distress») survives in «woe betide you!» mean-
ing «a curse upon you», «in weal and woe» — in prosperity
and misfortune, and in the proverb «one woe doth tread upon
another’s heels».

... Wa bith them the sceal
thurh slithne nith sawle besciifan
in fyres faethm, . ..

: (Beowulf)

Go to the sick man’s chamber . ..; and woe betide you ii
you again quit it without my permission.

(W. Scott, «Ivanhoe»)

If you're not sharp enough I'll creak the door, and woe
betide you if I have to creak it much.

(Ch. Dickens, «The Old Curiosity Shop»)

Ernest Everhard was a great soul, and my chiefest regret is
that he is not here to witriess tomorrow’s dawn We cannot
fail. Woe to the Iron Heel!

(J. London, «The Iron Heel»)

«Wont» (probably descended from the O. E. «gewunod» —
the past participle of the verb «wunian» — dwell; Mod. G.
wohnen) is preserved in the phraseological units «use and
wont» meaning «established customs; «according to somebody’s’
wont»; «it is my wont to» used in the meaning of «according to
somebody’s custom», «it is my custom to»; «contrary to one’s-
wont» — contrary to one’s custom.

.ond tha cearwylmas colran wurdath,
oththe ,a syththan earfoththrage,
Threanyd tholath, thenden thar wunath
on heahstede hiisa selest.

(Beowulf)
Indeed? I heard it not; then it draws near the season
Wherein the spirit held his wont to walk.
(W. Shakespeare, «Hamlet»)
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'Tis not his wont to be the hind most man.

(W. Shakespeare, «Hamlet»)

Her lodger... gave her, contrary to his wont, a signal to
leave the room.

(W. Scott, «The Fortunes of Nigel»)

The word «yore» is not used in free word combinations in
Modern English. The stable word combination «of yore» means
«formerly, in or of old days, long agos. The word «yore» comes
from the O. E. geara, geare, gearo — long ago, a long time
ago.

geare ic thet onzeat . ..

(Historia Ecclesiastica)
Here hunted of yore the fabulous Dragon of Wantley.
© (W. Scott, «Ivanhoe»)

Sometimes an archaic word is retained in a phraseological
unit in which it is associated with a modern word of the same
meaning. Thus both components express the same meaning.
Such, for instance, are the following phraseological units:

The archaic preposition «betwixt» (O. E. be-twéonan, be-
tweox,-twux,-twix,-tweohx; Goth. tweihnaim; G. zwischen) for
the Modern English «between» is used in the phraseological
unit «betwixt and between» meaning «neither this nor that,
$0-s0, approximate».

.ac heé nyste, ne ic tha zit, hu micel tddal ys betweohx

thaere ealdanzand thare niwan.
(Aeliric’s Old Testament Translatlons)

«And you... should be a Whig?» «Betwixt and betweeny,
said I, not to annoy him . .. _

(R. Stevenson, «Kidnapped»)

«Hale» (O. E. hal — healthy, well; Mod. E. wholesome,
Mod. G. heilsam) retains its old meaning in the phraseologlcal
unit «hale and hearty» — healthy and vigorous.

. godiremmendra swylcum gifethe bith,
thaet thone hilderzes hal gedigeth.
(Beowulf)

On the memorable morning of my flight from my birthplace,
as I ran out of the alley in such a tremendous fright, I passed
her enthroned on the coke-measure, humming as was her wont,
and looking as hale and hearty as her best friend could wish.

(J. Greenwood, «The True History of a Little Ragamuffin»)

«Hue» retains its old meaning «outcry, noise» (irom O. F.
hu, hui — outery, from «huers — shout) in «hue and cry»
meaning «clamour of pursuit or assault; outcrys.
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But now by this, with noyse of late uprore,
The hue and cry was raysed all about.
(Spenser, «Faery Queene»)

But the old gentleman was not the only person who raised
the hue and cry.

(Ch. Dickens, «Oliver Twist»)

I was at the market-town- today to sell some oats for my
master, and there was a hue and cry, some of them thought
they had got him, but it was a false alarm.

(W. Godwin, «Caleb Williams or Things as They Are»)

In the phraseological unit «without let or hindrance» (wit-
hout hindrance) the word «let> fell out of use in the XV cen-
tury (OED). The noun «let»> descends from the Old English
verb «lettans» (to hinder) and is retained only in the above
phraseological unit, current today only in the language of
legal documents. Dreiser uses it in this sense.

-- . theet syththan na
ymb brontne ford brimlithende
lade ne letten...

(Beowulf)

Just let an elected official disobey his corporation or the
boss who represents the corporation which pays for this and
that! If you doubt this, take a look at the State of New York.
Quite anything can be done to the voters there, and without
let or hindrance.

(Th. Dreiser, «Tragic America»)

«Mete», a dead word for «boundary» (O. F. «mete» from
L. «meta» meaning «goals) is preserved in the phraseological
unit «metes and bounds» = boundary, a boundary stone or
mark. The word went out of use in the XIV century (OED).

The phraseological unit «metes and bounds» originated from
the French phraseological unit «metes et boundes».

«Part and parcel» means «an essential part». «Parcel» (co-
mes from the French noun «parcelle» from L. «particellay)  is
obsolete in the meaning of «part». The meaning of «parcel» in
‘Modern English is «a bundle of things wrapped up in a single
package».

In the phraseological unit «rack and ruins (Du. rek, rekke;
Sw. rick, racke; G. Recke) the component «rack» means «ruin,
destruction». The noun «rack» is used in a very limited appli-
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cation: «to go to rack and ruin» or «to go to rack and man-
ger» — to ruin, to perish; «at rack and manger» — in abun-
dance, in luxury. :

- The worst of all University snobs are those unfortunates
who go to rack and ruin from their desire to ape their bet-
ters.

(W. Thackeray, «The Book of Snobs»)

Most of the lexical archaisms within the structure of phra-
seological units are words which have now disappeared fronr
the active word-stock of the English language and lie outside
the bounds of the common vocabulary. First to be mentioned
are archaic noun-components in phraseological units. These
nouns may be of native origin or be borrowings (e. g. O. E.
origin — such archaic nouns as «beck», «foeman», -«rues,
«troth», «welkin», etc. The nouns «bay», «fme» «lurchy, etc.
come from the French language. The noun «trice» descends.
from Spanish, etc.). The same can be said about archaic verbs,
adjectives and adverbs in the structure of phraseological units.
The interpretation of the meanings of these archaisms require
special explanation and study.

Some lexical archaisms which are in the structure of phra-
seological units are sometimes used deliberately, e. g. in poetry,.
rhetoric, by authors for their artistic purposes (e. g. slay, woe,
foe, fiddle, rue, nether, nay, mettle, vengeance etc.).

On the other hand, there are some archaisms which are
used only in these phraseological units: ka, fine, gad, trice,
scotch, mete, welkin, etc.

It should also be mentioned that a number of phraseologi-
cal units contain two components with the same meaning: one
of which is an archaism, a desemantised element, and the other
is a word of modern currency (e. g. betwixt and between, hue
and cry, without let or hindrance, metes and bounds, rack and
ruin, etc.). The motivation of these phraseological units is quite
obvious and clear through the meanings of the components.
«betwixt», «hue», «let», «metes» and «racks. Therefore a ques-
tion arises whether the above phraseological units can be regar-
ded as phraseological fusions or idioms. The presence of a lexi-
cal archaism in a phraseological unit is not the only feature by
which to define the idiomatic character of the latter.

Some, phraseological units, however, are absolutely stable
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in legal terminology, a language layer that undergoes practi-
cally no change. '

Semantlc Archaisms

Words of modern currency, which are not archaic in Modern
English but which retain one or more archalc meanings, are
known as semantic archaisms. E. g.

The original meaning of the word «beads (M. E. bede from
O. E. bedu, gebed — prayer; Mod. G. beten) is «prayer». This
meaning of the word has been retained in the phraseologlcal
units «to bid beads» and «to count (pay or tell) one’s beads» —
to pray; «to pray without one’s beads» — to be out of -one’s:
reckoning.

Thaet he sceolde tha bedu anescian.

~ (Historia Ecclesiastica)

In the English word-stock there is a number of phraseolo-
gical units in which one of the components retains its archaic
meaning. Its meaning once participated in the motivation of
the given phraseological unit and was fixed in it, but now it
is archaic outside the bounds of the phraseological unit.

It should also be mentioned that semantic archaisms do not
exhibit themselves in language as clearly as lexical archaisms
do, because the first ones are in common usage, that is, are
used in free word combinations, whereas the same cannot be
said of lexical archaisms.

The number of semantic archaisms in the English word-
stock is not so great as that of lexical archaisms. Most of them
are retained in Modern English only, because they are invol-
ved in the structure of stable word combinations.

The word «blush» (M. E. blusche, blosche, blysche; O. E.
ablisian) preserves the meaning of <<gl1mpse>> «glance», «gle--
am», or «sight» in the phraseological unit «at the first blush»
(at flrst sight).

. the thing, at the blush, was undiscoverable.
(R. Stevenson, «The Wrecker»)

The noun «board» (O. E. bord, «board, plank, table»; Goth.
batird in fotubadrd «footstool»; Mod. G. Bort) preserves its old
meaning of «table» in a very limited number of phraseological
units: «to sweep the board» — take all the cards or stakes; to
defeat everybody in a competition or contest; «above board» or
«open and above board» — straight forward, without conceal-
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ment. (The expression comes from gamesters, gamblers; who,
when they put their hands under the table, exchange cards.)
«To begin the board» — (to take precedence at table).

Iesus thair bordes

ouerkest, thair penis spilt.
(Cursor M)
Fiul ofte tyme he hadde the bord bigonne. .
(Chaucer, «Prologue»)
... the sitting gamester sweeps the board.
(W. Scott, «The Fortunes of Nigel)

I know that you know there is something between Alleen

]gutlc‘air and me, and we might as well have it open and above
oard.
(Th. Dreiser, «The Financier»)

The word «brown» (O. E. brin, O. H. G brun, Mod. G.
braun, Lith. brunas Latvian briins) preserves its old meaning
of gloomy in the phraseological unit «a brown study» mean-
ing «dark reveries. The French words «sombre» and «brun»
both mean «sad, melancholy, gloomy, dull». '

Where the highest words, spread their umbrage broad,
And brown as Evening ...
(Milton, «Paradise Lost»)

Ros. His very hair is of the dissembling colour.

Cel. Something browner than Judas’s . ..

(W. Shakespeare, «As You Like It»)

She begins to pace up and down the garden in a brown
study.

(B. Shaw, «Arms and the Man»)
Her mother was inaccessibly entrenched in a brown study.
(J. Galsworthy, «To Let»)

«Chop» (the etymology of the word is dubious, Some lin-
guists hold that it comes from the M. E. chappen, Mod. G. kap-
pen, Mod. Sw. kappa — to cut) preserves its old meaning «to
barter, to exchange one article for another» in the phraseologi-
cal units «to chop and change» — to vacillate, to be inconsis-
tent, «chops and changes» — variations; «to chop round, about»
(especially of the wind) to change the direction suddenly.

«I marry her!» Dobbin said, blushing very much and talk-
ing quick. «If you are so ready, young ladies, to chop and
change, do you suppose that she is?»

(W. Thackeray, «Vanity Fair»)

The word «ghost» (O. E. gast; Mod. G. Geist) preserves its

old meaning «spirit», «soul» in the phraseological unit «to give
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up (or give away, yield up) the ghost», «to die». The old mean-
ing of «spirit» in the noun is lost; its modern meaning is «spec-
tre, apparition».

God wuldriende heo ageaf hire gast.

(Genesis)

There was nothing that a beetle could have lunched upon.
The pinched and meager aspect of the place would have killed
a chameleon; he would have known, at the first mouthful, that
the air was not eatable, and must have given up the ghost in
despair. ,
(Ch. Dickens, «The Old Curiosity Shops)

The phraseological unit «to be meat and drink to some-
body» — to be a great pleasure, to be a source of intense
enjoyment to somebody, contains the old meaning «food» in the
word «meat» (O. E. mete, Goth. mats = food).

Tha he thone mete brohte, he brohte him eac win.

(Genesis)

The word «meat» was also used to denote «meal», as «be-

fore meat», «after meat».

At mete wel y-taught was she with alle:
She let no morsel from hir lippes falle, ...
(Chaucer, «The Canterbury Taless)

Your soldiers use him as the grace ’fore meat’,

Their talk at table, and their thanks at end; ...
(W. Shakespeare, «Coriolanus»)

The meaning «food» in the word «meat» survives in the
phraseological units «meat and drink» (food in general) and
«to carry off meat from the graves» — to be as poor as a
church mouse. The Greeks and Romans used to make feasts at
certfain seasons, when spirits were supposed to return to their
graves, and the fragments were left on the tombs for the use
of the ghosts. Hence, to be as poor as to descend to robbing the
tombs of offerings. (Brewer’s Dictionary of Phrase & Fable,
p- 726.)

«Give me meat and drink», he answered ... «The very mar-
row of my bones is cold with wet and hunger.»

(Ch. Dickens, «Barnaby Rudge»)

It is meat and drink to me to see a Clowne.

(W. Shakespeare, «As You Like It»)

The Old English word «redan» (Mod. E. read) had many
meanings: e. g. to advise (O. H. G. radan, Mod. G. raten),
guess, to lead, to consider, to read, to foresee, etc. Goth. (ga)-
rédan = to supply with; Skr. radh — accomplish.
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In the following lines of Beowulf the verb «radans is used
in the meaning of «to take care of»:

Wolde dom godes dedum redan
gumena gehwylcum, swa hé nu gén d(o)eth.
for — than — the ic ondraede 3if sum dysiz man thas boc

“oththe redan gehyrth; ...
: (Genesis, «redan» — to read)

«There,. by my word, ... The riddle is already read.» (to
read — to guess)

(W. Scott, «The Lady of the Lakes)

«I read you for a bold Dragon» (take for).

(W. Scott, «Rokeby»)

«To read» in the meaning of «to guess» survives in the
phraseological unit «to read somebody’s mind» meaning «to
know what somebody thinkss.

Tha ongann he... thencean and radan, thette nan other
“intinga ware ... («r@dan» — to consider)

(Historia Ecclesiastica)

Iudei . .. heton hine radan hwa hine hreopode («<razdan» —
to guess, to make out).

(Aelfric’s Old Testament Translations)

For he mongst Ladies could their fortunes read («to read» —-
to predict, foretell)

(Spenser, «M. Hubberd»)

The word «quick» (O. E. cwic, Goth. gius, L. vivus, Russian
xkusoi) used in the archaic sense «living, alive» survives in the
phraseological units «the quick and the deads» and «go down
quick into hell».

. cwico was tha géna,
wis-ond gewittig, worn eall gesprac
gomol on gehtho ond eowic gretan, hét, .
(Beowulf)
He thatt fedethth enngletheod and alle cwike shaffte.
(Ormin).
I thought at first that sheep was dead, but I found it was
quick stlll
(Sussex Glossary)
. 8he was the first dead person he had ever seen, and he re-
‘membered how strangely it had affected him. There was. an
‘immeasurable distance between the quick and the dead.
(Someteset -Maugham, «Of- Human Bandage»)



We find the old meaning of the word «speeds (O. E. spéd —
prosperity, abundance, success, good fortune, Russian ycnex)
in the phraseological units «to bid (or w1sh) somebody God
speed» meaning «to wish somebody success»; «to come bad (or
no) speed» — To be unsuccessful, «to come good speed» — fo
be successful and the much misunderstood proverb «more haste,
less speedo.

Heé was swythe spédig man on tham @htum the heora
spéda on beoth, thet is, on wildrum. («spédig» - rich;
«spéd» — property.)

