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P R E F A C E 

This book-aid on in t e rp re t a t i on is m e a n t for s t u d e n t s , t r a i n e e s , 
l o s tg r adua t e s , r e f reshers ' courses a t t e n d e r s and t e ache r s spec ia l i z -
tig in E n g l i s h as a major subject . 

The book cons i s t s of 5 p a r t s : 
1. Theore t ica l in t roduc t ion to the subjec t of i n t e rp re t a t i on . 
2. Brief i n s t ruc t i ons for s e m i n a r s . 
3. S a m p l e s of in t e rp re ta t ion . 
4. Texts of short s tor ies suppl ied wi th t a s k s for i n d e p e n d e n t 

n t e rp re t a t ion . 
5. Index of used t e r m s . 
The theore t ica l pa r t e m b r a c e s the m a i n l inguos ty l i s t i c p r o b l e m s 

j n d i s p e n s a b l e for i n t e rp re t a t ion . This m a t e r i a l which is p r e s e n t e d 
as an up-to da te su rvey of mode rn r e sea rches con be used both for 
compiling in t roduc to ry lec tures on the course of i n t e r p r e t a t i o n 

( ( lectures — 24 h r s ; s e m i n a r s — 32 h r s ; p r ac t i ca l s in " A n a l y t i c a l 
Read ing"—46 h r s ) . Moreover the above-ment ioned Aid i s a l so in tend
ed for f inal-year s t u d e n t s w o r k i n g on their own u n d e r the g u i d a n c e 
of a tu tor . A n d finally it can also be used at refsher c o u r s e s for 
e c t u r e s — 16 h r s , s e m i n a r s — 16 h r s as we'll as for w r i t i n g cour se 
papers, d i p l o m a s and p o s t g r a d u a t e e n t r a n c e e s says . Bes ides t h a t 
it p rovides b e g i n n e r s wi th a s u m m a r y of the theore t ica l i n t roduc t 

i o n wr i t t en in a compac t and comprehens ib l e m a n n e r . 

The a u t h o r s have m a d e every effort to i l lus t r a t e t heo re t i ca l 
pr inciples by the t ex t s a l r e a d y famil iar to s t u d e n t s t h r o u g h such 
aspects o f l a n g u a g e s tudy as ana ly t i ca l and home r e a d i n g , as we l l 
as the course in h i s to ry of foreign l i t e ra tu re . 

The chief pu rpose of the book is to supp ly s t u d e n t s wi th a m a 
nual for s e m i n a r s on in te rp re ta t ion . The second pa r t of t h e book 
in t roduces the r eade r to the m e t h o d s and w a y s of i n t e r p r e t a t i o n 
and offers a scheme of ana ly s i s to faci l i ta te the execut ion of t h e 
task. I t i s r e c o m m e n d e d to s t a r t s e m i n a r s wi th " s a m p l e s " wh ich 
provide l i t e ra ry t ex t s , followed by de ta i led c o m m e n t a r i e s , expl ica t 
ing s u b c u r r e n t in format ion and f o r m u l a t i n g the a u t h o r ' s m e s s a g e . 
If a s t uden t comes ac ross unfami l i a r t e rms , he can find the i r 
exp lana t ion in the theore t ica l in t roduc t ions wi th the help of t h e 
index. 
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3 . T H E O R E T I C A L I N T R O D U C T I O N 

1 

§ 1 , Interpretation of the Text as a Subject, Its Aims and Tasks , 
Its Links with Other Subjects 

N o w a d a y s the genera l educa t ion cycle of t r a i n i n g ph i l o log i s t s -
ingu i s t s o i b road specia l iza t ion requ i res , as an i n t eg ra l p a r t , 
he i m p l a n t i n g of the cul ture of competen t and e rud i t e r e a d i n g , 
vhich p lays a considerable role in the ideological and mora l u p b r i n 
ging of the s tuden t s . That is the r e a s o n which accoun t s for t h e 
nc lus ion of the theoret ical courses of " s ty l i s t i c s" and " i n t e r p r e t a -
ion of the t ex t " in the cur r icu la of l ingu is t i c p e d a g o g i c a l ins t i tu 

tes and phi lological d e p a r t m e n t s of un ivers i t i e s . 
I n t e rp re t a t i on of the text as a scientific subject c o m p r i s e s a 

system of m e t h o d s and devices for g r a s p i n g the m e a n i n g of a be l 
les- let t res text and its ideologica l -aes the t ic and emot iona l i n fo rma
tion by c o m p r e h e n d i n g the au tho r ' s v is ion of the wor ld and t h e 
cogni t ion of objective real i ty, reflected in the text. The course of 
i n t e rp re t a t ion for future t eachers -ph i lo log i s t s is a imed at deve lop
ing their skill for p e n e t r a t i n g into the deep essence of a l i t e r a ry 
work, for f ind ing objective r e a s o n s in the text of its ideo log ica l , 
aes thet ic , educa t iona l and emot iona l impac t on the r eade r a n d for 
ex t r ac t i ng the ent i re information, t ha t is deposi ted in it. 

S imi la r i ty or d iss imi lar i ty of s e p a r a t e ideo log ica l -aes the t i c , 
psychologica l , emot ional qual i t ies of the author a n d r eade r s t ipu
la tes the possibi l i ty of different t r e a t m e n t of one and the s a m e 
novel or s tory. However the possibi l i ty of different t r e a t m e n t 
doesn ' t m e a n ut ter a rb i t r a r ines s in the in te rpre ta t ion of the t ex t , 
because all in te rpre te r s proceed from the same ac tua l i ty r eco rded 
in a given pr in ted mat te r . 

A be l les - le t t res text is u sua l ly complex and cons i s t s of s eve ra l 
l aye r s . The t a sk of in te rpre ta t ion is to extract m a x i m u m of 
t h o u g h t s and feelings with which i t is imbued by the au thor . 

Whi le decod ing the wr i t e r ' s m e s s a g e , the reader mus t r e c r e a t e 
the comple te pic ture of objective rea l i ty which is expressed in t h e 
text in a compressed and cur ta i l ed form. In the ideal v a r i a n t t h e 
rea l i ty perceived by the au tho r m u s t be identical to the r e a l i t y 
rec rea ted by the reader , but as a ru le complete ident i ty , is n e v e r 
achieved because the recipient of the book unavo idab ly i nc ludes 
his own pe r sona l experience ( t he sau rus ) in the pe rcep t ion of the 
text . The add re s see ' s subjective qual i t ies — his intel lect , h i s cul-

After r e a d i n g some s amp le s , t he s t u d e n t s can p a s s over to th 
4 th pa r t , which con ta ins m a t e r i a l for i n d e p e n d e n t ana lys i s wit 
s u b s e q u e n t d i scuss ion in the aud i to r ium. 

W h i l e se lec t ing s tor ies for the 4th pa r t the a u t h o r s w e r e g u i d e 
by t he fo l lowing pr inc ip les : 

a) The s tory should be i n t e r e s t i n g and thr i l l ing-
b) The s tory should be v a l u a b l e from the educa t iona l and idee 

log ica l po in t s of v iew; 

The work wi th the m a n u a l will he lp to develop the habi t o 
careful and cog i ta t ive r e a d i n g a n d p roper ly e x p r e s s i n g one ' s poin ' 
ot v iew. F 
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t u r a l and educa t iona l level , emot iona l and psychologica l t u r n of 
m i n d a re ac t ively inc luded in the func t ion ing of the t r i e l ementa l 

s c h e m e : a d d r e s s e r — repor t — addre s see ' , fo rming new types of re
l a t i o n s h i p be tween them. T h a t ' s why the p e d a g o g i c a l aspect of in
t e r p r e t a t i o n is of g r e a t i m p o r t a n c e because only an ins ign i f i can t 
p a r t of r e a d e r s is c apab l e of m a s t e r i n g a be l les - le t t res work in i ts 
c o m p l e t e n e s s and profundi ty . A common r eade r m u s t be t a u g h t 
r e a d i n g as a specific k ind of cogn i t ive -aes the t i c act ivi ty . Tha t is the 
m a i n t a sk of i n t e rp re t a t ion of the text . 

The a r t i s t i c p roper t i e s of a be l les - le t t res work are i n s e p a r a b l e 
from the socio- ideological t endenc i e s of the epoch and they can be 
r evea l ed only t h r o u g h the a n a l y s i s of i ts l ingu is t i c level. The very 
choice of the subjec t for the book is u s u a l l y de t e rmined by t h e 
a t m o s p h e r e of the epoch and its m a i n confl icts : social , ideological , 
po l i t i ca l , psychologica l and emot iona l . The a g g r e g a t e to ta l i ty of 
ideo log ica l , social and n a t i o n a l p rob lems , l i t e ra ry facts, economic 
t eno r , pol i t ica l t endenc i e s and pe r sona l c i r c u m s t a n c e s of c r e a t i n g 
a l i t e ra ry work are defined by the gene ra l t e r m "cu l tu ra l context" . . 

W h e n the r eade r comes ac ross some h is to r ica l facts, g e o g r a p h i c 
o r p rope r n a m e s , quo t a t i ons , a l lus ions and p roverbs , which are not 
fami l ia r to h im, he will m i s s m a n y i m p o r t a n t po in t s and there ' l l 
be l a c u n e s or b l a n k s in his u n d e r s t a n d i n g of the book. Very often 
t h e n e c e s s a r y in format ion of the cu l tu ra l context is p rov ided by 
t h e c o m m e n t a r y to the book, i f not, the r e ade r m u s t consul t encyc
l o p a e d i a s , d ic t ionar ies , t he au tho r ' s b iog raphy , an ou t l ine of his 
l i t e r a ry career and other reference books . 

A bel les- le t t res text is a uni t of speech and as such i t is c o n s i 

dered to be a s u p r e m e uni t of communica t i on , convey ing in format ion 
from one m a n to ano the r . Thus , i t becomes a cons t i tuen t l ink in 
the fo l lowing sys tem of r e l a t i ons : object ive rea l i ty — au thor — li
t e r a r y work — reade r . This chain of e l emen t s in the crea t ive pro
cess shows t ha t the au tho r i s the first to g r a s p and comprehend 
t h e object ive rea l i ty . H i s r e su l t s a re expressed in his l i t e ra ry work. 
The l i t e ra ry work i s a l w a y s add re s sed to the publ ic . R e a d i n g the 
book, t oge the r wi th the in format ion the r eade r receives a ce r ta in 
impac t of the a u t h o r ' s wil l and intent . U n d e r the impac t of the 
a u t h o r ' s wi l l -power the r eade r b e g i n s act ively in f luenc ing the 
objec t ive rea l i ty . Hence , the in te rac t ion of the e l emen t s in th i s 
l i t e ra ry -c rea t ive p rocess comes to an end. 

If the r eade r is c a p a b l e of t a k i n g the r igh t a t t i t ude to the book, 
h i s inf luence will be beneficial . If the r e ade r is unab l e to in te rpre t 
t h e book correct ly he m a y become an obedient and he lp less tool of 
t h e a u t h o r ' s wil l . The p rac t i ce of i n t e r p r e t i n g books can help to 
o r g a n i z e th is p rocess in a faul t less way and p r e p a r e the r eade r to 
g ive a p rope r eva lua t ion of the book and the idea expressed in it. 

The final a im of t r a i n i n g s t u d e n t s in i n t e r p r e t i n g t ex t s is to 
g ive init ial k n o w l e d g e to b road m a s s e s for the percept ion of ver
ba l ar t , which is an effective w a y for c o g n i z i n g and l e a r n i n g t h e 
s u r r o u n d i n g rea l i ty . K . M a r x wro te t ha t a r t i s t ic forms a l o n g s i d e 
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with ju r id ica l , pol i t ical and ph i losophica l ones u n d o u b t e d l y s e r v e 
as an ideologica l form of r ea l i z ing the m a t e r i a l w o r d " . 1 

S p e a k i n g about " i n t e r p r e t a t i o n " as a scientific subject m a n y 
r e s e a r c h e r s point out i ts c rea t ive c h a r a c t e r and cons ider i t to be 
a h u m a n i t a r i a n b ranch of l e a r n i n g . S ince the l a n g u a g e t i s sue of 
a l i t e ra ry work se rves as the ma in and p r i m a r y source of all k i n d s 
of informat ion , " i n t e r p r e t a t i o n " is r ightful ly cons idered to be a l in
guis t ic subject and finds itself on the j u n c t u r e wi th s ty l i s t ics a n d 
l i t e ra ry cr i t ic ism on one s ide and phi losophy, sociology, e th ics a n d 
aes the t ics on the other . 

Ph i losoph ica l app roach in the in t e rp re t a t ion p rov ides the r e 
searcher wi th a genu ine r evo lu t i ona ry theory-d ia lec t ic m a t e r i a l i s m , 
which forms the m a i n bas i s for a n a l y s i s . The other p a r t s of t h e 
phi losophica l sys tem ind i spensab le for cr i t ical e x a m i n a t i o n of a 
l i t e ra ry work are h e r m e n e u t i c s ( the science of i n t e r p r e t a t i o n ) a n d 
axiology (the science of sygni f icance and v a l u e s ) . 

H e r m e n e u t i c s is a science about u n d e r s t a n d i n g t h e m e a n i n g of 
a l i t e ra ry work- I t o r ig ina t ed in an t i que cu l tu re as a t h e o r y a n d a r t 
of i n t e r p r e t i n g anc ien t l i t e ra ry w o r k s a n d la ter on developed in to 
a special b r a n c h of k n o w l e d g e for i n t e r p r e t i n g biblical t ex t s . In 
the epoch of R e n a i s s a n c e t he re were two t r e n d s in h e r m e n e u t i c s : 
h is tor ic and symbol ic — a l legor ica l . An in te rp re te r w a s the k ind of 
a cu l tu ra l med i a to r be tween the au tho r and r eade r . In XVII I cen
tu ry th is sc ience lays the m a i n s t r e s s on the sp i r i tua l e s sence o f 
cu l tu re and the au tho r ' s pe r sona l sys tem of ideas . 

The in teres t in h e r m e n e u t i c s h a s revived in the la te ten y e a r s 
and now we d i s t i ngu i sh the fol lowing five t r e n d s in it: 

1) Ph i losoph ica l t r end — its t a s k is to revea l the sp i r i tua l con
t e n t s of the text , to comprehend the sp i r i tua l essence of t h i n k i n g 
act ivi ty. 

2) Cu l tu ro log ica l t r end — its t a s k is to reveal in the tex t t h e 
cu l tu ra l t r a d i t i o n s which embody the essence of h u m a n h i s to ry . 

3) Na tu r a l i s t i c t r end — its t a sk is to r ep roduce the object "im
pr in ted in the text ; cr i t ics u n d e r s t a n d the wr i t e r ' s work as a mi r 
ror of rea l i ty . 

4) Psycho log ica l t r end — its t a sk is to reveal the p e r s o n a l i t y 
of the au thor , s t a n d i n g behind the text a n d impr in ted in ft . 

5) Al legor ic -symbol ica l t r e n d — its t a sk is to exp la in all " d a r k " , 
obscure and a m b i g u o u s p laces in the text . 

Thus h e r m e n e u t i c s as a ph i losophica l doct r ine for a n a l y s i s 
p lays a cons ide rab le role in m o d e r n l i t e ra ry cr i t ic ism b e c a u s e i t 
" p r e s u p p o s e s an a l l - round h is tor ic a p p r o a c h to the l i t e r a ry w o r k 
and requ i res the e x a m i n a t i o n of cu l tu ra l t r ad i t i ons , the a u t h o r ' s 
persona l i ty and the rea l i ty of the epoch t ha t e n g e n d e r e d t h e book 
in q u e s t i o n " 2 

C T p ' ^ g

M a P K C - K KpHTHKC nOJIHTHqeCKOfi 3KOHOMHH. M„ rOCnOJIHTH3*TT, 1950 , 

2 ri. IT raiUeHKo. OH.iococpcKaH repiueHeBTHKa h ee npo6.ieMaTHKct Co F Idh-
POfla (pHJiococpcKoro 3HaHHH, q. I I . M., 1981, CTp. 209. 
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Axiology as a gene ra l theory of va lues a lso offers an a r s e n a l 
-of scientif ic cr i ter ia for the eva lua t ion of a l i t e ra ry work. It for
m u l a t e s aes thet ic , social , h is tor ic and in te rsubjec t ive pr inc ip les 
for j u d g i n g a work of a r t . "A b a s i s for in te r sub jec t iv i ty is found 
in the cu l tu ra l s igni f icance of the work, its object ive and concre te 
h i s to r i ca l r oo t i ng in t h e cu l tu re of the epoch, i ts m u t u a l connec
t i o n wi th the cu l tu re of the na t ion or the w o r l d " . 1 

M o d e r n cr i t ic ism comes to e s t i m a t i n g l i t e r a tu re as a form of 
s p i r i t u a l - c u l t u r a l act ivi ty , t he v a l u e of wh ich is con ta ined not on ly 
in t h e l i te rary text itself but in its beneficial effect on the society 
a n d in te rac t ion wi th it, in the c o n s u m e r s h i p of t h e work by t h e 
r e a d e r s , in its aes the t ic inf luence upon the aud ience . The aes the t ic 
effect is poss ible only on condi t ion of g r e a t a r t i s t i c v a l u e of t h e 
h e l p s to perfect the m a n himself" 2 . A l i t e ra ry work becomes a t h i n g 
v a l u a b l e if it is i n t e rwoven into life, if it m a k e s life bet ter , if it 
h e l p s to perfect the m a n himself" 7 . A l i t e ra ry work becomes a t h i n g 
of a r t on ly if it inf luences the m i n d s of people and if it fails in i ts 
e d u c a t i o n a l , cogni t ive and other funct ions i t canno t rea l ize its 
d e s t i n a t i o n and h a s n o a r t i s t i c v a l u e . 

A v a l u a t i o n focus of a l i t e ra ry work is not p e r m a n e n t , it is 
sh i f t ing in the course of t ime and in each new epoch the a n a l y s i s 
g o e s a l o n g s o m e w h a t different l ines . T h u s the d o m i n a n t function 
of " E u g e n e O n e g i n " in XIX cen tu ry w a s different from w h a t i t is 
n o w . F o r m o d e r n r e a d e r s D e c e m b r i s t s ' pol i t ical ideas expressed in 
t h e book a re no longer ac tua l because t hey don ' t a n s w e r u r g e n t 
q u e s t i o n s of the p re sen t -day complex wor ld . This versif ied novel 
n o w a t t r a c t s r e a d e r s by o ther po in t s , i ts pol i t ica l p r o b l e m s h a v e 
become subdued , its ax io logica l s t r u c t u r e h a s c h a n g e d . 

Cr i t i c i z ing a l i t e ra ry work we rely upon ethics wi th i ts p e r m a n e n t 
o r i e n t i n g poin ts "good , v i r tue—evi l , h a r m " and aes the t ics 
wi th i ts g e n e r a ! cr i ter ia "beaut i fu l , fine — ugly, d i s g u s t i n g " . The 
g r e a t R u s s i a n cri t ic V.G.Bel insky sa id , "cr i t ic i sm i s m o v i n g ' 
a e s the t i c s " . 3 This s t a t e m e n t is expla ined in the fol lowing w a y : 
aes the t i c s , g e n e r a l i z i n g the a r t i s t ic exper ience of h u m a n i t y , w o r k s 
o u t on its bas i s a n u m b e r of pos tu l a t e s , c a n o n s and ca t ego r i e s , ' 
which g row and c h a n g e in the course of h is tory . That a l t e r s the 
theo re t i ca l founda t ion for the cr i t ic ism of a r t i s t i c works . 

The poli t ical layer of a l i t e ra ry work is u sua l ly add res sed to a 
c e r t a i n social g roup , the ethic layer to t h e society as a whole and 
t h e aes the t i c layer to h u m a n i t y . The in t e rp re t a t i on of a l i t e ra ry work] 
as a ru le u n d e r g o e s two s t a g e s . At the first s t a g e we lea rn the plot: 
of a book and acqua in t ou r se lves wi th c h a r a c t e r s . At the second s t a 
ge we perform a t ho rough l inguis t ic a n a l y s i s e x a m i n i n g the m a i n 
theore t i ca l ca t egor i e s of the text and its pecul ia r i t ies which will be 
dea l t wi th in, t he subsequen t c h a p t e r s of th i s m a n u a l . 

' H a s s H . F . D a s P r o b l e m der L i t e r a r i s c h e n W e r t u n g . D a r m s t a d t . 1979. 
2 JI. H. C T O J I C B H H . FlpHpoiia scTeTimecKoft U E H H 0 C T H -

 M ; 1 9 7 2 ' C T p i / 9 ' 
3 IO. DopeB. HcKyccTBO HHTepnpeTaum H O U C H K H . M., 1981, CTp. 64 : 
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§ 2 . Informativity of the text 

Informat iv i ty is the m a i n ca t ego ry of the text , its abi l i ty to 
convey informat ion , i.e. ce r t a in mean ing fu l con ten t s . The concept 
of informat ion e m b r a c e s a n u m b e r of p rob lems o v e r s t e p p i n g the 
l imi t s of pure ly l ingu is t i c r e sea rch . O n e of t h e m is t h e p rob lem of 
the new ( the u n k n o w n ) . I t i s qui te obvious , tha t the new can ' t be 
subjec ted to cons ide ra t ion wi thou t t a k i n g into account social , psy
chological , scientific, cu l tu ra l , age , t ime a n d other factors . 

The r epo r t which is new for one rec ip ien t and therefore ca r r i e s 
ce r ta in informat ion , m a y be known or un in te l l ig ib le for ano the r 
a n d therefore devoid of in format ion . W h a t is new for one per iod 
of t ime will be wel l -known for the subsequen t one. 

Another ques t ion is the v a l u e of t h e received in format ion . I t 
i s known tha t informat ion , be ing r epea ted , loses its va lue and as 
a resul t ceases to be in format ion . I t is a l so k n o w n t h a t some t ex t s 
h a v e u n c h a n g e a b l e va lue . Their aes the t ico-cogni t ive or scientif ic 
s igni f icance a l w a y s r e m a i n s in the t r e a s u r y of h u m a n cu l tu re . 
They serve as a p e r m a n e n t source of the new and therefore they 
a r e a l w a y s informat ive . 

In wr i t t en t ex t s of different funct ional s ty les a c c o r d i n g to 
Prof. I. R. G a l p e r i n 1 i t is expedient to d i s t i ngu i sh the fo l lowing 
k inds of in format ion : 

a) con ten t - fac tua l ( C F I . ) , b) con ten t -concep tua l ( C C I ) , c) con-
t cn t - sub tex tua l or implicit , C S I ) . 

Conten t - fac tua l in format ion con t a in s r epo r t s about facts , even t s , 
p rocesses which took place , or a re t a k i n g p lace or will t ake p lace 
in the s u r r o u n d i n g wor ld , rea l or i m a g i n a r y . 

Con ten t - concep tua l in format ion conveys to the r eade r the aut 
hor ' s ind iv idua l u n d e r s t a n d i n g of the r e l a t ions descr ibed by m e a n s 
of CFI , his u n d e r s t a n d i n g of the cause and effect connec t ions , their 
s ign i f icance in the social , economic, pol i t ical and cu l tu ra l life of the 
people, i nc lud ing the r e l a t i ons be tween s e p a r a t e ind iv idua l s , and 
the i r complex psychologica l , aes the t ic and cogni t ive in te rac t ion . 

C o n t e n t - s u b t e x t u a l in fo rmat ion is not explici t by its n a t u r e , i t 
is not expressed in the verba l layer of the text . It is a kind of sub-
cu r ren t concea led in format ion t h a t c a n be der ived from C F I t h a n k s 
to the abi l i ty of the l a n g u a g e un i t s to e n g e n d e r assoc ia t ive and 
conno ta t ive m e a n i n g s as well as t h a n k s to the abi l i ty of s en t ences 
uni ted into syn tac t i ca l wholes to convey inc remen t of sense . 

The Be lg ian wr i t e r - symbol i s t M.Meter l inx , au tho r of "The Blue 
Bi rd ' " , w a s the first to t ake not ice of subcu r r en t in format ion in 
the text . This p h e n o m e n o n w a s a lso s tud ied by m a n y Soviet scho la r s , 
such as T.I. S i lman , I.R. Ga lpe r in , V.A. Kukha renko . In her wel l 
known ar t ic le "Sub tex t as a l i ngu i s t i c p h e n o m e n o n " T . I .S i lman 
s t a t e s tha t subtext is the m e a n i n g of some even t s or r e m a r k which 
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is felt by a r eade r but not expressed by the w o r d s in the i m a g i n a 
t ive text . V .A.Kukharenko looks upon subtext as impl ica t ion , which 
s u g g e s t s add i t iona l sense and emot iona l m e a n i n g . We follow Prof. 
I.R. Ga lpe r in ' s definit ion of subtext , g iven in the book "Text as an 
object of l inguis t ic r e sea r ch" , because i t is mos t comple te and up-
to -da t e : " S u b t e x t is a pure ly l ingu is t i c p h e n o m e n o n inferred from 
the abil i ty of sen tences to e n g e n d e r add i t i ona l sense t h a n k s to dif
ferent s t r uc tu r a l pecul ia r i t i es , to o r ig ina l combina t ion of s en ten 
ces, to symbo l i sm of l a n g u a g e fac ts" . 1 

O n e of the cha rac t e r i s t i c t r a i t s of subtext cons i s t s in its inac
cess ibi l i ty for i m m e d i a t e obse rva t ion , i t e scapes a t t en t ion in the 
first r e a d i n g of the book and b e g i n s s h o w i n g itself t h r o u g h t h e con
ten t - fac tua l in format ion in the second or th i rd r e a d i n g . 

I t is expedien t to d i s t i ngu i sh two k inds of CSI : s i t ua t iona l a n d 
assoc ia t ive . S i t ua t i ona l C S I a p p e a r s in connec t ion wi th the fac ts 
and even ts descr ibed before in long s tor ies and novels . Assoc ia t ive 
C S I is not connected wi th the facts descr ibed before but a p p e a r s 
by vi r tue of our conscience inheren t hab i t to connect the ve rba l 
text wi th our a c c u m u l a t e d pe r sona l or social exper ience . I t is m o r e 
ephemera l , diffusive and unce r t a in and to a g rea t extent d e p e n d s 
on the r e a d e r ' s t h e s a u r u s . 

As an example of the first k ind of C S I we' l l t ake an ex t rac t 
from J . G a l s w o r t h y ' s novel "To Let" . 

"When Fleur , after her hur r i ed r e tu rn from Robin Hill , c a m e 
down to d inner t ha t even ing , the mood w a s s t a n d i n g a t the win
dow of Wini f red ' s l i t t le d r a w i n g room, looking out into Green 
St ree t , wi th an air of s ee ing n o t h i n g in it. A n d F leur g a z e d 
p rompt ly into the f ireplace wi th an air of s ee ing a fire which w a s 
not t h e r e " . 

The word " m o o d " personif ies P r o s p e r P rofond as an e m b o d i m e n t 
of P o s t w a r d i s i l l u s ionment and n ih i l i sm. The a u t h o r ' s n u m e r o u s 
references to th i s fore igner in the p rev ious c h a p t e r s as a s leepy 
S a t a n , g roomed and remote , wi th thick p ink l ips and a l i t t le dia
bolic beard , a good devil wi th fabulous wea l th , who could m a k e 
expens ive p r e sen t s wi thou t an obvious pe r sona l mot ive , as a p e r s o n 
who bel ieved in n o t h i n g and w a s indifferent to eve ry th ing ; s p r e a d 
ing a r o u n d himself the a t m o s p h e r e of m y s t e r y and " t o m o r r o w we 
all d ie" feel ing help to u n d e r s t a n d why he had an "a i r of s ee ing 
n o t h i n g " . True to his cynical n e g a t i n g m a n n e r he s aw n o t h i n g in 
a London c rowded s t reet , whi le F leur , wi th her opt imis t ic v i ta l i ty , 
refused to yield to his d e m o r a l i z i n g inf luence a n d p rompted by he r 
disl ike for th i s d a n g e r o u s m a n , s aw a fire in the g r a t e despi te the 
fact tha t there were no b u r n i n g coals t he re . 

By this con t r a s t the au thor e m p h a s i z e s the Br i t i sh a n t a g o n i s 
tic a t t i t ude to th i s susp ic ious a l ien. 

As an example for the second kind of CSI we shal l t ake the 

1 H. P. TaJibnepHH. TeKCT K3K o6i .eKT jiHHrBHCTmecKoro H c c n e A O B a H M . M . ; 
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c o n c l u d i n g p a r a g r a p h of the s tory "A bit of S i n g i n g and D a n c i n g " 
by S u s a n Hil l . For fifty y e a r s E s m e F a n s h a w , the m a i n p e r s o n a g e 
of the s tory, had been bound to her mothe r and obeyed her s t r ict 
code of life. Now, a f t e r ' h e r m o t h e r ' s dea th she took a lodger into 
her house , but still her m o t h e r ' s conven t iona l i t i e s influenced her 
life. 

One day E s m e chanced to l ea rn t ha t her lodger (Mr. Cur ry ) 
e a rned m o n e y by s i n g i n g and d a n c i n g in the s t reet . Her sense of 
r e spec tab i l i t y w a s shocked. Her mo the r would s t rong ly d i s app rove 
of it. I t w a s h u m i l i a t i n g . But soon she m a n a g e d to overcome her 
m o t h e r ' s p re jud ices as we see i t from the end of the s tory: 

"Bu t n o t h i n g w a s sa id t ha t even ing , o r unt i l some weeks la ter , 
w h e n Mr. C u r r y w a s s i t t i ng oppos i te her , on a cold w i n d y A u g u s t 
n igh t , r e a d i n g from the vo lume C O W to DIN. E s m e F a n s h a w said, 
looking at h im, "My mothe r used to say, Mr .Cur ry , T a l w a y s like 
a bit of s i n g i n g and d a n c i n g , some var ie ty . It t akes you out of your
self, s i n g i n g and d a n c i n g " . M r . C u r r y g a v e a li t t le bow". 

I t is not difficult to gues s the subcu r r en t m e a n i n g of E s m e ' s 
w o r d s . She no longer cons ide r s his occupat ion d isgraceful and 
won ' t be a s h a m e d of k e e p i n g him as a lodger . M r . C u r r y apprec ia 
t e s the c h a n g e in her a t t i t ude by his l i t t le bow. 

Thus subtext is a kind of add i t i ona l in format ion which a r i se s 
t h a n k s to the r e a d e r ' s abi l i ty to see the text as a combina t ion of 
l inear and supe r l i nea r in format ion . The g r ea t e r i s the wea l th and 
d ivers i ty of the r e a d e r ' s t h e s a u r u s the m o r e is his abi l i tv to per
ceive the un to ld and implied t h i n g s in the text . 

The final aim of in t e rp re t a t ion is the ex t rac t ion of the con
ten t -concep tua l informat ion , i.e. the fo rmula t ion of the idea of 
a l i t e ra ry work. Whi l e r e v e a l i n g the concep tua l , in format ion , we t ry 

to p e n e t r a t e t h r o u g h the sur face s t r u c t u r e of the text into i ts deep-level 
m e a n i n g and comprehend the a u t h o r ' s m e s s a g e of the book. T h u s 
we see t h a t the decod ing of the concep tua l informat ion d e p e n d s on 
content - fac tua l a n d sub tex tua i k inds of informat ion . 

The factual in format ion doesn ' t r equ i re a n y efforts for i ts g r a s 
p ing , it is in the sur face layer of the text and access ib le in the 
first r e a d i n g . The CFI is explicit by its n a t u r e , i . e. it is a l w a y s 
expressed verba l ly . The l a n g u a g e s i g n s a re u sua l ly used in the i r 
direct logical m e a n i n g s e s t ab l i shed by the social exper ience . This 
kind of in format ion a c q u a i n t s the r eade r wi th the plot of the book, 
its p e r s o n a g e s , their col l is ions and different a c c o m p a n y i n g even t s ' 
Thus the typical t r a i t of the CFI is its everv dav life c h a r a c t e r 
whi le the typica l t ra i t of the .CCI is its aes the t i c -a r t i s t i c cha rac t e r . 

The comprehens ion of the concep tua l in format ion is poss ib le 
only after se r ious cogi ta t ion over the l i t e ra ry work. The r eade r 
should be acqua in t ed wi th the book in i ts comple teness , i . e. he 
should p e r s u e i t from the b e g i n n i n g to the end. 

The concep tua l in format ion co r re l a t e s wi th the idea of a book 
a n d d r a w s the r e a d e r ' s a t t en t ion to the problem of the n e w tha t 
the au thor p r o p o u n d s in his work. This concept of the new is ha rd 
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to be revea led at once, i t is d iscovered only after t h i n k i n g over 
t h e content and c o m p a r i n g different facts of the book a g a i n s t the 
b a c k g r o u n d of the en t i re text . The CCI is not a l w a y s expressed wi th 
sufficient c lar i ty . Therefore i t affords and even u r g e n t l y d e m a n d s 
different a p p r o a c h e s in its in te rp re ta t ion . 

The CCI is p r e d o m i n a n t l y a ca t egory of i m a g i n a t i v e tex ts and 
it r equ i res careful cons ide ra t ion and de l ibera t ion for its decod ing . 
The r eade r m u s t c rea t ive ly e x a m i n e and r e e x a m i n e all ac t ions , 
even t s , p rocesses and r e l a t i ons be tween the i nd iv idua l s in the so
ciety p resen ted by the au tho r in the i m a g i n a r y wor ld of his crea
t ion . Tha t wor ld app rox ima te ly reflects the object ively ex i s t i ng 
social life. 

I t is r a the r difficult to e v a l u a t e the concep tua l in format ion not 
only for wel l - read people but even for soph is t i ca ted expounde r s , 
who often v a r y in their opin ion about it. Tha t l eads to p lu ra l i ty 
in in te rp re ta t ion . This c i r cums t anc e g ives g r o u n d for d i spu tes 
which would be very useful in a s t u d e n t s ' aud i to r ium. 

§ 3 . Modality of the Text 

Modal i ty , or the a t t i t ude of the speaker or wr i te r to rea l i ty 
cha rac t e r i ze s any u t t e r ance . It is a ca t egory inheren t in the lan
g u a g e in act ion and therefore , equal ly wi th o ther ca tegor ies , cons
t i t u t e s the e s sense of the commun ica t i ve p rocess . 

This i s ' t h e opinion of the o u t s t a n d i n g m o d e r n l i ngu i s t s V.V.Vi
n o g r a d o v , I .R.Galper in , N .Yu.Shvedova , G.A.Zolotova and o the r s . 
At the s a m e t ime the o v e r w h e l m i n g major i ty of g r a m m a r i a n s con
sider the ca t egory of moda l i ty main ly as the express ion of r ea 
l i ty / i r rea l i ty of the u t t e r ance , t r e a t i n g it as a not ion, object ively 
inherent in the u t t e r ance , but not connec ted wi th a pe r sona l eva
lua t ion of the subject of t h o u g h t . 

The app roach to the sub jec t ive -eva lua t ing factor as an indica
t ion of moda l i tv found its express ion in "The G r a m m a r of t h e 

M o d e r n R u s s i a n L i t e ra ry L a n g u a g e " , r e l eased in 1970. The cate-
o-ory of moda l i ty is p resen ted here in two aspec t s — as an object ive 
m o d a l m e a n i n g and a subject ive moda l m e a n i n g . Bes ides the ob
ject ive m o d a l m e a n i n g b e l o n g i n g to the sys tem ot sen tence fo rms 
and re fe r r ing the repor t 1o rea l i ty / i r r ea l i ty p l ane , wr i t e s N.Yu.Shve
dova _ every u t t e r a n c e posses ses subject ive m o d a l m e a n i n g . The 
objec t ive-modal m e a n i n g exp re s se s the c h a r a c t e r of the re la t ion of 
the repor ted informat ion to real i ty , w h e r e a s the subject ive m o d a l 
m e a n i n g expresses the a t t i t ude of the speaker to the repor ted infor
ma t ion This m e a n i n g i s expressed not t h r o u g h the s t ruc tu ra l 
scheme and its forms ( a l t hough in some ca se s the objec t iv iza t ion 
of subject ive m o d a l m e a n i n g is d i scern ib le in the very s t ruc tu ra l 
scheme of the s e n t e n c e ) , but by add i t iona l g r a m m a t i c , l ex icogram-
m a t i c and in tona t ion m e a n s , imposed on one or ano ther form of 
the s e n t e n c e " 1 . 

1 rpaHM'atHKa cOBpevieHHoro pyccKoro jiHTepaiypHoro H3biKa. M., 1970. 
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And, f inally the th i rd app roach to moda l i t y is found in m o d e r n 
E n g l i s h g r a m m a r s , which avoid g i v i n g any definit ion to th i s ca te
gory, ev ident ly looking upon it as a m a t t e r of course , and confine 
t hemse lve s only to s t a t i n g the forms which ca r ry moda l i tv . ( J .Lvons 
R . Q u i r k ) . v y 

Out of the t h r ee e n u m e r a t e d a p p r o a c h e s to the ca t egory of mo
da l i ty the second one is the mos t su i t ab le for the theory of in te rpre 
t a t ion , because i t d i s t i ngu i shes object ive and subject ive moda l i t y . 
The in t roduct ion of subject ive moda l m e a n i n g into the gene ra l ca
t e g o r y of moda l i t y r e p r e s e n t s an i m p o r t a n t s t a g e in e x t e n d i n g the 
l imi ts of g r a m m a t i c ana ly s i s of a s en tence and serves as a b r i d g e 
c o n n e c t i n g a sen tence wi th an u t t e r a n c e and a text. So, I .R.Galpe
r in d e m a r c a t e s p h r a s e and text sub jec t ive -eva lua t ing moda l i ty . 
A c c o r d i n g to his definit ion, p h r a s e moda l i t y is expressed by g r a m 
m a t i c and lexical m e a n s ; text moda l i ty , bes ides these m e a n s ap 
plied i.i a special way, is rea l ized in p e r s o n a g e s ' cha r ac t e r s , in a 
pecu l ia r d i s t r ibu t ion of p red ica t ive and re la t ive s p a n s of the text , 
in e p i g r a m m a t i c s t a t e m e n t s , in deduc t ions , in f o r e g r o u n d i n g some 
p a r t s of the text , etc. 1 

In different ' t ypes of t ex t s moda l i ty man i f e s t s itself wi th diffe
r en t deg ree of obv iousness . It is espec ia l ly consp icuous in poetry , 
w h e r e the au tho r expres ses his a t t i t ude to rea l i ty t h r o u g h the w o r d s 
of his lyrical hero. Thus , for ins tance , in a c lass ic sonne t moda l i ty , 
m a n i f e s t i n g itself most vividly in a conc lud ing e p i g r a m m a t i c u t te 
r ance , cha rac t e r i z e s the whole text . Let us read S h a k e s p e a r e ' s 
sonne t 116: 

Let me not to the m a r r i a g e of t r ue m i n d s 
Admi t imped imen t s . Love is not love 

Which a l t e r s w h e n i t a l t e ra t ion finds 
Or b e n d s wi th the remover to r emove : 
O, no! it is an ever fixed mark 
Tha t looks on t e m p e s t s and is never shaken ; 
I t i s the s t a r to e v e r y - w a n d e r i n g bark , 
Whose w o r t h ' s unknown , a l t hough his he igh t be t aken . 
Love ' s not T ime ' s fool, t hough rosy l ips and cheeks 
Wi th in his b e n d i n g s ickle 's c o m p a s s come 
Love a l t e r s not wi th the brief h o u r s and weeks , 
But bea r s it out even to the edge of doom. 

If th is be e r ror and upon me proved, 
I never wr i t , nor no m a n ever loved-
In th i s sonne t the poet g ives a pecu l ia r poetic definit ion of "love, 

the gist of which is the fol lowing: love is a feel ing tha t can be 
s u b d u e d nei ther by t ime nor by evil forces, it is a feel ing t ha t 
exa l t s a pe r son and gu ides him in life. This idea is expressed by a ca s 
cade of vivid m e t a p h o r s and bookish w o r d s , c o n t r i b u t i n g to the subl i 
me tone of the poetic text. At the syn tac t i c level i t is i n t e r e s t i n g to 

H. P . Ta.ibnepiiH. TencT K S K o6-beKT jmnrBHcTuqecKoro HccJieflOBamiH.— 
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m a r k an ins i s ten t a l t e ra t ion of aff i rmat ive and n e g a t i v e cons t ruc 
t ions wi th the ve rb " to be" , which e m p h a s i z e the poet ' s c a t ego r i c 
tone , his confidence in h i s T i g h t n e s s . The r h y t h m of the sonne t 
becomes very m o v i n g and exc i t ing t h a n k s to the impera t ive form 
at the b e g i n n i n g of the poem, the emot iona l n e g a t i o n wi th an in
ter ject ion, the personi f ica t ion of t ime, and , finally, the c o n c l u d i n g 
e p i g r a m m a t i c s t anza . I t i s obvious tha t the subject ive e v a l u a t i n g 
cha rac t e r i s t i c is of s u p r e m e i m p o r t a n c e in the poem. I t wil l be no 
e x a g g e r a t i o n to say t ha t the sonne t i s p e r m e a t e d wi th moda l i t y 
and all the above s t a t ed m e a n s and devices of e x p r e s s i n g the au t 
hor ' s a t t i t ude to the sub jec t -ma t t e r of the poem at the s a m e t ime 
serve as the m e a n s of e x p r e s s i n g t ex tua l moda l i ty . 

However , moda l i ty is not only an a g g r e g a t e sum of moda l ele
m e n t s , sca t t e red over s e p a r a t e s en tences in the . text . I t is inher
ent in a poetic text as a whole . " F r o m the t h r ee m a i n gen re s of 
l i t e r a tu re — lyrics, epos , d r a m a — wr i t e s G. V. S tepanov , — for m a n y 
cen tur ies of i ts ex is tence lyr ical poe t ry h a s become the best form 
of e x p r e s s i n g the au tho r ' s inner s t a t e " , and fur ther on: 'A perso
na l a t t i t ude to the c rea ted i m a g e i s su re to s u p p o s e an e v a l u a t i o n . 

T h i n g s are entirely different in scientif ic t ex t s . . Object iv i ty , 
logic , a r g u m e n t a t i o n — the typ ica l qua l i t i es of scientific t ex t s — 
usua l ly leave no room for subject ive e v a l u a t i n g moda l i ty . S i m i l a r 
absence of subject ive m o d a l i t y is typ ica l of b u s i n e s s d o c u m e n t s 
too, whi le in n e w s p a p e r ed i to r i a l s , ske tches , e s s a y s and speeches 
moda l i t y comes forward r a t h e r d is t inct ly . 

In compos i t ions of emot ive prose tex tua l modal i ty is rea l ized 
on the bas i s o f ce r t a in r e g u l a r i t i e s . Subjec t ive e v a l u a t i n g a t t i tu
de to the object of u t t e r ance , as a ru le , doesn ' t reveal the e s sen 
ce of a phenomenon , but only co lours it co r r e spond ing ly , and g i v e s 
a not ion of the a u t h o r ' s wor ld out look. Therefore t ex tua l m o d a l i t y 
m o r e frequent ly f inds its p lace in re la t ive s p a n s of the text , which 
don ' t ca r ry the m a i n factual informat ion , but not in p red ica t ive 
s p a n s , which are mos t ly imbued wi th facts . Yet, in the p rocess of 
l inear deve lopment of the text accen tua t ion can be shifted and 
re la t ive s p a n s m a y g r a d u a l l y acqui re the s t a t u s of p r ed i ca t i ve 
ones . As a resul t , moda l i ty acqu i res a m o r e s igni f icant role in 
c r e a t i n g conceptua l informat ion . 

Thus in the s tory "Wi ld F l o w e r s " by E .Ca ldwel l desc r ip t ive 
s p a n s of the text c a r r y i n g no factual in format ion are subjected to 
r eaccen tua t ion . The fol lowing e x a m p l e shows how descr ip t ion 
acqu i res a p red ica t ive s t a t u s and becomes a key-note in c o n v e y i n g 
conceptua l informat ion . "Whi le she t r u d g e d a l o n g the s a n d y road , 
she could smell the f r ag rance of the las t s u m m e r f lowers all a r o u n d 
her . The weeds and scrub hid mos t of t h e m from s ight , but every 
chance she got she s topped a m o m e n t and looked a l o n g the s i de 
of the di tches for b l o s s o m s " . 

B r i n g i n g t h i s p a s s a g e into cor re la t ion wi th t h e t i t le and t h e 
conten t o f the whole s tory we can disclose the a u t h o r ' s a t t i t u d e 
to his p e r s o n a g e s and t h e rea l i ty descr ibed — in other w o r d s de te r -
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m i n e the subject ive e v a l u a t i n g t ex tua l moda l i ty : for the a u t h o r 
V e r n and Nel ly a re frail but a t the s a m e t ime s t aunch wild flo
wers , s t aunch in their love conf ron t ing the cruel wor ld , the r e ign 
of weeds and t h o r n s . 

Such r eaccen tua t ion , connec ted with the s a t u r a t i o n of r e la t ive 
s p a n s of the text by sub jec t ive -eva lua t ing moda l i ty is observed 
mos t f requent ly in the l i t e ra ry works which more or less d is t inc t ly 
mani fes t the pe r sona l i ty of the au thor , h is wor ld outlook, his t a s 
tes and no t ions . 

Thus the not ion of sub jec t ive -eva lua t ing moda l i ty comes into 
close con tac t wi th the concept of the " a u t h o r ' s i m a g e " . Discour
s i n g abou t the essence of the la t ter , Academic i an V V . V i n o g r a d o v 
ci tes N . M . K a r a m s i n ' s w o r d s t ha t " the c rea tor i s a l w a y s represen
ted in his c rea t ion and often a g a i n s t his wi l l " . At the s a m e t ime 
V.V. V i n o g r a d o v s t r e s se s , t ha t the " a u t h o r ' s i m a g e " , as a deep-
ly ing l ink ing e lement of the text , is a not ion of a b roade r sca le , 
t h a n the posi t ion of the au thor . A c c o r d i n g to L.Tols toy 's expres 
s ion , the cement b i n d i n g any l i te rary work into one in t eg ra l whole 
is the uni ty and invar iab i l i ty of the a u t h o r ' s o r ig ina l mora l a t t i 
t u d e to the subject . M a k i n g th i s formula more precise , V.V.Vino
g r a d o v speaks about " the uni ty of the a u t h o r ' s eva lua t ion and 
c o m p r e h e n s i o n of rea l i ty" . 1 

The a u t h o r ' s image is mos t expl ic i t ly r ep re sen ted by his point 
of view expressed in the l i t e ra ry work. Indeed, if the wr i te r h i m ; 
self qual i f ies the t h o u g h t s and ac t ions of his p e r s o n a g e s , t h e 
r eade r g r a d u a l l y ge t s an idea abou t his i m a g e . I t i s much m o r e 
difficult to define the a u t h o r ' s posi t ion, when the wr i te r refuses to 
be presen t in the s tory and e n t r u s t s h is role to an i m m e d i a t e 
p a r t i c i p a n t or a w i tne s s of events . Tha t i m p a r t s especial au then 
ticity to the n a r r a t i o n , because in th i s case the even t s a re na r 
r a t ed and comprehended from ins ide , from the eye -wi tness ' point 
of view. 

The in t roduct ion of a s tory- te l ler into n a r r a t i o n , of a pe r son 
t ha t r ep l aces the ac tua l au tho r became widely used in bel les- let
t r e s prose from the second half of the XIX cen tury . The s tory
te l ler c rea tes and m a i n t a i n s the au then t i c i ty of the depicted 
even t s — t h a t i s h is ma in function. 

In mode rn Eng l i sh and Amer i can l i t e r a tu re the au tho r frequent
ly chooses t h i s type of n a r r a t i o n when he canno t d i s t inc t ly formu
la te the p rob lems w o r r y i n g him, when he only obse rves a conflict, 
but doesn ' t know how to solve it. A s tory- te l ler is not expected to 
be omnisc ien t , he is l imited by the poss ibi l i t ies of his pe r sona l 
con tac t s and can ' t be an arb i te r of the ac t ions of o ther p e r s o n a g e s , 
s ince the inner mot ives of their ac t ions a re inaccess ib le for him.' 
As a resu l t the problem t u r n s out to be ra i sed , but not solved. 2 

1 B. B. B i i H o r p a j o B . O TcopHH xyaowecTBeHHOft p e n « . M. , B u c u i a n iiiKo.ia, 
- c. 181 — 1 8 2 . 

2 B . A. K y x a p e H K o . HHTepnpeTat iHH T e K c t a . JI . , 1979, c i p . 15—16. 
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A story- te l ler m a y revea l his p re sence in the text explici t ly-i t 
is a n a r r a t i o n in the first pe r son (cf. J. D, S a l i n g e r ' s novel " T h e 
Ca tche r in the Rye" , n a r r a t e d in the n a m e of Ho lden Caulf ie ld , a 
fifteen year old boy) or implici t ly, when we g u e s s about his exis
tence t h a n k s to a special o r g a n i z a t i o n of the l a n g u a g e t ex tu re and 
a shifted point of v iew on the even ts (cf. novels by S u s a n Hil l 
a n d ' M a r g a r e t D r a b b l e ) . W h e n the s tory is told in the first pe r son 
the n a r r a t i o n acqu i res special t rus t fu lness and in t imacy: the 
s tory- te l ler a d m i t s the r eade r into his inner , i n t ima te wor ld . W h e n 
the s to ry is told in the th i rd pe r son we a re m o r e confident of t h e 
n a r r a t o r ' s objectivity, because he is not pe r sona l ly in te r res ted in 
a cer ta in ou tcome of the even t s . 

Some re sea rches (V. A. K u h a r e n k o , L. Y. T u r a y e v a ) d i s t i ngu i sh a 
special t ex t fo rming ca t ego ry — the point of v iew concept , which 
de t e rmines the s t ruc tu re of the who le text both in the p l a n e of 
con ten t and in the p l a n e of express ion . Thus , V. A. K u h a r e n k o dwel l s 
on the point of v iew of the au thor and the p e r s o n a g e s , as well as 
the cases of their coincidence and non-co inc idence . 

Z. Y. Turayeva closely connec t s the con ten t s ide of the point of 
v iew concept wi th the l a n g u a g e m e a n s of its embod imen t in the 
text , d e m a r c a t i n g the n a r r a t i o n from t e m p o r a l , spa t i a l and psycholo
gical po in ts of v iew. 1 

Subjec t ive e v a l u a t i n g moda l i t y co r re l a t e s wi th the a u t h o r ' s 
point of v iew and a psycholog ica l point of view. Moda l i ty m a n i 
fests itself not only in the s h a p e of n a r r a t i o n , but a lso and m a i n l y 
in the au tho r ' s ind iv idua l select ion of l a n g u a g e m e a n s . 

G r a m m a t i c a l and lexical m e a n s of m o d a l i t y s e r v i n g for reve
a l i n g th is ca t egory ins ide a sen tence (ph ra se moda l i t y ) a re used 
in the text in special w a y s . For ins tance , r e p e a t i n g one and the 
s a m e p a t t e r n of a s ty l i s t ic device and g i v i n g it v a r i o u s lexical 
fi l l ing, the au thor consc ious ly or unconsc ious ly cha rac t e r i zes s o m e 
p h e n o m e n o n , event or pe r sona l i t y and indi rec t ly revea l s h is own 
a t t i tude to them. 

As an example we can t ake a sen tence from S . M a u g h a m ' s s tory 
"The E s c a p e " : 

'If she m a r r i e d a h u s b a n d he bea t her , if she employed a bro
ker he cheated her, if she e n g a g e d a cook she d r a n k " . 

Comple te pa ra l l e l i sm based on the t reb le repe t i t ion of the s a m e 
syn tac t i ca l p a t t e r n and accompan ied by a n a p h o r a c rea tes a mono
t o n o u s rhy thm and uni formi ty of in tona t ion which show the aut
h o r ' s indifferent a t t i t ude to Ruth B a r l o w ' s mis fo r tunes . 

' T h e mos t convenien t and concise w a y of r e a l i z i n g moda l i t y in 
a sen tence is an epi thet . In the text it p l ays a less s igni f icant pa r t , 
because (in v i r tue of its syn tac t i c function of an a t t r ibu te ) it 
cha rac t e r i zes only the object to which i t refers . Yet the epi the t 

1 3 . fl. T y p a e B a . XyAOvKecTBeHHbifi T C K C T H npocTpaHCTBeHHO-BpeMeHHbie O T -

HomeHHH. — B K H . : CeMaHTHKO-cTHjiHCTmecKHe HcwieAOBamiH TeKcra H npeA'iQJKe-
H H H , JI. , 1980, c. 3—10. 
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also, b e c o m i n g a f requent ly r epea ted s tyl is t ic device, beg ins to 
reveal the t ex tua l moda l i ty . This is p a r t i c u l a r l y consp icuous in 
l i te rary po r t r a i t s (cf. the por t r a i t of Babbi t , c rea ted by S-Lewis, 
the por t r a i t of Sc rooge , c rea ted by Ch.Dickens , the por t r a i t of 
Pyle by G r . G r e e n e ) . Textua l moda l i t y in the nove ls of these and 
other wr i t e r s becomes obvious only w h e n the r eade r can get a 
not ion about some t h e m a t i c field, i.e. about a g roup of ep i the t s , 
s imiles , descr ip t ive p h r a s e s and indirect cha rac te r i s t i c s sca t t e red 
over the text and uni ted by one d o m i n a n t of emot iona l m e a n i n g . 

For in s t ance , the adjec t ives ; " innocen t " , "quie t" , " g o o d " 
used by Gr. Green in "The Quiet A m e r i c a n " acqu i re an i ronic 
m e a n i n g in the context of the novel , form a dis t inct t h e m a t i c field 
exp re s s ing t ex tua l moda l i ty of c o n d e m n a t i o n a n d censure . 

The brief descr ip t ion of t ex tua l moda l i t y shows tha t th i s cate
gory in app l ica t ion to the un i t s , exceed ing sentence l imits , ca rd i 
na l ly c h a n g e s its de s igna t i on even in the sub jec t ive -eva lua t ing 
p lane . Out of the two k inds of modal ly-objec t ive and sub jec t ive— 
the first one , a c c o r d i n g to I .R .Galper in , is not inheren t in l i t e ra ry 
tex ts in gene ra l . Moreover , mos t f requent ly object ive — m o d a l 
m e a n i n g confines itself only to a sen tence . The re la t ion of r ea l i ty 
I r rea l i ty is not pe r t inen t to fiction t ex t s at all, so long as fiction 
tex ts give only depicted rea l i ty . These w o r k s a re a fruit of a wr i 
t e r ' s i m a g i n a t i o n , the fancy of a poet, of a d r a m a t i s t . The less we 
not ice conven t iona l i ty in dep ic t ing rea l i ty , t he g rea t e r is the a r t i s 
tic impact . Neve r the l e s s an exper ienced r eade r never forge ts t ha t 
he dea l s wi th depicted life. Such a r e ade r perce ives the descr ibed 
h a p p e n i n g s in two p l a n e s : he c o m p a r e s the rea l and the i m a g i n a r v , 
verifies how far they a g r e e wi th each other and e v a l u a t e s the ima
g inary , p roceed ing from his hab i tua l c r i te r ia and concept ion of 
the wor ld . S i m u l t a n e o u s l y he t r i e s to de t e rmine the a u t h o r ' s a t t i 
tude to the sub jec t -ma t t e r of the book and in th i s way to m a k e out 
the subjec t ive-modal m e a n i n g of the whole text . 

§ 4 . Implicitness of the text 

I t i s known tha t l a n g u a g e h a s two levels of e x p r e s s i n g t h o u g h t s : 
explicit and implici t . 

The explicit is what> h a s its own, comple te immed ia t e ve rba l 
express ion, the impl ic i t - i s w h a t h a s no such verbal express ion , but 
is s u g g e s t e d by the explicit , expressed and comprehended by the 
addres see wi th the help of the explici t , as well as the context , lin
guis t ic and p r a g m a t i c s i tua t ions and other factors . Therefore we 
can'J say t ha t the explicit h a s i ts own express ion , and the implici t 
has not . They both have their own express ion , but their k inds a re 
different: the first one is direct and immed ia t e and the second one 
is indirect and h idden . The explicit and implicit a re in a ce r ta in 
sense two oppos i te forms of e x p r e s s i n g t h o u g h t s . 

" When we say t ha t the implici t h a s no comple te ve rba l expres -
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Impl ic i tness is often identified wi th the concep ts of subtext , impl i 
cat ion, s u g g e s t e d m e a n i n g . 

Impl i c i tness of the text is a concep t of s t ructura l -semant ic- , 
charac te r , the implici t level h a s its own s t ruc tu r a l uni t — an i m 
pl icate . 

A m o n g the mos t w ide - sp read t ypes of impl ica tes in bel les-
le t t res text we d i s t i ngu i sh the fol lowing: 

a) an implici t t i t le . It exp res ses in a concen t ra t ed form the 
ma in idea or t heme of a l i t e ra ry p roduc t ion and requ i re s for i ts . 
rea l iza t ion the macrocon tex t of the whole work. An implicit t i t le 
is a f r a m i n g s ign , r e q u i r i n g ob l iga to ry conclus ive cons ide ra t ion 
after r e a d i n g the comple te l i t e ra ry text . I t i nc remen t s the volu
me of its m e a n i n g at the expense of a m u l t i t u d e of con tex tua l 
m e a n i n g s . The content m e a n i n g of a t i t le at t he e n t r a n c e into t h e 
text never coincides wi th its m e a n i n g at the exit from the text . 
Thus the n a m e of a s tory by E . H e m i n g w a y " In ano ther c o u n t r y " 
possesses an implici t cha rac t e r and its m e a n i n g is revea led only 
re t rospect ive ly after r e a d i n g the whole work. 

The s e m a n t i c specificity of th i s t i t le , as well as any other im
plicit t i t le , lies in the fact t ha t i t s i m u l t a n e o u s l y rea l i zes c o n c r e t i -
zat ion and gene ra l i za t i on of m e a n i n g . The first one t akes p lace by 
connec t ing it wi th a definite concre te s i tua t ion — the m a i n perso
nage , an Amer i can , ac tua l ly finds himself in ano ther c o u n t r y — i n 
Italy, where he pa r t i c ipa t ed in the war , got a wound and b e g a n 
t ak ing t r e a t m e n t s in a hosp i ta l . The g e n e r a l i z a t i o n of m e a n i n g is 
connected wi th the second implicit layer , implied by the g iven t i t le , 
and d e m a n d s decod ing a m u l t i t u d e of mean ing fu l e l emen t s in the 
text. As a resu l t we derive the second m e a n i n g of the t i t le : t h e 
Amer ican b e l o n g s to a g roup of people w o u n d e d and m u t i l a t e d by 
the war , the g roup , which is n o w a l i ena ted from the people left 
intact of the w a r and sor row. The th i rd m e a n i n g of the t i t le deno
tes an opposi t ion be tween the mi l i t a ry people and the popula t ion , 
ot the coun t ry and an e s t r a n g e d and host i le a t t i tude of the c iv i l i ans 
to the officers. 

An implici t t i t le p l ays an impor t an t ro le in l i t e ra ry t ex t s because 
after the final r e t rospec t ive expl ica t ion i t becomes an ex t remely 
capacious express ion of the a u t h o r ' s point of view, der ived from 
the text t h a n k s to in te rp re ta t ion . 

b) impl ica t ion of p recedence . 1 It deno tes such compos i t iona l 
s t ruc ture of a l i t e ra ry text which g ives the r eade r an impress ion 
that he is a w i t n e s s of some con t inued s tory and the p r e c e d i n g 
events , facts and p e r s o n a g e s a re supposed to be famil iar . Impl i 
cation of p recedence is rea l ized wi th the help of such impl ica tes , 
as the ini t ial definite ar t ic le o p e n i n g the text , ini t ial u s a g e of per
sonal and d e m o n s t r a t i v e p r o n o u n s and o ther s y n s e m a n t i c e l emen t s 
Produc ing the impress ion of " b e g i n n i n g from the m i d d l e " , inc reas -

1 T e P M H H B . A. K y x a p e H K o . CM . : K y x a p e H K o B. A.: «Tnnbi H cpeacTBa B b i p a -
*eHHH IIMIUIHKaiiHH B aHT.IHHCKOH «XyAO>KeCTBeHHOH npo3e». <D. H. 1974- No 1' 

•vyxapeHKo B. A. « H n T e p n p e T a u n a t g k c t 3 » , JI . , 1979; c . 98 . 
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.sion of i ts own, in fact it m e a n s t h a t it h a s incomplete , pa r t i a l 
v e r b a l express ion or no such express ion at all . However , in pr in
ciple , e v e r y t h i n g tha t is expressed implici t ly , can be expl ica ted , 
i.e. explici t ly. 