(King Aelifred’s Orosius)

Need I say more, Lord Essex, and need I wish you God
speed and good luck in this vital mission you are undertak-
ing?

(J. Aldridge, «The Diplomat»)

«Sundry» (O. E. syndrig — «separate, special, exceptional».
In the 13th century the word began to mean «various, diffe-
Tent») is used only in the phraseological unit «all and sundry»
which means «each and all; everybody, collectively and indivi-
duallys».

Ic me syndrig eom.

(Genesis)

 He spared no pains in trying to see all and sundry- who
might be of use to him.

(Th. Dreiser, «The Financier»)

He advised all and sundry to stay away from the war, Wthh
was being fought over trade.

(F. Hardy, «Power Without Glory»)

As we have seen, not all archaic words completely drop out
of a language. They may be preserved in a number of phraseo-
Jogical units. This phenomenon may first of all be explained by
the lexical and syntactical integrity of phraseological units.
Secondly, phraseological units are a peculiar survival of the
earlier historical stage of the development of the word-stock
of the English language.

Phraseological units constitute an essentlal part in the
system of every language. Therefore, despite the archaic ele-
ments in the structure of phraseological units, the majority of
phraseological units enter the active word- stock of the Engllsh
language.

In the study of phraseo]ogy in modern literary English, one
should take into account the character of the lexical structure
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of phraseological units; that is, the specific features of the
words which form stable word-combinations as definite lan-
guage units.

"~ The investigation of phraseological units with archaic lexi-
cal components bears a direct relation to the problem of classi-
fication of the whole phraseological material of the English
language.

For example, out of 25,000 phraseological units (on the ma-
terial of the dictionary Amnrno-pycckuii @paseooryueckHii cio-
Baph, oA pepakuueil A. B. Kynuna, M. 1955) there are approxima-
tely-938 phraseological units which contain archaisms in their
structure. These 938 phraseological units, in their turn, compri-
se about 794 phraseological units with historisms, 109 contain-
ing lexical archaisms and approximately 35 phraseological units
in whose structure there are semantic archaisms. The percen-
tage in relation to the 25,000 phraseological units is as follows:
-3.28% phraseological units with historisms, 0.44% phraseologi-
cal units with lexical archaisms and phraseological units with
semantic archaisms — (.14 %.

These statistical calculations prove the opportunity of draw-
ing the conclusion that from 938 phraseological units contain-
ing archaisms in their structure, there are: historisms 84.6%;
phraseological units with lexical archaisms 11.6% and phraseo-
logical units with semantic archaisms 3.8%..

In most cases phraseological units with lexical archaisms
do not express idiomaticness, and they do not contain at least
one component which outside the phraseological units has
another translation, therefore they cannet be regarded as fu-
sions (idioms).

The investigation of phraseological units, in whose struc-
ture there are archaic elements, presents great interest for the
study of historical lexicology and the history of the English
language.

JI. Opaosckasn

JEKCHYECKHE H CEMAHTHYECKHE APXAH3Mbl
B COCTABE ®PA3EOJIOTMYECKHUX EAUHHIL

AHHOTAUHSN

B HacTosuiedl cTaThe pacCMaTpPHBAIOTCS HEKOTODhLIE JIeKcHue-
CKHe H CeMaHTHYECKHe apXau3Mhbl, COXpaHMBIIHecS B ()pa3eo/loru-
YECKHX eJWHHIAX COBPEMEHHOrQ AHTJHIACKOro fA3bIKa..
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- CTaTHCTHYECKHI TOACYET RAeT BO3MOXHOCTb CHEATh BBIBOX,-
410 BO (pa3eonorHUECKHX €IHHHIAX COBPEMEHHOTO AHIVIHIACKOro~
fA3KKa Tpeo6jafaiollMMK SABASIOTCS HMCTOpPH3MBL. Hampuwmep, u3’
25000 ¢paseonoruyeckKux eAMHHIL Ha MaTepHale <«AHrJ0-pyc-
ckoro ¢paseonoruueckoro caoaps» A. B. KynuxHa. (M., 1955)
okoJio 938 MMeEIT B CBOEM COCTaBe apXaHW3Mbl, B TOM YHcJHE
794 uctopusmMa, 109 sekcHuecKHX apXaH3MOB H TOJbLKO 3D ceMaH-
THUECKHX apXau3MOB. B NpOLEHTHOM OTHOIIEHHH OHH COCTaB-
ag10T: ucropusmu — 3,28%; nekcuyeckue apxausame — 0,449,
a ceMaHTHYecKHe apxauaMbl — 0,149,

HUsyuyenne ¢paseosornyeckux eIHHHL, BKIIOYAIOLUX B CBOH
COCTaB apXaH3MEBl, HAeT BO3MOXHOCTL HabJi01aThb H3MeHeHHe H
pa3BHTHE CJIOBaPHOTO COCTaBa aHTJIMHCKOTO s3BIKA.

Uccnenosanne $ppaseosorHieckKux eJHHHIL ¢ apXaHYHBIMH JIEK-"
CHYECKMMM KOMIOHEHTAMH HMeeT NpSMOe OTHOWIeHHe K oObeH
KllacCHHKauuu Bcero (pa3eosOrHYecKoro MarepHasa aHIVIHH-
CKOro s3blKa, Tje ellle 1O CHX NOP MHOrO HEesCHOro H HepelleH-
noro. Hannune apxausma B cocraBe ()pa3eosorMyecKHX eIHHHIL.
AIBJISIETCSE HE €MHCTBEHHBIM, a JIMlbL OJHMM H3 MHOTHX IpH3Ha-
KOB, YKAa3bIBAOLIHX HA €r0 HAHOMAaTHYHOCTb.

®paseonoruueckue eIUHUIH ¢ JeKCHYECKHMH apXau3MaMH B-
GONBINHHCTBE CJyyaeB He COJepXKaT B ce6e MAMOMATHYHOCTH, H.
MX KOMIIOHEHTH BHe (Ppa3e0/IOrHYeCKHX eJHHHI] He HMeT JApY-
TOr0 nepeBoja.

H3ayuenne ¢pa3zeonornuecknx eIuHHI, B COCTaB KOTOPHIX BXO-
JAT apXaM3Mbl, NpejicTaBjsieT GOALLIOA HHTepeC AJSi H3YUEeHHSE
HCTOPHYECKOH JIEKCHKOJIOTHH,



' A. Grinblats |

CHOICE OF ILLUSTRATIONS
FOR AN ENGLISH-LATVIAN DICTIONARY

The aim of a bilingual dictionary is not only to supply equi-
valents to headwords, but also to indicate how to use them.

This should be the basic principle in selecting illustrations
for an English-Latvian dictionary.

Expressions, free and restricted collocations, phraseological
units, idioms, sayings, proverbs may serve as illustrations.
"They should conform to the norms of contemporary English
and present different styles.

Phraseology occupies a prominent place in the word-stock
of a language. The system of synonyms comprises words,
‘collocations, phraseological units, etc., e. g.:

.. he felt that he had cast the die,
burned his boats, crossed the Rubicon.

(A. Bennett)

Hence the second underlying principle in selecting illustra-
tions: a bilingual dlctlonary should comprise phraseology as a
system.

Phraseological units should be drawn from this system, so
that the main links within the strings of synonyms (such as,
e. g., after dinner mustard; prophesy after the event; after
death, doctor, etc.) are represented in the illustrations.

The strings of synonyms should be proportionately dense
“in the system of illustrations.

In the course of time the vocabulary of the English lan-
-guage has expanded and is still expanding, lexical units often
turn polysemantic, some meanings become obsolete, new mean-
ings come into being. The latter should be illustrated:
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Hence the fourth underlying principle: the selection of

illustrations and their form depend on the polysemy of the
lexical units represented in the new edition of 1966.

(M
2)

3)

4)
)
6)

(7)

(8)

Illustrations are indispensable

in order to reveal the meaning of a word, its use, particu-
larly in colloquial speech;

in order to disclose the figurative meaning of a word in a
collocation, e. g.:

he's a brick;

when the literal rendering of a phraseological unit does
not give the clue to the transferred meaning of the unit:
to cross somebody’s lines — staties kadam cela,

.a cat-in the pan — nodevejs,

in borrowed plumes — (varna) pava spalvas, kveksis,

to have an ax to grind — censties sasniegt savtigus mer-
kus,

donkey's carrot — tuksi sapni,

a white elephant — lieta, no kuras grib tikt vaja;

when the word appears as a constituent of a compound or
complex term:

nuclear power — kodolenergua

expectation of ltfe — miuza ilgums u. tml,;

when the word is a component of an 1deolog1cally signi-
ficant collocation:

peace dove — miera balodis,

to turn swords into ploughshares — (pé-.nkal‘t zobenus leme-
$0s;

when the word js a component of a polysemantic word
collocation:

there’s no love lost between them — 1) vini nav miléjusi
viens otru; 2) vini vél mil viens otru;

when a term is used in a transferred sense:

to find a common denominator — atrast kopéjo saucéju
resp. kopéju valodu;

‘when one component of a comparison is not motivated or
is exclusively used in a phraseological unit:

black as a Newgate knocker — melns ka pikis,

thin as Banbury cheese — tievs ka skals,

fight like Kilkenny cats — cinities uz dzivibu vai navi.
Proverbs that have no corresponding equlvalents in Latvian

may serve as illustrations:

(a) there’s many a slip between the cup and the lip —
nesaki hop, iekams neesi gravim pari;

91



(b) every day is not Sunday — ne jau katru dienu mate
rausus cep.

In selecting illustrations for an English-Latvian dictionary
we must observe the principle of contrast. In the first edi-
tion of the dictionary compiled by an authors’ collective (and
published in 1957) this prinociple is observed in some places,
e. g., under the headword stage:

stage fright (lampu drudzis) is followed by stage fever

(tieksme uz teatri). This is very important, because the

component fever might be misleading. However, in the pre-

sentation of the headword fever stage fever has wrongly

been rendered lampu drudzis. Thus, the principle of con-

trast has been observed, but in the latter case a serious
blunder has been committed.

The principle of contrast must be implemented
(a) when structurally and lexically homogeneous phraseo-
logical units have different meanings:
to come to the end of one’s rope
(= to be punished);

~

to be at the end of one’s rope _
(= to be utterly at a loss).
The distributional formula in both cases is:

V+P!'+T+N!+P24+ A +N2;

cf. to cross the line — Skérsot ekvatory,
to cross somebody’s lines — staties kadam ce]a;
(b) when transformation brings about another type of col-
location: ;
(1) to get on well (= to do well),
(2) to get well on (= to become intoxicated).
The distributional formulas in examples 1 and 2 dif-
fer:

V+a+D (1)
V+D+a (9.

The immediate constituent (IC) analysis also - gives
different solutions:

Vll +a|l+D (1)

V| + Dj| + = (2);

c¢) when the type of article: or its omission has a se-
mantic value: :
(1) he has no heart — vind nevelas (kaut ko darit
vai pateikt), .
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(2) to have the heart — uzdro$inaties,
(3) have a heart! — apZelojieties!

The principle of contrast may be applied when we come
across «false friends» of the translator (cf. French — les faux
amis du traducteur, Russian — J0XHbe Apy3bs NepeBoAYHKA).

The phraseologlcal unit stage fever till the middle of the
XIX century was equivalent to the present-day Latvian lampu
drudzis:

«Some of the young chaps ... get the stage-fever.
We've had to shove them on the scene». —
DazZi jauni zéni... sasirgst ar lampu drudzi.
Mums bija tie jaizgruZ uz skatuves.
(OED, 1861)
1In the second half of the XIX century a new phraseological
unit stage fright (lampu drudzis) came into being:
«I proved to them that I was not liable to stage-frights —
Es pleraduu viniem, ka nesirgstu ar lampu drudzi.
(OED, 1878)
wasequently the phraseological unit sfage fever lost its
original meaning and acquired a new one «tieksme k|ut par
aktieri».
«He caught stage fever, ran away from school and joined
the theatre at Dublin.» — Vigu parnéma tieksme kjut par
aktieri, vin§ aizbéga no skolas un iestajas teatri.
(OED, 1882)

Stage fright invariably means lampu drudzis in present-day
English:

«...throws away an apparently unbeatable case in a divor-
ce action because of the stage frights» — «(kads advokats)
lampu drudZa de] atsakas vest acimredzami dro$u laulibas
§kirSanas pravu».

(D. W., March 2nd, 1957, p. 2.)

A «<«false friend» of the translator may become a «true
friend» if we disclose its meaning, referring to the original
phraseological unit from which it has been derived.

E. g., (a) the phraseological unit the last straw (peédejais

piliens)
is erroneously associated with the Latvian expression «turéties
pie pedeja salmina».

The full form’

the straw that broke the camel’s back will explam the
splinter idiom;
(b) a rolling stone



may be semantized from the proverb a rolling stone gathers
no moss

(= change of calling does not pay. C O D) whose lite-
ral rendering in Latvian has quite another meaning:

akmens, kas ripo, neapsino.

In selecting phraseological units preference should be giver
to the dominant variant: from this point of view the authors.
of the Ist edition of the Dictionary are right giving the phra-
seological unit to carry someone off one’s feet

(nogazt gar zemi) under the headword foot.

However, we shouldn’t neglect the variant fo rush smb. off
one's feet too, which is more dynamic and occurs more . fre-
quently in present-day English.

For the same reason fo come loose (atraisities) and fo break.
loose (izrauties) should be supplemented with their variant fo
shake loose (atkratities).

The question arises whether to present an illustration in its
shortest possible or full form.

If the expression in its full form is phraseologically restric-
ted by the headword, it should be presented both in its full and.
contracted forms:

to win hands down,

hands down,

to be down on one’s luck,

down on one’s luck,

.to be on the beach,

on the beach,

to be between the beetle and the block,
between the beetle and the block, etc.

Verbal collocations should be included if they are used both
in a direct and a transferred sense:

to be at a loss — 1) but nezina,
2) pazaudet pedas.

Illustrations in the lst person are permissible if they are
quoted from original sources. Therefore

1 see through his game,

I shall fit my study with a telephone
should be replaced by

to see through smb’s game,

to fit one’s study with a telephone.

The form of an original phraseological illustration should
be varied to suit the phraseological equivalent in Latvian. Thus.
«To teach one’s grandmother to suck eggs — ola maca vistu» —
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is not quite correct. Accordingly the form of the original expres-
sion should be modified. In this particular case the imperative
is preferable:
teach your grandmother to suck eggs —
kas to butu redzgjis, ka ola vistu macis
(or: calis grib vistu macit).

List of Abbreviations
— Concise Oxford Dictionary.

1) CO
2) O ED — Oxiord English Dictionary
3) D. W. — Daily Worker.

lA. : !‘punﬁﬂarl

OTBOP HJINIIOCTPATHBHOTIO MATEPHAJIA
A0 AHTJO-JATHIILCKHX CJIOBAPEH

AHHOTAUHA

B cratbe paccMaTpHBAIOTCS OCHOBHbiE MPHHUKNLI oTGOpa H
pa3Mellelns] WIOCTPATHBHOIO MaTepHasa B aHMIO-JIaThILICKUX -
cnoBapsix. IToxsepraiorcs pasbopy chay4au, Koria HeoGX0aHMO
laTh WIJMIOCTPATHBHLIN MaTepHal.



‘T. Babchin

ACT I1if OF BYRON’S DRAMA «CAIN>»
IN RAINIS’S RENDERING

The Latvian People’s poet Janis Rainis has devoted a sig-
-nificant part of his creative work to translating the classics
.of world literature into Latvian, so as to bring them close to
Latvian culture, and at the same time, to stimulate the develop-
ment of Latvian literature.

Rainis’ best translations are those made from the Russian
and German, of which languages he had as good a command
.as of his native tongue. At the same time his literary heritage
.also includes several noteworthy translations from the Eng-
lish — Shakespeare’s «Julius Caesar» and «Anthony and
Cleopatra», and Byron’s «Cain».

Rainis’ poetic translations are known to be free and crea-
:tive rather than accurate; yet he invariably recaptures the spi-
rit, ideas, and poetic beauty of the original. This fully applies
to his translation of Byron’s drama «Cain».

The choice of this particular drama was in all probability
.conscious and deliberate. Like Rainis’ own tragedies, «Cain»
is above all a drama of ideas pervaded by a passionate anti-
.clerical and revolutionary spirit and thus close to Rainis’ heart.
Despite his somewhat critical attitude regarding Byron’s pessi-
mism and the vagueness of the latter’s philosophical outlook,
Rainis was an ardent admirer of Byron’s devotion to revolu-
tion and his magnificent depiction of proud rebellion, in which,
.as Rainis puts it, Byron was surpassed only by Milton in his
«Paradise Lost». (See Rainis’ article «Alexander Pushkin».)!

Rainis considered Byron to be the greatest champion of
rebellion even from the point of view of the 20th century.?

1'J. Rainis, Kopoti raksti, Riga, 1951, 403. lpp.

2 Literarais mantojums, I, Riga, 1961, 235. Ipp., Latvijas PSR Zinatnu
akadémijas J. Raiga Valsts literatiiras muzejs.
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Rainis’ vision of the world led him to develop his method
of revolutionary romanticism, modified by the conditions of the
20th centary with its conscious working class struggle. Rainis’
manner of writing was particularly akin to Byron’s during this
last, Italian, period of the English poet’s literary development,
when more than ever before all his stylistic devices were direc-
ted towards bringing to the fore his revolutionary ideas, dis-
carding the frequently ornamental ices of his early works.

All stylistic means of the drama «Cain» stress the distine-
tion and contrast between God, the embodiment of religious and
political tyranny, and, opposed to him, Lucifer, image and bea-
rer of daring protest and fearless rebellion. Contrast and anti-
thesis thus become the main device in the drama, not only sty-
listically but also structurally. This finds its most striking ex-
pression in Act III, which forms the climax of the action and
simultaneously its philosophical culmination, Cain’s pure altar
of fruits and herbs being contrasted here with the bloodstained
sacrifice of Abel, the humble servant of God.

The present article concerns itself with the stylistic means
applied by Byron in Act Ill, and Rainis’ rendermg of these in
Latvian.

It may be pertinent here.to point out that Rainis started
the translation of «Cain» in the year 1900, during his Slobodsk
exile, then abandoned it for a long time, resuming it only in
1924, for the forthcoming hundredth anniversary of Byron’s
death, when the drama was completed and staged at the Riga
National Theatre. Thus the translation of Act III belongs to
1924 and stands out as the finest part of the whole, at once
precise and artistically creative.

As the merits of a poetic translation comprise not only, or
not so much, separate lexical or stylistic devices, but are ra-
ther evident in the common flow of poetic speech, the analysis
will frequently embrace simultaneously whole passages of the
drama.

In depicting Cain's and Abel’s altars, Byron creates two
contrasting pictures by respectively applying contrasting lexi-
cal means and.imagery of deeply revolutionary significance.
Thus the portrait of a God thirsting for blood is achieved by
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the image of Abel’s sacrifice, which in its turn is characterized
by a series of synonymous or partly synonymous words, all of
them repeating the same concepts, those of blood- and fire, the
acknowledged revolutionary symbols of political despotism.
Both ideas are fused into one inseparable unit of great force in
which an epithet signifying blood -qualifies a noun expressing’
the notion of fire, or vice versa, e. g.:

«His! His pleasure! Wit was his high pleasure in

The fumes of scorch¥ tlesh and smoking blood.»!
Rainis:

«Labpatika! Kas vina augsta labpatika bij

pie degtas galas, siltas asins diimiem!»?

The construction «scorching flesh», in which the sense of
fire is rendered literally by the participle «scorching», and
«blood» paraphrased as «flesh» is intensitied by the noun «fu-
mes» equally associated with the idea of «fire». The impression
of cruelty and destruction is additionally heightered by poetic
means, through a succession of the sharply hissing sounds «s»
and «f» throughout the phrase. Rainis’ translation gives both
notions in «degta gala». The second attributive construction of
the same kind «smoking blood» is rendered by Rainis as «siltas.
asins» («siltas» ir weaker than «smoking», but is suggests the.
same idea). Rainis has also created the subtle shade of satirical
intensification that is achieved by Byron by opposing the above:
expressions to the twice repeated words «with pleasure» referred
to God.

Verbs, so significant in Byron’s dynamically charged poet-
ry, serve the same purpose as do nouns and adjectives in the
scene of sacrifice: they tend to throw into greater relief the.
idea of bloodshed and burning. Thus, e. g. the expression

«The shepherd’s shrine . .. smokes»,3
which in Rainis’ exact translation sounds «gana altars.. .

' The Works of Lord Byron, ed. by Ernest Hartley Coleridge.
London, 18981904, vol. V. 111, 1, 1. 298. (All quotations from Byron’s «Cain»-
are cited from this edition, the act being marked by a Roman numeral, the
scene by an Arabic, the line by the letter «I».) ‘

- 2Bairens, «Kains», tulkojis J. Rainis, Riga, 1946, p. 80 (the
quotations. from. Rainis’ «Cain» are cited from this edition). :

1L, 1, 1, 255. '
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kap».! Particularly expressive are the verbs «to reek» and «to
lick up» used by Byron to quicken the sense of horrible de<truc-
tion: : '

«whose limbs now reek

In sanguinary incense to thy skies».?

The notion of «blood» is enclosed in «limbs» -and «sangui-
narys, that of «fire» in «incense», while the verb «reek» (im-
plying the semantic shade of blood still hot and smoking, and.
thus comprising both ideas of blood and fire) joins all these
words into a metaphorical whole of supremely vivid expressi-
veness. The same ideas predominate in the second metaphorical-
image, close to the above:

«How heav’'n licks up the flames 'when thick with blood!»®
Both verbs — «reek» and «lick up» — express an active motion
towards heaven, with the distinction that «reek» signifies an
upward tending movement, while. the action of. «licking up»
emanates from above, thus lending great power of personifica-
tion to the word «heaven». We actually seem to visualize God
greedily licking up the blood-soaked flames.

Both passages, so important in their underlying atheistic
and revolutionary meaning, are reproduced by Rainis with ex-
traordinary mastership. .In the translation

«ta maigo miesu asinainais viraks

pie tevis augsup kapj pret debesim».4
«Sanguinary incenses has been brilliantly rendered by «asinai-
nais viraks», «limbs» means literally «miesas». At the same
time Rainis freely adds the epithet «maigas» (tender) to
«miesasy. Thus stressing the tender youth of the innocently
murdered animal, Rainis lends-force to the author’s own inten-
tion. He contrasts the youthful life of the animal and the cruelty
of death imposed on it. The verb «reeks, reproduced more
weakly in the [Latvian «augSup kapj», conveys the same up-
ward motion, but fails to express the shade of blood still warm
with recent life. However, the- Latvian lanouage possesses no
equivalent here.

The verb in the second above-mentioned picture — «lick
up» — is rendered with great foree: -

«Lok debess asinsslacinatas liesmas.»®

1 p. 78.

2 I, 1, 1. 257—258.
3 JII, 1, 1. 285.

4 p. 78

5

p. 79.
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The verb «loks» (from «lakt») implying greedy gulping, inten=
sifies the action of licking, it is also more poetical and phone-
tically similar to «lick», than would have been the literal equi-
valent «laizits. The ad]ectxve «asinsslacinats» (blooddrenched),
a compound of Rainis’ own creation, combines four words (when
thick with blood) of the original into one lexical unit; along
with other similar compounds («ligSandimu herolds»! for By-
ron’s «smoky harbinger of thy... prayers»?, «makonglaimo-
tajs»3 for «flatt’'rer of the clouds»") it testifies to Rainis’ crea-
tive gift for expressive word-building and his condensed and
semantically dramatized manner of -expression. The purpose-
fully political impact of such compounds is self-evident.
Rainis’ searching for compact expression is also apparent
in the terse abruptness of the above-mentioned sentence, in
which he surpasses even Byron, whose style in «Cain» also
tends to great conciseness. The repetition of the «s» sound in
Rainis’ sentence achieves a phonetic intensification similar to
that frequently applied by Byron himseli.
The essence of Byron’s entire delineation of Abel’s altar is
summed up in one meaningful phrase, hard and clear as though
carved in stone, its abruptness enhanced by pauses, —
«— thy God loves blood»® — (tavs dievs mil asins)S.
It retains its effect in Rainis’ translation. The juxtaposition of
such diametrically opposed notions as are «love» and «blood»,
is characteristic of Byron. Similarly, Byron's striking oxymo-
rons also knit together seemingly contradictory conceptions;
yet it is the very contrast that lends them satirical force, espe-
cially where Byron expresses antireligious and political ideas.
This is brilliantly -exemplified in the oxymoron, which comple-
tes the picture of the sufferings of the sacrificial animal and
its mother:

«To the pain of the bleating mothers, which

Still yearn for their dead olfspring? Or the pangs

Of the sad ignorant victims underneath

Thy pious knife?»?

Emphasis by means of repetition is characteristic of Byron’s
style; thus, in the given instance, the notion of suifering is

! p. 80.

2 1, 1, 1. 291.
3 p. 80.

4111, 1, 1. 290.
5 III, 1, 1. 310.

6 p. 81.
7 11, 1, 1. 300—303.
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strengthened by the synonyms «pain» and «pangs» and also by
the verbs «bleats> and «yearn», which have a connotation of
something pitiful and heartrending. The word «victim» brings
out the sense of violence perpetrated, and the epithets «sad»
and <«ignorant» the bewilderment of the innocent animal. All
these words link together to build up an indictment of God's
cruelty that is forcefully summed up in the closing oxymoron
«underneath thy pious knife». The impact of this fusion of
«pious», which stands for religion, and «knife» is one of biting
sarcasm. As in all politically significant passages, Rainis’ reve-
lation of the thought equals the original in power. The Latvian
equivalent for the nouns conveying the concept of suffering are
«mokas»! (tortures) and «sapes»? (pain); the verbs are transla-
ted as «vaidét»® (moan) and «brekt»* (cry out), both also ap-
pealing to our sense of compassion. The oxymoron is rendered
as «zem sveta naza»® — a magnificent instance of Rainis’
compact political sarcasm, characteristic of his epigrammati-
cally poignant style.

The antithesis of the picture of Abel’s bloodstained altar is
that of the altar erected by Cain, painted by a whole series of
words semantically antonymous to those expressing the des-
tructive processes of bloodshed and conflagration. Thus,

«the sweet and blooming fruits of earth,

And milder seasons, which the unstain’d turf

1 spread them on now offers in the face

Of the broad sun which ripen’d thems»S.
The idea implicit in the words «earth» (zeme), «sun» (saule),
«fruits» (augli), «turf> (maurs) is that of life-generating fru-
ition and beatitude. This feeling is quickened by the following
epithets rendered by Rainis very poetically:

«sweet» — «saldie», «unstained» — «netraipitais», «bloom-
ing» and «mild» are not translated literally, but semantically
close and very beautifully expressed as «laipni maiga» (kindly
tender).. Byron’s «inthe+iace of the broad sun» is lyricallyrepro-
duced by Rainis in the Latvian set expression «saules vaigas.
Rainis found Latvian equivalents at once precise and poetic, for
the verbs «spread» and «ripen’d» — xklaju» and «plaucéjusi».

! p. 80.

2 ibid.

3 ijbid.

4 ibid.

5 ibid.

s 111, 1, 1. 259—262.
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The whole passage -
«Bet kad tev patikami saldie augli
no laipni maigas zemes, ka tos dod
tev netraipitais maurs, kur es to klaju
$ai saules vaiga, kas to plaucgjusi»!

is a poetical and exquisitely melodious Latvian version of the
English original, which by its soflty drawn out diphthongs
resembles even phonoepically the similarly leisurely drawl of
the English vowel sounds. In particular «maigi laipna» is very
close in its sounding to the original «mild».

Contrasting by antonyms is complemented by grammatical
means, morphological (negative pre- and suffixes) and syntac-
tical (negative prepositions, order of words, opposition of sepa-
rate parts of the sentence). Thus, rejecting the most characte-
ristic attributes of Abel’s altar, Byron characterlzes that of Cain
by the words:

«a shrine without v1ct1m

And altar without gore»2 —
which is. reproduced by Rainis without observing the paraph
rastic repetition as «bez asins.ziedojumiem altar(i)s»3. Byron
frequently extends his methods of contrast to a combination of
several means, as is the case in the following passage:

«Thine (Abel’s — T. B.) altar, with its blood of lambs and
kids,
~ Which fed on milk, to be destroy’d in blood»*.
In this example the double semantic contrasts of blood contra
milk, and fed contra destroyed, is enforced by opposing the in-
finitive of purpose (to be destroyed) to the finite verb (fed).
«Tur tavu asins altéri, kur jérs,
kas piena barots, asinis top kauts»® _
wholly retains the double semantic antonymy (piens — asinis,
barots — kauts).
As in the original the antithesis is effected by verbs, and only
the grammatical form of the infinitive of purpose is not reflec-
‘ted in the translation, since the passive infinitive is an aw-
kward constriiction’in Latvian, while «top kauts» does not leave
so clumsy an impression. The particle «tur» added by Rainis,

! p. 78-—-79.

2 111, 1, 1. 266—267.
3 p.79.

4111, 1, 1. 292—293.
5 p. 80.
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-fits 'in ‘perfectly, for it serves to stress the contempt Cain feels
for Abel’s shrine.

The crux of the action and .its underlying revolutionary
thought is revealed in Cain’s appeal to God to choose one of
the shrines and thus show his real face. In accepting Abel’s
and destroying Cain’s sacrifice, God identifies himself with
bloodshed and cruelty. Cain’s adress to God may serve as ano-
ther example of forceful contrast: _

«Strike him, or spare him, as thou wilt! Since all
Rests upon thee; and good and evil seem
To have no power themselves, save in thy will.»!
Rainis renders the full impact of this contrast and also the
implication that only God lends force to good and evil:
«tad saudz’ (spare) vai sodi (punish); viss ir tava roka,
un labs (good) un Jauns (evil) par sevi ir bez speka,

jo spéks tiem nak caur tavu gribu vien.»?

It is not fortuitous that the ideas of the scene of sacrifice, its
revolutionary satire and proud rebellion, should have been
reproduced by Rainis with such pathos and such subtle poetic
insight. It is due to a certain underlying kinship between the
two poets in manner of thinking and writing, as well as in
style. Like Byron’s, Rainis’ was also sharply satirical, compact,
<harged with contrast and antithesis, rich in meaningful epit-
hets and verbs.

The scene of sacrifice develops into the scene of murder, in
which the motif of Cain’s action was in no way personal hat-
red, — Cain kills Abel because the latter is God’s humble
servant. In the laconic and simple form characteristic of this
drama Byron’s Cain utters, as he strikes Abel:

«Then take thy life unto thy God,

Since he loves lives.»3
1t is in these words that Cain’s action of violence is motivated
as an action of rebellion against a cruel God. In Rainis’ render-
ing it reads:

«Nu nes

tad dzivibu ka ziedojumu dievam,

kur$ tadu mil.»*
The final subordinate clause sounds in Rainis’ translation just
as abrupt as in the original, consisting of four syllables only_,

I, 1, 1. 273—275.
2p. 79

3111, 1, 1. 316.
4 p. 81.
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each resounding like a hammer blow. This short phrase echoes
the central thought of the sacrifice scene — God’s lave of blood.