In the very cor re la t ion of the explicit and implici t it is t he 
implicit , t ha t p r e s e n t s a specific, scientif ic problem, but not t h e 
explici t . The explicit is a superf icial , obv ious l ine of e x p r e s s i n g a 
t h o u g h t , the implicit is a concealed, a c c o m p a n y i n g , s econdary line. 
The a na ly s i s of the implici t p r e s u p p o s e s the fo l lowing ques t ions : 
w h a t the m a n says and w h a t he m e a n s by it; w h a t i s concealed in 
his u t t e rance , w h a t is implied by his w o r d s ; w h a t he keeps in 
m i n d , w h a t he is h i n t i n g at, w h a t is the h idden m e a n i n g of h i s ' 
w o r d s . 

Very often the conveyance of the implic i t becomes a p r i m a r y 
and even the only pu rpose of the u t t e r ance , m o v i n g the explici t 
to the b a c k g r o u n d . V. I . Moroz c o m p a r e s the act of t h i n k i n g wi th an 
iceberg, ca l l i ng the explicit its • ' above-wate r" pa r t and the impli
c i t—its " u n d e r - w a t e r " pa r t . 1 

The problem of the implici t acqu i res a specia l s igni f icance in 
s t u d y i n g l i te ra ry t ex t s , as the e s sense of i m a g i n a t i v e l i t e r a tu r e 
l ies in the fact, t h a t i ts ideas a re expressed by m e a n s of i m a g e s , 
i.e. smth . abs t r ac t is expressed by m e a n s of smth . concre te . Con
sequen t ly tha t m e a n s t ha t l i t e ra ry t ex t s should consis t of two la
y e r s or two levels : the obvious surface layer (explici t ) and t h e 
deep- ly ing , concea led layer ( impl ic i t ) . Moreover the implici t layer 
m a y have different levels which r e su l t s in different deg rees of 
g r a s p i n g the m e a n i n g by different r e a d e r s ( a d d r e s s e e s ) . 

The idea of a be l les- le t t res work m u s t be implici t , it shou ldn ' t 
be self-evident and unequ ivoca l , i t is t h e l a w of i m a g i n a t i v e 
l i t e ra tu re , its sense , the bas i s of its a r t i s t ic s igni f icance . In t h i s 
r e spec t F . E n g e l s wrote , t ha t t e n d e n c y m u s t e n s u e from the s i tua
t ion and rea l i ty by itself, i t should not be specia l ly under l ined-

It is also i n t e r e s t i ng to quote L .Feye rbakh ' s opin ion about the 
e s sense of a clever and wi t ty m a n n e r of w r i t i n g which " p r e s u p p o 
ses a wit in the r eade r as well , it doesn ' t speak out eve ry th ing , it 
expec ts the r eade r himself to say s o m e t h i n g about the in te r re la t i 
ons , condi t ions and l imi ta t ions unde r which the given s ta te of 
t h i n g s may be s igni f icant and conce ivable"- 2 

I t is r e m a r k a b l e t ha t V.I .Lenin , c i t ing these w o r d s in his " P h i 
losophic no te -books" ca l ls them apt and we l l - a imed . 2 

The first m a n to pay a t ten t ion to the p rob lem of the implicit 
w a s Aris tote l . At p resen t t ime the implicit is r e sea rched from the 
posi t ion of logic, phi losophy, psycho logy and l i te ra ry cr i t ic ism. 

In the l inguis t ic l i t e ra tu re the p rob lem of the implicit w a s touch
ed upon by 3 . R. Ga lpe r in , V. A. K u h a r e n k o , I . Arno ld and o the r s . 

1 B. H. Mop030B. 06 060p0THblX H IIOJiyo6opOTHbIX BbICKa3HBaHHHX. TaUlKeHT, 
1979. c. 9. 

2 J I . Oef iepSax. H36paMbie ipHJiocotpcKHe npoH3BejieHMH, t . 2. M. , 1955, c. 8 8 9 . 
3 B. H . J l e H i u i . FIojiHoe. co6paHHe con., t . 29 , c. 63 



ing the d y n a m i s m of n a r r a t i o n and deep-h idden tens ion . As an 
i l lus t ra t ion of the impl ica t ion of p recedence we' l l t ake the first 
sen tence from the above-ment ioned s tory by E. H e m i n g w a y : " In t h e 
fall the w a r was a l w a y s there , but we did not go to i t any m o r e " , 
which in t roduces the r eade r deep into the s tory. 

c) an implicit de ta i l . This t e rm un i tes a m u l t i t u d e of impl ica
t e s , which m a r k the ex te rna l cha rac t e r i s t i c s of a phenomenon , inti
m a t i n g its deep- ly ing m e a n i n g . Thus in the s tory by E. H e m i n g w a y 
" I n ano ther coun t ry" , which is s a t u r a t e d by implicit de ta i l s , one 
of the mos t s igni f icant for the correct u n d e r s t a n d i n g of the idea 
is the fol lowing: Over the medica l m a c h i n e s for the t r e a t m e n t of 
m u t i l a t e d jo in t s of the w a r inva l ids the doctor h u n g p h o t o g r a p h s 
w h i c h were to inspi re the p a t i e n t s wi th o p t im i sm and belief in the 
r e s to ra t ion of the lost funct ions . "Bu t the major . . . only looked out 
of the window. . . " A d e q u a t e in t e rp re t a t ion of the text depends on 
the correct decod ing of t h i s impl ica te . The a n a l y s i s shows t h a t 
the major paid no a t t en t ion to the p h o t o g r a p h s , because he d idn ' t 
bel ieve in the beneficial effect of the m a c h i n e s ; he r e g u l a r l y c a m e 
to the hospi ta l not so much for the t r e a tmen t , but for keep ing com
pany with o ther inva l ids , which gave him relief, pa r t i cu l a r ly when 
he w a s depressed by his pe r sona l grief — he h a d jus t bur ied his 
wife. 

Kinds and Degress of Implicitness. 1 F i r s t of all we should dis
t i n g u i s h k inds of impl ic i tness : 

a) de l ibera te ly in t roduced into the text by the au thor 
b) unde l ibe ra t e , occas iona l 
It is n a t u r a l t ha t only impl ica tes of the first k ind will become 

an object of the i n t e rp re t e r ' s a t t en t ion . They are conscious ly 
in tended for the in te rp re te r ' s , r e a d e r ' s cons ide ra t ion . Yet not all of 
t hem yield to u n a m b i g u o u s decoding , to a g rea t extent i t d e p e n d s 
on the r eade r ' s l inguis t ic , phi lo logical , cu l tu ra l compe tence—his 
" b a c k g r o u n d k n o w l e d g e " , as well as on the t ime r e m o t e n e s s of 
the l i t e ra ry work, the condi t ions of w r i t i n g i t and other facts . 

T h a t ' s why a necess i ty a r i ses to d i s t i ngu i sh impl ica tes accor
d i n g to the degree of their s igni f icance , in tens i ty and impor tance . 
It is r a t iona l to d i s t i ngu i sh 5 deg rees of impl ica tes : superf ic ia l , 
t r i te , local, deep ( concen t r e s ) , dark . 

Superf ic ia l impl ica tes rea l ize the pr inc ip le of l a n g u a g e economy 
in speech. It is one of the effective w a y s and m e c h a n i s m s of th is 
p r inc ip le in act ion. It e m b r a c e s all k inds of el l ipt ic u t t e r ances , 
such as "Are you g o i n g to the c i n e m a ? " — "Yes, ( I do—is i m p l i e d ) ; 
unf in ished sen tences , apos iopeses , b r eaks - in - the -na r r a t i ve etc., f.e. 
" E v e r y b o d y went to the subbotnik , except. . ." . This type of implicit
ne s s can be easi ly expl ica ted and doesn ' t need special decoding , 
t h e m i s s i n g p a r t s a re res tored in a s e m i a u t o m a t i c way . 

Impl ica tes of the second degree — t r i te impl ica tes — include 

1 Mo.maHOBa T. T. CeMaHTHio xvaoKecTBeHHoro TeKda (HMn.iHKaTHBHbie ac-
neKTbi jiHTepaTypnoft KOMMyHHKauHH). TaiiiKeHT: OaH, 1988. 

some t r iv ia l s ty l i s t ic devices and express ive m e a n s : dead ep i the t s , 
me taphors , s imi les , hyperboles , such a s : "The doctor sa id : Tha t 
will all pas s . You are a fo r tuna te y o u n g m a n . You will play foot
ball a g a i n like a c h a m p i o n " . ( E . H e m i n g w a y . " In ano the r c o u n t r y " ) . 

Impl i ca tes of the th i rd degree — " l o c a l " of med ium in tens i ty — 
are r a the r s igni f icant for the correct u n d e r s t a n d i n g of a text boun
ded by the f rame of the given impl ica te . Thus , in the s a m e s tory by 
E . H e m i n g w a y , after the descr ip t ion of a cold a u t u m n day in a 
foreign city with an ins i s ten t repet i t ion of the word "co ld" t he re 
a p p e a r s an impl ica te — a b r idge , on which a w o m a n sel ls r oa s t ed 
ches tnu t s . " I t w a s w a r m , s t a n d i n g in front of her charcoa l fire, 
and the c h e s t n u t s were w a r m a f t e rward in your pocket" . The lexi
cal repet i t ion of the word " W a r m " is not for tui tous . I t se rves as 
an impl ica te , which by con t ras t e m p h a s i z e s the cold of the windy 
a u t u m n day descr ibed in the p rev ious p a r a g r a p h . 

The 4th deg ree impl ica tes — deep- la id " c o n c e n t r e s " requi re ma
x imum a t t en t ion from the r eade r because its correct decod ing is 
s ignif icant for the u n d e r s t a n d i n g not only of the g iven impl ica te , 
but of the en t i re l i t e ra ry work t aken as a whole , of its p r i m a r y 
theme, of its m a i n idea, of those t h i n g s for the sake of which the 
l i te rary text w a s c rea ted . Such are the deep impl ica tes in E . H e m i n g 
w a y ' s s tory ' " C a t in the Ra in" , a symbol of lonel iness , homeless -
ness and d i ssa t i s fac t ion wi th w a n d e r i n g life; the p r o t a g o n i s t ' s 
p h r a s e about an obsess ive des i re to h a v e long ha i r i s the con t inua 
tion of the theme about her s t r i v ing for set t led life, protect ion and 
a hea r th and home. 

Deep " d a r k " impl ica tes requ i re from the r eade r not only the 
knowledge of the given work, but a lso the a c q u a i n t a n c e wi th the 
his tory of its c rea t ion , wi th the h is tor ic s i tua t ion , wi th the b iog raphy 
of the wr i te r and other p roduc t ions by the s a m e au thor . 

" D a r k " impl ica tes acqui re some add i t iona l l a n g u a g e competen
ce, cu l ture and e rud i t ion for its u n d e r s t a n d i n g : e.g.: "The people 
hated us because we were officers, and from a wine-shop some one 
called out "A bas so gli u f f i c i a l i " as we passed . ( E . H e m i n g w a y . 
In ano ther count ry . ) 

The g rea t e r is the l inguo-gnos io log ica l competence of the in
terpre t , h is b a c k g r o u n d knowledge , gene ra l cul ture , phi lo logica l 
erudi t ion, the more deep — s t r a t a of impl ic i tness will be revea led 
to him in r e a d i n g a be l les- le t t res text . 

The ca t ego ry of impl ic i tness of a l i t e ra ry text is a mani fo ld 
complex p h e n o m e n o n , c o m p r i s i n g other ca t egor i e s : r e t rospec t ion 
and prospec t ion , moda l i ty , cohesion and in t eg ra t ion etc. With the 
help of correct i n t e rp re t a t ion it d isc loses the h idden s u b t e r r a n e a n 
s t r a tum of a l i t e ra ry text , its m a i n idea. 

§ 5 . Wholeness of the Literary Text (Cohes ion) 

As i t h a s been said , the m o d e r n theore t ica l t r e a t m e n t of the 
text pu t s to the foreground ques t ions of the commun ica t i ve t u r n 
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of the text and the cond i t ions for "cor rec t" , " success fu l " c o m m u 
n i ca t i on . In con t r ad i s t i nc t ion to the up- t i l l -now adopted unde r — 
s t a n d i n g of the text as a m u l t i t u d e of sen tences , at p resen t t ime 
t h e text is a l r eady t r ea t ed as m u l t i t u d e of u t t e r a n c e s in their com
m u n i c a t i v e function. In o ther w o r d s the text cons t i tu t e s a complex 
s t r u c t u r e of va r ious ly cor re la ted e l emen t s d i s t i ngu i shed by the i r 
•qualities and p o s s e s s i n g a n u m b e r of c a t ego ry fea tures . 

The s t r u c t u r a l - s e m a n t i c ca tegor ies , which ac tua l ly serve as 
" s t e p s of c o g n i z i n g " the n a t u r e of the text , i ts o r g a n i z a t i o n a l un i t s 
and its funct ioning, inc lude the ca t ego ry of text who lenes s — t h e 
ca t ego ry ref lec t ing the p r i m a r y p roper t i e s of the text . 

In m o d e r n l ingu is t i cs the who lenes s of the text , the close inter
connec t ion of its cons t i t uen t s h a s got the n a m e of text coherence 
(from Lat in " c o h a e r e n s " — s t i c k i n g toge ther , we l l -kn i t ) . I t is a lso ; 

m e t a p h o r i c a l l y conveyed by the mo lecu la r -phys i c s t e r m — cohesion, 
a t t r a c t i o n of par t i c les to each other , t e n d e n c y to r e m a i n un i ted . 1 

The text who leness , t he o r g a n i c h i t ch ing of its p a r t s is inherent 
both to s e p a r a t e s p a n s of the text and to the en t i re speech p roduc
t ion. S e p a r a t e s p a n s into which the text i s f ract ioned are jo ined 
t o g e t h e r p r e s e r v i n g the uni ty , to ta l i ty of the l i t e ra ry work, e n s u r i n g 
consecu t iveness ( con t inuum) of the r e l a t ed even t s , facts, ac t ions . 

Be tween the descr ibed even t s the re m u s t be, as i t i s known, 
some success ion, some connect ion , which, i t is t rue , is not a l w a y s 
expressed by the ve rba l sys tem of l a n g u a g e m e a n s — by conjunc
t i ons , by con junc t iona l p h r a s e s , par t ic ip ia l p h r a s e s etc. Moreover , 
t h i s very sys tem w a s worked out a c c o r d i n g to the connec t ions , ob
served ins ide a sen tence , i.e. i ts p a r t s and be tween its c l auses , in 
p a r t i c u l a r be tween pr inc ipa l and s u b o r d i n a t e c l auses . 

However , a n a l y s i n g tex t s , we see t h a t its s e p a r a t e p a r t s some
t i m e s p laced at a cons ide rab le d i s t ance from each other , t u r n out 
to be connected in a g r ea t e r or less degree , whi le the m e a n s of 
connect ion do not a l w a y s coincide wi th t r a d i t i o n a l ones . 

For d e s i g n a t i n g t ex tua l forms of connec t ion it is expedient to 
u s e the t e rm cohesion, which h a s recen t ly c a m e into l inguis t ic u s e . 2 

C o n s e q u e n t l y cohesion deno tes special k inds of connect ion, ensu
r i n g con t inuum, i.e. logical cons is tency, i n t e r d e p e n d e n c e of s epa ra 
te c o m m u n i c a t i o n s , fac ts , -ac t ions etc. 

The m e a n s of cohesion in the text can be classif ied acco rd ing 
to different t r a i t s . 2 Bes ides t r ad i t i ona l l y grafphic m e a n s , per
f o r m i n g the t ex t - fo rming function, they can be divided into logi
c a l , assoc ia t ive , image- fo rming , compos i t i on - s t ruc tu ra l , s ty l is t ic 
a n d r h y t h m - c r e a t i n g . The t r ad i t i ona l l y g r a m m a t i c m e a n s e m b r a c e 
a l l con junc t ions and conjunc t iona l w o r d s of the type : as , s ince, 

1 MocKa.nbCKan O. H. TpaMMaTHKa TeKda «Bbicman uiKOJia», M., 1981 r. 
2 S e e O. H. M o c K a j i b c K a a . TpaMMaTHKa TeKCTa. M. , 1981 r. c. 17; M. M r n p u i -

M a w E m e o ne.oocTHocTH jiHTepaTypHoro npoH3Be.neHHH. H3fl. AH CCCP, OJlf l 
T. 38 , JMs 5. 1979, c. 4 4 9 — 4 5 8 . 

3 S e e H. P. r'a.ibnepHH. T e K d KaK o6T>eKT .nHHrBHcTHqecKoro iiccieaoBaHHa. 

M . , 1981 . 
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therefore, t h a t ' s why, because , however , in th i s connect ion , both... 
and , a s well a s , all deiktic m e a n s , pa r t i c ip ia l p h r a s e s . A l l / t h e s e 
m e a n s a re cal led t r ad i t i ona l ly g r a m m a t i c m e a n s because tftey a re 
a l r eady descr ibed as m e a n s of connec t ion be tween sepa ra te sen ten
ces and c lauses . But in the text they serve as m e a n s of connec t ion 
be tween much l a r g e r s p a n s — syn tac t i ca l wholes , p a r a g r a p h s , c h a p 
t e r s . Such forms of cohesion a lso inc lude the fol lowing m e a n s of 
e n u m e r a t i o n : in the first p lace, in the second place, g r a p h i c m e a n s , 
a) b ) , c ) , or m e a n s d i s m e m b e r i n g p a r t s of the u t t e r ance by f igures 
1) ' 2 ) , 3 ) , etc. Such adve rbs a s : soon, a few days (weeks , y e a r s ) 
later , when etc, be ing t empora l p a r a m e t e r s of communica t ion , h i t ch 
toge the r s e p a r a t e even ts , i m p a r t i n g au then t i c i ty to them. The s a m e 
function is per formed by the fo l lowing w o r d s : not far from, oppo
site, behind , under , above, next to, in the d i s tance , close by, pas t , 
etc., which are spa t i a l p a r a m e t r e s of communica t ion . The e n u m e 
ra ted m e a n s of cohesion are cons idered logical , because they fit 
the logic-phi losophic concepts — t h e concep t s of cons is tency , t e m p o 
ral , spa t i a l , cause-and-effect r e l a t ions . These m e a n s a re eas i ly re
cognized and therefore don' t de ta in the r e a d e r ' s a t t en t ion . I t i s j u s t 
in logical m e a n s of cohesion tha t we observe the in te rsec t ion of 
g r a m m a t i c and t ex tua l forms of connect ion . C o n n e c t i n g s e p a r a t e 
s p a n s of the text into one a g g r e g a t e whole , into a speech p roduc 
t ion, the g r a m m a t i c m e a n s acquire the s t a t u s of tex tua l m e a n s , i.e. 
acquire the s t a t u s of cohesion. 

N a t u r a l l y in t h i s process the connect ive m e a n s don ' t lose the i r 
sys tem proper t i e s comple te ly . T h a t ' s why we can say tha t in logic 
connect ives we observe s i m u l t a n e o u s r ea l i za t ion of two funct ions : 
g r a m m a t i c and t ex t - fo rming . 

The bas i s of the next kind of cohes ion — assoc ia t ive — is for
med by other pecu l ia r i t i e s of text s t r u c t u r e such as : r e t rospec t ion , 
connota t ion , sub jec t ive -eva lua t ing moda l i ty . The verba l s i g n a l s of 
associa t ive cohesion are such in t roduc tory p h r a s e s a s : sudden ly i t 
occured to him, t ha t r e m i n d e d him of... e tc . Assoc ia t ive cohesion is 
often e lus ive . Howeve r i t somet imes de t e rmines the connect ion bet
ween the descr ibed p h e n o m e n a , the connec t ion which is very impor
t an t for u n d e r s t a n d i n g the con ten t - concep tua l informat ion of a 
l i t e ra ry work. I t is n e c e s s a r y to point out tha t a s soc ia t ions in lite
ra ry works do not a p p e a r acc iden ta l ly ( s p o n t a n e o u s l y ) . They ap
pear as a resu l t of imag ina t ive -c rea t ive process , in which r emote 
not ions , which are not connected by logical m e a n s of cohesion acqu
ire quite c lear connec t ions . 

Assoc ia t ive m e a n s of cohesion are typica l ma in ly of i m a g i n a 
tive l i t e ra ture . I t r equ i re s some c rea t ive r e e x a m i n a t i o n of connec
t ions be tween p h e n o m e n a . H e r e we can ci te the fol lowing w o r d s 
by W o r d s w o r t h : "To find affinities in objects in which no bro ther 
hood exis ts for pas s ive m i n d s " . I t m e a n s t h a t i t is not easy to find 
s imi lar i ty in objects wi thout s t r a i n i n g one ' s m ind . 

The compos i t i ona l - s t ruc tu ra l forms of cohesion inc lude first 
°f all such forms which break cons i s tency and logical o r g a n i z a t i o n 
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of the commun ica t i on by all k inds of d ig re s s ions , inse r t ions , t em
pora l or spa t ia l desc r ip t ions of p h e n o m e n a , events , ac t ions , not im
media te ly connected wi th the m a i n t h eme (plot) of n a r r a t i o n . Such 
v io la t ions , i n t e r r u p t i n g the m a i n line of n a r r a t i o n , somet imes con
s t i tu te the second p lan of communica t ion . The compos i t iona l - s t ruc 
t u r a l forms of h i t c h i n g r emind of the a s s e m b l a g e of c inema sequ
ences into complete films, when some recol lec t ions , " second p l a n s " 
burs t into the Consistently connected s t i l ls . 

In every case of compos i t i ona l - s t ruc tu ra l cohesion we can men
t a l ly i m a g i n e words and exp re s s ions which could logical ly connect 
the d i suni ted pieces of n a r r a t i o n , for i n s t ance : " d i g r e s s i n g from 
the t heme of the account" , " p a s s i n g over to the second line in the 
n a r r a t i o n " , ' tha t r e m i n d s me of...", "a pa ra l l e l case" , " s i m u l t a n e 
ous ly wi th t h i s " , "a t the s a m e t ime" , " in the other p lace" , "w e can 
detect s imi la r i ty of the events" . . . etc. 

Styl is t ic and r h y t h m - c r e a t i n g forms of cohesion in m a n y cases 
in te r lace , as the above, men t ioned 'forms a l so do by the way . Sty
list ic forms of cohesion are revea led in such o r g a n i z a t i o n of the 
text , in which s tyl is t ic pecu l ia r i t i es success ive ly recur in the s t ruc
ture ' of syn tac t i ca l who les and p a r a g r a p h s . S t r u c t u r a l , ident i ty 
a l w a y s supposes a cer ta in degree of s e m a n t i c affinity. If in one 
p a r a g r a p h of the text we find a s t ruc tu re , in which the even t s de
velop from cause to effect, t hen a s imi la r deve lopmen t of the s t ruc
t u r e in the second or th i rd p a r a g r a p h s of the text (ex t rac t ) will 
cons t i tu te a case of s tyl is t ic cohesion. The s a m e can be said about 
the u s a g e of pa r t i a l pa ra l l e l i sm, abou t a n a p h o r a s in two or more 
s p a n s of the text . Mos t f requent ly such m e a n s of cohesion is rea
lized by the device of pa ra l l e l i sm, i.e. by the ident i ty of s t ruc tu re s 
in sen tences , syn tac t i ca l wholes and p a r a g r a p h s . Such ident i ty of 
s t r u c t u r e s is perceived only at the con tac t d ispos i t ion of text s p a n s 
wi th the given s t ruc tu re , a l t h o u g h s o m e t i m e s ident i ty can be obser
ved even at the d i s t an t r ea l i za t ion of pa ra l l e l i sm . In cases of 
d i s t an t d isposi t ion of s tyl is t ic devices cohesion is t r aced with the 
help of s ta t i s t i c m e t h o d s . 

The mos t o r d i n a r y case of s ty l i s t ic cohesion is the u s a g e of 
ch i a smus , when the sequence of sen tences in one syn tac t i ca l whole 
( p a r a g r a p h ) i s inver ted wi th r e g a r d to the p r e c e d i n g or succeed ing 
one. Some t imes th i s device is rea l i zed in much l a rge r s p a n s of 
u t t e r ances . Thus , if in one s p a n the un fo ld ing of communica t i on 
goes from cause to effect, and in the next s p a n from effect to cause , 
then we deal with c h i a s m u s , i.e.a, form of s tyl is t ic cohesion. 

These forms of cohesion a lso inc lude r e c u r r e n t u s a g e of one and 
the s a m e styl is t ic device (simile, a l lus ion , m e t a p h o r ) , if its bas i s 
is ident ical and the forms of r ea l i za t ion a r e different-

R h y t h m - c r e a t i n g forms of cohesion are h a r d e s t for percept ion . 
They chiefly be long to poetry . Such p h e n o m e n a as me te r and rhyme 
serve not only the pu rposes p r e d e t e r m i n e d for t hem by the very 
form of poetic works , but act as m e a n s of cohesion. 

The r h y t h m - c r e a t i n g form of cohesion is a lmos t e lus ive in pro-

saic works , s ince the rhy thm of prose refers to such ca t egor i e s 
about which we say "it is inexpl icable , but it is felt". Yet, if in a 
n u m b e r of success ive s p a n s we can see cer ta in ident ical syn tac t i c 
s t ruc tu res , the i r rhy thmic o r g a n i z a t i o n can be recogn ized as a form 
of cohesion. 

By i m a g e cohesion we m e a n such forms of connect ion , which 
echo ing the assoc ia t ive ones , a rouse no t ions of s ensua l ly percep
tible objects of rea l i ty . The pecu l ia r i ty of th is kind of cohesion con
s i s t s in the fact, t ha t the au tho r connec t s not objects or p h e n o m e n a 
of real i ty , but i m a g e s , t h r o u g h which these objects a re depic ted. 

One of the best known forms of i m a g e cohesion is a su s t a ined 
me taphor . This s tyl is t ic device can develop communica t i on ins ide 
a syn tac t i ca l whole or, i n t e g r a t i n g the en t i re l i t e ra ry p roduc t ion , 
i t can join two or more pa ra l l e l c o m m u n i c a t i o n s into one un i ted 
whole . F u r t h e r m o r e , a su s t a ined m e t a p h o r , p o s s e s s i n g the abi l i ty of 
r ea l i z ing itself s i m u l t a n e o u s l y both wi th in the l imits of a syn tac 
t ical whole and the en t i re l i t e ra ry work does not only serve as 
m e a n s of c r e a t i n g in te r t ex tua l connec t ions ( l i n k a g e ) , but, be ing 
a s ty l i s t ica l ly m a r k e d e lement of the text ( focus) , it fac i l i ta tes re
ve la t ion of the text con ten t s and its t heme (topic) t h r o u g h a n u m 
ber of m i n u t e p a r t i c u l a r t h e m e s or s u b t h e m e s . 

By the " t h e m e " we m e a n the sense nuc l eus of the text , t he con
densed and gene ra l i zed con ten t s of the text . The quo ta t ion itself 
from a theore t ica l t r e a t i s e 1 on th i s subject r u n s as fol lows: " B y 
the t h eme of the whole text or a micro- text we cons ider the sense 
nuc leus u n d e r s t o o d as a gene ra l i zed concen t r a t e of the en t i re con
t e n t s of the t ex t" . 

The s u b t h e m e s are revea led in s e p a r a t e chap te r s , p a r a g r a p h s 
and complex syn tac t i ca l wholes c o n s t i t u t i n g a speech p roduc t ion . 
Between the t h e m e of the en t i re speech produc t ion and its sub the 
mes there exis ts an indirect connec t ion . The theme of the en t i r e 
speech p roduc t ion is by no m e a n s a m e r e a r i thmet ic sum of par t i cu
lar sub themes . Tha t is most d is t inc t ly seen in the gen re of imag i 
na t ive l i t e ra tu re . The m a i n idea of a l i t e ra ry work, as it is well 
known, is not s ta ted by the wr i t e r immedia te ly , but i t is b r o u g h t 
to the r eade r t h r o u g h a sys tem of i m a g e s , t h r o u g h concre te pictu
res of h u m a n life, coloured by his subject ive a t t i t ude to it. 

N a t u r e desc r ip t ions , p o r t r a i t s of people , s tor ies about s e p a r a t e 
even t s in the life of p e r s o n a g e s , or abou t their suf fer ings and 
exper iences se rve as s e p a r a t e s u b t h e m e s of chap te r s , p a r t s and 
syntac t ica l who les . Of course , the a g g r e g a t e sum of s u b t h e m e s is 
not equal to the ideo- themat ic con ten t s of the whole l i t e ra ry work, 
but it is only a imed at its reve la t ion and serves as a m e a n s of its 
rea l iza t ion . 

The concep ts of a t heme and in t ro t ex tua l connec t ions as well 

1 E n k v i s t N . E . S t y l e in s o m e l i n g u i s t i c t h e o r i e s — I n : L i t e r a r y S t y l e , N . Y . 

1 9 7 1 . 
2 A g r i c o l a E . V o m T e x t z u m T h e m a . . . B e r l i n 1976, s . 15. 
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as the focus of a speech p roduc t ion cons t i t u t e the m a i n l ingu i s t i c 
p a r a m e t e r s b e l o n g i n g to the ca t egory of the who lenes s of the text. 
The who lenes s of the text , as it h a s been r e m a r k e d , is not only a 
s t ruc tu ra l phenomenon , i t man i f e s t s itself s i m u l t a n e o u s l y in s t ruc
t u r a l , s ense a n d c o m m u n i c a t i v e who leness , which cor re la te a m o n g 
t hemse lve s as form, con ten t s and function. 

I t h a s been a l r e a d y men t ioned , tha t a s igni f icant role in d is 
c los ing t h e ca t ego ry of text w h o l e n e s s is p layed by a s u s t a i n e d 
me taphor . Tha t m a y be confirmed by the a n a l y s i s of n u m e r o u s exam
ples wi th sus t a ined m e t a p h o r s in the f amous For sy te cycle by t h e 
wel l -known E n g l i s h wr i te r J . G a l s w o r t h y . 

The m a i n p rob lem ra i sed by the a u t h o r in the Fo r sy t e epopee 
is the ' p roblem of h i s to r i sm, the p rob lem of social deve lopment of 
society, the p rob lem of success ion of g e n e r a t i o n s . C o m p r e h e n d i n g 
t h e object ive l a w s of real i ty , t he wr i t e r in h i s chronic le of a f e w . 
bou rgeo i s family g e n e r a t i o n s shows the des t iny of the upper midd l e 
c lass in the per iod of i ts p rosper i ty and foresees its co l lapse . 

The o p e n i n g novel of the first t r i logy "The M a n of P r o p e r t y " , 
t he act ion of which t a k e s place in 1886, desc r ibes t h e Vic tor ian , 
epoch, t h a t w a s cons ide red by the F o r s y t e s as s tab le , du rab le , per
m a n e n t . And the For sy te s t hemse lve s were the p i l l a r s of th i s s tabi 
lity, and the t enac i ty of the bourgeo i s c l a s s . In his n ine vo lume 
cycle G a l s w o r t h y r e sea r ched F o r s y t i s m as a social p h e n o m e n o n . 
For the first t i m e in E n g l i s h l i t e r a tu re we find such deep an a ly s i s 
of p ropr ie to r s psychology , t h a t is felt in e v e r y t h i n g - b e g i n n i n g from 
the i r v iew a t the Br i t i sh E m p i r e colonies and e n d i n g wi th the i r 
a t t i t ude to the m e n u of the i r d inner . 

By i ts e x h a u s t i n g cha rac te r , precis ion and deta i led descr ip
t ion the inves t iga t ion of Fo r sy t i sm a p p r o a c h e s a scientific ana ly 
sis . But th is "scient i f ic a n a l y s i s " is per formed by m e a n s of l i t e ra ry 
a r t and the au tho r ach ieves o r g a n i c un i ty be tween the a n a l y s i s o f 
the socia l -his tor ic aspect of Fo r sy t i sm — one of the p r i m a r y t hemes 
of the cycle — and the express ion of its e s sence t h r o u g h i m a g e s . 
This double purpose , a imed at the r eve la t ion of the idea of the 
whole l i t e ra ry work, i s achieved t h a n k s to the h a r m o n i o u s sys tem 
of s tyl is t ic devices , i nc lud ing sus t a ined m e t a p h o r s , which in v i r tue 
of their l a n g u a g e n a t u r e and be ing s ty l i s t ica l ly m a r k e d e l emen t s 
in t h e text faci l i ta te the reve la t ion of the cen t ra l t h e m e of t h e cycle 
t h r o u g h a n u m b e r of sub themes , c o n n e c t i n g s e p a r a t e text s p a n s 
into the uni ted whole , and in th i s w a y m a k i n g corporea l the cate
gory of the who lenes s of a l i t e ra ry text . The fo l lowing e x a m p l e s 
wil l i l lus t ra te w h a t h a s been s t a t ed above . 

"All Fo r sy t e s , as i t is g e n e r a l l y admi t t ed , have shel ls , like t h a t 
ex t remely useful l i t t le a n i m a l which is m a d e into Turk ish del ight , 
in other words , they a re never seen, or if seen would not be recog
nized, wi thou t h a b i t a t s , composed of c i r c u m s t a n c e , proper ty , acqua
in tance , and wives , which seem to move, a l o n g wi th them in their p a s 
s a g e t h r o u g h a wor ld composed of t h o u s a n d s of other Fo r sy t e s wi th 
the i r h a b i t a t s . Wi thou t a hab i t a t a F o r s y t e is inconce ivable he 
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would be like a novel wi thout a plot, which is wel l -known to be an 
a n o m a l y " p .135) . 

The i m a g e of a " s h e l l " is the cen t ra l image of the ci ted sus t a i 
ned me taphor . I t is expressed expl ic i te ly and receives its fur ther 
deve lopment in t h e i m a g e of a hab i t a t , composed of c i r cums tance , 
p roper ty , a c q u a i n t a n c e s and wives which move a l o n g wi th t h e m 
and cons t i tu te a pa r t of the i r p roper ty . This is the essence of the 
For sy te s as a social c lass of the E n g l i s h society, wi thou t it they 
are inconceivable , their exis tence is imposs ib le . 

The s a m e typica l e ssen t ia l f ea tu res of t h e F o r s y t e s a r e e m p h a 
sized in y o u n g Jo lyon ' s cue, which is s i tua ted in a d i s tan t context . 

" I should like, sa id y o u n g Jo lyon" , to lec ture on it: " P r o p e r t i e s 
and qua l i ty of a Forsy te . This l i t t le a n i m a l d i s tu rbed by the r id icule 
of h i s o w n sort , is unaffected in his m o t i o n s by the l a u g h t e r of 
s t r a n g e c r e a t u r e s (you or I ) . He red i t a r i l y d isposed of myop ia , he 
recognizes only the pe r sons and h a b i t a t s of his own species , amon
gs t which he p a s s e s an ex is tence of compet i t ive t r a n q u i l i t y (p .261) . 

Ut te red by a Forsy te , but a Fo r sy t e , r e fus ing to accept the 
pr ior i ty of m a t e r i a l wel fa re over t h e sp i r i tua l wel fa re and t h a t ' s 
why os t rac ized by the family clan, t he se w o r d s sound espec ia l ly 
conv inc ing a n d once more revea l the s a m e typ ica l fea ture of the 
F o r s y t e s b o u n d i n g t hemse lve s by the wor ld of their own in t e r e s t s . 

The s a m e t ra i t , c o r r e l a t i n g wi th the i r des i re to protect t hemse l 
v e s from t h e u n d e s i r a b l e inf luence of t h e ou te r wor ld , t h a t could 
nega t ive ly affect the welfare of the F o r s y t e s (both each of t h e m 
and the whole c l an t a k e n t o g e t h e r ) rece ives its further deve lopmen t 
in the next m e t a p h o r , a lso s i tua ted , in a d i s t an t context : 

" I n the g r e a t w a r r e n each r abb i t for himself, espec ia l ly those 
c lothed, in the m o r e expens ive fur, who a re afraid of c a r r i a g e s on 
foggy days , a re d r iven u n d e r g r o u n d " (p. 3 3 2 ) . 

The cen t ra l i m a g e of t h i s m e t a p h o r "each rabb i t for h imsel f" 
g e t t i n g its deve lopmen t in the next l ink " those clothed in the m o r e 
expens ive fur", a l lows to revea l such a typica l t r a i t of the Forsy
t i sm as the i r in su la t ion and concern for the t h i n g s t h a t immedia 
tely s u r r o u n d them, i nc lud ing all k i n d s of m a t e r i a l v a l u e s a m o n g 
which they reckoned the i r w ives too : " H e r power of a t t r a c t i on he 
r e g a r d e d as p a r t of her va lue , as his p r o p e r t y " (p. 97 ) . 

The s a m e t ra i t of the F o r s y t e s is u n d e r l i n e d in t h e m e t a p h o r , 
t ha t is found in the sequel to th is novel : 

"Li t t le sp ide r s and g r e a t sp ide r s a n d the g r ea t e s t sp inne r of 
all his own t enac i ty for ever w r a p p i n g its cocoon of t h r e a d s round . . . " 

O b s e r v a t i o n s over the o n w a r d m o v e m e n t o l the text ( con t i nuum) 
en ab l e s us to t r a c e the fur ther deve lopmen t of the m e t a p h o r i c ima
ge, r e p e a l i n g the on to log ica l cha rac t e r i s t i c of the Fo r sy t i sm: " E a c h 
sect ion in the v i n e y a r d of its o w n choos ing g r e w and cul led and 
p ressed and bot t led the g r a p e s of pet sea-a i r (p .301) . 

The a n a l y s i s of the above m e n t i o n e d m e t a p h o r s , a l lows to s t a t e 
t ha t the t r a i t of " insu la t ion , b o u n d n e s s by a n a r r o w circle of per
sona l i n t e r e s t s " se rves as a p ivota l cen t re u n i t i n g and concen t ra -
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t i n g the cited cases of ac tua l ized sus t a ined m e t a p h o r s a round the 
m a i n t heme of the cycle — the cha rac t e r i s t i c of the For sy te s as the 
mos t tvpica l and vivid r e p r e s e n t a t i v e s of the Eng l i sh bourgeo i s 
society" Moreover the s e m a n t i c an a ly s i s of the cons t i t uen t s of t h e 
g iven m e t a p h o r s (shel l , hab i t a t , w a r r e n , sect ion in the v ineya rd ) 
test if ies to the fact t ha t s imu l t aneous ly wi th the cha rac te r i s t i c func
t ion, all of t hem perform the function of l i nkage , connec t ing sepa
r a t e and somet imes r a t h e r d i s t an t from each other s p a n s of the 
text . 

Thus , be ing s ty l i s t ica l ly m a r k e d e l emen t s of the text ( focus) , 
r e v e a l i n g one of the m a i n t h e m e s of the en t i re l i t e ra ry work ( topic) 
and s imu l t aneous ly pe r fo rming a connec t ing role in the text (lin
kage ) the sus t a ined m e t a p h o r rea l i zes the ca t egory of the text 
who lenes s . The concept of who lenes of a l i t e ra ry text is closely con
nected wi th such concepts as i n t e g r a t i o n and comple teness of t h e 
text . 

I n t e g r a t i o n (from La t in in t eg ra t io — m a k i n g up as a whole , 
m a k i n g ent i re , in teger — undiv ided , whole ) a cco rd ing to the defini
t ion given in the B i g Soviet Encyc lopaed ia is a concept b e l o n g i n g 
to the theory of sy s t ems and deno t i ng a combina t ion of s e p a r a t e 
componen t p a r t s into a whole , as well as the process l e a d i n g to 
th i s s ta te . 

When appl ied to the text i n t eg ra t i on deno tes a process of uni t 
ing s e p a r a t e p a r t s into a s ing le whole . U n i t i n g the m e a n i n g of 
s e p a r a t e syn tac t ica l wholes , the con ten t s of sec t ions and c h a p t e r s 
into a s ingle whole , i n t eg ra t ion n e u t r a l i z e s the re la t ive a u t o s e m a n -
t ics ( independence) of these p a r t s and s u b o r d i n a t e s t hem to t h e 
gene ra l in fo rmat iona l pu rpo r t of the l i t e ra ry work. I t is j u s t the 
in t eg ra t ion t ha t e n s u r e s the cons i s ten t comprehens ion of the conten t -
factual informat ion . 

I t is neces sa ry to d r a w a d e m a r k a t i n g line be tween cohes ion 
a n d in t eg ra t ion . These concepts a re m u t u a l l y s t ipu la ted , but they 
are different from the point of v iew of the i r forms and m e a n s of 
express ion . Cohes ion r ep re sen t s forms of c o n n e c t i o n - g r a m m a t i c , se
m a n t i c and lexical — be tween s e p a r a t e p a r t s of the text , d e f i n i n g 
the t r ans i t i on from one con tex t -var ia t ive s e g m e n t a t i o n of the text 
to another . I n t e g r a t i o n r e p r e s e n t s unif ica t ion of all p a r t s of the 
text for the sake of ach iev ing its who lenes s . I n t e g r a t i o n can be rea
lized by cohesion m e a n s , but can also be based on assoc ia t ive and 
p resuppos i t iona l r e l a t ions . Cohes ion is a ca t egory of the logica l 
p lane , i n t eg ra t ion — r a t h e r of a psychologica l p lane . Cohes ion is 
l inear , i n t eg ra t i on is ver t ica l . 

Whi le a n a l y s i n g the w a y s of i n t eg ra t ion it is impor t an t to keep-
in mind , tha t the un i ted p a r t s of the whole a re not ob l iga tor i ly su
bo rd ina t ed to one ano the r and all of t hem taken toge the r a re no t 
subo rd ina t ed to the most s igni f icant one. The force of i n t e g r a t i o n 
lies in the fact t ha t it d isc loses the in te r re la t ion of p a r t s , somet i 
m e s p l ac ing them into the posi t ion of equipol len t or close by t h e 
ethical p r inc ip les expressed in t hem or by their a r t i s t i c -aes the t i c 
funct ions . 
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The mos t impor t an t t h i n g in the p rocess of i n t eg ra t ion is the 
cen t r i pe t ence of the p a r t s in the text . 

The " c e n t r e " is the con ten t -concep tua l informat ion , which is 
enc losed in smal l p a r t s wi th in each s epa ra t e ly t aken span of the 
text . The process of in t eg ra t ion itself p r e supposes select ion of 
p a r t s in the text , of p a r t s mos t e s sen t i a l for the con ten t -concep tua l 
in format ion . 

I n t e g r a t i o n of a l i t e ra ry work supposes r epea ted r e a d i n g of the 
work and each t ime the a d d r e s s e e should read it from a different 
point of view. The process of text i n t eg ra t ion is rea l ized in the 
in te r re la t ion of the first impress ion , received by e m b r a c i n g the 
con ten t s in to ta l i ty , and subsequen t impress ions , after de ta i led ana 
lysis of the sys tem of s tyl is t ic devices and seman t i c s of s e p a r a t e 
pa r t s , c o n s t i t u i n g the text . 

The r e su l t s of i n t e g r a t i n g a rc connec ted with the ca t ego ry of 
comple teness of the text . The text is cons idered to be comple te only 
then , when from the point of v iew of the au thor his m e s s a g e recei
ved e x h a u s t i n g express ion . In other w o r d s comple teness of the text 
is the function of the au tho r ' s scheme, placed in the founda t ion of 
the work and g r a d u a l l y developed in a n u m b e r of descr ip t ions , re
por t s , n a r r a t i o n s , med i t a t ions , m o n o l o g u e s and other forms of com
mun ica t i ve process . When , a cco rd ing to the opinion of the au thor , 
the des i rab le resu l t is achieved by the o n w a r d m o v e m e n t of t h e 
theme, by its deve lopment , t he text is comple ted . 

C o n s i d e r i n g the ca tegor i e s of i n t eg ra t ion and comple t eness we 
mus t d e m a r k a t e the concepts of comple t enes s and a ta i l -p iece of 
the text. Comple t enes s , as i t w a s pointed out, se ts a l imit to the 
unfo ld ing of the text , b r i n g i n g out its con ten t -concep tua l informa
tion, tha t is explici t ly or implici t ly expressed in the t i t le . A ta i l 
piece is a c o n c l u d i n g episode or a descr ip t ion of the last p h r a s e 
in the deve lopment of the plot. In o ther w o r d s a ta i l -piece is a pe
cul iar "full s t o p " of the text . 

Thus , the concept of comple t eness refers to con ten t -concep tua l 
informat ion, and a ta i l -piece refers only to the conten t - fac tua l in
format ion . 

§6. Composition of the Text 

The l i te ra ry text is a complex whole , the e l emen t s c o n s t i t u t i n g 
the text a re a r r a n g e d acco rd ing to a definite sys tem and in a spe
cial success ion . This kind of a complex o r g a n i z a t i o n of a l i t e ra ry 
product ion , its cons t ruc t ion is ca l led composi t ion . Compos i t ion of 
the text is s t ipu la ted by its con ten t s , it reflects the complexi ty of 
hfe phenomena , depicted in the text , and the comprehens ion of life 
connect ions , as well as cause and effect r e la t ions , cha rac te r i s t i c of 
the given wr i te r . 

Compos i t ion of a l i te rary work depends on its plot. A plot is 
a p lan of a l i t e ra ry composi t ion ref lec t ing its immed ia t e content . 
It is a scheme of connected even t s c o m p r i s i n g the m a i n s t a g e s in 

29 



the deve lopment of confl icts and r e v e a l i n g p r inc ipa l t r a i t s of peop
le t h r o u g h their act ions-

The plot as any re la t ive ly comple ted m o m e n t of a life process , 
h a s a b e g i n n i n g , deve lopment and end. The point of d e p a r t u r e for 
a plot o r g a n i z a t i o n is an exposition — an ou t l ine of the envi ron
men t , c i r c u m s t a n c e s and condi t ions of the descr ibed even t s . A cer
t a in kind of exposi t ion in t roduces into the n a r r a t i v e add i t iona l in
format ion about the p e r s o n a g e s ou ts ide the immed ia t e connec t ion 
wi th the depicted even t s : some informat ion about the t h i n g s t h a t 
preceded the depicted events , t ha t took p lace be tween these even t s 
and, finally, t ha t followed these even t s . In th i s respect the exposi
t ion can give s u b s t a n t i a l m a t e r i a l for u n d e r s t a n d i n g the ideologi
cal essence , concep tua l informat ion of the text . 

The au thor m a y give no exposi t ion a t the b e g i n n i n g , but hold 
'it up unt i l the ini t ial conflict t a k e s p lace as an exp lana t ion for the 
la t te r ( r e t a rded e x p o s i t i o n ) ; he . can p lace i t a t the end ( reverse 
exposi t ion) etc — all t ha t d e p e n d s on how he u n d e r s t a n d s life in 
its deve lopment and how he w a n t s to depict it. 

The next i m p o r t a n t componen t t ha t forms the f ramework of the 
plot is the initial coll ision. The init ial coll is ion r e p r e s e n t s an e v e n t 
t ha t s t a r t s act ion and causes subsequen t deve lopment of even t s . 

The exposi t ion doesn ' t e n g e n d e r act ion, i t only c rea tes a back
g r o u n d for it, but the init ial coll ision e n g e n d e r s act ion, t h a n k s to 
i t even ts beg in concre te unfo ld ing . 

The init ial coll ision e n s u r e s t r ans i t i on to the next s t age—de
velopment of action. The au thor shows the course of even ts and the
ir deve lopment which ensu res from the m a i n " je rk" , from the ini
t ia l coll ision. The deve lopment of even t s l eads , finally, to the mo
m e n t of g rea t t ens ion , to the decisive c lash of in te res t s , to the top
most point — to the culmination. 

C u l m i n a t i o n — the topmos t point is a m o m e n t of decisive im
por t ance for the p e r s o n a g e s ' des t in ies . The even t s fo l lowing the 
cu lmina t ion t ake the a l r e a d y set t led course of deve lopment , w h i l e 
before the cu lmina t ion the act ion could a s s u m e the mos t unexpec 
ted course of deve lopment . As a ru le cu lmina t i on r e p r e s e n t s a text 
span s a t u r a t e d wi th v a r i o u s s tyl is t ic devices , emot iona l and i m a g e 
l a n g u a g e m e a n s . V e r y often i t con t a in s the mos t in tens i fy ing s ty 
list ic device—cl imax. Tha t i s qui te just i f ied, as cu lmina t ion , r e p 
r e s e n t i n g the summi t par t of text composi t ion , suppl ies the mos t 
impor t an t facts for de r iv ing conceptua l in format ion . Mere we come 
ac ross all k inds of f o r e g r o u n d i n g and first of all conve rgence of 
s tyl is t ic devices. 

For ins tance , i t is very d is t inc t ly seen in E. H e m i n g w a y ' s nove l 
" F a r e w e l l to A r m s " . The novel i s widely k n o w n as an a n t i w a r lite
r a r y produc t ion , a l t hough love t h eme also ge t s a cons ide rab le de
ve lopment in it, especia l ly in the last two p a r t s . T h a t ' s why we 
can point out two cu lmina t ion peaks in it: r e t r ea t at C a p o r e t t o in 
the second pa r t and H e n r y ' s fears d u r i n g C a t h e r i n e ' s l abour in 
chi ldbi r th in the fifth pa r t . Now we shal l cons ider the second p e a k . 
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Agains t the b a c k g r o u n d of the o u t w a r d l y n e u t r a l n a r r a t i o n abou t 
the deve lop ing even t s we s u d d e n l y come across an ex t rac t s t an 
d i n g out in s h a r p con t r a s t to the res t of the book by the s tyle of 
its r e l a t ion : "Poor , poor dear Cat . And th is w a s the price you pa id 
for s l eep ing toge the r . This w a s the end of the t r a p . This w a s w h a t 
people got for lov ing each other . T h a n k God for ga s , a n y w a y . 
Wha t mus t i t have been like before t he r e were anaes the t i c? Once 
it s t a r t ed , they were in the mi l l r ace . C a t h e r i n e had a good t ime of 
p r e g n a n c y . I t w a s n ' t bad . She w a s h a r d l y ever sick. She w a s not 
awfully uncomfor tab le unti l t o w a r d s the las t . So now they got her 
in the end. You never got a w a y wi th a n y t h i n g . Get a w a y hel l ! I t 
would have been the s a m e if we had been m a r r i e d fifty t imes . And 
wha t if she should die? She won ' t die. Peop le don' t die in ch i ldbi r th 
n o w a d a y s . Tha t w a s w h a t all h u s b a n d s t h o u g h t . Yes, but w h a t i f 
she should die? She won ' t die. She ' s j u s t h a v i n g a bad t ime . The 
init ial l abour is u sua l ly p ro t r ac t ed . She ' s only h a v i n g a bad t ime . 
Af te rward we 'd say w h a t a bad t ime and C a t h e r i n e would say i t 
w a s n ' t rea l ly so bad . But w h a t if she should die? She can ' t I tel l 
you. Don ' t be a fool. I t ' s j u s t a bad t ime . I t ' s j u s t n a t u r e g i v i n g 
her hell . I t ' s only the first l abour which is a lmos t a l w a y s p ro t rac 
ted. Yes, but w h a t if she should die? She can ' t die. Why would she 
die? 

W h a t r e a s o n is t he r e for her to die? There ' s jus t a child t h a t 
h a s to be born , the by-produc t of good n i g h t s in Mi lan . I t m a k e s 
t roub le and is born and then you look after it and get fond of it 
maybe . But w h a t if she should die? She won ' t die. But w h a t if she 
should die? She won ' t . She ' s all r igh t . But w h a t if she should die? " 
She can ' t die. But w h a t i f she shou ld die? Hey, w h a t about t h a t ? 
W h a t if she should d ie?" 

The cited ex t rac t r e p r o d u c i n g the t h o u g h t s and feel ings of the 
p e r s o n a g e is g iven in the form of r e p r e s e n t e d speech imbued wi th 
l a n g u a g e express ive m e a n s and . s tyl is t ic devices . I t conveys g rea t 
emot iona l t ens ion of the y o u n g m a n — love, a l a r m and deep con
cern for the beloved person, his foreboding of d i sas te r . The l a n g u a 
ge m e a n s r e a l i z i n g these feel ings a re repe t i t ions , rhe tor ica l ques
t ions , special cons t ruc t ions , i n t e r roga t i ve sen tences , g r a d a t i o n . The. 
main device of f o r e g r o u n d i n g used here is a repet i t ion, the repet i 
t ion of words , cons t ruc t ions , p h r a s e s , sen tences . The p h r a s e "bu t 
w h a t if she should d ie?" repea ted in th i s compara t ive ly smal l 
ext rac t ten t i m e s does not only convey the y o u n g m a n ' s despa i r , but 
also c rea te s the impress ion of an obsess ive t hough t , in th is w a y 
p r e d e t e r m i n i n g the further deve lopmen t of the plot, p r ed i c t i ng its 
dep lorab le ou tcome . 

As a ru le the cu lmina t ion is followed by a denouement, i.e. the 
s i tua t ion t ha t is t a k i n g shape as a resu l t of the deve lopment of 
the en t i re p r e c e d i n g act ion. 

All bas ic e l emen t s of plot cons t ruc t ion — exposi t ion, ini t ial col
lision, deve lopmen t of act ion ( s t o r y ) , cu lmina t ion , denouemen t , 
can be g iven in the most v a r i o u s forms. Somet imes s e p a r a t e l inks 
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of t h e plot chain can be omi t ted . M a n y shor t s to r ies beg in immed ia 
te ly from the ini t ial coll is ion and con ta in no exposi t ion . The r e a d e r 
himself conjec tures it. The major i ty of E . H e m i n g w a y ' s s tor ies can 

serve as examples . 
A work of n a r r a t i v e prose t ha t h a s all t r a d i t i o n a l e l emen t s inc

l u d i n g the end h a s a closed plot s t ruc tu re . This type of w r i t i n g w a s 
mos t b road ly cu l t iva ted by such Amer i can shor t s tory w r i t e r s as 
W. I rv ing , E . Poe , N. H a w t h o r n , Bre t H a r t , H . J a m e s , O. H e n r y a n d 
o the r s . 

A l i te ra ry work in which the act ion is r ep re sen ted wi thou t an 
obvious cu lmina t ion , which does not con ta in all t he above men t i 
oned e l emen t s u n d e r s t o o d in the i r conven t iona l sense i s sa id to 
h a v e an open plot s t r uc tu r e . 

P lo t s t r uc tu re (whether i t is open or c losed) ent i re ly depends, 
on the conten t of the text . The text (a shor t story, for example ) 
which gives the sequence of even ts , t h e d y n a m i c deve lopment of 
act ion usua l ly h a s a closed s t ruc tu re , f o rming an a s c e n d i n g l ine 
from the exposi t ion on to the c l imax and down to the denouemen t . 
"Wild F l o w e r s " by E .Ca ldwel l m a y serve as an i l lus t ra t ion . The 
text which descr ibes the d r a m a of a c h a r a c t e r ' s inner wor ld ( the 
so cal led "psycholog ica l or c h a r a c t e r " s tory) h a s an open plot 
s t ruc tu re . In such t ex t s t h e t r a d i t i o n a l c o m p o n e n t s of the plot a r e 
not eas i ly d i scern ib le and the ac t ion is less d y n a m i c . Li t t le i f any
t h i n g h a p p e n s in such s tor ies . The plot , as such, is p rac t i ca l ly event
less , but i t is on ly a sur face layer and beh ind it we find the d r a m a 
of a c h a r a c t e r ' s inner wor ld . M a n y of E . H e m i n g w a y ' s s tor ies a re 
of th is t ype ( "Ca t in the R a i n " , " I n A n o t h e r C o u n t r y " ) . 

So the plot s t r u c t u r e of t h e text is not a formal factor. It is un
doub ted ly mean ing fu l , b e i n g closely connec ted wi th the cha rac t e r 
of informat ion in the text . 

§ 7 . Segmentat ion of the Text 

Look ing upon the text as a cer ta in i n t e g r a t e d uni ty , i t is a l so 
neces sa ry to dwell on such p r o b l e m s a s : which p a r t s of the text 
a re s epa rab le , w h a t a re the p r inc ip les of s e g m e n t i n g the text , w h a t 
is the purpose of s e g m e n t i n g the text . 

S e g m e n t a t i o n of the text is a function of the gene ra l composi
t iona l p l an of a l i t e ra ry work. The c h a r a c t e r of s e g m e n t a t i o n de
p e n d s on the size of the text , the conten t - fac tua l informat ion and 
the au tho r ' s p r a g m a t i c a im. For the convenience of the r e a d e r s the 
wr i te r t r i e s to d ivide the text into such po r t i ons as to e n s u r e the 
mos t effective w a y of pe rce iv ing in format ion . The s e g m e n t a t i o n of 
t h e text i s r e g u l a t e d by the r e a d e r ' s abi l i ty to g r a s p the g iven vo
lume of informat ion with the least poss ib le losses . 

S e g m e n t a t i o n of the text is based on t h e psycho-phys io logica l 
factors connected wi th a m a n ' s abi l i ty to concen t r a t e a t t en t ion on 
one and the s a m e object for a m o r e or less definite period of t i m e . 
I n t e rva l s in t empora l con t i nuum are as n e c e s s a r y for the m e n t a l 

act ivi ty as for t h e phys ica l one. S w i t c h i n g over from one object of 
a t t en t ion to ano the r in C.F.I , un fo ld ing i s as neces sa ry as the c h a n 
ge of k inds of phys ica l exerc ises . 

There a r e two k inds of text s e g m e n t a t i o n : vo lume — p r a g m a t i c 
and con tex t -va r i a t ive . 1 The v o l u m e - p r a g m a t i c s e g m e n t a t i o n t a k e s 
into cons ide ra t ion the size (vo lume) of each pa r t a n d o r i e n t a t i o n a t 
the r e a d e r ' s a t t en t ion . 

An i m a g i n a t i v e text of m a x i m a l l eng th , as for i n s t ance a nove l 
is, can be s e g m e n t e d in the fo l lowing w a y : a vo lume, a pa r t , a c h a p 
ter, a sect ion d e m a r c a t e d by dots , p a r a g r a p h s , syn tac t ica l w h o l e s . 
The s e g m e n t a t i o n of a whole comple te text into p a r t s is caused by 
the a u t h o r ' s e n d e a v o u r to p a s s over from one line of plot deve lop
men t to ano the r or from one ep isode to ano the r . 

The cha rac t e r and pecu l ia r i t i es of text s e g m e n t a t i o n are ve ry 
s igni f icant for i n t e rp re t a t ion because they revea l the a u t h o r ' s or i 
en ta t ion a t the percep t ion of the text by the r eade r a n d s imu l t a 
neous ly show h o w t h e au tho r in acco rdance wi th his socio — poli t i 
cal v iews , mora l , e thic and aes the t i c p r inc ip le s d e m a r c a t e s some 
episodes , facts a n d even t s etc. from o the r s . S o m e t i m e s we can ob
serve logical ly incons i s t en t m o v e m e n t of the n a r r a t i o n l ine. T h a t i s 
connected wi th the a u t h o r ' s e n d e a v o u r to ac tua l i ze s e p a r a t e mo
m e n t s in n a r r a t i o n to m a k e the r e a d e r dwel l on them, d iver t h i s 
a t ten t ion from the percep t ion of consecu t ive facts and c o n c e n t r a t e 
his a t t en t ion on the chosen episode . Le t ' s t ake an e x a m p l e . C h a p 
ter I of the second p a r t in J . G a l s w o r t h y ' s novel "The M a n of P r o 
per ty" ends by the invi ta t ion of the g u e s t s to d inner : "Wel l ! If y o u 
are all r e ady" , sa id I rene , looking from one to the o ther w i th a 
s t r a n g e smile , "d inne r is too!" C h a p t e r I I beg ins wi th the sentence-" 
"Dinne r b e g a n in si lence, the w o m e n fac ing one ano the r and t h e 
men" . I t i s qui te ev iden t t h a t t he r e is no gap in n a r r a t i o n be tween 
chap t e r s V a n d VI , however the au thor b r e a k s up the n a r r a t i o n , d is 
m e m b e r s i t into s e p a r a t e c h a p t e r s . W h a t i s the p r a g m a t i c p u r p o s e 
of t h e au thor? In all p robabi l i ty i t is connec ted wi th the a u t h o r ' s 
endeavour to de ta in the r e a d e r ' s a t t en t ion on the g iven ep i sode , to 
a t tach g rea t s ign i f icance to the desc r ip t ion of the p e r s o n a g e s ' con
duct d u r i n g d inner . The episode, which is r a t h e r ins ign i f ican t f rom 
the s t andpo in t of factual informat ion , acqu i res g r e a t i m p o r t a n c e 
for r e v e a l i n g the p e r s o n a g e s ' c h a r a c t e r i s t i c s a n d p e n e t r a t i n g in to 
their inner wor ld . U n d o u b t e d l y the descr ip t ion of the d inne r in 
this chap te r enab l e s the r eade r to u n d e r s t a n d the cha rac t e r of m u 
tual r e l a t i ons be tween the m a i n f igures of the novel , the i r mood 
and conduct . 