In the further development of the drama the active revolu-
tionary pathos of the foregoing scene breaks off. Adhering to
the Scriptural plot, Byron depicts the night of despair that
envelops Cain after the deed is committed. 1t shows that while
Byron was the most powerful poet of rebellion, he could not, in
the historical conditions of the early 19th century, envisage
a clear way into the future. In this respect, too, Rainis has ap-
praised him correctly.
At the same time the reader is deeply moved by the tragic
grandeur and emotional tension of the last scene. The mystery
of death, with which the author himself seems to wrestle, is
one of the most important problems of the drama, and in the
final scene it acquires predominant significance. The notion of
death keeps recurring all over again, directly, im derivatives
such as «deadly» and synonymous periphrases. To lay purpose-
ful stress on some particular notion, Byron frequently reverts
to personification. In the scene of the murder Byron even capi-
talizes the word «death». It is Abel’s wife Zillah who cries out
briefly, yet with tragic pathos:
«Death is in the world!»!
In compliance with Latvian usage, the Latvian rendering is
even briefer:

«Nave pasaulé!»?
The same word «death» reechoes in Cain’s monologue, in which
he calls himself the author of death. Rainis introduces here
a subtly poetical metaphor for «death» —

«I have led him here, and giv'n

My brother to his cold and still embrace.»?
Rainis’ lines can well equal the original in poetic beauty:
«Es navi ievedu un brali devu
tas klusos, ledus aukstos skavienos.»* —
By adding the epithet «ledus» (icy) to <«aukstos skavienos»
(cold embrace), Rainis intensifies the impression of complete
wintry peace, bringing out the tragic yet majestic power of
death, a notion prominent in romantie poetry. The same con-

U111, 1, 1. 370.
2p. 83

p. 83. .
311, 1, 1. 374-375. .
4 p. 83
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cept recurs in the words «death is like sleep»!, translated by'
‘Rainis literrally as «nave ir ka miegs»2.

In poetical periphrasis Byron lends the notion of death one-
more appelation — wstony lifelessness»:
«His hands drop down from mine

With stony lifelessness»® —
to emphasize its contrast to life, Byron applies his characte-
ristic method of negation — a negative suffix. Rainis fuses both -
words into one adjective — «stinga» (frozen, stiff)* — which -
is both close to Byron’s image and poetic in Latvian, yet to-
some extent lacks Byron’s stress on denial of life.

The lucid, majestic style of Byron’s Cain does not allow’
for the richly embellished manner of the poet’s early, more
exuberantly written verse. Epithets and other imagery are used
sparingly, but are each time very subtly chosen and purpose-
ful. Among the expressive and meaningful epithets colours
play a significant role — not for adornment, but integrated
throughout into the very texture of the poem. Colour painting,
interplay of light and shade bring out a definite thought or-
emotion, or mood. Thus, the epithets «pale» and «livid» fre--
quently serve to create an atmosphere of death, e. g.:

«Yet one kiss on yon pale clay»®
is subtly translated by Rainis as «skiipstu vél Siem baliem pis-
liem»®, whereby «pi$li» (dust, ashes, remains) expresses the-
very essence implied by «clay» in the given context. In the ex--
clamation «but could I with my own death redeem him fromn
the dust... let him return to day, And I lie ghastly»” Byron
circumscribes the concept of death by the use of «ghastly».
Hence Rainis’ translation by the word «die» is a correctly ren-
dered free interpretation: «Bet ja es spétu to no pisliem pestit
ar savu navi — lauj tam atdzivoties, es labprat mirstu.»® Its-
verbal usage (pisli, pestit), the construction with «]auj» turns
this exclamation into a highly poetical recreation of Byron's-
thought equal in impact and beauty to the original. ‘

Colours help Byron to intensify the mood pervading .the

! II1, 1, 1. 338. '

2p. 82

p. 82. .
3 111, 1, 1. 364—365.
4p. 83.
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p. 87.
7111, 1,
L)

1, 1. 512—513.
p- 90..

105-



-scene of murder, as the fact is revealed to Eve's perception
‘that her son has become a fratricide.
«Ah! a livid light
Breaks through, as from a thundercloud! Yon brand,
Massy and bloody! Snatch’d from off the altar, And black
with smoke and red with —»!

All epithets in this description serve to stress the destructive
sight of the burning stump instrument of death. The livid ref-
lection of it is seen through the trees of the forest. The black
and red colours of a burning tree symbolize at the same time
the notions of violence and blood. Rendering the colour sen-
tence with great precision, Rainis retains even Byron’s omis-
sion of «blood», which lends greater emotional emphasis to
«red»: «red with» — Rainis «sarkans — no»2 The epithets
«massy» and «bloody», while directly conveying bloodshed, also
underline the menacing heaviness of the murderous tool. Rai-
nis' rendering of «yon brand massy and heavy» is brilliant:
«tur liesmu Sautrs, tik asins smags .. .»3 «liesmu Sautrs» (flam-
ing arrow) rings poetic and passionate; «asins smags», almost
a compound, meaning «heavy with blood», is more concise and
expressive than Byron’s ordinary construction of two adjecti-
ves joined by «and»; «thundercloud», a peculiar and rare com-
pound, characterizes Byron’s creative manipulation of language,
especially as regards forming expressive compounds. Rainis,
also a great word builder, whose poetic Latvian is characteri-
zed by a similar creative approach, has recaptured in one word
the mood of the dark heaviness of a thunderstorm, the sky rent
by a flash of lightning — «pérkondebess» (thundersky). At the
same time in Rainis’ text the «thundersky» is not presented as
a simile, but turned into the metaphorical subject of the whole
sentence, which though diverting from the original, yet renders
its image in meaning. Rainis has also preserved the abrupt
~sounding of Byron’s verbs expressing passionate and impetu-
.ous action — -«snatch» and «break» — 'in rendering them by
the Latvian «raut» and «$aut». The whole passage has an ele-
‘vated and tragic ring due to an interlaced repetition of the [s]
and [[] consonants and the diphthong [au]:
«Ak, ka perkondebess stars .
caur mani iz8aujas! — Tur liesmu Sautrs,

UIq, 1, 1. 390-—-393.
2 p. 84.
3 ibid.
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tik asins smags un rauts no altara,
no dimiem melns un sarkans — no —s»!

The speech of the acting personages in the scene of the mur-
der conveys grief and despair not only through the actual words
expressing suffering, horror and death, but also largely by
syntactical means which bring out the passionately emotional
flow of speech. Cain’s, Zillah’s, Adah’s monologues in this
concluding scene of the drama consist of short almost clipped
exclamatory and interrogatory clauses, frequently a whole line
of elyptical phrases torn apart by pauses. Rainis has recreated
the very emotional tension of this scene retaining its structure
and the shades of feelings. Thus, the action of murder is fol-
lowed by Cain’s monologue — an outcry of ultimate despair,
consisting of a series of short—cut, perplexed and confused qu-
estions that turn into exclamatlons in the second part of the
monologue:

«Where am [? Alone? ' «Kur esmu? Vientulis!
Where's Abel? Where Cain? Kur Abels? Kur Kains? Vai
‘Can it be that I am he? . tas ir iespejams? Es pats!
My brother Ak, celies, bral’!

Awake! — why liest thou so Ko zala zeme guli?

on the green earth?
°Tis not the hour of stumber: Nav tagad dusas laiks —

— why so pale?»? ko tu tik bals?»?
And then follow two exclamations: ‘
«What hast thou! — thou wert full of life this morn!»*

Rainis has correctly joined these exclamations, the f1rst of
‘which is actually a question, into one mterrogatlve
«Kas kait tev, vél nesen tik dzives pilnais?»® —
It is the delibe_rate gaps, which mainly lend the following
words their deeply moving pathos:
«Stir — stir — nay, only stir!
Why, so — that’s welll — thou breath’st!
breathe upon me! Oh, God! Oh, God!»6
The Latvian reproduction does not give the threefold repe-
tition of the verb, but the fully reflected broken and torn struc-
ture of speech and the choice of highly poetic vocabulary (jel,

p. 82
61, 1, 1. 331—333.
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?Vﬁéo, dvasa) render the emotional pitch of the original im
ull:
«— a — celies jel — ta labi —

tu dvaso — uzput dvasu man — ak dievs, — ak dievs —»!.

The subsequent lines of the monologue with their emotional
pauses, their simple but heartielt terse vocabulary are recre-
ated by Rainis very closely, e. g.:

«His heart! — his heart! —

Let me see, doth it beat?»?. ..
rendered most poetically as

«— Un sirds? —
Nez’ vai ta pukst?» —3
methinks — no — no!»* «Man Skiet — ne, nél»®

The verb «swims» in the phrase «the earth swims round
me»® is beautifully rendered by «liksts> (ap mani zeme liksi7).
The brief «What is this?» «— ’tis wet,»® rings even more laco-
nic in Latvian by omission of the auxiliary verb: «— kas tas? —
Kas valgs?»®. The poetic impact is quickened by the beautiful
epithet «valgs».

As is seen from the ahove line, one expressive exclamatory
word at times substitutes a whole sentence (Alone! His heart!),
frequently it is a negation (No!). Rainis, who generally irans-
lates freely, is yet always very exact in reproducing Byron's
negations, negative exclamations and the semi-negative and
adversitive words «but», «save», «yet», for he fully realizes
their significant function in Byron s style, that of lending emp-
hasis to protest, emotion, grief, doubt. Thus the following lines
serve as an example of a semantlcally, syntactically, emotio-
nally highly adequate rendering: :

«No; he will wake. .. «Né; vins veél modisies ...
What shall I say to him? ... — Vai saukt to? Manu brali!
— My brother — No; Né. Vins uz tddu vardu ne-

p. 82. ‘
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111, 1, 1. 341.
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He will not answer to that na- atbildés, jo bralis brali ne-

me; nosit.»?
for brethren Smite not each ot-

her!s!
«But he can not be dead! — Is silence death?»®-is translated
as: )

«Un tomeér vin$ nevar miris biit, wvai klusums — nave?»*

By way of negative contrast Byron opposes the idea of life to
that of death giving expression to Cain’s bitter remorse. Rainis
deepens the impression by adding «tomeérs (yet) thus intensi-
fying the negation.

Byron’s words «’t was a blow — And but a blow»? are
correctly translated as «tas jau bij viens sitiens vien»® («but» —
«viens).

«yet — yet — speak to me»? by WI’IIOI’I Cain addresses his
dead brother reads in Rainis’ text:

«Ak, runa jel uz mani!»® the {franslation is not formally
precise but the particles «ak» and «jel» with their specific emo-
ilonal connotation render the effect equivalent to that of By-
ron s\ touching lines.

The material discussed above shows that Rainis has indeed
<captured and recreated the very essence and spirit or Byron’s
drama. Though his command of the English language was in-
sufficient, yet his poet’s intuition helped him to overcome this
difficulty. Rainis .is likely to have used a dictionary, read the
‘whole work in German and Russian and taken recourse to such
intermediary translations; yet at the same time the rendering
testifies not only to a deep understanding of the broadly gene-
ralized revolutionary ideas of the work, of its passionately tra-
gic sounding, but also to an intimate feeling for Byron’s style.
This emanates from the fact that the traits most characteristic.
of Byron’s style in his «Cain» are also akin to Rainis’ pen.

The underlying stylistic device of the whole drama — con-

! III 1, 1. 350—355.
83.
3 III l 1 349.
5 I’II I 1. 330—331.
I)II 1 ‘1. B855.
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trast and antithesis in content and form in close interrelation-
ship of both — has been reproduced by Rainis with a revolu-
tionary pathos, which is equal to the ardour of Byron’s master-
piece. This is evident in the choice of .vocabulary, of epithets
and metaphors characterizing, on the one hand, notions of blood
and fire, cold cruelty, and on the other, those of life, and spring,
and vegetation. Rainis rendered with equal mastership Cain’s
staunch and grim rebellion and the passages of lyrical tender-
ness that fall caressingly on the ear (pages 98, 99, 101).

Rainis also found the very words to create in each respec-
tive instance an exact reproduction of Byron’s contrast by way
ol antonyms and grammatical means, of his sarcastic oxymo-
ron (100, 102).

In Rainis’ poetry contrasts play an even more Significant
role than in Byron’s, The social and humanistic philosophy per-
meating Rainis’ play «I played, I danced» and his greatest
poetic dramas «Fire and Night», and «Joseph and His Brethren»
is brought out mainly through contrast of a broadly generalized
symbolical meaning. Antithesis is purposefully used in Rainis”
political poems (e. g. «Broken Pine Trees») and also in his
intimately lyrical ones (e.g. «This Life Was Empty»). The very
title of the drama «Fire and Night» reveals that Rainis’ con-
trasts are frequently drawn from the concepts of light and dark-
ness as symbolizing two radically opposed forces in nature
and man’s life. His dramatic work and his poetry are inter-
spersed with sketches built on masterful interplay of varying
hues and colours, integrated in each case with the emotional
mood or political idea of the given context. («Ave Sol», «Golden
Smoke», «Separate Roads» etc.) That is the reason why Rainis
has so brilliantly conveyed all the finest shades of Byron’s
shiarascuro, which is particularly evident in the sombre scene
of Hades and the picture of luminous Paradise. To some degree
it also appears in the scene of the murder analysed above,
where Byron applies various denominations of palour and black
and red colours to signify the atmosphere of death. :

Both poets introduce highly expressive vocabulary, the im-
pact of which is quickened by altogether new derivatives, in
particular compounds. Thus, both made their own word mate-
rial favouring a condensed, saturated manner of expression. In
this respect Rainis’ creative activity surpasses that of Byron,
which is to be explained by the fact that Rainis was one of the:
founders of the Latvian literary language, in particular of the
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medium of poetic speech. To render the conceptions he encoun-
tered in the specimens of classical literature he translated, he
was compelled to create new words and unexpected word collo-
cations. In the above text several of the compounds introduced
by Rainis are a successful rendering of Byron’s compounds,
others join a whole group of words used by Byron into one
unit (page 100}, thus heightening its political poignancy. The
laconic sentence structure characteristic of Byron’s style in his
Cain is in individual instances even surpassed by Rainis (pa-
ge 104). Belinsky’s words regarding the extraordinarily conden-
sed nature and powerful energy of Byron’s style, which he com-
pares to firm Damask steel (on Zhukovsky’s rendering of «The
Prisoner of Chillon»)! fully apply to Rainis’ translation of
Cain.

The dynamic quality of Byron’s style is to a great extent
due to his usage of expressive verbs denoting passionate and
violent action, movement, feeling. Rainis, in whose style dyna-
mic verbs and participles are also prominent, always found se-
mantical equivalents of equal force. With a few exceptions Rai-
nis has, however, not been able to reproduce the vocal effect of
the verbs, which with Byron are mostly one syllable verbs con-
taining sharp hissing consonants.

The vast phonetic dissimilarity between both languages does
not allow for sound imitation on a broad scale, yet Rainis’ sub-
tle ear for sound effects enabled him to create a version close
in its melodious beauty to the English original. Rainis intro-
duces alliteration and assonance according to the phonetic laws
of the Latvian language, which is in the spirit of Byron’s Cain.
As is seen from the above passages, Rainis uses sound devices
not only to achieve somority but to build up a definite mood
or colouring, be it tender, or lyrical, or gloomy and sinister.

The rhythm of Byron’s pentametre iambic blank verse, grand
and majestic in its elevated parts, broken and rugged in passa-
ges of high emotional tension, is reflected throughout in Rai-
nis’ text. Like in the original, it goes straight to the reader’s
heart.

Thus all the components of this poetic rendering unite and
fuse into one highly artistic entity reflecting the wholeness of
the original picture even if one or the other less significant
particular in this portrait is lost.