The seeming ly ins igni f icant p h r a s e s about wea the r , sp r ing , flo
wers revea l the emot iona l s t a t e of each p e r s o n a g e : soft ly r ic i sm 
and or ig in of t ende r feel ings in I r ene ' s -and Bos inney ' s h e a r t s , 
J u n e ' s j e a lousy a n d ind igna t ion , S o a m e s ' indifference. 

1 H. P. T a j l b n e p H H . CMeHHOCTb KOHTeKCTHO-BapHaHTHBHblX 4>opM qjieHeHHH 
TencTa. PycCKHH H3biK. TeKCT KaK uejioe H KOMnoHeHTbi TeKCTa. Brnjorpaz ioBCKHe 
^TenHa XI . M. 1982. 
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Thus , the s e g m e n t a t i o n of the text into c h a p t e r s in th i s case 
focuses the r e a d e r ' s a t t en t ion on the mos t i m p o r t a n t s p a n s of the 
tex t , compels h im to ha l t and ponder over the s igni f icance of th i s 
o r t ha t e lement . 

O n e of the m a i n compos i t iona l un i t s f ac i l i t a t ing the r e a d e r ' s 
percept ion of the u t t e r a n c e is a p a r a g r a p h , s ince it g r aph ica l ly 
ref lects the logic a n d emot iona l s t ruc tu re of the s eman t i c uni t . 
Whi l e r e a d i n g , a p a r a g r a p h is m a r k e d out by a specia l ly p ro longed 
d i s junc t ive p a u s e . The d i s junc t ive p a u s e be tween p a r a g r a p h s s u m s 
up the informat ion of the p r eced ing p a r a g r a p h a n d p r epa re s t r a n s i 
t ion to the s u c c e e d i n g one. The p a u s e and t h e s t ruc tu re of the pa
r a g r a p h perform i m p o r t a n t t ex tua l - s ty l i s t i c funct ions : they help 
to place accen ts , c r ea t e the compos i t ion of the text , reflect a n d 
m a k e not iceable the pr inc ip les of se lec t ing l a n g u a g e m a t e r i a l a n d 
t h e deg ree of i ts comple t eness . 

A p a r a g r a p h is a syn tac t i co - in tona t iona l un i ty of a h igher r an
ge t h a n a sen tence . I t cons i s t s of one or m o r e sen tences jo ined by 
con junc t iona l - adve rb i a l connec t ions , by p r o n o m i n a l or lexical re
pe t i t ions , by the un i ty of t ime, by t h e c h a n g e of the indefini te ar
t ic le into the defini te one etc. The g e n e r a l fea ture of a p a r a g r a p h 
in all funct ional s ty les is i ts logical who lenes s . Typical pecul ia r i 
t i e s of a p a r a g r a p h which d i s t i ngu i sh the s tyle of one t r e n d from 
ano the r are the re la t ive comple teness or incomple teness , dependen 
ce or i ndependence of its c o n s t i t u t i n g sen tences . 

The second kind of text s e g m e n t a t i o n is a con tcx t -va r ia t ive one . 
Th i s kind r e p r e s e n t s different forms of s t a t i n g conten t - fac tua l and 
con ten t -concep tua l informat ion, to wit : n a r r a t i o n , descr ip t ion , the 
a u t h o r ' s m e d i t a t i o n s , as well as a d i a logue , m o n o l o g u e and repre 
sen ted speech. 

N a r r a t i o n conveys the ma in plot t h r e a d of a l i t e ra ry p roduc t ion . 
Mos t f requent ly the even ts a re re la ted in the i r chronologica l suc
cess ion . The success ive re la t ion of facts m a k e s it poss ible for the 
a u t h o r to m a r k out the plot l ine m o r e consp icuous ly and to convey 
in fo rmat ion abou t the pe r sons of the novel or s tory . 

I t is n e c e s s a r y to r e m a r k t ha t a n a r r a t i v e context is u s u a l l y 
connec ted wi th ce r t a in local i ty and t ime . The de s igna t i on of t h e 
loca te a n d period of the l i t e ra ry work , appe l l a t i on of pe r sons and 
nomina t i on of ac t ions — these a re t h e l a n g u a g e m e a n s wi th the 
he lp of which n a r r a t i o n is conduc ted . I m a g i n a t i v e t ime , in which 
t h e descr ibed e v e n t s a re unfo ld ing , imi t a t e s real t ime , but doesn ' t 
reflect al l i ts p rope r t i e s , b e i n g less r ig id . Real t ime flows evenly—.* 
i m a g i n a t i v e t ime c a n speed up , s low a n d even ha l t . Real t ime i s | 
i r revers ib le , but in i m a g i n a t i v e t ex t s success ion of even t s can be 
c h a n g e d , t h e la ter even t s can be placed before t h e ear l ie r ones . V e r a 
often, in order to excite the r e a d e r ' s in te res t , the au tho r b e g ' n s a) 
s tory from the midd l e and a f t e r w a r d s g ives t h e exposi t ion . Some- , 
t imes , especia l ly in detec t ive s tor ies , t h e final link in the cha in ofl 
e v e n t s serves as the b e g i n n i n g of t h e n a r r a t i v e . Thus , in the ini t ial] 
ep i sodes of "The Quie t A m e r i c a n " by G r a h a m Green , Pyle , one of 
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the cen t ra l p e r s o n a g e s of the novel is a l r e a d y killed and a f t e r w a r d s 
the au tho r desc r ibes t h e even t s p r e c e d i n g h i s murde r . 

There is a l so a concept of i m a g i n a t i v e space . It is a desc r ip t ion 
of i m a g i n a r y p lace of act ion in a l i t e ra ry work. The i m a g i n a t i v e 
space can be e n o r m o u s l y vas t , e m b r a c i n g the whole g lobe a n d i t 
can a lso sh r ink to the size of a room. 

A cha rac t e r i s t i c t r a i t of n a r r a t i o n is i ts d y n a m i s m . D y n a m i c 
s p a n s of the text abound in ve rbs e x p r e s s i n g act ion. The act ion can 
be ex te rna l , phys ica l , d eno t i ng m o v e m e n t or sh i f t ing in space . Be
s ides t h a t t h e ac t ion can be in t e rna l , t a k i n g p lace ins ide a p e r s o n ' s 
m in d : s o m e t h i n g c h a n g e s in h i s k n o w l e d g e and u n d e r s t a n d i n g of 
the env i ronmen t , in his a t t i t ude to it, in his pe r sona l i nc l ina t ions . 

Descr ip t ion se rves for dep i c t i ng n a t u r e , locati ty, in ter ior of t h e 
house and p e r s o n a l a p p e a r a n c e . C h a r a c t e r i z a t i o n of a m a n ' s qua
l i t ies a lso b e l o n g s to descr ip t ion . The descr ip t ion of p e r s o n a l a p p e a 
rance , l a n d s c a p e , inter ior of an a p a r t m e n t is s ta t ic in c o m p a r i s o n 
wi th an accoun t of ex te rna l or i n t e rna l ac t ion; as if in such 
c a s e s the t ime in n a r r a t i o n h a l t s o r s lows down and no even t s a re 
t a k i n g place . Descr ip t ion is an i n t e g r a l p a r t in a major i ty of p ro 
sa ic works . I t s ma in function i s to c r ea t e i m a g i n a t i v e space a n d 
e n v i r o n m e n t in which the ac t ion t a k e s p lace . In t ru ly ar t ic t ic t e x t s 
desc r ip t ions a re very impor t an t . They can be used for the expres s ion 
of emot ions as a pa ra l l e l or a con t r a s t to some or other even t s , as 
a plot m e t a p h o r . I t is j u s t desc r ip t ions t ha t a rc u sua l ly se lected 
for s tyl is t ic a n a l y s i s . As a ru le they con ta in a g r ea t n u m b e r of 
s tyl is t ic devices and s ty l i s t i ca l ly -marked l a n g u a g e m e a n s . Le t ' s a n a 
lyse a smal l ex t rac t from J. G a l s w o r t h y ' s s tory "The App le - t r ee" , 
p r e s e n t i n g the descr ip t ion of a b l o s s o m i n g app le g a r d e n , w h e r e t h e 
m a i n c h a r a c t e r s of the s tory kept t rys t . The style of the accoun t is 
e levated, poetic, unhur r i ed . This is test if ied by the poet ic choice of 
w o r d s : " sp i r i t " , "bewi tched" , " g l a m o u r " , , ,moonwitched" , " u n h e a r t -
l y " , "god" , " g o d n e s s " , " f aun" , " n y m p h " , " m y s t e r i o u s " a n d the 
u s a g e of complex syn tac t i c s t r uc tu r e s . The text is s a t u r a t e d wi th 
va r ious s tyl is t ic devices of all l a n g u a g e levels : phonet ic , lexical , 
syn tac t ic . In order to m a k e the descr ip t ion of the l a n d s c a p e v iv id 
and p ic tu resque a conve rgence of s tyl is t ic devices is used : e p i t h e t s 
( c reep ing moonl igh t , bewi lde r ing , still scen t less beauty , q u i v e r i n g , ' 
h a u n t e d moonwi tched t rees , soft, sac red , y o u n g b l o s s o m ) , m e t a p 
hors ( the s t r e a m ' s b u r b l i n g w h i s p e r i n g chuckle , busy cha t t e r o f 
the li t t le t rou t s t r eam, the moon w a s f l ing ing g l a n c e s ) , s imi les (he 
had the oddes t feel ing of ac tua l c o m p a n i o n s h i p , as if a mi l l ion of 
whi te m o t h s or sp i r i t s h a s floated in and set t led be tween d a r k sky 
and darker g r o u n d and were o p e n i n g and s h u t t i n g the i r w i n g s on 
a level wi th his e y e s ) . 

The au thor i s s t r i v ing to descr ibe the b l o s s o m i n g moonl i t or
chard in all de t a i l s and p a r t i c u l a r s to enab le the r eade r to feel t h e 
mys t e r i ous b e a u t y of the s u r r o u n d i n g n a t u r e . But t h a t i s no t the 
only p u r p o s e of the au thor . C o n c e n t r a t i n g our a t t en t ion on t h e in
te rac t ion of s tyl is t ic devices, we come to the conclus ion t h a t t h e 
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second purpose of the au tho r w a s to disclose the p r o t a g o n i s t ' s mood, 
h i s inner psychologica l s ta te . A longs ide wi th s tyl is t ic devices of 
desc r ip t ive cha rac te r e l emen t s of r ep re sen t ed speech a lso m a k e 
the i r a p p e a r a n c e in the text . Why did the au tho r inc lude col loquial 
p h r a s e s of r ep re sen ted speech into a lofty descr ip t ion typica l of 
w r i t t e n type of speech with its l ong sen tences , complex cons t ruc
t i o n s , wi th i ts bookish and poetic words? Tha t is not acc iden ta l . 
T h a n k s to r ep resen ted speech the descr ip t ion of the o rcha rd 
is g iven t h r o u g h t h e percept ion of the p ro t agon i s t . 
The au thor does not only descr ibe the beau ty of n a t u r e , but m a k e s 
t h e r eade r look a t the o r cha rd by the eyes of h is p e r s o n a g e . The 
u s e of such phonet ic m e a n s as : onomatopoe ia , i m i t a t i n g the s o u n d s 
of n a t u r e — the b i rd s ' cr ies , the s t r e a m ' s bu rb l i ng , the r u s t l i n g of 
l eaves , c rea tes the impress ion of the p r o t a g o n i s t ' s immed ia t e percep
t ion of the s u r r o u n d i n g l a n d s c a p e . Ev iden t ly i t w a s n e c e s s a r y for 
t h e au tho r to show how the s u r r o u n d i n g l a n d s c a p e , the a w a k e n i n g 
n a t u r e influenced the y o u n g m a n . 

Jn addi t ion to t ha t one more detai l ca t ches our eye — all sty
l is t ic devices of the desc r ip t ion perform one and the s a m e function, 
t h e funcion of personi f ica t ion , as if the n a t u r e comes to life a n d 
i n a n i m a t e objects a r e sp i r i tua l i zed . I t bewi t ches the y o u n g m a n . 
I t is impor tan t for the au tho r to show t h a t the n a t u r e of the sur
r o u n d i n g l a n d s c a p e h a s a mys t i c (by the w a y th i s word is used in 
t h e text) m i r acu lous effect on the p e r s o n a g e . 

T h e descr ip t ion of t h e o r cha rd is t e r m i n a t e d by a qui te unexpec
ted m e t a p h o r " t r ee -p r i son" , which i s con t r a s t ed to the p r eced ing 
s tyl is t ic devices of a lofty, poetic cha rac t e r . The con t ras t , c rea ted 
by the author , a t t r a c t s the r e a d e r ' s a t t en t ion to th i s i m a g e and ser
ves as a s igna l of s tyl is t ic informat ion . This m e t a p h o r per forms a 
d e p i c t i n g - e v a l u a t i n g function: a l o n g s i d e wi th the descr ip t ion of the 
powerful t ree, whose b r anches somehow concea led the whole sky 
f i rmamen t , the au tho r once m o r e conf i rms the t hough t , t ha t our 
p e r s o n a g e is impr i soned by his feel ings, he is bewi tched and ho lds 
no m o r e power to control himself or his ac t ions . In th i s way the 
l a n g u a g e m e a n s , used in the descr ip t ion of n a t u r e serve the pur
pose of c h a r a c t e r i z i n g the p e r s o n a g e and a l t h o u g h they don' t g ive 
a direct eva lua t ion , they help us to u n d e r s t a n d the m a n ' s inner 
wor ld , h is poetic n a t u r e , his subt le percep t ion of beau ty . The ana 
lysis-oif t h e cited ex t rac t enab l e s us to see the in terconnect ion bet
w e e n t h e desc r ip t ion of n a t u r e and the inner psychologica l s t a te of 
t h e p e r s o n a g e , the account for his ac t ions in the further develop
m e n t of e v e n t s and in t h i s w a y to p e n e t r a t e deeper into the con
t e n t s of the text . 

P a r t s o f t h e text c o n t a i n i n g the a u t h o r ' s d i g r e s s i ons a ' so p lay 
an impor t an t role in d i sc los ing the concep tua l informat ion. The 
a u t h o r ' s d i scourses u sua l ly t a k e the form of deep phi losophic gene
r a l i za t i ons , conc lus ions , j u d g e m e n t s and ind iv idua l e p i g r a m s . The 
a u t h o r ' s r e a s o n i n g s very d is t inc t ly show his posi t ion, his s o r ' a l , 
pol i t ical a n d aes the t ic credo. I t i s j u s t t he a u t h o r ' s r e a s o n i n g s t h a t 

very frankly exp res s his ideologic and aes the t ic point of view, h i s 
pe r sona l e v a l u a t i o n of depic ted t h i n g s . Thus , the au tho r ' s d i scour 
ses a re cha rac t e r i zed by an e x t r a o r d i n a r y funct ional load, perfor
m i n g the ro le of p r inc ipa l t u r n i n g p o i n t s in a l i t e ra ry p roduc t ion , 
mos t p o n d e r o u s in ideological and a r t i s t ic respec t s . The e n u m e r a 
ted forms of con tex t -va r ia t ive s e g m e n t a t i o n - n a r r a t i o n , desc r ip t ion , 
d i scourse — cons t i tu te the p lan of the a u t h o r ' s speech. The speech 
of the p e r s o n a g e s is r ep resen ted in t h e tex t by t h e forms of d i a lo 
gues , m o n o l o g u e s and r ep resen ted speech. 

D ia logue of a l i t e ra ry work is a complex and polyfunct ional 
format ion . B e i n g an a n a l o g u e of ora l speech, it, on one side, re f lec t s 
the r egu l a r i t i e s in t r ins ic to oral in t e rcourse and on the o ther s ide 
it immed ia t e ly expresses ind iv idua l pecu l ia r i t i es of a speake r a n d 
cha rac t e r i ze s h i s life s t a n d i n g , ideologic , aes the t ic and social s t a t u s . 
The d ia log ic context is a p o r t r a y a l of p e r s o n a g e s : i t r e v e a l s the i r spe 
ech pecul ia r i t i es , d isc loses the i r wor ld out look and c lear ly s h o w s 
the i r emot iona l , e thic and m o r a l t r a i t s . Le t ' s a g a i n t u r n to t h e a n a 
lysis of the ex t rac t from J. G a l s w o r t h y ' s novel "The M a n of P r o p e r 
ty" . As i t h a s been s ta ted above, the d isposi t ion of the g iven ep iso
de at the b e g i n n i n g of the new chap te r , the r u p t u r e in t h e n a r r a t i -
ona l chain s i gna l i ze s the s igni f icance of t h i s text span in r e v e a l i n g 
the concep tua l informat ion . The ex t rac t b e g i n s wi th n a r r a t i o n . The 
very first sen tence ind ica tes implied i m p o r t a n c e of the descr ibed 
event . The word " D i n n e r " i s e m p h a s i z e d g raph ica l ly . The s e n t e n c e 
is i sola ted into a s e p a r a t e p a r a g r a p h . The p a u s e fo l lowing the p a r a g 
raph , m a k e s i t poss ib le to c o m p r e h e n d t h e u t t e r ance , to i m a g i n e t h e 
solemn ce remony of the d inner . In subsequen t sen tences our a t t en 
t ion is a t t r ac t ed by t h e repe t i t ion of the word — "in s i lence" , g iven 
in the function of anad ip lo s i s and p laced in the ini t ial , t he m o s t 
p rominen t , pos i t ion of the sen tence . In th i s way the word becomes 
s ty l i s t ica l ly m a r k e d and m a k e s the u t t e r a n c e emot iona l ly -co loured . 
T h a n k s to th i s we feel the t ense a t m o s p h e r e , the exc i t ement of t h e 
people at the d inner t ab le . A n a l y s i n g direct speech of the p e r s o n a 
ges , we d r a w deduc t ions about the i r emot iona l s ta te . I r ene a n d Bo-
s inney a r e excited, show in teres t in each other , percept ive to t h e 
beau ty of the a w a k e n i n g n a t u r e . Their speech con ta ins e x c l a m a t o r y 
sen tences , w o r d s of pos i t ive emot iona l eva lua t ion . I t is i n t e r e s t i n g 
to m a r k t h a t a l t hough the conve r sa t ion a t ' the t ab le i s g e n e r a l , 
I r ene ' s and Bos inney ' s t a lk i s a d d r e s s e d only to each o ther . The i r 
cues, like an echo, a l w a y s follow each o ther : " B o s i n n e y v e n t u r e d : 
I t ' s the first s p r i n g day! I rene echoed softly: Yes, . the first s p r i n g 
d a y ! " 

The r eade r feels the pe r sona l in te res t I rene and Boss inney h a v e 
for each other , t he source of the i r love, w h e n every w o r d b e c o m e s 
s igni f icant , w h e n w o r d s of one pe r son find r e sponse in the h e a r t 
of t h e other . J u n e ' s speech ref lects a qu i te c o n t r a r y emot ina l s ta te-
She denies e v e r y t h i n g tha t I rene and Boss inney say. She doesn ' t 
like s p r i n g : " the re isn ' t a b r ea th of a i r " , t he scent of f lowers : " H o w 
can you like the scen t?" , the sunse t "A London s u n s e t ! " J u n e ' s 
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w o r d s con ta in n e g a t i v e emot iona l eva lua t i on : "Wine ' s such hor r id 
stuff!" Thus J u n e ' s speech reflects her inner s t a t e — s h e is out of spi
r i t s , she i s i r r i ta ted a n d a n g r y . She is j e a lous , feel ing I rene ' s and Bos-
s inney ' s m u t u a l a t t r ac t ion , she canno t conceal her bad mood. 

Soames , in con t rad i s t inc t ion to the th ree o thers , is qui te ca lm 
and u n a w a r e of the i r feel ings. His speech cha rac t e r i ze s him as a 
n e u t r a l m a n , ent i re ly indifferent to e v e r y t h i n g tha t doesn ' t immedia 
te ly concern his own in te res t s . For S o a m e s th i s d inner is only an 
occas ion for e s t a b l i s h i n g bus ines s con tac t s wi th Boss inney . He is 
conce rned only with the dinner-i tseif . A g a i n s t the b a c k g r o u n d of 
the gene ra l emot iona l t ens ion S o a m e s cues abou t cut le ts , wine , oli
ves cause n o t h i n g but an i ronical smile on t h e pa r t of the r eade r . 

Thus , d i a logue suppl ies m a t e r i a l for cha rac t e r i z a t i on of the per
s o n a g e s and in th i s w a y p lays an i m p o r t a n t role in r e v e a l i n g the 
gene ra l conceptua l in format ion of the text . 

I t i s neces sa ry to r e m a r k t h a t the a n a l y s e d speech forms are 
s e ldom used in the i r pu re s t a t e . They a r e u s u a l l y mixed up or com
b ined wi th one ano ther . There a re different w a y s of j o i n i n g t h e m : 
e i ther one form is in te r spe r sed wi th e l emen t s of the other , or one 
form in t rudes in b ig por t ions into the other , or severa l forms a re 
mixed up toge the r . Rep l en i sh ing each other they blend so o r g a n i c a l 
ly t ha t somet imes i t is difficult to disjoin t h e m . And yet they pre
sent different k inds of in format ion d y n a m i c (act ion, movemen t , 
c o m m u n i c a t i o n ) and s ta t ic (the descr ip t ion of an object and its 
e n v i r o n m e n t ) . 

§8 . Poetic Detail 

Recrea t i ng some p h e n o m e n o n of object ive rea l i ty in a l i t e ra ry 
work , the wr i te r does not descr ibe its m i n u t e pecul ia r i t i es and nu
m e r o u s t r a i t s , he does not pa r t i cu l a r i ze its componen t p a r t s and 
e l emen t s , but out of a m u l t i t u d e of fea ture p e r t a i n i n g to its n a t u r e 
a n d a p p e a r a n c e he chooses those which he cons ide r s mos t informa
t ive, most sugges t i ve . He usua l ly does not s t r ive to select the mos t 
p r o m i n e n t fea tures , but on the con t r a ry he chooses those , which 
seem r a t h e r inconsp icuous , but a t t he s a m e t ime help to r ec rea te 
the inner connect ion of t h i n g s and t h u s , per form the function of the 
mos t d is t inct ive , cha rac te r i s t i c t r a i t s . He re we can use a p roverb ia l 
e x a m p l e from A. Chekhov ' s play " C h a i k a " , in which one of the per
s o n a g e s says t ha t for the descr ip t ion of a moonl i t n igh t l a n d s c a p e 
it is sufficient to ment ion the neck of a broken bot t le g l i t t e r i n g on 
t h e dam and the black s h a d o w of the mi l lwhee l . 

Such deta i l s , which are selected by the au thor to r ep resen t the 
whole , which serve as a bas i s for r e c r e a t i n g the comple te p ic ture by 
the reader , a re ca l led poetic de ta i l s . 1 

When a n a l y s i n g i m a g i n a t i v e tex ts we m a y run the r isk of m i x i n g 
up a m e t o n y m y (synecdoche) with a poetic detai l because they a re 

1 B. A. K y x a p e H K o . « H H T e p n p e T a u H n TeKCTa». J teHHHrpaa, 1979, c. 40 . 
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based on a common t ra i t : both of t hem denote the en t i re object 
t h rough its pa r t . T h a t ' s why i t is n e c e s s a r y to point out the differen
ce be tween them. The decod ing of m e t o n y m y h a s n o t h i n g in com
mon with the unfo ld ing of a poetic deta i l . The w o r d s r e p r e s e n t i n g 
me tonymy are a l w a y s p rese rved in the decod ing p h r a s e . For ins-

t a "The boy w a s followed by a pai r of heavy boots"- After decod ing : 
The boy w a s followed by a m a n w e a r i n g a pair of heavy boots . 

The un fo ld ing of a poetic deta i l doesn ' t r equ i re its p re sence in 
the r ec rea ted p ic ture , i t is u sua l ly omi t t ed in the e n s u i n g s en t ence , 
it is subs t i tu ted by other w o r d s e x p r e s s i n g logical connect ion of 
re la ted t h i n g s . Le t ' s t ake an example . 

"The touch of a c lus ter of leaves revolved it ( the l aden m a t r e s s ) 
slowly, t r a c i n g , like the leg of t r ans i t , a th in red circle in the w a t e r " . 
(F. Scott F i t z g e r a l d "The Grea t G a t s b y " ) . We see tha t , F i t z g e r a l d 
doesn ' t expl ici t ly descr ibe the scene of G a t s b y ' s m u r d e r by Wi l son , 
but shows it t h r o u g h a smal l de ta i l : a t h in red circle in the w a t e r . 
That b r i n g s the r eade r to the conclus ion t ha t Ga t sby w a s shot wh i l e 
b a t h i n g on his p n e u m a t i c m a t r e s s in the pool. 

In the funct ion of a poetic detai l t he word is a l w a y s used in i ts 
direct m e a n i n g , but i t is deau toma t i zed , i t is ac tua l i zed and se rves 
as a s igna l of imagery , i t s t i r s up the r e a d e r ' s imag ina t i on , a r o u s e s 
his act ive t h i n k i n g and u r g e s h im to jo in the co-creat ive p rocess to
gether wi th the au thor . 

The v i sua l p ic tu res a p p e a r i n g in t h e r e a d e r s ' i m a g i n a t i o n on the 
bas i s of one a n d the s a m e detai l will be s imilar , but they won ' t 
qui te coincide, because they will reflect their ind iv idua l fancy. They 
can ' t be ident ica l , as they depend on the pe r sona l qua l i t i es of the 
r e a d e r s and the i r t h e s a u r u s . Let ' s t ake an example from " A r r o w s -
m i t h " by S inc la i r Lewis d e a l i n g wi th t h e in i t ia t ion of new mem
bers into D i g a m m a Pi , the chief med ica l f ra tern i ty : 

" I t w a s a noisy and r a t h e r painful per formance , which inc luded 
sme l l i ng asa fe t ida . M a r t i n w a s bored, bu t F a t t y Pfaff w a s in sque
ak ing , g a s p i n g t e r ro r ! " 

S m e l l i n g asa fe t ida seems to be an i tem of secondary i m p o r t a n 
ce, it is not accen tua t ed by the au thor , as if it were g iven in by
pas s ing , but i t is chosen by the au tho r as a g u i d i n g detai l which 
he lps to supply all other r i t ua l s of the p rocedure . The word is u n p r e 
dictable , t h a n k s to t ha t i t i s ac tua l i zed and excites the r e a d e r s ' fan
cy. Each r eade r will i m a g i n e a n u m b e r of other so lemn c e r e m o n i e s 
tha t could have poss ibly been inc luded in the p r o g r a m m e of t h e 
pe r fo rmance , such as : t a k i n g an oa th , m a g i c d a n c i n g , a n s w e r i n g 
sp i r i t s ' gues t ions , mys t e r ious f r igh ten ing noises , p i e rc ing one ' s fin
ger and squeez ing out blood for s i g n a t u r e s , cabal l i s t ic g e s t u r e s a n d 
other t r a n s c e d e n t a l r i tes of occult sc iences . 

Poet ic de ta i l s g r ea t l y con t r ibu te to the Iaconism a n d t e r s e n e s s 
of style because they give a g r e a t impu l se to the r e a d e r ' s i m a g i n a 
t ion. They m a k e i t poss ible to rea l i ze the pr inc ip le of incomple te 
r ep re sen ta t ion , which he lps to avoid verbos i ty of s tyle . If the wr i t e r 
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t r ied to descr ibe ep i sodes , people, l a n d s c a p e s a n d s i t ua t ions in full 
de ta i l s , the book would a s s u m e an e n o r m o u s size and plot would 
d i s so lve in i ts i n n u m e r a b l e p a g e s . V e r b i a g e is not conduc ive for 
m a i n t a i n i n g the r e a d e r ' s in teres t . Tru ly t a l en t ed books keep s t i r r i ng 
up the r e a d e r ' s in te res t by s t i m u l a t i n g h i s m e n t a l work. Whi le sup
p l y i n g the m i s s i n g facts the r eade r s t r a i n s h i s percep t ive abi l i t ies . 
F i l l i n g in the g a p s in incomplete ly r e p r e s e n t e d s i t ua t ions the rea
d e r v i s u a l i z e s t h e whole and der ives aes the t i c p l e a s u r e from t h e 
p roces s of r e a d i n g . 

Poe t i c de ta i l s ca r ry out different funct ions in imag ina t i ve t ex t s . 
A c c o r d i n g to the i r func tons we d i s t i n g u i s h t h e fo l lowing k i n d s of 
de ta i l s : 

1) D e p i c t i n g de ta i l s . 
2) De ta i l s of au thent ic i ty . 
3 ) Cha rac t e ro log i ca l de ta i l s . 
4 ) De ta i l s o f impl ic i tness . 
1) Depic t ing de ta i l s a re supposed to c r ea t e the v i sua l i m a g e of 

a descr ibed p h e n o m e n o n . Mos t f requent ly we come ac ross depict
i n g de t a i l s in t h e descr ip t ion of n a t u r e and pe r sona l a p p e a r a n c e . 
T h a n k s to dep ic t ing de ta i l s l a n d s c a p e s a n d p o r t r a i t s become m o r e 
concre te a n d ind iv idua l . Bes ides t h a t dep i c t i ng de ta i l s ve ry v iv id ly 
reflect the a u t h o r ' s point of view, because the choice of a detai l is 
a l w a y s subject ive , i t conveys the a u t h o r ' s emot iona l a n d e v a l u a t i n g 
a t t i t u d e . Le t ' s t a k e an e x a m p l e : 

" In the cen t re of the room, unde r the chande l ie r , as b e c a m e a 
hos t , s tood the head of t h e family, old Jo lyon himself. E i g h t y y e a r s 
of age , wi th his fine, whi te ha i r , his dome-l ike forehead, his l i t t le 
d a r k grey eyes, and an immense whi te m o u s t a c h e , which drooped 
a n d s p r e a d below the level of h i s s t r o n g j a w , he had a p a t r i a r c h a l 
look, a n d in spi te of lean cheeks a n d ho l lows at his t emples , s eemed 
m a s t e r of pe renn ia l youth . ("The M a n of P r o p e r t y " by J . G a l s w o r t h y ) . 
J o l y o n ' s a p p e a r a n c e is descr ibed by a n u m b e r of fea tures , bu t the 
m o s t impor t an t one is h is whi te d r o o p i n g mous t ache , because i t 
becomes a r ecu r r en t detai l and even his g r a n d c h i l d r e n after h i s 
dea th had it f irmly fixed in their memory : 

"The room, not much used now, w a s sti l l v a g u e l y h a u n t e d for 
t h e m both by a p r e sence wi th which they a s soc ia t ed t e n d e r n e s s , 
l a r g e d roop ing whi te m o u s t a c h e s , the scent of c iga r smoke and 
l a u g h t e r ("In C h a n c e r y " by J . G a l s w o r t h y ) . 