" Beaunnckuii, Crate ¥ peuensun, tom 111, Mockpa, 1948, cTp. 383.
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-T. bBabuuna

TPETHUHA AKT NPAMbl BAAPOHA «KAWH>»
B MEPEBOJE PAHHHUCA

AHHOTA M

CraTbsl mocBsillieHa aHaJdH3y TIepeBOAa HAPOAHBIM MOITOM
Jlateuu §1. Pafinncom apamu JI. Bafipona «Kauus. Pas6op npo-
BOJUTCA Ha MaTepHale TPEThero, KyJibMHHAIHOHHOTO aKTa 3TOTO.
[IPOM3BEICHHS, COCTOSUIEr0 U3 CLEHBl XXEPTBONPHUHOIIEHHS H CIEHB
.6paTtoy6ufictea. PaccMaTpuBalOTCS CTHIHCTHUECKHE OCOGEHHOCTH
no3THueckoil apaMeul BafipoHa u cnoco6bl BhipaxeHHd ux PaiiHH-
COM Ha JATHILCKOM g3hiKe. [Ipu 3TOM BHIsIBJAsieTCs GJH30CTh HAaH-
‘Gonee xapakTepHbIX 4epT 6alpOHOBCKOH PEBOJIONHOHHOH NpaMbl
.ctuno PafiHuca: pasjnuHble BHJABL NPOTHBONOCTABJEHHH, B yacT-
HOCTH, HCNOJb30BaHHe KOHTPACTHHIX 0603HAaueHH# CBETa H Mpaka,
‘IIMPOKOe TpHMeHeHHe 3M(paTHUECKOrO OTPHIAHHSA, BHIpA3HTEdbHAA
_JIEKCHKa H CaMOCTOSITeIbHOE CJOBOTBOPUYECTBO, HAEHHO HacblHIeH-
Has 06pa3HOCTb, AHHAMH3M IV1aroJoB, JTaKOHH3M H3JIOXKEeHHs, Be-
JIHYaBasi NPOCTOTA, COYETAIOLIAsiCA C 3MOLHOHaNbHOH OO6DBHIBH-
.CTOCTBI0 peud. B cuny O6JH30CTH DPEBOJNIOUHOHHOR TEMAaTHKH
«KauHa» cBoeMy TBOpUYECTBY, MO3T JAaTHIICKOTO npoJerapuara
Paiinnc cymen mepenath peBOJIONHOHHYIO CYLUHOCTh 3TOTO IIPO-
‘H3BEJIeHHS1 ¢ HCKJIOUHTEJLHOH SIPKOCTBHIO, HCNOAb3YSA Xapakrep-
-Hble BHIpAa3UTeNbHbIE cpeacTBa caMoro Bafipona.



M. Janson

NOTES ON THE STYLE OF KATHERINE MANSFIELD S
- CRITICAL REVIEWS

From April 1919 to the beginning of December 1920, Kather-
ine Mansfield regularly wrote book-reviews for the «Athenae-'
ums. During this period of little more than a year and a hali,
she reviewed 154 books, frequently writing up to seven reviews
a month. In 1930, seven years after the death of the author,
these reviews were published in book-form under the title «Nov
els and Novelists».

This collection is generally only mentioned in passing by
Katherine Mansfield’s critics and biographers, their main atten-
tion being focused on her stories, personatity and life.

However, Katherine Mansfield’s book-reviews are of twofold
interest to the student of her work. They contain,many remarks
on writers and creative writing illuminating Katherine Mans-
field’s views on literary creation and permitting to trace how
far these views found their application in her own practice.

Secondly, these reviews. are a welcome addition to her liter-

ary output, and as such offer new matenal for the exploratxon'
of her style.

It is with the latter aspect of K. M.’s reviews that the pre-
sent paper is.mainly concerned. To avoid reiteration of views
and observations. put forward in an earlier -paper!, remarks on
the style of the reviews will be confined to singling out modi-:
fications of certain features typical of the style of her creative
writing, and to other divergencies brought about by the func-
tional nature of the reviews.

% * *®

I' M. Janson, Notes on the Style of Katherine Mansfield. Yuenue
sanucku Jlats. roc. yuuBepcurera, 1. 32, 1959, crp. 191—237. i
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It may be assumed as self-evident that the first and fore-
most concomitant of creative literary style, whatever individual
physiognomy that style may assume, is a perfect command of
the language. But in this context the term denotes, of course,
not the ordinary proficiency of the educated, but an all-embrac-
ing assimilation of the resources of the language. It is a com-
mand of the language in this sense, that lends effortless flow
to each sentence, and gives access to the latent responses
exactly suited to each contingency. It enables the writer to
handle language artistically, whether his chosen form be the
exuberance of Dickens, the bare and vigorous lucidity of Stend-
hal, the complicated simplicity of Hemingway. Having this
command, the writer can form the language to his liking: it
becomes a pliant material in his hands which he can fit to the:
mould of his thought and sensibility.

This first concomitant of style, Katherine Mansfield un-
deniably possesses; and it is present in her reviews ne less than
in her stories. It is the perfect command of her medium which
enabled K. M. to find the exact tone in her reviews that would
combine the quiet authority of the serious critic with the pi-
quant flavour of imaginative writing.

Conforming to the requirements of publicist prose as one of
the functional styles of the language, K. M. frequently uses the
impersonal constructions, the editorial «we», the set phrases
and formulas constituting the professional terminology and
indispensible tools of the reviewer:

The question does mot present itseli... (P. 5)%, But the
abiding impression is... (P. 55),... a commen practice
among authors... (P. 60),...makes her appeal to a very
different public... (P. 103), It is impossible te refrain
from comparing ... (P. 113). ‘

Turns of phrase like.these form a marked contrast to K. M.’s
style as we find it in her Stories, Journal and Letters, singular-
ly iree as these are from ready-made expressions and cliché.
K. M. shows us, as it were, that the dignity and sobriety of self-
conscious literary disquisition (and its routine!) is quite fami-
liar ground to her, and if she chooses to by-pass it in her crea-
tive writing, it is not for lack of knowledge.

2KatherineMansfiield. Novels and Novelists, ed. by J. Middle-
ton Murry, Alfred A. Knopf New York, 1930. (Unless otherwise in-
dicated, all further page references within the text are to this edition.)
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Yet, in spite of the fact that these phrases are interspersed
on almost every page, and critical though K. M. was of the
material she had to deal with, she always kept clear of that
pompous and tutorial tone that is the bane of most minor re-
view-writers. She manages to preserve a conversational tone
and instead of pontificating, she brings the impact of her irony
and ridicule to bear on the authors and books which fall below
her literary standards. And as many of the books submitted
for her consideration invited negative criticism, she could give
full rein to the irony that came natural to her and that had
informed the spirited sketches and stories of her first book, «In
a German Pension». In her creative writing subsequent to «In
a German Pension» K. M. deliberately tried to restrain her
inclination to be ironical.

‘But for K. M., the reviewer, irony was a necessary and most
effective tool. It gave an edge to her summaries of the most
banal plots:

And as, no doubt, always happens, with the dead stlll un-
buried, the «indescribable» horrors scarcely a day old,
Valentia and Charles shut the door and shut the window
again, and vow that they and Love shall dwell together
“until... (P. 174—175)
This, when the mother arrives on the scene, is, needless
to say, very awkward, and might well have ended in cata-
strophe had not the happy ending intervened to unclasp
the wrong hands and join for happy ever the right ones.
(P. 263)
Sometimes the irony is conveyed by one or two aptly chosen
words:

Ethel was married to Jim, a very architectural architect,

and a modern house with all conveniences. (P. 180)

This, bien entendu, is the cue for the great war, and he

stalks on ... (P. 183)

In these examples the ironical effect is achieved by a con-
vergence of diverse elements, ranging from subtly conveyed
attitude, syntactical structure, and words used in an unusual
setting, to the purely external aids of typographical emphasis.

The initial attitude of crediting all absurdities — «as, no
doubt, alway happens with the dead still unburied», «This...
is, neddless to say, very awkward and might well have ended
in catastrophe» — is instantly contradicted and revealed as
mock-seriousness by the quotation marks — «indescribable»,
by the capitalisation of «Love», and by the slightly archaic
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«dwell together» and «happy evers. The incongruous coupling
of the insignificant with the melodramatic — «shut the door
and shut the window again and vow» — is no less a show-
down of the happy ending triviality than the personification
of this very phenomenon. in the second example, implied in the
verb «intervene» and kept up in «unclasp». The ludicrous effect
is enhanced by the use of «intervene» in this totally unidioma-
tic collocation.

In the third example a 51m11ar effect is produced by the se-
mantic strain of «architectural» in conjunction with «architect»:
due to the deviation from Idiomatic usage, the adjective acqui-
res a pejorative colourmg, and hence an expressive force, not
ordinarily inherent in if.

The ironical effect is enhanced- by the zeugmatic construc-
tion. And ‘as the concrete and figurative meanings of «married»
are more remote than is usually the case with zeugma, their
simultaneous application amounts to a newly created metaphor.
On the other hand, «architect» and «modern house with all con-
veniences» are linked by a common associative field; and thus
the device has less of the arbitrariness usually attaching to it
in cases like the following:

The customs man cleared his face as well as the suit-
case.d

When they departed she had taken a deep breath and her

telephone receiver from the China tea-chest.

In the fourth example, it is the tension resulting from the
conjunction of semantically remote words like «cue» and «great
war» that produces. the jronical effect. «Cue» with its strongly
pronounced theatrical connotations, deflates the emotional
charge of «great war», and thus the immediate target of K. M.’s
ridicule — the cheap device of using the War as a makeshift
to solve compositional problems. — is effectively mirrored in
the linguistic means she employs. The personification implied
in «the cue for the great war» and made more explicit in «and
he stalks on» is only ancillary to the effect.

The parenthetical  interpolations «no doubt», «needless to
“say», «bien entendu» — a frequent feature in K. M.’s reviews —
serve a threefold purpose. They help to preserve a conversatio-
nal tone, they sustain the feigned sympathetic attitude, and they.
ease the syntactlc structure.

Oiten K. M.’s irony takes the form of an analogy, enhanced

3J.B.Priestley, The Shapes of Sleep, Heineman, London, 1962, p. 159.
4 John Galsworthy, The White Monkey, Moscow, 1956, p. 6l.
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by the peculiar fanciful imagery typical of her stories. The
shortcomings of the mediocre books she had to review were
mostly identical, yet had to be treated anew within the frame-
work of separate and unconnected reviews. K. M.'s ability to
convey her meaning through variagated images helped her
avoid the dilemma of having to say the same thing in exactly
the same way. This also accounts for the fact that sustained
metaphors and similes are far- more irequent in her reviews
than in her stories. Some aspect of the novel she is analysing
sparks off an association in her mind, and elaborating the ana-
logy. K. M. conveys her evalution in terms of this analogy.

There are numerous instances of this procedure — as many
almost as there are reviews. The examples quoted below, while
illustrating K. M.’s use of imagery for ironical eifect, also show
some of the shortcomings she felt bound to criticise.

Repulsed by the sentimentality, the shopworn situation, the
undisguised catering to the lowest taste, of Compton Macken-
zie’s book «The Vanity Girls, K. M. entitles her review «Mr.
Mackenzie’s Treat» and presents the author as giving a tea-
party. This analogy affords her an opportunity to introduce, in
their natural setting, the component parts of the expressive
English term «a pot-boilers. Phrases like «set the pot boiling»,
«make the pot boil», together with other concrete details con-
nected with the preparation of food illustrate, as it were, the
original association from which the expression «a pot-boiler»
has been derived. And thus, by revitalizationS, the hackneyed
metaphor receives new force, the aptness of the term, as applied
to the book in question, is brought out.

In amusing analogies, K. M. shows up the author’s cheap
tricks: the deliberate humourless jokes — «a delicate crackle
or two, the exploiting of moderately shocking or tricky situa-
tions — «a handful of sparks», the insignificant thought —
«half a dozen bubbles», the unashamed sentimentality — «a
spread of pastry and general jamminess and stickiness», which
can appeal only to the literary taste of flappers:

Mr. Compton Mackenzie has set the pot boiling and invit-
ed all the flappers in the United Kingdom to tea. It is
not so easy at any time to make the pot boil, even when
the author is content with a delicate crackle or two, a
handful of sparks, a jet of quick flame — and the whole

5 See Stephen Ulmann, The Principles of Semnantics, Glasgow,
1951, p. 179.
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ending in half a dozen bubbles and a plume of waving
steam. But here’s a great «wessel» {illed with heavy cream
and slow-melting chocolate slabs, and here's, while they
slowly dissolve,such a spread of pastry and general jammi-
ness and stickiness that t'is a sight, as Betsy might declare,
«to make the ’Evings themselves look down!s Nothing is
missing; we hardly dare think how those mock appetites
will be gorged, or of what Mr. Mackenzie, with his talent
extraordinary for producing chocolate-pot boilers, will have
left to put upon the table next time. (P. 193)

The variations in level of speech style add to the overali
effect. Thus the comment in true cockney manner «To make the
Evings (Heavens, M. J.) themselves look down» is set off, a
few lines further on, by the highly literary construction «talent
extraordinary», reminiscent of the formulas used in official and
ornate style, e. g. «heir presumptive», «church triumphants,
«time immemorial», etc.

Sometimes, however, the sustained metaphors tend so become
somewhat overelaborate, as if K. M. were embroidering
upon the analogy at the expense of verbal economy. This is the
case in a review discussing two books by literary adepts of
Freud. Opposed as she was to the application of psycho-analysis
to literature®, K. M. wanted to ridicule this approach in her
review. She clearly realized that the two authors in question
had turned to psycho-analysis not because they appreciated its
merits or fallaciousness, but only because it offered what they
deemed unlimited opportunities -of creating situations breath-
ing modernity — «the garden-city of literature». And K. M. ela-
borates this analogy at length:

Mr. Beresford and Mr. Bretherton, two of our more
thoughtful writers, turning from the crowded noisy town
where everybody knows everybody else, and there is not a
house to be had or even a room . that is bare of associa-
tions, turning equally from the vague outlines and spaces
of the open country, have chosen to build their new novels
in what might be called the garden-city of literature. It is
only recently that the possibilities and the attractions of
this desirable site have been discovered by the psychoana-
lysts, and the houses are still scattered and few, but there
is no doubt as to its dawning popularity with the novel-

6 K. M.s attitude 4o this problem has been discussed by the present
author in another context.
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ists. They do not seem to mind the chill hygienic atmos-
phere of a garden-city; the garden in which poor Adam
and Eve never could find a hiding place from the awiul
eye of God or man; the asphalt roads with meek trees on
either side standing up, as it were, to an «artistics
dance; the wire receptacles ready to catch the orange or
banana peel of some non-resident savage, and the brand-
few exposed houses which seem to breathe white enamel
and cork linoleum and the works of Freud and Jung, which
seem to defy you to find in them a dark corner or a shad-
owy stair, which seem to promise you that there never
-shall be a book upside down on the shelves or an unclaim-
ed tooth-brush in the bathroom, or a big summer hat — —
belonging to whom? — — on the top of the wardrobe, or
‘2 hat under the bed. All is «carefully thought out», «arran-
ged for», all is in admirable order, and we imagine Mr.
Beresford and Mr. Bretherton throwing open the doors of
their new houses and declaring them ready for inspection.
(P. 177—178)

K. M. has here singled out many aspects of a «garden-city»
Yor comment, but the associative links between these and Freud-
jan ideas are sometimes rather blurred. The «chill hygienic
atmosphere» probably refers to the tendency of these authors
to treat their personages as clinical cases; «the wire receptacles
ready to catch the orange or banana peel of some non-resident
savage» might be taken to symbolize the deftness with which
the authors fit human emotions to suit the labels of psycho-
analytical conceptions. But what the «asphalt roads», «meek
trees», «unclaimed tooth-brushes» and w«hat under the bed»
stand for, is anybody’s guess. All this might, of course, be
taken as contributing to the general idea that psychoanalysis
professes to have found an explanation for all human emo-
tions; or it might be intended to convey the general atmosphere
of a «garden-city». For the -evocative eifect of an image is
mnot contingent on an exact correspondence of all its implica-
tions to some definite quality of the object it is intended to
illuminate. But it is just in this context that the superabundance
of detail detracts from the overall effect and renders the
image, as well as the idea that prompted it, diffuse rather than
exact. The result is that K. M.’s attack misses the mark. The
reader is aware that K. M. is not enthusiastic about garden-
<cities, but her objections to psycho-analysis remain to him nebu-
Jous.