2) Authen t i c de ta i l s usua l ly point a t s o m e facts which help to 
c r e a t e the impress ion of au thent ic i ty . Chiefly they denote the n a m e s 
of count r ies , ci t ies , t o w n s , s t r ee t s , a v e n u e s , n u m b e r s of h o u s e s a n d 
f la ts , a s well a s me t ro s t a t ions , r a i lway s t a t i ons , b r idges and squa
re s , where the descr ibed act ion t akes p lace . E v e n i f the r eade r ne
ver v is i ted New York or London and knows about Brooklyn Br idge 
or P a d d i n g t o n s ta t ion only from hea r say , the p e r s o n a g e s of a liter
a r y work ac t i ng in these geog raph i ca l l y e x i s t i n g p laces will a s s u m e 
c o n v i n c i n g rea l i ty . For ins t ance A.Conan-Doyle placed the r e s idence 
of h i s famous detect ive in Baker s t ree t in the house N 221-B a n d t h e 
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r e a d e r s o f h is books v i s i t i ng L o n d o n a l w a y s come to B a k e r S t r ee t 
to look a t the house w h e r e Sher lock Llolmes lived, a l t h o u g h house 
221-B never exis ted there . In 1954, t h e year of Sher lock H o l m e s ' 
cen tena ry , t ou r i s t s w a n t e d to fix a memor i a l p l a q u e on the h o u s e 
w h e r e he lived. They examined m a n y houses in Baker S t ree t a n d 
f inal ly a g r e e d t h a t house 109 a n s w e r e d t h e desc r ip t ions g iven by 
C o n a n - D o y l e and put up the p l aque the re . 

S o m e t i m e s w r i t e r s invent the n a m e s of cit ies a n d s t ree t s , such 
n a m e s a l so per form the s a m e funct ion of a u t h e n t i c a t i n g the rea l i ty 
of a l i te rary p e r s o n a g e . For i n s t ance A. C o p p a r d , a we l l -known 
Eng l i sh wr i t e r , p laced the ac t ion of h i s p a m p h l e t " T r i b u t e " in the 
t own of B r a d d l e , non-ex i s ten t p lace . But i t s o u n d s typ ica l ly E n g l i s h 
a n d very p leus ib le . Tha t he lped to c rea te the impress ion t h a t s imi
lar even t s could h a v e t aken p lace in a n y l i t t le t own and were very 
typ ica l of t h a t per iod. 

The n a m e s of b ig shops , t r a d e - m a r k s of different a r t i c les of c loth
ing, the n a m e s of c lubs , publ ic schools , Univers i t i e s , B a n k s , thea t 
r e s , t he n a m e s of sh ips , t h e m a r k s of ca r s , c i ga r s a n d c iga r e t t e s 
a l so be long to au then t i c de ta i l s . 

When the au tho r m e n t i o n s the exact t ime of some i m a g i n a r y ac
t ion, the exac t d a t e of s o m e event , t h e exac t s u m of money etc , he 
a l so p roduces the impress ion of au then t i c i ty . Let ' s t ake an ex t rac t 
from the novel " P a s s i o n a t e y e a r " by J a m e s Llilton: 

"Speed w a s very ne rvous as he took his seat on the da i s ' at five 
to seven a n d w a t c h e d the school s t r a g g l i n g to their p laces . They 
c a m e in quie t ly enough , but t he r e w a s an a t m o s p h e r e of subdued 
expec tancy of which Speed w a s keen ly consc ious ; the boys s t a r ed 
a b o u t them, g r i n n e d at each other , i t seemed as i f they w e r e w a i t i n g 
for s o m e t h i n g to happen . Never the les s , at five past seven all w a s 
perfect ly quiet a n d order ly , a l t h o u g h i t w a s obvious t ha t l i t t le work 
w a s be ing done . Speed felt r a t h e r as i f he w e r e s i t t i n g on a powder -
m a g a z i n e , a n d the re w a s a sense in which he w a s e a g e r for the 
s t o r m to break. At abou t a quater past seven a b a n g i n g of desk- l ids 
b e g a n at the far end of the ha l l " . 

In th is e x a m p l e s c rupu lous m a r k i n g of the exact t ime s h o w s the 
t e a c h e r ' s n e r v o u s a l e r tnes s , h is fear of the ruff ians , who m i g h t put 
the i r p l an in to execut ion a n d s t a r t r a g g i n g him. The r eade r eas i ly 
v i sua l i zes t h e s i tua t ion and be l ieves in i ts rea l i ty . 

3) Characterological details, deno te ind iv idua l t r a i t s of a perso
n a g e , r e v e a l i n g his psycholog ica l a n d in te l lec tua l qua l i t i es . Whi le 
dep ic t ing and au then t i c de ta i l s s h a p e the image of a c h a r a c t e r in
direct ly, cha rac t e ro log i ca l de ta i l s t ake an i m m e d i a t e p a r t in model 
l i n g the c h a r a c t e r . As a r u l e cha r ac t e ro log i ca l de ta i l s m a k e the i r 
a p p e a r a n c e t h r o u g h o u t the whole text . The au thor never concen t ra 
tes cha rac t e ro log i ca l deta i ls in one p lace , he usua l ly uses t hem like 
l a n d m a r k s at a d i s t ance from each other . They are men t ioned in 
b y - p a s s i n g as s o m e t h i n g known . We can d i s t i ngu i sh 2 ca se s in the 
u s a g e of cha rac t e ro log i ca l de t a i l s : 
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a) all cha rac t e ro log ica l de ta i l s a re used for the manifold des
cr ip t ion of the cha rac t e r , each success ive detai l desc r ib ing a n e w 
t r a i t of the p e r s o n a g e . 

b) all cha rac t e ro log ica l de ta i l s are used for the r ecu r ren t accen
t u a t i o n of the mos t essen t ia l fea ture of the p e r s o n a g e , r ev ea l i n g his 
p r e d o m i n a n t mer i t or demer i t . 

As an example for the first case we shal l pick out severa l ph ra 
ses from different p a r a g r a p h s , c h a r a c t e r i z i n g F a t t y Pfaff in S . L e w i s ' 
novel " A r r o w s m i t h " : 

... " H e w a s p l a n n e d by n a t u r e to be a butt . . . . he w a s magni f i cen
t ly imbecile F a t t y ' s g rea t e s t beneficence w a s ... his belief in 
sp i r i t ua l i sm. . . he wen t abou t in t e r ro r of spooks . . . F a t t y w a s super
s t i t ious . I t w a s Fa t t y himself who pro tes ted : "Gee , I don ' t like to 
chea t " . 

These cha rac t e ro log ica l de ta i l s sca t t e red over the text show dif
ferent s ides of F a t t y ' s n a t u r e : h is defencelessness , ' his m e n t a l defi
ciency, his supe r s t i t i ousnes s , h is belief in sp i r i t s , h is cowardice , h i s 
hones ty . 

As an example for the second case we sha l l pick out p h r a s e s 
from the s a m e text which cha rac te r i ze one t r a i t of F a t t y ' s n a t u r e 
in a r ecu r ren t m a n n e r : 

"... he w a s magn i f i cen t ly imbecile he bel ieved eve ry th ing ... 
he w a s the pe r son to whom to sell use less t h i n g s . . . F a t t y had failed 
in mid-year a n a t o m i c a l they t r ied to t h r u s t h im t h r o u g h an 
e x a m i n a t i o n ... 

"Won ' t he never r e m e m b e r n o t h i n g about n o t h i n g ? " 
... he had forgot ten eve ry th ing he had l ea rned . 
" M a y b e you can abso rb a l i t t le in format ion from it t h r o u g h y o u r 

l u n g s , for God k n o w s you can ' t t ake i t in t h r o u g h your head" . 
All these cha rac t e ro log ica l de ta i l s testify to F a t t y ' s m e n t a l defi

ciency, it is the mos t e s sen t i a l demer i t of h is n a t u r e , and it is recur 
ren t ly m a r k e d in different s i t ua t ions . 

41 The impl ica t ion detai l m a r k s a sur face t r a i t of the phenome
non which s u g g e s t s deep- ly ing m e a n i n g . The ma in purpose of t h i s 
deta i l is to c rea te u n d e r c u r r e n t in format ion . _ 

As an example we' l l t ake the case of apos iopes i s from the s tory 

t ha t h a s been a l r e a d y quoted: ] 

" B u t you care w h a t h a p p e n s to me, don t you, Vern? 
"Oh, God, ye s ! " he sa id " T h a t ' s all I do ca re about now. 
If a n y t h i n g h a p p e n s — " . 

("Wild F l o w e r s " by E. C a l d w e l l ) . 
The decod ing of th i s case p r e sen t s no difficulty. V e r n ' s grief would 
be so grea t , t h a t ,he fails to find w o r d s for it. Life would p rac t ica l ly 
lose all m e a n i n g for him. Somet imes , w h e n the au thor fears t h a t 
the impl ica t ion detai l defies the r e a d e r s ' u n d e r s t a n d i n g he g ives a 
h in t to i ts decod ing : . 

"Wel l " , cont inued S o a m e s , " t h a t ' s a very expens ive b u s i n e s s . 
Your g r a n d f a t h e r isn ' t likely to consent to i t un l e s s he can m a k e 
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s u r e t ha t he ' s not got any other d ra in on him. And he p a u s e d to see 
w h e t h e r the boy unde r s tood his m e a n i n g . 

V a l ' s da rk thick l a shes concealed h i s eyes, but a s l ight g r i m a c e 
a p p e a r e d on his wide mouth , and he m u t t e r e d : — 

I suppose you m e a n my dad ! " 

(In C h a n c e r y by J . G a l s w o r t h y ) 

By the word " d r a i n " S o a m e s m e a n t e x h a u s t i n g expend i tu re im
posed on J a m e s by Dar t i e ' s cons t an t losses in c a r d s and the neces
s i ty of k e e p i n g up his family. With the help of Y a l ' s cue the au thor 
g ives the r eade r a hint for g u e s s i n g its m e a n i n g . 

S u m m i n g up the chapte r we a g a i n s ta te t ha t a poetic deta i l is 
a g r a in of concen t r a t ed informat ion , which he lps to convey much 
t h r o u g h lit t le and in cor re la t ion wi th o ther e l emen t s of the text 
c rea tes a h a r m o n i o u s p ic ture of the i m a g i n a r y object or phenome
non . 

The more vivid a detai l is, the g r e a t e r is the impe tus received 
by the r e a d e r ' s i m a g i n a t i o n and the g r e a t e r i s his aes the t ic plea
su re . 

In cer ta in cond i t ions a poetic deta i l can become a poet ic symbol . 
A symbol can develop a n y kind of poet ic deta i l . The process of "trans
fo rming a deta i l into a symbol is based on a n u m e r o u s r ecu r r ence 
of the s a m e deta i l in a n a l o g o u s s i t ua t ions . In the first s t a g e s of 
t h e p rocess the detai l i s a l w a y s used in close proximi ty to the phe
n o m e n o n which i t will la ter on r e p r e s e n t as a symbol . G r a d u a l l y 
its connect ion wi th the concre te s i tua t ion weakens," i t becomes m o r e 
independen t and acqui res the s t a t u s of a symbol . Thus , for ins tance , 
in E . H e m i n g w a y ' s works " r a i n " becomes a symbol of a mis fo r tune 
( "Fa rewe l l to A r m s " ) , a " h y e n a " becomes a symbol of u n h a p p i n e s s 
("The S n o w s of K i l i m a n j a r o " ) , a " l i o n " becomes a symbol of feare-
l e s sness ("The Shor t and H a p p y Life of F r a n c i s M a c o m b e r " ) . 

§ 9 . Foregrounding 

One of the pecul ia r i t i es of i m a g i n a t i v e l i t e ra tu re lies in the fact 
t h a t any word of the text h a s a po ten t i a l abi l i ty to acqui re addi t i 
ona l m e a n i n g or add i t iona l function a n d t h u s to become more con
sp icuous . In such cases we speak abou t ac tua l i za t ion of the word 
or i ts f o r eg round ing . 

" F o r e g r o u n d i n g is a special u s a g e of l a n g u a g e m e a n s which 
a t t r a c t s more a t t en t ion by itself and is perceived as u n u s u a l , depr i 
ved of a u t i m a t i z m , d e a u t o m a t i z e d " . 1 

Automa t i za t i on of a l a n g u a g e uni t in th is case m e a n s its u s a g e 
in its own con tex tua l ly p red ic tab le m e a n i n g , ac tua l i za t ion m e a n s the 
acqu i r emen t by the l a n g u a g e uni t of add i t iona l conno ta t i ons . If t he 
pred ic tab i l i ty in the rea l i za t ion of the w o r d ' s own m e a n i n g d ic ta ted 

1 TaBpaHeK B. 3 a j a m .iHTepaTypHoro KpyxKa H ero Ky.ibTypa. B c6. r i p a * -
C K H H jiHHXBHCTHqecKHH Kpy>KOK. M., « r i p o r p e c c » , 1967, c. 355 . 
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by t h e context is v io la ted , the word is sure to be ac tua l ized , i t wi l l 
acqui re add i t iona l l a n g u a g e capac i ty . 

L a n g u a g e un i t s ac tua l i ze their po ten t ia l abi l i t ies only in condi
t ions of a specia l ly o r g a n i z e d context . 

G e n e r a l p r inc ip les of f o r eg round ing compr i se the fo l lowing 
i t ems : . 

1) They es tab l i sh h ie ra rchy of m e a n i n g and e l emen t s ins ide t h e 
text , i.e. fo reground especia l ly impor t an t p a r t s of c o m m u n i c a t i o n . 

2) They e n s u r e un i ty in text s t r uc tu re and its sys t ema t i c o r g a 
n iza t ion , e s t a b l i s h i n g connec t ions be tween its p a r t s and the whole 
and in terac t ion be tween the p a r t s ins ide the whole . 1 Ac tua l i za t ion 
can be rea l ized a t all l a n g u a g e levels : phone t ic , morphemic , lexical 
and syn tac t ica l . The u n i t s of phonet ic level a re ac tua l i zed in a l l i te
ra t ion , a s sonance , r hy thm, me t r e and other p h e n o m e n a . 

For example : 
" S o a m e s smiled a s n e e r i n g smile and sa id : "I wish you good 

luck". Al l i t e ra t ion man i fes ted in the repe t i t ion of the ini t ial s ib i lan t 
sound and the r h y t h m i c a r r a n g e m e n t of the sen tence emphas i ze Soa
m e s ' s a rdon ic a t t i t ude to J u n e and Boss inney . 

At the morpho log ica l level ac tua l i za t ion is rea l ized t h r o u g h t h e 
repet i t ion of affixes, s t ems , a l t e ra t ion of root -vowels , emp loymen t 
of obso lu te inf lexions of ve rbs , r edup l i ca ted w o r d s , s i tua t ive word -
co inage . For example : 

"We left the t own refreshed and r e h a t t e d " ( F a t h c r h i l l ) . The re
pet i t ion of prefix and the e n d i n g in the occas iona l neo log i sm coined 
by the au thor ( r eha t t ed ) c rea tes a comic effect. 

At the lexical level ac tua l i za t ion is r ea l i zed t h r o u g h lexical s ty
listic devices: s imi les , m e t a p h o r s , me tonymy , ep i the ts , z e u g m a s , 
oxymorons , p e r i p h r a s e s , hyperbo les and i rony. 

As an example we can take a we l l -known aphor i sm by B a c o n : 
" S o m e books a re to be t a s t ed , o the r s swa l lowed , and some few to 
be chewed and d iges t ed" . 

The m e t a p h o r i c a l p red ica t e s m e a n t h a t some books should only 
be sk immed t h r o u g h , whi le o thers should be read tho rough ly . 

At the lexical level f o r e g r o u n d i n g is a lso typica l of t h e m a t i c a n d 
key w o r d s . In the v o c a b u l a r y of a l i t e ra ry work these w o r d s u s u a l l y 
b e l o n g to the h igh frequency zone and t h a n k s to their mu l t ip l e re 
cur rence in different s i tua t ions wi th in one and the s a m e text t hey 
enr ich and c h a n g e their m e a n i n g . For i n s t ance the word " b r i d g e " 
in E . H e m i n g w a y ' s novel "Fo r w h o m the Bell To l l s " in add i t ion to 
its p r i m a r y m e a n i n g "a cons t ruc t ion s p a n n i n g a r iver or a gulf" 
g r a d u a l l y in the course of the deve lopment of the plot acqui red t h e 
fo l lowing seman t i c componen t s : "a comba t t a s k " , "pa t r io t i c du ty" , 
"a tes t of c o u r a g e " , " d a n g e r " . > 

Let ' s t ake an ex t rac t from the s tory "The E n d of s o m e t h i n g " by 
the same au thor and t r ace the u s a g e of key w o r d s in it: 

"Nick looked on a t the moon, c o m i n g up over the hi l ls . 
" I t isn ' t fun any m o r e " . 

1 ApHMfaA H. B. CfHjiHcTHKa aeKOflHpoBaHHH. J l e m m r p a A , 1974,, c 44.. 
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" H e w a s af ra id to look at Mar jor ie . Then he looked at her . She 
sa t there wi th her back toward him. He looked at her back. " I t i sn ' t 
fun any more . Not any of it. She d idn ' t say a n y t h i n g . He wen t on, 
"I feel as t h o u g h eve ry th ing w a s gone to hell inside of me . I don ' t 
know, M a r g e . I don ' t know w h a t to say. He looked on a t her back. 

The an a ly s i s of the ex t rac t shows t ha t the key w o r d s u n d e r g o 
a s e m a n t i c shift and wi th in the l imits of the microtext develop the 
m e a n i n g of "to avoid m e e t i n g one ' s eyes" . 

At the syn tac t i c level, f o r e g r o u n d i n g is achieved by syn tac t i ca l 
s ty l i s t ic device, such as pa ra l l e l cons t ruc t ions , ch i a smus , an t i t hes i s , 
c l imax, repe t i t ion etc. As an i l lus t ra t ion let us cons ider a case of 
an t i c l imax : " I n m o m e n t s of cr is is . . . I s ize up the s i tua t ion in a f lash, 
se t my teeth, con t rac t my musc les , t a k e a firm gr ip on myself a n d , 
wi thou t a t r emor do the w r o n g t h i n g " ( B . S h a w ) . 

The first four h o m o g e n e o u s p r ed i ca t e s show the pe r son ' s s t r a t e 
g ic ca lcu la t ion , phys ica l and psycho log ica l r e a d i n e s s to give a s t r o n g 
rebuff to d a n g e r , but the fifth p red ica t e con t r a ry to expec t a t i ons 
s h o w s his fa i lure to r ise up to the s i tua t ion . 

The con t r a s t be tween the g r o w i n g tens ion and the unexpec ted 
b lunde r at t he cu lmina t ion of g r a d a t i o n c rea te s a comic effect. This 
s ty l i s t ic device is a lso known as an "effect of deceived expec ta t ion" . 

One of the mos t powerful m e a n s of f o r e g r o u n d i n g is conve rgen 
ce. It is a concen t ra t ion of ac tua l i zed e l emen t s in a re la t ive ly shor t 
text span . I t becomes especia l ly consp icuous when i t is based on 
s i m u l t a n e o u s ac tua l i za t ion of severa l w o r d s at different l a n g u a g e 
levels . For an i l lus t ra t ion we shal l t u r n a g a i n to " A r r o w s m i t h " by 
S. Lewis . 

"... F a t t y w a s soft, F a t t y w a s supe r s t i t i ous , F a t t y w a s an imbe
cile, yet they had for him the annoyed affection they migh t have had 
for a s econd-hand motor or a m u d d y dog ' . ' 

The a n a p h o r i c a l u s a g e of a n t o n o m a s i a in a ser ies of pa ra l l e l 
cons t ruc t ions accompan ied by g r a d a t i o n m a k e s i t poss ib le to g ive 
a t e r se and vivid express ion of t r a i t s p e r t a i n i n g both to m a n ' s ap
p e a r a n c e and cha rac t e r and t h u s to c rea te the image of a p l u m p 
and corpulen t person , r a the r w e a k - m i n d e d and igno ran t . Yet he i s 
not a repuls ive , but a r a the r a t t r ac t ive y o u n g m a n , i n s p i r i n g fond
n e s s , the r e a s o n for which is conveyed by the d imuni t iva ! suffix in 
his n i c k n a m e and the epi thet "sof t " p o s s e s s i n g posi t ive emot iona l 
eva lua t ion . The oxymoronous combina t ion of w o r d s in the next sen
t ence ( annoyed affection) concre t izes the a t t i t ude of his fel low-stu
den ts to him, in which fondness is m i n g l e d with con tempt and irri
t a t ion , as i t is further confirmed by the asynde t ica l a t t r i bu t ive 
c lause . 

Recent obse rva t i ons of l inguis t ic p h e n o m e n a in i m a g i n a t i v e li
t e r a t u r e show tha t not only no t iona l ( seman t i c ) w o r d s can be fo
r e g r o u n d e d , but even auxi l i a ry ( s y n s e m a n t i c ) w o r d s can get the i r 
ac tua l i za t ion . A m o n g the s y n s e m a n t i c w o r d s cases with t h e defini te 
art icle, pe r sona l and d e m o n s t r a t i v e p r o n o u n s a re descr ibed as the 
mos t usua l . 



The m a i n function of the definite ar t ic le is to n o m i n a t e the phe 
n o m e n a which are a l r eady known or have been men t ioned before. 
T h a t ' s why when the definite ar t ic le t akes the init ial posi t ion open
ing a chap te r , a novel i t c r ea t e s the impress ion tha t the au tho r 
con t inues the n a r r a t i o n , the b e g i n n i n g of which w a s g iven before. 
The r eade r bel ieves t ha t he is supposed to be acqua in t ed with the 
p r e c e d i n g facts. T h u s the definite ar t ic le a s s u m e s an add i t iona l 
funct ion—it c rea te s t h e impl ica t ion of p recedence , s u g g e s t i n g sub-
cu r ren t text with some facts and even ts r emoved . The init ial u s a g e 
of pe r sona l and d e m o n s t r a t i v e p r o n o u n s pe r fo rms the s a m e function. 
The p r o n o u n s " h e " or " t h a t " o p e n i n g a s tory or a novel a re char
ged wi th the implied m e a n i n g : " the one, t h a t h a s been men t ioned 
before". 

Bes ides tha t , p r o n o u n s can a lso be ac tua l i zed when they g ra 
dua l ly imbibe no t iona l m e a n i n g t h a n k s to t h e r ecu r ren t u s a g e in 
a n u m b e r of deve lop ing s i tua t ions . In such cases they a lso r equ i r e 
decoding . For ins t ance in the s tory "Wild F l o w e r s " by Er sk ine Ca ld 
well the l and lord , who t u r n e d his t e n a n t s out of the house , is neve r 
ca l led by his proper n a m e , but he is refer red to as " h e " . This pro
noun acqui res the u n d e r c u r r e n t m e a n i n g r e p r e s e n t i n g a cruel and 
indifferent world-

§ 1 0 . Role of the Title in Reveal ing Conceptual Information of the 
Text. 

In v i r tue of its close in te rac t ion wi th the conten t of the text , t h e 
t i t le h a s g rea t impor t ance for r ev ea l i n g concep tua l in format ion . 
Some t imes in explici t and concre te form, some t imes in veiled and 
implici t form, the t i t le expresses the scheme, idea, concept i n c a r n a 
ted by the au thor in the text . C o m p r i s i n g the qu in te s sence of the 
book 's content , the t i t le r e p r e s e n t s the n u c l e u s of the content con
ceptua l informat ion . At first the t i t le deno te s a v a g u e abs t r ac t no 
t ion, la ter on it fills wi th concre te m e a n i n g . 

In the course of plot deve lopment , t he w o r d s chosen by the au th
or for the t i t le , beg in to acqu i re some ad d i t i o n a l , conno ta t ive sha
des of m e a n i n g , ex tend the i r s e m a n t i c s t ruc tu re . The t i t le can be 
me taphor i ca l ly depicted- as a wound up sp i ra l , r e v e a l i n g its po ten
t ia l i t ies in the p rocess of u n w i n d i n g . 1 

As an example we can t ake the t i t le of W . S a r o y a n ' s s tory " L a u 
gh te r" . The s tory descr ibes a smal l ep i sode from school life. I t s 
content can be briefly reduced to the fo l lowing: the teacher , Mis s 
Wiss ig , m a k e s her pupi l Ben l a u g h for a whole hour , because he 
had l aughed a t the lesson. L a u g h t e r — a p u n i s h m e n t ! L a u g h t e r 
unde r coercion! The concept ions expressed by the word " l a u g h t e r " 
in the aspect of the descr ibed concre te s i tua t ion dis t inct ively con
t rad ic t the gene ra l concept ion of l augh te r , c o n t a i n i n g a pos i t ive 
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emot iona l eva lua t ion . The wr i t e r i m p a r t s qui te a different s h a d e of 
m e a n i n g to t h e word " l a u g h t e r " . I t i s a s soc ia ted wi th s o m e t h i n g 
doleful, sad , j oy les s and even t r ag i c . This t hough t i s g e t t i n g its 
deve lopmen t a l o n g s i d e in t ime wi th the unfo ld ing of the con ten t -
factual informat ion . 

Even the in i t ia l l ines ("You w a n t me to l a u g h ? " He felt lonely 
a n d ill in t h e e m p t y c l a s s room ...) c o m p r i s e the c o n t r a s t of m o o d s , 
roo t ing , on one side, in the word " l a u g h " and, on the o ther s ide, 
in the w o r d s "il l , lonely". This con t r a s t is increased by the convey
a n c e of fee l ings exper ienced by the boy: su rpr i se , perplexi ty (it w a s 
s t r a n g e ) , fear (it w a s f r i g h t e n i n g ) , , d i sgus t (it w a s d i s g u s t i n g ) , 
so r row, s y m p a t h y (he felt sorry, he w a s s o r r y ) , s h a m e (he w a s a s h a 
m e d , shameful w e e p i n g in his vo ice ) . Revea l i ng the ch i ld ' s inner 
s t r u g g l e the wr i t e r shows how the text of the s tory is modi fy ing 
t h e s e m a n t i c s of the t i t le , which acqu i res the fo l lowing implici t 
m e a n i n g s : pity and sorrow, i nd igna t i on and contempt , s y m p a t h y 
a n d suppor t . 

Very often the t i t le of i m a g i n a t i v e t e x t s is connected wi th con
t en t - concep tua l informat iqn only indirect ly . 

S o m e t i m e s the m e a n i n g of a t i t le is veiled by a m e t a p h o r or 
me tonymy . In E .Ca ldwe l l ' s s tory " W i l d F l o w e r s " , the t i t le , expres 
sed by a me taphor , he lps the r e a d e r to p e n e t r a t e deeper into the 
c o n t e n t of t h e s tory, to u n d e r s t a n d i ts idea. The s to ry s h o w s t r a g i c 
des t iny of t w o y o u n g people d i smissed and evicted by the l and lo rd . 
The m a i n idea of the s tory lies on the surface — it exposes t h e bru
t a l foundat ion of bourgeo i s society. U s i n g the example of the y o u n g 
family which for fa i l ing to pay the r en t w a s t u r n e d out of the house 
in spi te of the fact t ha t the y o u n g w o m a n w a s e x p e c t i n g a child, 
t h e au thor shows the c a l a m i t o u s posi t ion of the des t i tu t e w o r k i n g 
c l a s s and exposes cruel ty and i n h u m a n i t y of the explo i ta t ive c l a s s . 
The t i t le of the s tory "Wild F l o w e r s " p r o m p t s one m o r e idea to us . 
E v e n before r e a d i n g the s tory one can feel t ha t the t i t le p r e s e n t s 
a m e t a p h o r c o m p r i s i n g a poetic i m a g e a n d th i s fact he lp s to c r ea t e 
a cer ta in emot iona l p red i spos i t ion . 

The c h a r a c t e r of the p e r s o n a g e s ' m u t u a l r e la t ions — their genu
ine love, care concern for each other — acquire special s ign i f icance . 
In some of h i s s tor ies Ca ldwel l s p e a k s abou t the influence of pover
ty in h u m a n soul, how pover ty i n s t i g a t e s h u n g r y people to t r eac 
hery , to m e a n ac t ions and c r imes . Howeve r in t h i s s tory we see t h e 
oppos i t e — to rmen t suffer ings and ha rd cond i t ions do not emb i t t e r 
t h e h e a r t s of people, don ' t kill their love. If we re t rospec t ive ly re
cons ider the whole s tory in th i s aspec t we' l l see the poss ibi l i ty of 
a new in t e rp re t a t i on p rompted by t h e t i t le of the s tory. The poetic 
imag e of wild f lowers which bloom i r respect ive of cond i t i ons and 
c i r c u m s t a n c e s , i r respect ive of the soil, on which they g row, e x h a l i n g 
f r ag rance and g i v i n g p l easu re for the eyes, he lps the au tho r to 
show c o u r a g e , s t a u n c h n e s s , s t r e n g t h of spiri t and love of the two 
y o u n g people who preserved the i r t ende r feel ings in spi te of the 
h a r d h u m a n cond i t ions in which they found t hemse lve s . "Wi ld 
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F l o w e r s " is not on ly a t r a g i c s tory, i t a lso symbol izes belief In 
k i n d n e s s , love and beau ty . 

A t i t le — symbol ref lects t h e con ten t - concep tua l informat ion in 
the mos t consp icuous m a n n e r . The t i t le of J . G a l s w o r t h y ' s novel 
" T h e Whi t e M o n k e y " c a n serve as an e x a m p l e . The i m a g e of the 
whi te monkey, g iven in the t i t le , symbol izes r a v a g e n e s s of the youn
ger gene ra t i on of E n g l i s h bourgeo i s ie . I t is an i m a g e of the wh i t e 
monkey from the Ch inese p ic ture , which S o a m e s p resen ted to h i s 
d a u g h t e r . 

The monkey i s e a t i n g an o r a n g e a n d t h r o w s abou t i ts r ind , her 
eyes ref lec t ing deep y e a r n i n g and d issa t i s fac t ion . In the y e a r n i n g eyes 
of the monkey, in he r t roub led look and d i ssa t i s fac t ion G a l s w o r t h y 
i n c a r n a t e s the persep t ion of life by the y o u n g e r gene ra t i on of E n g 
lish bourgeois ie . The r e p r e s e n t a t i v e s of t h i s gene ra t i on h a v e no 
faith, no aim in life, no mora l p r inc ip les to g u i d e the i r conduct by. 

I t is poss ible to classify t i t les a c c o r d i n g to the i r form and CCI 
or CFI reflected in t h e m : I) a t i t le -symbol , 2) a t i t le - thes is , 3) a 
t i t l e—quota t ion , 4) a t i t l e—repor t , 5) a t i t l e—hin t , 6) a t i t l e — n a r 
ra t ion . 

§ 1 1 . Text Interpretation and Linguonpragmatics 
Linguos ty l i s t i c a n a l y s i s of the whole tex t (The chosen m e t h o d 

of a na ly s i s embraces the text in its to ta l i ty ) m a k e s i t poss ib le to 
r evea l the s t r u c t u r a l - s e m a n t i c o r g a n i z a t i o n of t h e i m a g i n a t i v e text , 
the sys tem of i ts t ropes , the a u t h o r ' s w a y s of e x p r e s s i n g the emo
t iona l eva lua t ion of life s i t ua t i ons expressed in t h e text . As a r e 
sul t all th is he lps to reveal ideological and a r t i s t i c m e s s a g e of a 
l i t e ra ry work. 

But only complex l inguos ty l i s t i c and l i n g u o p r a g m a t i c a n a l y s i s 
wil l help t h o r o u g h l y u n d e r s t a n d a l i t e ra ry work , to give a correct 
e v a l u a t i o n of its role in the life of society, to comprehend the fac
to r s d e t e r m i n i n g . t h e specificity of its a r t i s t ic o r g a n i z a t i o n . 

L i n g u o p r a g m a t i c s is an aspect in t h e r e s e a r c h of l a n g u a g e , s tu 
d y i n g its un i t s in the i r r e la t ion to t ha t person or pe r sons , who u s e 
the l a n g u a g e . T h a t ' s why in l i n g u o p r a g m a t i c r e sea rches the m a i n 
accent falls on the m a n — both s p e a k i n g or w r i t i n g (the speaker , 
t he t ex t ' s creater , t he a d d r e s s e r ) and l i s t e n i n g or r e a d i n g ( the re
cipient , the a d d r e s s e e ) . 

In order to find the p lace of l i n g u o p r a g m a t i c s in the in te rp re ta 
t ion of the text i t is n e c e s s a r y to acqua in t oneself wi th the m a i n 
concept ions of l i n g u o p r a g m a t i c s . 

Any k ind of in te rcourse , i n c l u d i n g in t e rcour se by m e a n s of a 
be l les- le t t res text , p r e s u p p o s e s a cer ta in c o m m u n i c a t i v e - p r a g m a t i c 
s i tua t ion . A p r a g m a t i c s i tua t ion is a complex of ex te rna l cond i t ions 
of in te rcourse which t h e s p e a k e r s keep in m i n d at the momen t of 
r e a l i z i n g their speech act: who?—to w h o m ? — a b o u t what?—for 
w h a t ? — h o w ? 

We d i s t ingu i sh the fo l lowing p a r a m e t r e s of a commun ica t i ve -
p r a g m a t i c s i tua t ion : 
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1. e n v i r o n m e n t a n d p lace of a c o m m u n i c a t i v e act 
2. the subject of communica t i on 
3. the p u r p o s e of commun ica t i on 
4. the social s t a t u s of the p a r t i c i p a n t s of commun ica t i on ( the i r 

c lass — social , ideological c h a r a c t e r i s t i c s ) ; educa t iona l qual i f ica t i 
ons , b a c k g r o u n d knowledge , r ace affinity etc. 

5. ind iv idua l psychologica l cha rac t e r i s t i c s of the c o m m u n i c a n t s 
(sex, age , n a t i o n a l affinity, t e m p e r a m e n t e t c ) . 

P r a g m a t i c in fo rmat ion ref lects some or o ther p a r a m e t r e s of t h e 
c o m m u n i c a t i v e - p r a g m a t i c s i tua t ion and ind ica tes which s i gns of t h e 
l a n g u a g e sys tem wou ld be a p p r o p r i a t e in the concre te cond i t ions of 
communica t ion . As an example we can use a t ape - recorded scene 
of a m o r n i n g g r e e t i n g be tween the d i rec tor of E n g l i s h l a n g u a g e 
courses and a j u n i o r t eache r (Oxford, the m i d - e i g h t i e s ) : "Good mor
n ing , s i r ! — M o r n i n g , C h r i s ! " The p r a g m a t i c o r i en ta t ion in t h e se
lection of prec ise ly these l a n g u a g e un i t s , especia l ly the d i m i n u t i v e 
form of t h e p rope r n a m e is e m p h a s i z e d by ano the r scene, t h a t took 
p lace tha t very e v e n i n g in the d i rec to r ' s m a n s i o n . I n t r o d u c i n g h i s 
th ree-year -o ld g r a n d s o n , Mr .Kendly , r e a c t i n g t o the g u e s t s a t t e m p t 
to call the child by a d iminut ive n a m e ins i s ten t ly unde r l i ned : "He 
i s E d w a r d , not E d d y ! " 

S i g n a l s of p r a g m a t i c informat ion are d ivided into l a n g u a g e and 
n o n - l a n g u a g e ones . In the cited e x a m p l e t h e form of a d d r e s s s e r v e s 
as a l a n g u a g e s i g n a l of social cha rac t e r i s t i c s of the c o m m u n i c a n t s , 
t o n o n - l a n g u a g e s i g n a l s we can refer the i n t e rp re t e r ' s k n o w l e d g e 
of social role r e l a t i ons in mode rn E n g l i s h society. 

Each act of speech in te rcourse p u r s u e s a ce r ta in c o m m u n i c a t i v e 
a im. The p rob lem of s t u d y i n g how the communica t i ve act inf luences 
speech or non- speech conduct of t h e a d d r e s s e e a lso b e l o n g s to t h e 
sphere of l i n g u o p r a g m a t i c s . Only then , w h e n the a d d r e s s e r a n d 
a d d r e s s e e u n d e r s t a n d each other , commun ica t i on , from the p r a g m a 
tic point of view, is cons idered to have rea l ized . Only t a k i n g in to 
account the p r a g m a t i c impact , the speake r can m a k e choice of lan
g u a g e m e a n s and the i r combina to r i c s . 

Thus , P r a g m a t i c s of any text is one of i ts in t eg ra l cha rac t e r i s t i c 
t r a i t s and t h a t i s de te rmined by the ve ry n a t u r e of the text as the 
m a i n uni t of communica t ion . Thus , t h e p rocess of c o m m u n i c a t i o n 
a longs ide wi th the in te l lec tual ( factological , logical) function of t h e 
l a n g u a g e a lso r ea l i zes the emot iona l - eva lua t ion and p r a g m a t i c func
t ions , which is s imu l t aneous ly directed from the m a n a n d to the 
man . I t i s prec ise ly th i s p rocess t h a t m a n i f e s t s the social n a t u r e of 
the l a n g u a g e and of the m a n as its use r . 

The p r a g m a t i c s of a n y type of t h e text inc ludes the above s t a t e d 
p a r a m e t r e s of the c o m m u n i c a t i v e - p r a g m a t i c s i tua t ion : w h o ? — 
w h a t ? — t o whom?—for w h a t p u r p o s e ? — h o w ? In the p rocess of l i 
t e ra ry commun ica t i on these p a r a m e t r e s a re specified in the follow
ing w a y : 

— the a g e n t of speech (the c rea tor of a be l les - le t t res text , t h e 
a u t h o r ) ; 
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— the subject of commun ica t i on ( f r agmen t of object ive rea l i ty ; 
p a s s e d t h r o u g h the ind iv idua l percept ion of t h e a g e n t of s p e e c h ) ; 

— the a d d r e s s e e (the m a s s reader , the cri t ic i n t e r p r e t e r ) ; 

— the purpose of communica t i on ( the p r a g m a t i c o r ien ta t ion of 

t h e a g e n t of s p e e c h ) ; 
— the a r t i s t ic o r g a n i z a t i o n of t h e text ( i t s compos i t ion , the cha

r a c t e r of imagery , the sys tem of l a n g u a g e and s ty l i s t ic devices e t c ) 1 . 
Consequen t ly the complex ana ly s i s of a text bes ides the m a i n 

l inguos ty l i s t i c a n a l y s i s a lso inc ludes e l e m e n t s of l i n g u o p r a g m a 
t i c ana ly s i s : comprehens ion of the object ive r ea l i t y condi t ions in which 
the text w a s c rea ted , the pe r sona l i ty of the au thor and the cha
r a c t e r of the a d d r e s s e e . In other w o r d s the l i n g u o p r a g m a t i c ana 
lys is r equ i r e s s t u d y i n g the p rocess of c r e a t i n g the ' text a n d i ts per
cept ion, i.e. it cons ide r s the text in the sys tem of r e l a t ions : rea l i ty-
au thor - l i t e ra ry work - reade r . 

Cons ide ra t i on of the speech a g e n t c a t e g o r y beg ins as a r u l e 
from the comprehens ion of the socia l -h is tor ic r ea l i t y in the condi
t ions of which the text w a s be ing c rea ted . The l i te ra ry p roduc t ion 
is cons idered to be a pa r t of complex social p rocess and the a g g r e 
g a t e of ideological -socia l , na t i ona l , l i t e ra ry and p e r s o n a l c i rcum
s t a n c e s of c r e a t i n g a be l les - le t t res text is denoted by the gene ra l 
t e r m "cu l tu ra l con tex t" . I t is the context of the s i n g u l a r concre te 
-situation of c r e a t i n g t h e text t ha t man i f e s t s the cha rac te r of t h e 
a u t h o r ' s a t t i t ude to object ive rea l i ty and t h e factual ma te r i a l , which 
c i r c um s t ance f inds its reflection in the so cal led p r a g m a t i c o r i en ta 
t ion of the text and its a rch i tec tonics . The not ion of the a g e n t of 
speech is a lso socia l ly de t e rmined . The social de t e rmina t i on of t h e 
speech a g e n t f inds i ts p a r t i c u l a r l y d i s t inc t ive express ion in the t ex t s 
of bel les- le t t res s tyle . And rea l ly the ind iv idua l pecul ia r i t i es of t h e 
wr i te r , h i s style a re in m a n y respec t s de t e rmined by t h e n o r m s of 
speech u s a g e adop ted in the g iven l a n g u a g e collect ive a t t he g iven 
s t a g e of h is tor ica l deve lopment . 

The basic foundat ion of any i m a g i n a t i v e work — the a r t i s t i c 
i m a g e r y in the b r o a d u n d e r s t a n d i n g of t h i s t e rm is a lso soc ia l ly 
d e t e r m i n e d , because , a s ph i losophers con tend , assoc ia t ive t h i n k i n g 
is a pure ly social abil i ty, acquired in the p rocess of m a s t e r i n g the 
wor ld . The sys tem of pr inc ip les for aes the t ic eva lua t ion is a lso ba
sed on mora l , pol i t ical , u t i l i t a r i an -p rac t i ca l a n d o ther r e l a t i ons . The 
s a m e pr inc ip les m a k e the foundat ion of the phi losophical theory of 
social va lues -ax io logy . The same refers to the sphere of emot iona l 
no t ions , t he social aspect of which is defined by P .V.S imonov in 
the fo l lowing w a y : emot ions a re the sys t em of social e s t i m a t e s , 
which, l e av ing as ide m a n y other p roper t i e s of the subject , g ives a 
p r e l im ina ry a n s w e r to the ques t ion: " I s the object useful or h a r m 
fu l?" 

Al though the c rea tor of an i m a g i n a t i v e product ion unques t io 
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nab ly r e p r e s e n t s an a r t i s t i c pe r sona l i ty , h i s pe r sona l i ty i s fo rmed 
and in m a n y a spec t s de te rmined by concre te social r e l a t i o n s . At. 
the s a m e t ime a m a n , na tu r a l l y , posses ses his ind iv idua l id iosyncra 
sies, which a re de t e rmined both by social and pure ly biological fac
t o r s (na t iona l affinity, sex, a g e e t c ) . I t is as a resu l t of d ia lec t ica l 
un i ty of gene ra l and s i n g u l a r t ha t the a r t i s t ic pe r sona l i ty is m o u l 
d i n g itself. 

Specifici ty of t h e subject of l i t e r a ry commun ica t i on is immedia 
tely connected wi th the pecu l ia r i t i es of an imag ina t i ve text which 
were descr ibed above . They a re : a ssoc ia t ive imagery , emot ional ac
t ivi ty, sub jec t iveness , doub le -p laned conten t , aes the t ic c h a r a c t e r of 
the be l les - le t t res text . If t he c rea to r of a scientific text p r o v e s the 
ver i ty of h is ideas by logical r e a s o n i n g , the c rea tor of a l i t e ra ry t ex t 
shows " the t r u t h of l i fe" by o p p o s i n g the beautiful and the ug ly . 
Co r r e spond ing ly , the subject of l i t e ra ry c o m m u n i c a t i o n can be defi
ned as reflection of real wor ld in the ideal wor ld of aes the t ic rea l i 
ty, as a f r agmen t of rea l i ty pas sed t h r o u g h the " I " of the speech 
a g e n t and a d d r e s s e d to the rec ip ient of in format ion . 

And indeed the deep-la id idea of an i m a g i n a t i v e work is exp re s 
sed t h r o u g h the a u t h o r ' s aes the t ic eva lua t ion , in o ther w o r d s , t h e 
very idea h a s aes the t ic cha rac t e r and expres ses the a u t h o r ' s life 
pos i t ion . At t h e s a m e t ime i t i s not dec la red by the au tho r s t r a i g h t 
forwardly , but it is a sse r ted by inner logic of the p roduc t ion ' s to
ta l s t ruc tu re . The p r a g m a t i c o r i en ta t ion of the text is t a r g e t i n g a 
l i t e ra ry text a t a definite, p r o g r a m m e d by the au thor impac t upon 
the a d d r e s s e e r e a d e r . In case of an i m a g i n a t i v e p roduc t ion th i s im
pact is of pure ly aes the t ic cha rac t e r : the au thor is s t r i v ing to affect 
the r e a d e r ' s emot ions , to m a k e the r eade r exper ience ident ica l 
feel ings and in t h i s w a y to u r g e h im to s h a r e his own t h o u g h t s . 

The p r a g m a t i c o r i en ta t ion r evea l s itself t h r o u g h the c h a r a c t e r 
of the t ex tua l informat ion , which I .R .Galper in defines as a kind of 
in format ion "which c o m m u n i c a t e s to the r eade r the a u t h o r ' s indivi
dual u n d e r s t a n d i n g of r e l a t ions be tween occurences ... and the i r 
s igni f icance in socia l , economic a n d poli t ical life of people 1 . 

We d i s t i n g u i s h th ree m a i n levels of r e a l i z i n g the p r a g m a t i c 
o r i en ta t ion of t h e tex t : scheme, composi t ion , style. And rea l ly t h e 
text of any type can be cons idered to be a resu l t of some success ion 
in the ac ts of choice at different levels of its e n g e n d e r i n g : at t he 
level of the in i t ia l scheme, i.e. t h e choice of ideas and t h e m e s ; at 
t he level of s t r u c t u r a l - s e m a n t i c o r g a n i z a t i o n of the text , i.e. t he 
choice of the definite order in the consecu t ion of t hemes and i deas ; 
and at the level of the verba l style — the choice of l a n g u a g e forms, 
express ive m e a n s , the i r combina to r i c s and so on. All t he se fac ts of 
choice a re unques t i ona l ly i n t e r d e p e n d e n t — they form an o r g a n i z e d 
h ie ra rch ic sys tem which embodies the p r a g m a t i c o r i en ta t ion of the 
text . 

1 H. P. Ta .nbnepHH. TeKCT I O K o6T>eKT .iHHrBHCTHqecKoro Hcc.ieaoBaHHa M o c -
KBa, 1981, d p 2 8 : 
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Thus , the in ten t ion of a speech a g e n t is formed as a kind of 
scheme. Scheme is a con t en t - and - sense fo rmat ion , which is t a k i n g 
s h a p e on the bas i s of the crea t ive c o m p r e h e n s i o n of t ha t f r agmen t 
of real i ty , which becomes the subject of commun ica t i on . In o ther 
w o r d s scheme is a m a n n e r of r e p r e s e n t i n g t h e subject of co mmu n i 
ca t ion . 

The cha rac t e r of the au tho r ' s scheme is p r a g m a t i c by its ve ry 
assence , which in fact is connected wi th the n a t u r e of any type of 
a r t i s t i c p roduc t ion , in the p rocess of whose c rea t ion it is poss ib le 
to observe two o p p o s i n g and a t the s a m e t ime in te r sec t ing t enden" 
cies: reflection, a n d consequen t ly , to a ce r t a in deg ree r e p l i c a t i n g 
r e a l i t y and s t r i v ing to its t r a n s f o r m a t i o n . At the s a m e t ime, even 
s imple " r ep l i c a t i on" of rea l i ty , pa r t i cu l a r ly in an a r t i s t ic p roduc t ion , 
is not mere r e g i s t r a t i o n of facts . Here all forms of ref lec t ing rea l i ty 
a r e subo rd ina t ed to t h e cons ien t ious choice of the w a y of its repre 
s e n t i n g wi th the p u r p o s e of c r e a t i n g some or other p r a g m a t i c effect. 

The m a i n cons t i t uen t s of the c o m m u n i c a t i v e - p r a g m a t i c s i t ua t ion -
speech agen t and speech a d d r e s s e e — de t e rmine two aspec t s in stu
d y i n g the p r a g m a t i c s of a speech produc t ion — p r a g m a t i c o r i en ta 
t ion and p r a g m a t i c recept ion . 

Scheme fo rmat ion in a n y concre te text , c a l cu l a t ed for a defini te 
impact , is to a g r e a t extent de te rmined by its be ing directed to a 
c e r t a i n a d d r e s s . C o m m u n i c a t i o n d i rec t iveness , m a r k s M . M . B a k h t i n 1 — 
is its cons t i tu t ive t ra i t , wi thou t which the re is no and can ' t be any 
u t t e r ance . In con t r ad i s t i nc t i on to l a n g u a g e m e a n i n g f u l un i t s , which 
are impersona l , " n o b o d y ' s " and not a d d r e s s e d to anybody, an u t te 
r a n c e h a s both t h e au tho r and the a d d r e s s e e . " W e u s e the t e r m "ad 
d r e s s e e " , wr i t e s N . D . A r u t y u n o v a , 2 — u n d e r l i n i n g consc ien t ious di
rec t iveness of speech u t t e r a n c e to some pe r son (concre te of non-con
crete) which can be cha rac te r i zed , and the a u t h o r ' s commun ica t i ve 
in ten t ion mus t ag ree wi th the cha rac t e r i s t i c s ... Any speech act is 
ca lcu la ted for a definite model of an a d d r e s s e e " . 

This a d d r e s s e e can be an immed ia t e p a r t i c i p a n t of t h e commu
n ica t ive s i tua t ion — an in ter locutor in an every day life d ia logue , 
an opponen t in a scientific d i spu te etc; he c a n be a c o n t e m p o r a r y , 
an an t agon i s t , a suppor te r , an enemy, a subo rd ina t e , a chief, an 
in t ima te person, a s t r a n g e r , he can be di f ferent ia ted by social , pro
fessional , age , sex etc. t r a i t s , by his life, exper ience , emot iona l a n d 
mot iva t ion d ispos i t ion . 

The re sea rch of a l i t e ra ry text in the aspec t of p r a g m a t i c com
mun ica t i on m a k e s i t poss ible to reveal mul t i - l aye red communica 
t ive s t ruc tu re in it, which c rea tes a complex sys tem of r e l a t i ons 
be tween the wr i t e r a n d reader , t he r e l a t ions media ted , as a ru le , 
hy a p e r s o n a g e : add re s se r -wr i t e r ( a d d r e s s e e - p e r s o n a g e ) addressee-
r e a d e r . 

1 M M EaxTHH «3cTeTHKa C n o B e c H o r o T B O p q e c T B a » M. , 1979, c r p . 275 . 
2 H JX A p y n o H O B a OaKTOp A a p e c a i a . H3B6CTHH Axaf leMHH HayK C C C F 

C. JI . i. 1981, tfs 4. 
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In the sphe re of l i t e ra ry c o m m u n i c a t i o n i t is poss ib le to d is t in 
guish the fo l lowing types of a d d r e s s e e : m a s s reader , in te rpre te r -
researcher , w i e l d i n g the t echn ique of l inguos ty l i s t i c ana ly s i s , a n d 
finally, a p e r s o n a g e of a l i t e ra ry work. 

Role r e l a t i ons be tween the p a r t i c i p a n t s of l i te rary c o m m u n i c a 
t ion a re n o t a b l e for their r a t h e r specific cha rac t e r and , first of all , 
depend on the cond i t ions of the c o m m u n i c a t i v e act . 

A l t h o u g h t h e r e a d i n g of a l i t e ra ry work is, wi th good r e a s o n s , 
l ikened to a d i a logue be tween the a u t h o r a n d a r eade r , we c a n ' t 
speak about the i r role r e l a t ions as equa l p a r t i c i p a n t s of c o m m u n i 
cat ion. A n a l y s i s of role r e l a t ions , in which the p e r s o n a g e s of a 
l i t e ra ry work find themse lves , w h e n p e r f o r m i n g the ro les of a con
crete a d d r e s s e r a n d addressee , can g ive more concre te m a t e r i a l in 
th i s aspect . In th is case we can p rac t i ca l ly t a k e into accoun t t h e 
factors of a r ea l c o m m u n i c a t i v e - p r a g m a t i c s i t ua t ion in the i r v e r b a l 
ly fixed form. I n t e r e s t i n g o b s e r v a t i o n s abou t the inf luence of soci
al s t a t u s of a speech a g e n t on the speech conduct of an a d d r e s s e e 
have been m a d e by Bol inger : 

W h e n an A m e r i c a n h e a r s an E n g l i s h m a n say They do you a 
very adequate hearing—aid the National Health, a n d f inal ly m a n a 
ges an in te rp re ta t ion , "You can get a p r e t t y good h e a r i n g a id f rom 
the N a t i o n a l H e a l t h Serv ice" , he is puzz led at first, but respectful . 
These people h a v e a s t r a n g e w a y of t u r n i n g a ph ra se , he t h i n k s , 
but once you ge t the h a n g of it, i t ' s OK. W h e n the s a m e A m e r i c a n 
h e a r s a H a w a i i a n say This kind car better or a Black child say 
Some of them be big and some of them be small, t h o u g h he h a s no 
t rouble u n d e r s t a n d i n g ei ther sen tence , he m a k e s a men ta l n o t e of t h e 
g r a m m a r . On the other h a n d our A m e r i c a n i s de l igh ted wi th the 
a t t r ac t ive F r e n c h L a d y ' s r e m a r k to her compan ion , a s he p a s s e s 
them and favours her wi th a s t a r e , Pour qui se prend il u t t e r ed w i t h 
a r e t u r n i n g s t a r e . He u n d e r s t a n d s no F r e n c h . 

In all t he se i n s t a n c e s t he se f loats , a l o n g wi th the m e a n i n g s of the 
words , the a n s w e r to a h idden ques t ion : W h o is do ing the t a lk ing? 1 ' 

The percep t ion of an i m a g i n a t i v e p roduc t ion which is a deter 
m i n i n g factor in the ach ievement of p r a g m a t i c effect adequa t e , p o s 
sesses a double cha rac te r . It is e s t ima ted , first of all , a c c o r d i n g to 
the con ten t expressed by it, comprehens ion of the m a i n idea, con
di t ioned by t h e sys tem of i m a g e s in t h e p roduc t ion on as a who le 
and r e p r e s e n t i n g by itself an object ive ca tegory . Rea l iza t ion of 
this g e n e r a l idea by each concre te a d d r e s s e e t r ans f e r s the objec t ive 
u n d e r s t a n d i n g of the l i t e ra ry text con ten t into sub jec t ive -persona l 
sense . The above s ta ted t h o u g h t is confi rmed by the doc t r ine of 
M a r x i s t aes the t i c s abou t the subjec t ive-objec t ive n a t u r e of the aes t 
hetic sphere , of which l i t e ra tu re forms a pa r t . 

In con t rad i s t inc t ion to the so ca l led r a t iona l type of c o g n i z i n g 
the wor ld , t h e aes the t i c percept ion is a l w a y s condi t ioned by a s i tua-

1 D. B o l i n g e r , L a n g u a g e . The L o a d e d W e a p e n . L a n d NY 1982, p . 44. 
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t i on , s ince the real a t t i t ude of the m a n to the f r agmen t of real i ty , 
ref lected in the i m a g i n a t i v e produc t ion , e m b r a c e s not the who le 
objec t but on ly v i t a l ly i m p o r t a n t for the g iven pe r son sense of in
format ion - in a c c o r d a n c e wi th his a ims , n e e d s and expec ta t ions . 
As a resul t an i m a g i n a t i v e p roduc t ion se rves for the r eade r as an 
a n a l o g u e , whi le c r e a t i n g n e w content , but not as an object of 
cogni t ion . 

At the s a m e t i m e the p e r s o n a l cha rac t e r of percep t ion is a l so 
socia l ly de t e rmined , because the expec ta t ion of a definite reac t ion 
is social ly condi t ioned by l i terary, e th ica l cu l tu ra l s t e reo types 
bo th n a t i o n a l a n d even a b o v e — n a t i o n a l , a s well a s social , r eg io 
n a l and r e p r e s e n t i n g smal l g r o u p s . 

The m a i n m e a n s of l i t e ra ry commun ica t i on wi th the help of which 
a speech a g e n t r ea l i zes his ideologycal a n d a r t i s t i c scheme a n d 
effects aes the t ic impact upon the r eade r is a text . The t a sk of a 
t ex t c rea tor is to achieve such h a r m o n y , so t h a t each e lement of 
.ar t is t ic s t ruc tu re shou ld be m a x i m a l l y effective or u s i n g l i nguop
r a g m a t i c t e r m s " m a x i m a l l y a p p r o p r i a t e " . 

The t a s k of an in te rp re te r is to " d e c o d e " the conten t of the t ex t by 
c o m p r e h e n d i n g its whole ideo-aes thet ic sys t em and each e lement 
of the sys tem in their in te rconnec t ion , This r a t h e r complex act ivi 

ty u n q u e s t i o n a b l y r equ i r e s a c rea t ive a p p r o a c h and i t is based , 
on one s ide, on w i e l d i n g — t o th i s o r t h a t e x t e n t — a n a p p a r a t u s 
of l inguos ty l i s t i c ana ly s i s , and on the o ther side, on the acqua in 
t a n c e — a g a i n in g r e a t e r or less m e a s u r e — w i t h the fac tors of 
cu l tu ra l c o n t e x t " — a complex of ideological , social , na t i ona l , li
t e r a r y and pe r sona l c i r cums tances of c r e a t i n g a speech p roduc t ion . 

S U M M A R Y 

I N T E R P R E T A T I O N O F T H E T E X T A S A S U B J E C T , I T S A I M S A N D 

T A S K S , I T S L I N K S W I T H O T H E R S U B J E C T S 

In t e rp re t a t i on of the t e x t as a subject compr i se s a sys tem of met
h o d s and devices for g r a s p i n g the m e a n i n g of a be l les - le t t res text . 
The object of text I n t e rp re t a t i on is l i t e ra ry text . I t conveys infor
m a t i o n from one m a n to another . The r e a d e r ' s percept ion of the 
l i t e ra ry work d e p e n d s on h i s k n o w l e d g e , exper ience and cu l tu ra l 
level "(the r e a d e r ' s t h e s a u r u s ) . The m a i n t a s k of text i n t e rp re t a 
t ion is to p r e p a r e t h e r eade r to give a p roper eva lua t ion of t h e li
t e r a r y work and the idea expressed in it. 

Text i n t e rp re t a t i on is a l inguis t ic subject . It is connected wi th 
s tyl is t ics , l i t e ra tu re , phi losophy, socia logy, e thics , aes the t ics , her -
m e n u e t i c s ( the sc ience of i n t e r p r e t a t i o n ) , ax io logy (the science o 
s igni f icance and v a l u e s ) . 

The I n t e r p r e t a t i o n of the text u n d e r g o e s two s t a g e s . At th 
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first s t a g e we l ea rn the plot of a book a n d acqua in t ou r se lves w i th 
its cha rac t e r s . At the second we perform the ana lys i s by e x a m i n i n g 
the ca tegor i e s of the text and its l a n g u a g e pecul ia r i t ies . The m a i n 
ca tegor i e s we sha l l deal wi th a re : the ca t egor i e s of informativi ty, . 
modal i ty , impl ic i tness , s e g m e n t a t i o n and who lenes s (cohesion) of 
the text . 

I N F O R M A T I V I T Y O F T H E T E X T 

The ca t egory of In format iv i ty is the m a i n ca t egory of the tex t , 
i t is the abi l i ty to convey informat ion . We d i s t ingu i sh the follow
ing k inds of in format ion : 1) fac tua l (it c o n t a i n s r epo r t s abou t facts,, 
events , p rocesses which t ake p lace in t h e text . I t d isc loses the 
plot of the t e x t ) ; 2) sub tex tua l in fo rmat ion (it is add i t iona l infor
ma t ion t h a t can be ex t rac ted from t h e text — s u b c u r r e n t ) ; 3) con
ceptua l in format ion (is r evea l s the idea of the text by the t h r o u g h 
out a n a l y s e s of s tyl is t ic and p r a g m a t i c facts r e l evan t for In t e rp re 
t a t i on ) . 

These th ree k inds of in format ion a re revea led wi th the help of 
some e l emen t s of f o r e g r o u n d i n g and poet ic de ta i l s . 

M O D A L I T Y O F T H E T E X T 

I t impl ies the a u t h o r ' s a t t i t ude to h i s p e r s o n a g e s and the des
cribed rea l i ty . I t can be explicit when the au thor descr ibes the 
even ts and c h a r a c t e r s himself or h idden when he e n t r u s t s h is role 
to one of the p e r s o n a g e s , an on-looker, or an eye-wi tness . 

Moda l i ty can be expressed direct ly or indirecty . In the first 
case the au tho r himself shows his a t t i t u d e to t h e p e r s o n a g e t h r o u g h 
his e v a l u a t i n g ep i the t s (e.g. J a c k w a s a b r a v e m a n , and a t r ue 
f r i end) . In the second case i t is the r eade r who d r a w s conc lus ions 
about the p e r s o n a g e ' s posi t ive and n e g a t i v e t r a i t s t h r o u g h the des
cr ip t ion of his ac t ions by the au thor . 