119



Besides, the image K. M. has selected is somewhat inade-
quate. The connotations of «garden-city»> are not restricted to
«modernity» in its derogatory sense, but include many things
that are pleasant and desirable: space, freedom from the incon-
veniences of city life, etc. Therefore the analogy is misleading
in itself and cannot produce the desired effect of a denuncia-
tion of the psycho-analytical approach to character portrayal.

From a purely formal point of view, K. M.’s blunder might
appear a matter of unsuccessful choice of metaphor, in the
sense Ch. Brook-Rose had in mind when she pointed out that:

In a word in ordinary use (the rose)-we can, but need not
be aware of all its attributes (thorns, leaves). In meta-
phor (the roses of her cheeks), we must make total abstrac-
tions: i. e. only.fragrance, colour, etc. Most bad metaphors
are due to secondary attributes not being eliminated owing
to a divergence of domain...?

In fact, however, K. M.’s mistake has deeper roots. The sty-
listic imperfection, in this case, clearly springs from K. M.s
imperfect grasp of her material.

For though K. M. consistently repudiated the Freudian ap-
proach to literature, her objections were actuated by purely
aesthetical considerations. That is why the review in queslion
was less effective than it might have been, if K. M. had recog-
nized the true nature of Freudian ideas and the debasement of
humanity they can be made to imply.

Again and again K. M. must strain her imagination, squan-
der her creative talents on inventing diverse ways of stating
the same fact: that the books under review are bad. The same
types crop up in all of them like «hired furniture» (p. 230).
And enumerating these wellworn types, K. M. makes them seem
like the ingredients of a cooking recipe:

Enter lodgings at Brixton, the cockney maid, the usual
theatricals on the ground floor, the melancholy landlady,
and the old, old London herring across the trail for comic
relief. Enter also, for love interest, a pair of blue eyes.
(P. 231) .
...the comic landlady, the swearing parrot, the ranting
old actor roaring of Shakespeare and whiskey glasses, the
handsome young man whom the hright girl loves, but
whom the reckless beautiful woman, married to a brute of
a husband, adores. (P. 171)

- 7 Christine Brook-Rose, A Grammar of Metaphor, Secker and
Warburg, London, 1958, p. 12.
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The syntactical structure of these and many similar examp--
les not only recalls a cooking recipe, but the indiscriminate
stringing together of the items of enumeration suggests a hur--
ried piling up of detail, as if the author were eager to get it
over and ‘have done with it. The end of the enumeration is
marked by a break in the sentence rhythm due to the paren-
thetical «for love interest», «married to a brute of a husband» —
both clichés which deftly round off the irony of the whole.

The plots and situations construed by these authors are as
trite and familiar as the types they portray. They can only hold
the interest of those who enjoy «the charm of knowing what is
coming, of beating the tune and being ready with the smile
and the laugh -at just the right moment» (p. 152).

The well-worn plot concerned with misunderstandings in
fove is held up to ridicule as

The Law by which all popular novelists are governed, and
it is — whatever comes in at the door, let the door but
be shaken, the handle rattled, a voice heard without —
Love flies out of the window. It would seem there is no
other adventure in life but hunting the sweet terrible boy.
Shall we be amazed then if one or the other of his captors,
their first fine fatigue over, tiptoes to the window and
softly opens it? (P. 173)

Here the irony of the image is intensified by K. M.’s skilful
exploitation of the resources of English phraseology. The faded-
metaphor in the proverbial saying «When poverty comes in at
the door, love flies out of the window» is revitalized by adding
relevant components — let the door but be shaken, the handle
rattled, a voice heard without — and the resulting new varia-
tion of the proverb is made the starting point of a sustained
metaphor. _ '

The revitalization of dead or faded metaphors by expanding,
truncating or otherwise altering accepted idiomatic expressions,
is a device rooted in ancient tradition. Shakespeare used it
abundantly -and so did many other English authors, each in
his own peculiar way. Among K. M.s contemporaries J. Gals--
worthy’s predilection for this device is common knowledge?

8 See: E. JI. Matckas. JIeKCHKO-CTHJIHCTHYECKHE CpejCcTBAa Xapakre-
PHCTHKH nepcoHaxeit B poMaHax o Popcafitax [l. Toacyopcu, Asropedepar,
Mocksa, 1953. ' :

JA. H. ®enoceeBa Cruan aBTOPCKOTO NOBeCTBOBAHHA B pPOMaHe
Foncyopen «Co6eTBennnk». YueHble 3anMckH JIeHHHIpaJACKOro roc. YHHBeEp-
cutera. Buinyck 48, 1958, crp. 153.
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The device is, of course, also found in other languages, as
-pointed out i. a. in E. Riesel’s interesting remarks on «Indivi-
duelle Ausdeutung oder Ausgestaltung der Phraseologie»®, in
‘A. Yefimov’s analysis of the language of Saltykov-Shtschedrin!®,
and in V. Vinogradov's comments on «Comnocrasaenne ¢ppaseoo-
IHYECKOro 080poTa ¢ OMOHOMHUYECKHM COYETAHUEM CJOB».!!

In the English language the tendency seems to be stimulat-
ed, on the one hand, by the wealth of English phraseology,
-whose great expressivity or, as L. P. Smith says, «radio-active
quality»'? challenges the linguistic creativity of the -writ-
-er. On the other hand, as the fanciful manipulation of idioma-
tic expressions mostly involves some form of play on words —
the idiom being contrasted to a homonymical word collocation,
its figurative meaning set off against its concrete meaning,
etc., — it is obviously connected with the general English
-enjoyment of puns, stemming, perhaps, from the profusion of
homonyms and polysemantic words in the English language,
and notable already in English folklore, viz. the many riddles
based on paranomasia.

Revitalization of dead or faded metaphor of common cur-
rency, or any other modification of established idiom, increases
-the expressive force of the speech event where it occurs. The
following phrase (from a letter by K.. M.) illustrates this ef-
fect:

Having got that off my chest (which is at this moment

more like a chest of super-sharp edged cutlery) let me say

‘how I appreciate all you feel about craft.!3

K. M.s reference to the acute discomfort and pain caused
by her lung-trouble is made, as it were, in passing, and thus
tinged by a stoic humour. But this casual way, which makes
light of her own profound suffering, is more poignant than in-
sistent complaining could be. -

The process of revitalization is here achxeved in two. conse-
.cutive stages: by being made the antecedent of an attributive
clause, the word «chest» re-assumes its independent and con-

% E. Rlesel Stilistik der Deutschen Sprache, Moskau, 1963, S. 158.

1A U Edumos. Savk catups Caatnikosa-lllenpuna, Mocksa, 1953,
rnasa 7.

1B, B. Buunorpagos. Cranscruka, TeopHf TO3THUeCKOA peuH.
ITostuka. Mocksa, Uan-so AH CCCP, 1963, ctp. 52.

2Logan Pearsall Smlth Words and Idioms, Ccmstable Lon
.don, 1948, p. 269.
: 13 The Letters of Katherine Mansfield, ed. J. Middleton Murry.
“The Albatross, Hamburg, 1935, p. 295.
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crete meaning,'* almost totally obliterated in the figurative ex-
pression «to get something off one’s chests. The ensuing simile
brings into play the dead metaphor which is at the root of this
meaning of «chest» as a derivative, by extension, from «chests-
box..

At the same time, the device of revitalization, here as in
other cases, suggests deliberate manipulation by the writer or
speaker. This is obviously the reason why it rarely occurs in
authorial narrative in K. M.'s stories, as it would entail overt
intervention by the author. '

The use of detail, so conspicuous in K.M.'s stories, is one
of the aspects of her style, that undergo a certain modification
in her reviews. K. M.’s handling of detail of setting is one of
the devices contributing to the vividness and sense of imme-
diacy inherent in her stories. She is immersed in the scene she
is creating, her vision is complete, and by bringing into play
some suggestive detail, she engages the visual, tactile and
auditory perceptions of the reader — he gets, as it were, an in-
side feel of the scene. This gift of finding the essential detail
is present in her reviews as well. But here it is transformed to
suit the exigencies of her task. The selection of the detail pro-
ceeds from the outside, and it is used, as an instrument of at-
tack. K. M. unerringly singles out a detail in the structure of
the book under discussion that will show up, like a magnify-
ing glass, the weakness of the whole. She may pick out a tri-
fling detail, but it will be one that epitomizes the quality, in the
style, plot, or attitude of the author, that she wants to stress.

The attempt of an author to imbue his hero with the truly
«Russiany spirit (Bloomsbury fashion, of course), is summed up
.as follows:

Here is the Russian revolutionary... appearing and dis-
appearing in the Russian way we have learnt to accept, ...
plucking out of the &dir -at the appropriate moment that
steaming glass of tea with a slice of lemon floating m
it. (P. 182)

‘Thus, putting her finger on the weakest link in his presen-
iation, K. M. exposes the crudity of the author’s conception of
national character: all he has to offer are hackneyed stock situ-
ations. This is brought out by innuendo in the phrase «the Rus-
sian way we have learnt to accept», but still more emphatically

4 i e. «The part of the body enclosed by the ribs containing the hearts
and the lungs».
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by investing the pronoun «that» with the semantic load of its
unexpressed but implied antecedent: it gathers up, as it were,
all the innumerable past occasions when other authors have
exploited the same hackneyed device.

The linguistic «short-cut» by which K. M. achieves this eifect
is an illustration of the fact that grammatical words can be
rendered expressive in a literary context, as pointed out by
V. V. Vinogradov'® and other linguists. Even Marouzeau, who
expresses the opposite view, makes a cautious reservation:

En fait, le plus souvant, lles mots grammaticaux sont de
peu de volume et passent 1naper(;us dans I'énoncé.'® (Em-
phasis added. M. J.)

Another author, reiterating W‘lth an air of profundity, that his
hero was fo]lowmg the unknown heroine down the street, keep-
ing exactly flfteen yards behind her, finds his bubble smoothly
pricked by:

These be no common garden fifteen yards. May they not
be the shy beginning of a courtship between Science and
Literature — the measurement of fifteen yards of soul? ...
Our tentative question is almost answered on the very
next page: «... he was... made happy by such a little
thing as the ‘'scent and sweetness of a nosegay of fresh
roses» ... How far away? Come, we all know it by this
time. Now, ladies and gentlemen, please, once more, and
all together, «fifteen yards away». (P. 27)

K. M. makes the phrase «fifteen yards away» the butt of
her irony as, in the book under review, it is a detail represen-
tative of the author’s tendency to register irrelevant facts and
imbue them with exaggerated significance. The phrase is-held
up to ridicule in successive incongruous combinations, each
more ludicrous than the preceding one: coupling it first with
«common gardens» — a traditionally facetious synonym for
«ordinary», next with abstract words from .entirely different
spheres — the climax being «fifteen yards of soul», and finally
making it the refrain of a worn-out tune. And the invocation of
the imaginary chorus rehearsing it, is given dramatic vividness
by the direct form of address (Now, ladies and gentlemen), and
suggested dialogue.

5B B. Buvorpanos Cruauctika. Teopus NO3THYeCKOH PpevH.
IMTosTuka. Mockea, Man-s0 AH CCCP, 1963, ctp. 141-—146.

6 . Marouzeau, Précis de Styhsthue Frangaise, Masson; et Cie,
Paris, 1946, p. 85.
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Sometimes the detail is whittled down to a stark statement

of fact:
.he has two sisters, one with spectacles and one with-
out . (P. 178)
But the 1mp11cat10n that the author’s character portrayal is
found wanting, is quite unmistakable.

In her reviews, as in her stories, K. M. keeps predominantly
to the vocabulary of common currency. Pretentious or ornate
words are avoided, and if there is a sprinkling of foreign words
and archaisms (mostly parodying biblical language), these are
used exclusively for purposes of irony: :

Women of England — ye who have the vote — of course

Roddy wins, and there is naught for the lily-white, white-

as-snow Clare but to go out into the dark ... (P. 185)

The war had been unto him and unto that woman whom

he took for his mate a cleansing fire. And (courage, mes

enfants, courage) in a vision that comes to Peter’s cousin
God promises that... (P. 164)
Sic transit gloria Marlingate. (P. 77)

Making a kind of Oberhund of him ... (P. 257)

Chi lo sa? as D’Annunzio’s heroines were so fond of mur-
muring. (P. 310)

In these as in other cases, the archaisms or foreign words
impart a tone of parody to K. M.’s ironical comments, a parody
of 'the pompousness, sentimentality, snobbishness she is denounc-
ing. Yet, K. M. was well aware that this tone of ironical supe-
riority could easily be vitiated into cynicism and arrogant
condescension. That was one of the reasons why, in her mature
<creative writing, she eschewed this satirical tone, except for
purposes of speech portrayal. It is only to add an accent of
conceit to the speech of sophisticated, supercilious intellectuals,
that archaisms or foreign words are used in her stories, not in
authorial narrative.

Incidentally, the use of archaisms for ironical or humorous
effect is a well-established tradition in the English language
and constitutes a striking contrast to the use of the same sty-
listic means for poetical purposes. This is another illustration
of the fact that «one cannot prove that specific figures and
devices must have specific effects or 'expressive values’s.!'” Thus
Byron, who, like other romantic poets, employed archaisms in
his poetry for evocative effect, e. g. . -

7 René Welleck and Austin Warren. Theory of Literature,
J. Cape, London, 1955, p. 182.
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For friend or leman I had none : i "n'?i B

Because I could not love but one — )
occasionally tapped the opposite potentialities of this styllstlc
means. In his private correspondence we find instances of ar-
chaisms used to impart a flippant, nonchalant tone to the utter-
ance, In a letter to Thomas Moore, he writes:

There is to be a thing on Tuesday ycleped a national

féte ... Let me hear from you anon.!

Ever since Edmund Spenser, inspired by admiration for
Chaucer, first set the example of adorning romantic narrative
with archaic or pseudo-archaic forms!®, the stylistic function of
archaisms in the English language has undergone repeated re-
evaluation. In modern times, the use of archaisms as a means
of poetical expressivity has fallen into disrepute. At the other
end of the scale, however, their application for derogatory pur-
poses has become more prominent. To trace the different stages
of this development would call for an idependent study. In the
present context it is sufficient to recall that, for certain circles.
among educated English people, the use of archaisms in every-
day speech has become an almost conventional signal. of cyni-
cal nonchalance, frivolity, lack of reverence for the old tradi-
tions and conventions, etc.

This was certainly true for K. M.'s contemporaries, for we
find the habit reflected in the books of many prominent authors
of the time. Somerset Maugham’s novels provide numerous
examples, e g.:

You’ll find me eating modestly any evening between seven

and eight at a restaurant ycleped «Au Bon Plalslr» in Dean

Street.2?0
. made a good income by painting pictures of young wo-
men in eighteenth century costume dallying with young
men similarly dight.2!
John Galsworthy repeatedly uses archaisms in the speech of
Michael Mont:

Almost thou persuadest me to be a capitalist.?
Aldous ‘Huxley makes one of his personages say:

1B The Letters and Journals of Lord Byron, ed. M. Blind, The Camelot
Classics, London, 1886, p. 63.

19 See E. Weekely, Somethmg about Words, J. Murray, London, 1936,

74.

. Somerset Maughtam Of Human Bondage, Vintage Books,
New York, 1961, p. 502.

2'Somerset Mau g ham, Christmas Holiday, Albatross, 1947, p. 8.

2 J, Galsworthy, The White Monkey, Moscow, 1956, p. 123.
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Will they suffer you to continue your quiet delving in the
mines of futile knowledge??

The tradition persists into the second half of the century,
especially in the form of archaic distortions. The following in-
stance occurs in one of John Steinbeck’s latest books:

Joey Morphy staggered in, clutching his throat. «For God’s-
sake», he groaned. «Succor — or at least Pepsi—Cola,
for 1 dieth of dryth. Why is it so dark in here? Are mine-
eyes failething too??

Perhaps one may venture the suggestion that this use of
archaisms, often reminiscent of some biblical pronouncement,
is, .to some extent, connected with the great influence the so-
called Authorised Version of the Bible has had on the English
language. The young people, no longer inclined to aifect rever--
ent awe for biblical teachings, in revolt against convention
and -tradition, find a certain defiant pleasure in using the ar--
chaie, unctuous tone of the bible for ironical purposes.?s -

Thus, occasionally introducing archaisms in the speech of
her personages, K. M. truthfully reproduced the current idiom
of her time. In this partlcular too, her dialogue has the ring"
of authenticity.

Means of expressmty like archaisms or foreign words and:
the like, are obviously only external and accidental adjuncts of
K. M.’s style — easily assumed, easily discarded. The intrinsic
features of her peculiar style are of a different order — they”
are the manifestations of her individual talent. Among these
are her image making verve, the fanciful associations that ani-
mate her imagery, her eye for detail, the lightness of touch:
with which she handles the resources of the language. The lat-
ter quality finds expression in the easy, effortless flow of her
sentences enhanced by variations of rhythm that preclude mono-

Z Aldous Hwuxley, Crome Yellow, Penguin Books, 1936, p. 89.

% John Steinbeck, The Winter of our Discontent, The Viking Press,-
New York, 1961, p. 30.
© % It is to the credit of Somerset Maugham that he did not hesitate-
to voice his protest against the archaic language and bombastic imagery
of the bible at a time, when it was still held up as an example of perfect
prose. In his autobiographical book «The Summing Up», he makes his
opinion quite clear:

To my mind King James’s Bible has been a very harmful influence on-
English prose... I cannot but think that not the least of the misfor-
tunes that the Secession from Rome brought upon the spiritual life of
our country is that this work for so long a period became the daily
and with many the only reading of our people. (Somerset Maugham,
«The Summing Up», Mentar Bodk, \New York, 1961, p. 25.)
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‘tonousness, and also in her flair for fitting a word into an
unusual context, giving it an unexpected twist, straining the
hyperbolic implications of a familiar saying. This has been
illustrated in the quotations analysed above. Many more
.examples might be added, {. i.:
...picturing a  path one simply cannot see for lions...
(P.7)
....the soul no sooner flies from the body than the will
takes parchment wings unto itself and flies... (P. 105)
[A comparison between Dostoyevsky and modern novelists]
.might very well end in the .majority of our young
writers finding themselves naked and shivering without

.a book to clothe themselves in. (P. 117)

....dip her [any famous young society beauty, M. J] in and

out of poker parties, scandals, coroners’ courts... (P. 296)

{the author] still believes he has only to shake a coral is-

land at us to set us leaping. (P. 312)

The sense of animation and variety conveyed by K. M.'s re-
-views is also sustained by the frequent transition from one
level of speech to another: literary speech alternates with collo-
quial and even familiar speech, sober discourse with flippant
remarks, monologue shades off into dialogue, inpersonal expo-
sition into direct speech. The reader is rarely held at a distance.
Sometimes K. M. seems to identify herself with the unsophisti-
cated reader of popular novels:

...we knew it was bound to come; we knew Lord Duck-

ingsfield with his £ 60.000 a year was bound to marry the.

governess. (P.297)
thus pressing home the triviality of the happy ending. Mostly
the conversational tone invites the reader as an intelligent part-
ner on an equal footing. The «we» of the reviews is not always
the editorial «we». It is often the first person plural proper.
Referring to an author who imagines some conventional attri-
butes can suggest character, K. M. writes:

«And there’s Ann. There’s Sam’s mother. There's a woman

for yous, [the author] declares, setting down before us a
pair of elastic-sided boots, an umbrella and a black bon-
net. (P. 188)
In this context «us» includes reviewer and reader alike.” The
reader is no longer an outsider who must be instructed and
informed, but one who shares the discernment of the reviewer,
.or of the «implied author».
For K. M.’s reviews differ from routine professional reviews
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in that they convey a sense of «the implied author» — what in
Russian literary terminologyis so aptly called «o6pas aBTopa».
Any literary review, if it expresses a personal opinion, affords
the reader a glimpse of the author’s way of thmkmg or aesthe-
tic commitments. But mostly no more than that. K. M.’s reviews,
however, convey to the reader not only her opinion of the book
under discussion, not only an understanding of her general
views on literature, he conceives the author as a tangible per-
sonality, a witty causeur, a stimulating companion in the ex-
ploration of new literary territory, an author whose biting sa-
tire and occasional flippancy conceal an impassioned concern
for the fate of literature.

The implied author oi the reviews is different from the im-
plied author of the «Garden Party» and also from that of «In a
German Pension», though he shares with the former the quesi
for the aesthetic ideal, and with the latter the delight in
mockery. _

As noted before, the abundance of set phrases, clichés even,
is one of the features distinguishing the style of K. M.’s reviews
from that of her stories. There is also a distinctly different
flavour about the imagery used in her reviews. In both, stories
and reviews, the imagery is mostly derived from various spheres
of everyday life. But in the reviews the connotations are .
mostly sordid and vulgar, conveying to the reader K. M.'s. dis-
gust with the inferior books she had to review. It is the greed
of the glutton, the shoddiness of worn-out clothes, the mono-
tony of cookery recipes that is suggested. The bird and the
flower, images frequently appearing in K. M.’s stories, are en-
tirely absent from the reviews. When butterflies are mentioned,
it is only as lifeless O\b]ects stuck on pins to gr.atlfy a colles-
tor’s hobby.

The prevalence of sustained metaphors in K. M s reviews,.
and the use she made of these to suggest her meaning by an. .
ironical analogy, has been illustrated in the preceding pages.. -
But there is more to it. These sustained metaphors were a sort
of relief to K. M., offering her an opportunity to exercise her
verbal fancy. Elaboratmg a general idea, her views on some.
aspect of literary activity, was a means to put off the sheer
Loredom of the moment when she would have to deal with.
another book that was, in fact, not subject to serlous consi-
deration.

This desire to escape for a little from her immediate irk-
some task, resulted in another essential difference between her
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stories and her reviews. The absence of anything reminiscent
of the general observations favoured by most earlier and some-
contemporary writers, is one of the distinguishing features of
K. M.s mature style. The reviews, however, contain numerous:
instances of digressions on various themes that have little or
no connection with the book in hand — little essays on the
effect of external atmosphere on the humran mind (p. 53, 54),.
the nature of the «sweetly pretty novel» (p. 56), the concern of
the American novel with sex (p. 81), the chances of success
for writers of humorous books (p. 92), the price and binding
of novels (p. 207), and many others. These digressions, stand--
ing at the beginning of the reviews, as needs they must, form.
a departure from K. M.s usual practice in her stories also in
another sense, The abrupt beginning, the plunge straight into
the heart of the matter, without preliminary introduction or-
exposition, almost universally characteristic of her stories, is
rarely to be found in her reviews.

It goes without saying, that in itself there is nothing sur--
prising in the fact of general observations or digressions -occur-
ring in a critioal review. It is, however, worth stressing this
point of difierence between K. M. the reviewer and K. M. the:
creative writer, because it throws additional light on the con-
scious craftsmanship and consistency of principle which she
applied to the composition of her stories.

The typically Mansfieldian qualities of K. M.'s reviews do-
not preclude some minor flaws, due on the one hand to pressure:
of time and space, on the other hand to the difficulty of coping
with uncongenial material.

In the first place, as shown above, the sustained metaphors
tend to become somewhat overelaborate. Moreover, we some-
times get the feeling, that the analogies appearinginonereview
might easily be interchanged dor those of another, whereas, in
her creative writing, the imagery is closely integrated into the:
narrative. The sentence structure is sometimes rather involved,
and there are protracted periods such as are never found in
K. M.s earliest stories even.

It is true that even in her longer sentences K. M. does not
lapse into pomposity or sheer journalese. But still, these sen--
tences seem to mark a certain surrender of the artist to the:
journalist.

In some cases, though rarely, K. M.’s attention may be found
flagging, and as a result, constructions appear, such as she
wotld never have permltted to slip inta her stories. Thus, L i.
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a pleonastic sentence occurs in one of her reviews — «the rea-
son why» being followed by «is because of»:
The reason why Mr. Couperus can afford to dismiss the
guestion, to wave it aside and to take everything for gran-
ted, is because of the strength of his imaginative vision.
(P. 214)
On another occasion the euphony of the sentence is impaired
by placing the emphatic construction «it is» side by side with
the personal pronoun «it»:
[f we listen deeply enough we can hear this unquiet heart
of the Van Lowe family throbbing quickly, and it is be-
cause it is never for a moment still that the author suc-
ceeds in Kkeeping our interest =passionat_ely engaged.
i(P. 215)
An offence held up to ridicule by H. W. Fowler as «German
ponderousness»?8, i. e., the separation of a noun from its article
by a long expression, oceurs in the following sentence:
This, we feel, is a true contribution to the number of re-
torts one can make to a silly, and certainly intended to
be rather insulting, remark of that kind. (P. 235)
On at least one occasion K. M. contradicts herself, stating at
the beginning of her review of George Moore's «Esther Waterss:
There is not a page, paragraph, sentence, word, that is
not right, the only possible page, paragraph, sentence,
word. (P. 243)
and objecting to Moore’s use of some image or adjective at
the end:

.. «tremulous» is never the word for Esther — «trem-
bling» or «all of a trembles — the other word reveals noth-
ing. (P. 245)

Even in this case K. M.s meaning is quite clear in the con-
text — in the first instance she wanted to stress Moore’s labo-
rious, scrupulous method, in the second — his lack of emotio-
nal vision. The contradiction is due to inaccuracy of formula-
tion, not to faulty logic.

Now and then we also find a reminder of K. M.'s early
preoccupation with Oscar Wilde. This influence had asserted
itself in such juvenile sketches as «Die Einsame» and «In a
Café» (publ. 1907), but K. M. outgrew it very quickly. In her
reviews, however, no doubt because the temptation was so very

% H. W. Fowler, A Dictionary of Modern English Usage. Oxford
University Press, 1959, p. 206.
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great, there are some promouncements in which the alliterative
pattern, the antithetical construction, the deliberate attempt 1o
create a bon mot, are clearly reminiscent of Wilde:?”

Reading, for the great majority — for the reading pub-
lic — is not a passion but a pastime, and writing, for the
vast number of modern authors, is a pastime not a passion.
(P. 4) ‘

To the pure all things are impure. (P. 181)

As was stated at the outset, K. M.’s reviews bear the un-
mistakable imprint of her personality. And yet the style of the
reviews differs in many ways from the style of her stories. In
the first place there are the external differences like set phra-
ses, general observations, etc., conditioned by purpose and sub-
ject-matter. Besides there are the more subtle differences, the
modifications some of the aspects of her style undergo due to
the same reasons. In her stories K. M.’s skill in handling the
language as her artistic medium is much more unobtrusive.
The reader falls under the spell of her language, but there is
no sense of deliberate manipulation by the author. The form of
expression is so integral a part of the whole, that the mind
accepts it as the natural and only form of expression. In the
reviews the reader is much more conscious of the skill displayed
by the author, though he follows the pattern with amusement
and admiration. This applies to linguistic as well as to non-
linguistic aspects of the style: the use of archaisms, the modi-
fication of idiomatic expressions, the use of detail, the ironical
tone. The most telling difference of all is, perhaps, to.be dis-
cerned in the quality of the imagery. In K. M.s stories we
find a close integration of the imagery into the narrative. In
the reviews the imagery, though mostly appropriate and illumi-
nating, is felt more as an instrument used to illustrate a thesis,
than as an indispensable part of the whole.

All this is, of course, not to say, that the style of the re-
views strikes us as forced or artificial. On the contrary, K. M.’s
imaginative and often unconventional way of presenting her
evaluation imparts to her reviews a spontaneity and literary
distinction far beyond the level of usual newspaper criticism.

But, on the background of the reviews, the quality of K. M.’s

27 0. Wilde's predllectlon for these devices is common knowledge. See
also the detailed analysis in Aatos Ojala, Aestheticism and Oscar
Wilde, Part I1: Literary Style, Helsinki, 1955. - : i
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creative style stands out in better relief as that true originality
which, in Hegel's opinion, is attained only when the subjective
and the factual in presentation are merged into an entity.?

M. fucon

3AMETKH O CTUJIE K. MOHC®HUJI B EE
KPUTHYECKHUX CTATbHSAX

AHHOTAUuHN

B crathbe paccmaTpHBaloTcst KpuTHyeckue paborol K. Moauc-
¢unx, u3iaHHble NOCMepTHO NojJ 3araaBueM «PomaHbl v pomMma-
HHUCThI». '

Jlo cux mop 3TOT COOpPHUK He TNOJYYHJ BCECTOPOHHErO OCBe-
lLeHUst B KpuTHueckol jguteparype o K. Msucouna. Oaunako aad
ofulell OLEHKH TBOPUECTBA MNHMCATeNbHHUBLI 3TOT COOPHHK HMEET
3HauyeHUe B ABYX OTHOLIEHUSIX: OH NPeJOCTaB/sIeT AOMOJHHTENb-
HBI MaTepHas AJS MU3YUEHHs €e CTH/S H OCBellaeT B3TJsiAbl NHU-
caTteJbHUUbl HA JIUTEpPaTypy, NO3BOAAS HAM CYIUTb 00 3CTETHUE-
CKHMX KOHUeNUHUSX, KOTOPHIMH OHA DYKOBOJACTBOBAaJaCh B CBOEM
CcOB6CTBEHHOM TBOpUYECTBeE.

B craThe moauepkuBaercs, UTo cTHAb M3HCQHAL B ee KpUTH-
YeCKUX OUepKaxX SIBJSeTCs CBOeOOpa3HBIM COYETAHHEM TPE3BOrO
TOHAa CEePbEe3HOr0 KPHTHKA H B/JOXHOBEHHOH OOPa3HOCTH XYydOXK-
HHKa cJoBa. AHaqH3MpyeTcsli TakKxe MOJUGDHKAUMS HEKOTOPHIX
acneKToB WHAMBUAYAAbLHOTO CTUASL M3HcPUAL B CBSISH CO CnenH-
(HKON KPUTHYECKHX CTaTeH.

% G. W. F. Hegel, Aesthetik, hg. von Bassenge, Berlin, 1955;
S. 291: «Die Originalitdt... schliesst das Subjektive und Sachliche der
Darstellung in der Weise zusammen, dass beide Seiten nichts Fremdes
mehr gegeneinander behalten.»
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M. Janson

SYNTACTICAL PATTERNS TYPICAL
OF KATHERINE MANSFIELD'S PROSE

The commonly acknowledged poetical quality of Katherine
Mansfield’s stories is, to no small extent, due to the natural,
effortless flow of her prose. In an earlier paper the present
author has discussed the réle of inversion and repetitive de-
vices in Katherine Mansfield’s sentence construction.! The unob-
trusive rhythm of her phrase is also enhanced by other syntacti-
cal patterns, some of which are singled out in the following
pages.

K. M’s characteristic sentence is simple or compound. Co-
ordination is much more frequent than subordination. This is
not simply a consequernce of the absence of argumentative com-
ment on the part of the author, or of philosophical discussions
between the personages. The predominance of paratactical sen-
tence construction in K. M.s stories is clearly connected with
her method of presentation. She conveys to the reader a picture,
the sensations of her personages, the atmosphere of a scene, by
unfolding it graphically before his eyes, filling in the details
one after the other in additive strokes, each singled out from
the other and all merging into a whole. _

In her critical writings K. M. made ample use of complex
syntactical structures and even elaborate periods. Thus the
relative scarcity -of hypotaxis in the syntactical pattern of her
stories is in no way indicative of a natural ineptitude for ana-
Ivtical thought. In general, as W. Kayser has pointed out, it is
a mistake to regard parataxis as a «Symptom geistiger Primi-
tivitat und eines Mangels an Ordnungs- und Gliederungsver-

1 See M. Janson, ;.Nofes on the Stylé of Kafhefine Mansfield. VYue-
Hble  3alMCKH- JIaTBHHCKOrQ rocy/1apCTBeHHOro YyHUBepcuteta, T. 33, 1959,
cTp. 191 —-237.
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mogen ... Casars Intelligenz war gewisslich nicht geringer als
die des Titus Liviuss.?

In fact, paratactical structure is greatly conducive to the
prevalent emotional tone of K. M.’s prose. The affective value
of parataxis as against hypotaxisis a wellknown fact. H. Spitz-
bardt’s remarks are of particular relevance here:

So ist es auch zu verstehen, dass die parataktische Rede-
weise viel kraftiger, affektvoller sein kann als die hypo-
taktische, weil die Nebenordnung gegeniiber der Subordina-
tion naturgemaiss analytisch-detaillierten, vermannigfach-
end-emphatischen Charakter tragt.?

K. M. often uses sentences which fall into several parallel
sections. The successive sections elaborate a single idea or add
new strokes to the description involved and have a mutually
intensifying eifect:

Every note was a sigh, a sob, a groan-of awful mourniui-
ness. (The Singing Lesson, p. 346)*

She wanted to run, she wanted to hang on his arm, she
wanted to cry every minute, «Oh, I am so irightfully hap-

py.» (The Little Governess, p. 186)

On the grammatical level, the construction constitutes a
.sentence with homogeneous parts or a compound sentence, as
the case may be. But owing to the great variety in the arrange-
ment of the parallel sections, and to the appropriateness of
the device in the immediate context, the reader is scarcely awar-
of the identical grammatical skeleton to which the recurring
constructions can be reduced.

Sometimes the paralle]l sections are arranged asyndetically:
There were glimpses, moments, breathing spaces of calm ...
(At the Bay, p. 222)
Sometimes Polysyndeton is used:

Her whole time was spent in rescuing him, and restoring
him, and calming him down, and listening to him. (At the
Bay, p. 222)

2 Wolfgang Kayser, Das Sprachliche Kunstwerk, Francke Ver-
lag, Bern — Miinchen, 1960, S. 143.
8 Harry Spitzbardt, Lebendiges Englisch, Max Nlemeyer Verl.,
Halle (Saale), 1962, S. 198.
4 Collected Stories of Katherine Mansfield, Constable, London, 1956.
Unless otherwise indicated, all further page reference: within the text are to
" this edition.
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And then there were books, and there was music, and she
had found a wonderful little dressmaker, and they were
going abroad in the summer, and their new cook made the
most superb omlettes. (Bliss, p. 96)
Sometimes Anaphora reinforces the emotional quality:

If only one had time to look at these flowers long enough,
time to get over the sense of novelty and strangeness, time
to know them. (At the Bay, p. 221)

As is evident from the examples quoted, monotony is avoid-
ed by the varying length of the separate sections. They often
also differ in syntactical structure and in stress pattern, so that
a variation of rhythm is achieved:

The tide was out; the beach was deserted; lazily flopped
the warm sea. (At the Bay, p. 224)

Here the change in stress pattern (The tide, the beach —
lazily) in conjunction with the repetition of the sonants [I].
{m], and the inversion in the third section, bring about a mar-
ked contrast between the clipped tone of the first two sections
and the leisurely rhythm of the third which seems to echo the
slow stirring of the calm sea.

In the following example, too, the interplay of syntactical
structure, auditory effect and changing stress, creates variety,
while it helps to convey a sense impression:

And plain to be heard in the early quiet was the sound of
the creek in the paddock running over the brown stones,
running in and out of the sandy hollows, hiding under
clumps of dark berry bushes, spilling into a swamp of yel-
low water-flowers and cresses. (Prelude, p. 24)

The consecutive parallel sections, the first two bound togeth--
er by the anaphoric repetition of «running», the next more loose-
ly following one another, yet subtly linked by the common
participle form (running, hiding, spilling), the recurring sound
clusters (rk), (kr), the touch of alliteration, suggest the pre-
cipitate, spreading movement of the little stream.

The parallel sections division and the various repetitive pat--
‘terns form the groundwork of the characteristic cadence of
K. M.’s prose. The parallel construction is most irequent in pas-
sages giving an inside view of a character’s state of mind,
when the emotional quality is dominant:

Although Bertha Young was thirty she still had moments
like this when she wanted to run instead of walk, to take
dancmg_me_w@m to bowl a hom
throw sometlhmg up m bhe air_and catch it agam or to.

\.__._/""

e —
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stand still and laugh at — nothing — at nothing, simply
(Bffss, p. 91)
But IT was just behind her, waiting at the door, at the
head of the stairs, hiding in the passage, ready to dart out
at the back door. (Prelude, p. 15)

But it is also frequent in descriptive passages of authorial
narration, especially in descriptions of natural scenery, where it
serves as a unifying element holding together the successive
impressions unfolded before the reader’s eyes:

Dazzling white the picotees shone; the golden-eyed mari-
lgolds glittered; the nasturtiums wreathed the veranda poles
in green and gold flame. (At the Bay, p. 221)
Underneath waved the sea-forest — pink thread-like trees,.
velvet anemones, and orange berry spotted weeds. (At the
Bay, p. 224)
And the homeward-going crowd hurried by, the trams clan-
ked, the light carts clattered, the big swinging cabs bowled
along with that reckless, defiant indifference that one
knows only in dreams ... (An Ideal Family, p. 368)
This sentence structure is particularly effective in certain
contexts, where a sense of precipitate motion, urgency and
perturbation is being conveyed.

In «Marriage a la Mode», when Isabel has read to her cyni-
cal friends her husband’s tender and most personal letter, she
suddenly realizes the vulgarity of her action, her shameful be-
trayal of William, and wants to escape from the gloating and
jeering of her friends:

And before they could recover she had run into the house,

through the hall, up the stairs into her bedroom. (P. 320)

The sense of hurried motion brought out by the asyndetic
enumeration of the stages of Isabel's flight, is still reinforced
by the increased semantic independence of «through», «up»,
«into», which seem to convey not only direction in space but
also action. This variation of the parallel sections pattern is
mostly used in similar contexts of nervous agitation, sometimes
of overwhelming joy:

On the wings of hope, of love, of joy, Miss Meadows sped

back to-the music hall, up the aisle, up the steps, over

to the piano. (The Singing Lesson, p. 349)

Probably due to the very emphatic nature of this particular
variant of the parallel sections pattern, K. M. employed it rare-
ly. It does not occur in the volume «Bliss», and only a few
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‘times in the stories contained in the volume «The Garden
Party».

However, K. M. also uses a further modification of this va-
riant, in which the semantic load of the adverb (or preposi-
tion) is pushed to its extreme by the total absence of the verb.
" The adverb .(or preposition) is thus the sole bearer of the ac-
tion concept.

Kezia, having been permitted by her grandmother to carry
the lamp, is completely absorbed and filled with joyous trepl-
~dation in accomplishing this coveted task:

The old woman bent down and gave the bright breathing

thing into her hands and then she caught up drunken Lot-

tie. «This way.»

Through a square hall filled with bales and hundreds of

parrots (but the parrots were only on the wall-paper) down

a narrow passage where the parrots persisted in flying

past Kezia with her lamp. (Prelude, p. 18)

But for this one instance, this variant occurs only in a
single one of the stories in «Bliss», and not at all in «The Gar-
den Party». No doubt, K. M. considered this variant as well
-too emphatic for frequent use. In the one story where it occurs
several times, i. e, «The Man Without a Temperament», this
construction has a special function to perform: conveying as it
does strain, urgency, precipitation, it occurs always in connec-
tion with the title hero at focal points in the compositionai
-design of the story, underscoring each particular aspect of his
dilemma as it is revealed to the reader.

Robert, the man «Without a Temperament», a writer by pro-
-fession, has abandoned his creative work and all public acti-
vity to dedicate his time, his energy, his life, to the task of res-
toring the health of his wife, who is fatally ill. He is outwardly
~calm, composed and solicitous, and concentrates, with a sort
.of savage resolution, on Jinnie and her need for comfort, en-
couragement and sympathy. He seems impervious to the cutting,
-sneering remarks of the other hotel inmates, who see in his
~devotion only the abject and fussy subservience of a doting
_husband ministering to the whims of his wife. His harrowing
thoughts and sense of frustration, concealed behind a mask
.of defiance, are never stated or described. The only;outward
indication of his restlessness is his habitual gesture «turning
‘the ring, turning the heavy signet ring upon his little finger».

The pent-up agitation under which he labours, breaks
through only occasionally in violent reaction to some trifling
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obstacle that may threaten the slightest delay in providing for
Jinnie’s needs: it may be a hitch in the lift service when he
hurries to get the medicine that can temporarily relieve Jinnie's
suffering; or failure to find quickly enough the shawl to pro-
tect her from the chilly air.

K. M. never states or describes, in so many words, the di-
lemma in which Robert is caught up — being forced by his de-
votion and compassion for Jinnie to renounce his own life and
work. But Robert’s nervousness, the stress and feverish com-
pulsion that drive him on, are conveyed by the whole structure
of the story: the tense shifts from the past of the general narra-
tion to the present in Robert’s visions of his former life —
the time when he still lived a normal active life, — the associa-
tive links which provoke these reveries, the contrast between
his actual personality and the distorted image of him as he
appears to the other hotel guests. And of no minor importance
in this structural design is the thrice repeated pattern of a
sentence falling into a chain of parallel sections, with the ini-
tial adverb carrying the semantic charge of the unstated verb,
and gathering up the headlong, strenuous motion.

On each of these three occasions the construction is used to
mirror a different aspect of Robert’s condition. The first time it
occurs in the story, the construction forms the framework of a
hurried catalogue of the uninspiring surroundings to which
Robert, by his own volition, is now confined.

Robert is hurrying to get a shawl for Jinnie, driven on by
jrantic anxiety, for a chill may prove fatal to her. And the
stereotype and boring set-up of the hotel passes in review be-
fore our eyes as Robert-registers each nauseating detail:

And he turned and swiftly crossed the veranda into the
dim hall with its scarlet plush and guilt furniture — con-
jurer’s furniture — its Notice of Services at the English
Church, its green baize board with the unclaimed letters
climbing the black lattice, huge «Presentation» clock that
struck the hours at the half-hours, bundles of sticks and
umbrellas and sunshades in the clasp of a brown wooden
bear, past the two crippled palms, two ancient beggars at
the foot of the staircase, up the marble stairs three at a ti-
me, past the life-size group on the landing of two stout
peasant children with their marble pinnies full of marble
grapes, and along the corridor, with its piled up wreckage
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of old tin boxes, leather trunks, canvas hold-alls to. their

room. (P. 130) ) .

Although a verb denoting forward motion occurs at the
beginning of the passage — crossed the veranda —, its refe-
rence is clearly restricted to the first stage of Robert’s progress.
The adverbs or prepositions, introducing the respective parallel
sections of the second half of the sentence, are completely
dissociated from it, logically and spatially, and thus clearly
acquire independent force carrying the semantic charge of mo-
tion.

Later-in the story, Jinnie insists that Robert take a walk by
himself, because he cannot «drag after [his] invalid wife every
minute», as she says.

Robert goes off to take a walk. But there is no relaxation
for him, no relief from his inner restlessness. And again it is
through the syntactical structure that the hurried pace of a man
driven is suggested:

On — on — past the finest villas in the town, magnificent
palaces, palaces worth coming any distance to see, past
the public gardens with the carved grottoes and statues
and stone animals drinking at the fountain, info a poorer
quarter. (P. 137)

There is no verb at all referring to Robert’s movements in
this sentence, nor in the passage immediately preceding it. It
is only through the words «on — on», «past», «into», that the
action is implied.

And in a subtle way, the reader is made aware that the
sights and beauties which attract the tourists remain unheeded
and are altogether outside Robert’s preoccupations. Only when
he has left behind all that recalls the health resort, the beauty
spot, does he come to a standstill. Viewing the ordinary, every-
day life of the working people, he has a moment of respite and
becomes aware of the landscape:

The late sunlight, deep, golden, lay in the cup of the val-
ley; There was a smell of charcoal in the air. In the gar-
dens the men were cutting grapes. (P. 138)

The construction occurs for the third time in this story in.
one of the passages when Robert is. remembering things past.
He sees himself hurrying to catch the train home. This time
only the bare landmarks on his way are mentioned. There are
no disturbing overtones. He is simply a man anxious te catch:
a train, because he wants to get home:
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Jovel he had to hurry if he was going to catch that train

home. Over the gate, across a field, over the stile, into

the lane, swinging along in the drifting rain and dusk...

Just home in time for a bath and a change before supper.

(P. 138)3

The parallel sections division and the repetitive patterns
which form a prevailing trait of K. M.’s sentence structure, im-
part to her prose a lyrical rhythm, a persuasive insistence as
of incantation almost. This musical cadence of her phrase is
greatly conducive to the emotional intensity suffusing her sto-
ries in spite of the general authorial reticence in her manner
of presentation.

M. Sncon

XAPAKTEPHbIE CHHTAKCHYECKHE KOHCTPYKLHH
MPO3bl K. MOAHCPHJIIA

AHHOTaAaUuusd

B craTbe oTMeuaeTcs, UTO NO3THYHOCTb paccka3zoB K. Msuc-
Ui B OOJBIIOH Mepe CBsi3aHa C PHTMHYHBIM 3By4YaHHEM ee
si3plka. HekoTopele cHMHTakCHueCKHe NpHEMBI, yacTto ymotpeb/se-
Mble THCATENbHUIEH, — HHBEPCHs, NMOBTOP, COEAMHEHHE Mapal-
JIeJIbHBIX KOHCTPYKUHUH, — CHOCOGCTBYIOT CBOeO6GpPa3HOM JIHPHUHO-
«CTH ee TPO3HI.

HeHaBssyuBblfl pUTM, a TaKxkKe TECHAs CBA3b MEXAY CHHTaX-
-CHYeCKOH (opMOH H SMOLMOHAJBHBIM M CMBICJAOBBIM cOJepxa-

‘HHeM M3HchUAACKON (pasbl YCHAUBAIOT BO3AEHCTBHE ee paccKa-
30B Ha YHTaTeNs. .

5 W. Lang draws attention to the syntactical structure of this particular
passage. He does, however, not refer either to the expressive function this
<construction has in the immediate context and in the story as a whole, or to
the syntactical pattern (the parallel section division) of which it is a variant.
(See W. Lang, Sprache und Stil in Katherine Mansfields Kurzgeschichten,
Tiibingen, 1936, S. 16.).
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