I M P L I C I T N E S S O F T H E T E X T 

L a n g u a g e h a s two levels of e x p r e s s i n g t h o u g h t s : explici t and 
implici t . The explicit is a superf ic ia l , obv ious l ine of e x p r e s s i n g 
a though t , the implici t is a concealed, s econda ry line. 

Impl i c i tness of t h e text is a concept of s t r u c t u r a l - s e m a n t i c cha
rac ter , the implici t level h a s its own s t ruc tu r a l uni t — an impl ica te : 
A m o n g the mos t w i d e - s p r e a d types of impl ica tes in be l les - le t t res 
text we d i s t i ngu i sh t h e fo l lowing: 

a) an implici t t i t le . It exp res ses in a concen t ra t ed form the 
m a i n idea or t heme of a l i t e ra ry p roduc t ion and requ i re s for i ts 
r ea l i za t ion the mac rocon t ex t of the who le work. 

b) impl ica t ion of p recedence . It deno tes such compos i t iona l 
s t ruc tu re of a l i t e ra ry text which g ives the r eade r an impress ion 
tha t he is a w i t n e s s of some con t inued s tory and the p r e c e d i n g 
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-events, facts and p e r s o n a g e s a re supposed to be famil iar . Impl ica 
t ion of p recedence is rea l ized wi th the help of such impl i ca te s as 
t h e ini t ial definite a r t ic le o p e n i n g the text , ini t ial u s a g e of perso
na l and d e m o n s t r a t i v e p r o n o u n s and o ther s y n s e m a n t i c e l emen t s , 
p r o d u c i n g the impres s ion of " b e g i n n i n g from the midd le" , increa
s i n g the d y n a m i s m of n a r r a t i o n and deep-h idden t ens ion . 

c) an implici t de ta i l . This t e r m un i t e s a m u l t i t u d e of impli
ca tes , which m a r k the ex te rna l cha rac t e r i s t i c s of a phenomenon , in
t i m a t i n g its d e e p — l y i n g m e a n i n g . 

W H O L E N E S S O F T H E L I T E R A R Y T E X T . ( C O H E S I O N ) 

The text who leness , the o r g a n i c h i t c h i n g of i ts p a r t s is inhe
ren t both to s e p a r a t e s p a n s of the text a n d to the en t i re speech 
produc t ion . S e p a r a t e s p a n s into which the text i s f ract ioned a r e 
j o i n e d toge the r p r e s e r v i n g the uni ty , to ta l i ty of the l i t e ra ry work , 
e n s u r i n g consecu t iveness ( con t inuum) of t h e re la ted events , facts , 
a c t i ons . 

The ca tegory of cohesion dea l s wi th g r a m m a t i c , lexical, logical 
s ty l i s t i c composi t ion — s t ruc tu ra l and as soc ia t ive m e a n s of connec
t i o n which jo in s e p a r a t e p a r t s of the text into to t a l uni ty . 

C O M P O S I T I O N O F T H E T E X T 

Compos i t ion of a l i t e ra ry work is a sys t em of a r r a n g i n g its 
-const i tu ing p a r t s used by tire au thor . Compos i t i on d e p e n d s on the 
plot. The bas ic e l e m e n t s of the plot cons t ruc t ion a re : 

1) exposi t ion (it is some informat ion t h a t preceded the depic
t e d e v e n t s ) ; 2) the ini t ia l coll ision (it r e p r e s e n t s an event t h a t 
s t a r t s a c t i o n ) ; 3) the deve lopment of the plot (it shows ac t ions in 
t h e i r d e v e l o p m e n t ) ; 4) cu lmina t ion (it is t he h ighes t point of ac
t i o n ) ; 5) denouemen t (it i s the event t ha t b r i n g s the act ion to t h e 
e n d ) ; 6) end; 7) ep i logue . 

S E G M E N T A T I O N O F T H E T E X T 

The ca t ego ry of s e g m e n t a t i o n impl ies t h e divis ion of the l i t e ra ry 
work into p a r t s . Thus , a novel is s e g m e n t e d into the fo l lowing 
p a r t s : a vo lume, a par t , a chap te r , p a r a g r a p h s , syn tac t ica l who les . 
This kind of s e g m e n t a t i o n is cal led v o l u m e - p r a g m a t i c , because it 
d iv ides l a rge r p a r t s (vo lumes) into sma l l e r ones for the convenien
ce of the r eade r . 

The second kind of s e g m e n t a t i o n is ca l led con tex t -var ia t ive . It 
c lass i f ies the m a n n e r of c o m m u n i c a t i n g in fo rmat ion and a c c o r d i n g 
"to i t we d i s t i ngu i sh : n a r r a t i o n , descr ip t ion , the au tho r ' s m e d i t a t i o n s 
( d i g r e s s i o n ) , d i a logue , mono logue , r e p r e s e n t e d speech, s t r e a m of 
consc iousness . Va r i a t i on in the s h a p e of p rose g ives a m e n t a l res
pite to the reader . 
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P O E T I C D E T A I L 

Poet ic de ta i l s serve for more profound cha rac t e r i za t ion of even t s 
a n d p e r s o n a g e s . We d i s t ingu i sh the fo l lowing k inds of de ta i l s . 

1. Dep ic t ing de ta i l s , which c rea te the v i sua l i m a g e of n a t u r e 
and a p p e a r a n c e . 

2 . Au then t i c i ty deta i l s , which b r i n g the r eade r to bel ieve in re
al ex is tence of t h i n g s and even t s descr ibed in i m a g i n a t i v e l i tera
tu re . They denote the n a m e s of coun t r i e s , t owns , s t ree t s , hote ls 
and so on. 

3 . Cha rac t e ro log i ca l deta i l s , which reveal the p e r s o n a g e ' s psycho
logical qua l i t i es , ind iv idua l t r a i t s a n d hab i t s . They u n d e r l i n e the 
mos t essen t ia l fea tures . E.g. F a b i a n a l w a y s left very b ig t i p s for 
w a i t e r s . 

4. The de ta i l s of impl ic i tness , which s u g g e s t add i t i ona l deep-
ly ing m e a n i n g and crea te u n d e r c u r r e n t informat ion . E.G. " I t p lea
sed her to be seen in the d res s circle even wi th A n d r e w " . (Ara-
kin. p . V. Lesson 4 . " O n e s ta i r u p " ) The word " e v e n " s u g g e s t s 
the t h o u g h t t h a t Rose cons idered A n d r e w an inferior pe r son but 
for w a n t of a bet ter p a r t n e r went to the c inema in his c o m p a n y . 

F O R E G R O U N D I N G 

It is t he ac tua l i za t ion of po ten t ia l poss ibi l i t ies of the lan
g u a g e . It is r ea l i zed wi th the help of phonet ic , lexical, syn tac t i ca l 
S.D. and the conve rgence of S.D. ( the concen t ra t ion of S.D. in a 
re la t ive ly shor t text s p a n ) . 

I t is a lso typ ica l of key w o r d s and t h e m a t i c w o r d s ( some repea
ted w o r d s which become symbol ic . For example : " r a i n " — the sym
bol of u n h a p p i n e s s ; " l i o n " — t h e symbol of c o u r a g e ) . 

R O L E O F T H E T I T L E I N R E V E A L I N G C O N C E P T U A L 
I N F O R M A T I O N O F T H E T E X T 

The t i t le h a s g rea t impor t ance for r e v e a l i n g concep tua l infor
ma t ion . S o m e t i m e s in explicit a n d concre te form, some t imes in vei
led and implici t form, the t i t le exp re s se s the scheme, idea, concept 
i nca rna t ed by the au thor in the text . 

In the course of plot deve lopment , the w o r d s chosen by the aut 
hor for the t i t le , beg in to acqui re some add i t iona l , conno ta t ive sha
des of m e a n i n g , ex tend their s e m a n t i c s t ruc tu re . S o m e t i m e s the 
m e a n i n g of a t i t le is veiled by a m e t a p h o r or me tonomy. A c c o r d i n g 
to their form and con ten t -concep tua l or content - fac tua l in format ion , 
refleced in them, t i t les can be class i f ied a s : 1) a t i t le — symbol , 
2) a t i t le — thes i s , 3) a t i t le — quota t ion , 4) a t i t le — repor t , 5) a 
t i t le — hint , 6) a t i t le — n a r r a t i o n . 
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T E X T I N T E R P R E T A T I O N A N D L I N G U O P R A G M A T I C S 

L i n g u o p r a g m a t i c s is an aspect of the r e sea rch of l a n g u a g e , s tu
dy ing its un i t s in their re la t ion to t ha t p e r s o n or pe r sons who use 
the l a n g u a g e . Any k ind of in te rcourse p r e s u p p o s e s a cer ta in com
m u n i c a t i v e - p r a g m a t i c s i tua t ion ( C P S ) : a complex of ex te rna l con
d i t ions of in t e rcourse which the speake r s keep in mind at the mo
ment of r ea l i z ing their speech act. 

In the process of l i t e ra ry commun ica t i on the p a r a m e t r e s of the 
C P S are specified in the fol lowing way : 

— cu l tu ra l context (a complex of ideological , social, n a t i o n a l , 
l i t e ra ry and pe r sona l c i r c u m s t a n c e s of c r e a t i n g a speech p roduc 
t ion) ; 

— the agen t of speech (addresse r , the a u t h o r ) ; 
— the subject of commun ica t i on ( f r agmen t of object ive rea l i ty , 

p a s s e d t h r o u g h the ind iv idua l percept ion of the a u t h o r ) ; 
— the a d d r e s s e e ( the m a s s reader , the crit ic i n t e r p r e t e r ) ; 
— the pu rpose of communica t i on (the p r a g m a t i c o r ien ta t ion of 

the a g e n t of s p e e c h ) ; 
— the ar t i s t ic o r g a n i z a t i o n of the text (i ts composi t ion , the 

cha rac te r of i m a g e r y , the sys tem of s tyl is t ic devices, etc. 
P r a g m a t i c in format ion (PI ) reflects some or other p a r a m e t r e s 

of the C P S ; s i g n a l s of, PI a re divided in to l a n g u a g e a n d n o n - l a n 
g u a g e . 

Each act of speech in te rcourse p u r s u e s a cer ta in commun ica t i ve 
a im. Only then , when the add re s se r and a d d r e s s e e u n d e r s t a n d each 
other , communica t ion , from the p r a g m a t i c point of view, is cons ide
red to have rea l ized . In other w o r d s the l i n g u o p r a g m a t i c a n a l y s i s 
r equ i res s t u d y i n g the process of c r e a t i n g the text and the percep
t ion, i.e. i t cons ide r s the text in the sy s t em of re la t ions : r e a l i t y — 
a u t h o r — l i t e r a r y w o r k — r e a d e r . 

B R I E F I N S T R U C T I O N S F O R S E M I N A R S 

1. Methods and Ways of Interpretation 

In t e rp re t a t i on of a be l les - le t t res work compr i ses the fo l lowing 
t h r ee s t a g e s : 1 . P r e p a r a t o r y s t a g e . 2 . M a i n s t a g e . 3 . Conc lus ive 
s t a g e . 

The p r e p a r a t o r y s t a g e requ i res the r e a d e r s ' a c q u a i n t a n c e wi th 
the au tho r ' s l i t e ra ry career and the cu l tu ra l context . The k n o w l e d g e 
of the h is tor ica l s i tua t ion and the concre te c i r cu ms t an ce of the 
c rea t ion of the l i t e ra ry text will help the r e a d e r to see the a u t h o r ' s 
p r a g m a t i c task , i.e. the purpose of his book. The au tho r ' s b iog raphy , 
an out l ine of h is p rev ious works , the in format ion about his wor ld 
outlook, h is social sympa th i e s , his aes the t ic credo etc. will p r e p a r e 
the r eade r for u n d e r s t a n d i n g a m b i g u o u s and obscure p laces in t h e 
text and for c o m p r e h e n d i n g the book 's m e s s a g e . 

The m a i n s t a g e dea l s wi th the be l les - le t t res text itself and com
pr i ses two s teps ; S tep A and Step B. 
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Step A p r e s u p p o s e s r e a d i n g the i m a g i n a t i v e p roduc t ion for the 
sake of its con ten t - fac tua l informat ion , i.e. t he plot of the novel or 
story and the roles of its m a i n p e r s o n a g e s . S i m u l t a n e o u s l y the rea
der acqua in t s himself with the ver t ica l context , i.e. the c o m m e n t a r y 
to the text , e x p l a i n i n g quo ta t ions from wor ld c lass ics , a l lu s ions and 
e luc ida t i ng different proper and g e o g r a p h i c n a m e s and h i s to r ic 
facts. If the book is not suppl ied wi th a commen ta ry , the r e a d e r can 
consul t an encyc lopaed ia or o ther reference-books . S ince th i s s tep 
dea l s with the text t aken in i ts w h o l e n e s s i t is a lso convenien t n o w 
to ana ly se its s t ruc tu re (with two k inds of s e g m e n t a t i o n : context — 
var ia t ive and v o l u m e - p r a g m a t i c t r a d i t i o n a l a r r a n g e m e n t of text com
p o n e n t s ) , its compos i t ion (with all e l emen t s of the p l o t ) , i ts com
p le t enes s and to a cer ta in extent i ts i n t eg ra t i on . 

S tep B dea l s wi th the l inguous ty l i s t i c ana ly s i s of the text , com
p r i s i n g the fo l lowing aspec t s : a) sy s t ema t i za t i on of key-words and 
themat ic w o r d s wi th subsequen t inferences from their u s a g e ; b) 
decod ing all lexical , syn tac t ic and phone t ic s tyl is t ic devices and 
other cases of f o r e g r o u n d i n g ; c) se lect ion of poet ic de ta i l s a n d com
m e n t i n g on the i r l a n g u a g e capaci ty . 

The conclus ive s t a g e is supposed to provide a final fo rmula t ion 
of the Con ten t -Concep tua l In fo rmat ion based on the a n a l y s e s of 
t h e moda l i ty of the text , its impl ic i t eness , t he role of the t i t l e and 
its p r a g m a t i c s . It will be revea led in the p rocess of d i scuss ion 
a m o n g the rec ip ien t s of the book ( the s t u d e n t s gu ided by their 
t e a c h e r ) . 

The s cheme of in t e rp re t a t ion g iven be low can help to o r g a n i z e 
the process of in t e rp re ta t ion at the s e m i n a r s wi th s t u d e n t s . I t is 
r e c o m m e n d e d t h a t all s t u d e n t s should be t ho rough ly acqu ia in ted 
wi th the scheme. For th is pu rpose i t i s adv i sab l e to read a n d t r a n s 
la te all i tems of the scheme in the a u d i t o r i u m at the in t roduc to ry 
lesson unde r the t eache r ' s g u i d a n c e . 

For d i scuss ion a t the lesson the teacher can use t hose i t ems 
from the s cheme which are more s ign i f ican t for the chosen l i t e ra ry 
text. 

2. Scheme of Interpretation 

1. S a y a few words, about the au tho r a n d the cu l tu ra l context . 
2. Give the factual in format ion of the text , t ha t is, briefly re la

te the plot of the s tory . 
3 . Speak on the p r a g m a t i c cha rac t e r i s t i c s of the m a i n pe r sona 

ges . Ex t rac t add i t iona l implicit in format ion from the ind iv idua l 
speech hab i t s of the c h a r a c t e r s c o n c e r n i n g their educa t iona l qua
lif ications, social s t a t u s , age , o r ig in (foreign or n a t i v e ) , emot iona l 
s t a t e at t he m o m e n t of speech a n d k ind of gene ra l d ispos i t ion (gay , 
sad, kind, cruel , r e s t r a ined uncon t ro l l ab le , self-confident, t imid etc.), ' 
their p roper ty s t a t u s , geog raph i c local i ty etc., etc. 

4. C h a r a c t e r i z e the composi t ion of the s tory and its a rch i tec
ton ics (p ropor t iona l r e l a t ions of the p a r t s of the t e x t ) . Po in t out 
in wha t w a y the composi t ion dev ia t e s from the t r a d i t i o n a l model-' 
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exposi t ion, p ro logue ; b e g i n n i n g of the plot ( ini t ia l coll ision) deve
lopment of the plot ; c l imax; denouemen t ; end; ep i logue and w h a t 
a d v a n t a g e s resu l t from it. 

5. C o m m e n t on t h e ca t egory of t ime a n d locale of act ion. It 
the even t s in the s tory a re r e l a t ed not in the i r chronologica l o rder 
and the locale i s c h a n g e d in the text , w h a t r e t rospec t ive an a ly s i s wil l 
you m a k e to find the cons i s tency of ep i sodes , tha t is to t r a c e the 
rea l i za t ion of the ca t ego ry of t ime and space in the text? 

6 . C o m m e n t on v o l u m e - p r a g m a t i c and con tex t -var ia t ive s e g m e n 
ta t ion of the text ( the s h a p e of p rose : n a r r a t i o n , descr ip t ion, com
men ta ry , d ia logue , non -pe r sona l ( r ep resen ted ) speech, au tod i a lo -
gue , s t r e a m of consc iousness , m o n o l o g u e . ) . 

7 . C o m m e n t on the m e a n s of cohes ion be tween s e p a r a t e syn t ac t i 
cal wholes . Is i t e s t ab l i shed t h r o u g h t r a d i t i o n a l lexical and g r a m 
mat i ca l s i g n a l s or wi th the help of a s soc ia t ions and logical con
c lus ions? 

8. C o m m e n t on the ca t egor i e s of w h o l e n e s s in the text . W h a t 
facts and m i s s i n g l inks is i t neces sa ry for the r eade r to con jec tu re 
in re t rospec t ive ana ly s i s in order to e s t ab l i sh the sequence of e v e n t s 
and the mot ives of ac t ions , which will secure the cont inu i ty of t h e 
text? 

H o w should the r eade r accen tua te different m o m e n t s in the text 
in order to es tab l i sh their m u t u a l in t e r r e l a t ion and synthes ize all 
s epa ra t e e l emen t s of the l i te rary work into one uni ted i n t e g r a t e d 
text? 

9. C h a r a c t e r i z e the ca t egory of moda l i t y in the text c o n c e n t r a 
t i n g on the a d d r e s s e e ' s w a y of eva lua t ion : Is the s tory to ld in t h e 

n a m e of the au thor , or one of the p e r s o n a g e s , or an on-looker, eye
wi tness? I s the n a r r a t o r ' s a t t i t ude explicit o r h idden? H o w does 
the choice of w o r d s reveal the a u t h o r ' s a t t i tude? Is h is a t t i t u d e 
pa s s ion a t e or n e u t r a l ? Does he avoid s t r a i g h t - f o r w a r d e v a l u a t i o n s 
and cha rac te r i ze his p e r s o n a g e s only t h r o u g h the depict ion of the i r 
ac t ions or does he cha rac t e r i ze t hem direct ly? 

10. C o m m e n t on the ca tegory of the impl ic i tness . F ind the m a i n 
impl ica tes of the text : 1) an implici t t i t le ; 2) impl ica t ion of p rece 
dence; 3) implic i t de ta i l s . Say which of t h e m play an i m p o r t a n t 
role in r e v e a l i n g concep tua l in format ion of t h e text . 

11. Reveal t h e concep tua l in format ion of the text ( the idea of 
the s tory a n d s u b s t a n t i a t e i t by p ick ing out from the text: 

a ) poetic de ta i l s : dep ic t ing de ta i l s , cha rac t e ro log ica l de ta i l s , 
au thent ic i ty de ta i l s , impl ica t ion de t a i l s - and ex t rac t the i r s u b c u r r e n t 
in format ion; b) s tyl is t ic devices — and commen t on the i r func t ions 
in r e v e a l i n g the a u t h o r ' s m e s s a g e and s u p p l e m e n t i n g supe r l i nea r 
informat ion , c ) d r a w conc lus ions from t h e l inguis t ic app roach to 
the text. C o m m e n t on the degree of r i chness of the au tho r ' s vocabu
lary: the u s a g e of b o r r o w i n g s , foreign w o r d s , co l loquia l i sms , v u l g a 
r i sms , scientific w o r d s , neo log i sms . I s the au tho r e x p e r i m e n t i n g wi th 
the l a n g u a g e ? W h a t u n u s u a l word c o m b i n a t i o n s and nonce w o r d s 
h a s he coined? 
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Find t h e m a t i c and key w o r d s . Reveal the role of s ty l i s t ica l ly 
marked w o r d s and w o r d s c h a r g e d wi th emot ive m e a n i n g . T race ca
ses of repet i t ion of the s a m e word . Does frequent repet i t ion of a 
word m a k e i t symbol ic? 

d) comment on the m e a n i n g of the t i t le and connect i t wi th the 
conceptua l in format ion . 

The s u g g e s t e d scheme inc ludes n e a r l y all poss ib le c h a r a c t e r i s 
tics r e l evan t for text in te rp re ta t ion . I t m u s t be noted t ha t each con
crete text r equ i re s specific app roach a n d some i tems m a y prove 
opt ional in i ts a n a l y s i s . 

III. S P E C I M E N S O F I N T E R P R E T A T I O N 

TRIBUTE 

by Alfred Coppard 

Two hones t y o u n g men lived in Bradd l e , worked t o g e t h e r a t 
the s p i n n i n g mi l l s a t B radd l e , and cour ted the s a m e girl in t h e t o w n 
of B radd l e , a gir l n a m e d P a t i e n c e who w a s poor and pre t ty . O n e 
of them, N a t h a n Regent , who wore cloth u p p e r s to his best boots , 
was s teady, s i lent , a n d dignif ied but Tony Vassa l l , the other , w a s 
such a happy-go- lucky fellow tha t he soon car r ied the good will 
of P a t i e n c e in his hear t , in his h a n d s o m e face, in his pocket at the 
end of his nickel wa tch chain, or whereve r the s ign of requ i ted 
love is ca r r ied by the h a p p y lover. The v i r tue of s t e ad ine s s , you 
see, can be m e a s u r e d only by the y e a r s , and t h u s Tony h a d put 
such a hu r ry into the t ende r bosom of P a t i e n c e ; s i lence m a y ve ry 
well be golden , but it is a cu r rency not e a sy to nego t i a t e in the k ing 
dom of cour t sh ip ; d ign i ty is so much less t h a n s imple faith tha t it is 
unab le to m o v e even one m o u n t a i n , i t c h a r m s the .hear t s only of 
bank m a n a g e r s and b ishops . 

So P a t i e n c e mar r i ed Tony V a s s a l l and N a t h a n t u r n e d his at
tent ion to o ther t h i n g s , a m o n g them to a gir l who had a nea t 
little fo r tune—and N a t h a n m a r r i e d t ha t . 

B radd le is a l a rge g a u n t hill covered wi th dull l i t t le houses , 
and it h a s f lowing from its s ide a s t r e a m which feeds a g i g a n t i c 
and beneficent mil l . Wi thou t t ha t m i l l — a s everybody in B r a d d l e 
knew, for i t w a s there tha t everybody in B r a d d l e w o r k e d — t h e 
hear t of B r a d d l e would cease to beat . Tony wen t on w o r k i n g at 
the mill . So did N a t h a n in a way , but he had a cute ambi t ious 
wife, and w h a t wi th her money and influence he w a s soon m a d e 
a m a n a g e r of one of the d e p a r t m e n t s . Tony went on w o r k i n g at 
the mill . In a few more yea r s N a t h a n ' s s t e ad ines s so increased 
his oppor tun i t i e s tha t he became jo in t m a n a g e r of the whole 
works. Then his co l l eague died; he w a s appo in ted sole m a n a g e r , and 
his wea l th b e c a m e so g rea t t ha t even tua l ly N a t h a n and N a t h a n ' s 
wife bought the en t i re concern . Tony went on w o r k i n g at the mil l . 
He now had two sons and a d a u g h t e r , Nancy , as well as his wife 
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Pa t i ence , so tha t even his posses s ions m a y be said to have inc reased I 
a l t hough his pos i t ion w a s no different from w h a t i t had been for 
t w e n t y yea r s . 

The Regen t s , n o w l iv ing jus t ou t s ide B r a d d l e , had one child, a 
d a u g h t e r n a m e d Olive, of the s a m e a g e as Nancy . She w a s very J 
beautiful and had been educa ted at a school to which she rode on \ 
a bicycle unti l she w a s e igh teen . 

About tha t t ime, you mus t know, t ha t coun t ry embarked upon a 
d i s a s t r o u s compa ign , a w a r so c a l a m i t o u s t ha t every sacrifice w a s 
d e m a n d e d of B r a d d l e . The B r a d d l e mi l l s were worn "from their very 
b e a r i n g s by their colossal efforts, i n c r e a s i n g bv dav or by n igh t , 
to provide w h a t were cal led the s inews of war." Almost everybody 
in B r a d d l e g r e w whi te and th in and su l len wi th the s t r a in of "cons-
t an t labour . Not qui te everybody, for the Regen t s received such a II 
vas t increase of wea l th tha t their eyes spa rk led ; they scarce ly 1 
knew w h a t to do wi th it; their faces were ne i ther white nor sul len. 

" In t imes like these" , dec lared N a t h a n ' s wife, "w e mus t help 
our coun t ry still more, still more we m u s t he lp ; let us lend our 
money to the coun t ry" . 

"Yes" , sa id N a t h a n . 
So they lent their money to their count ry . The coun t ry pa id I 

t hem t r ibu te , and therefore, as the R e g e n t s ' wea l th con t inued to 1 
flow in, they he lped their coun t ry more a n d more ; they even lent 
the t r ibu te back to the coun t ry and received yet more t r ibu te for I 
t ha t . 

" In t imes like these" , sa id the count ry , "we mus t have more 
men , more men we mus t h a v e " . And so N a t h a n went and sat upon a 
T r i b u n a l ; for, as everybody in B r a d d l e knew, if the mi l l s of B r a d d -
le ceased to g r ind , the hea r t of B r a d d l e would cease to beat . 

"Wha t can we do to help our c o u n t r y ? " asked Tony V a s s a l l of 
h is mas te r , "we have no money to lend ." 

" N o ? " w a s the reply . " B u t you can give your s t r o n g son D a n . " 1 
Tony gave h i s son Dan to the count ry . 
"Good-bye, dear son ," sa id his father , a n d his b ro ther and h i s 

s is ter Nancy said "Good-bye . " His mothe r kissed him. 
Dan w a s kil led in ba t t l e ; h is s is ter N a n c y took his p lace at t h e j 

mill . 
In a l i t t le whi le the n e i g h b o u r s sa id to Tony V a s s a l l : " W h a t a 

fine s t r o n g son is your y o u n g Albert E d w a r d ! " 
And Tony g a v e his son Albert E d w a r d to the count ry . 
"Good-bye , dear son" , said his fa ther ; his s is ter kissed h im, 9 

his mother wept on his b reas t . 
Albert E d w a r d w a s killed in ba t t l e ; his mothe r took his p l ace 

at the mil l . 
But the w a r did not cease ; t h o u g h friend and foe alike were al

mos t d rowned in blood it seemed as powerful as e tern i ty , and in 
t ime Tony V a s s a l l too went to ba t t l e and w a s kil led. The coun t ry 
g a v e P a t i e n c e a w idow ' s pens ion , as well as a t o u c h i n g induce- I 
ment to m a r r y a g a i n ; she died of grief. M a n y people died in t h o s e j 
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days i t w a s not s t r a n g e a t al l . N a t h a n and his wife got so r ich 
tha t 'after t h e w a r they died of ove r -ea t ing , and their d a u g h t e r Ol ive 
came into a va s t fortune and a T rus t ee . 

The T r u s t e e wen t on l end ing the B r a d d l e money to the count ry , 
the coun t ry wen t on s e n d i n g l a r g e s u m s of in teres t to Ol ive (which 
w a s the c o u n t r y ' s t r ibu te to her because of her p a r e n t s ' unforgot -
ten and indeed unforge t t ab le , k i n d n e s s ) , whi le B r a d d l e w e n t on 
with its work of e n a b l i n g the coun t ry to do th is . For w h e n the w a r 
came to an end the count ry told B r a d d l e t ha t those who had not 
g iven the i r l ives m u s t now tu rn to and rea l ly work, work h a r d e r 
than before the war , much, much ha rde r , or the t r ibu te could not be 
paid and the hea r t of B r a d d l e wou ld therefore cease to beat . B r a d d l e 
folk saw tha t th is w a s t rue , only too t rue , and they did as they were 

The V a s s a l l gir l , Nancy , m a r r i e d a m a n who had done deeds 
of va lou r in the war . He w a s a mill h a n d l ike her father , and they 
had two sons . Danie l and Alber t E d w a r d . Olive m a r r i e d a g r a n d 
m a n , t h o u g h i t w a s t r ue he w a s not very g r a n d to look at . He h a d 
a sma l l s h a r p nose , but t ha t did not ma t t e r very much b e c a u s e 
When you looked at h im in profile h is b o u n c i n g red cheeks qui te hid 
the smal l s h a r p nose , as comple te ly as two hil ls h ide a l i t t le b a r n in 
a val ley. Olive lived in a g r a n d m a n s i o n wi th n u m e r o u s s e r v a n t s 
who helped her to rear a li t t le family of one, a girl n a m e d Mercy, 
who a ' so had a smal l sha rp nose and round red cheeks. 

Every year after the su rv ivo r s ' r e t u r n from the w a r Ol ive g a v e a 
supper to her workpeople and their famil ies , h u n d r e d s of t h e m ; for 
s ix hours t he r e would be f eas t ing and toys, mus ic and d a n c i n g . 
Every year Ol ive wou ld m a k e a li t t le speech to them all, r e m i n d i n g 
them" all of their duty to B r a d d l e and B r a d d l e ' s duty to the county , 
a l t hough , indeed, she did not r e m i n d them of the coun t ry ' s t r ibu te 
to Olive. Tha t w a s p e r h a p s a t h e m e unf i t t i ng to touch upon, i t wo
uld have been boastful and qui te u n b e c o m i n g . 

"These a re g r a v e t imes for our coun t ry" , Olive would dec la re , 
yea r after yea r ; "her respons ib i l i t i e s a re eno rmous , we m u s t all 
put our s h o u l d e r s to the whee l . " 

Every y e a r one of the w o r k m e n would m a k e a l i t t le speech in 
reply, t h a n k i n g Olive for e n a b l i n g the hear t of B r a d d l e to cont i 
n u e its bea t s , ca l l i ng down the sp i r i tua l b l e s s ings of heaven and 
the golden b l e s s i n g s of the wor ld upon Ol ive ' s go lden head . O n e 
year the honour of r e p l y i n g fell to the h u s b a n d of Nancy and he w a s 
more t h a n usua l ly e loquent for on t ha t very day their two sons had 
commenced to doff bobbins at the mill . No one a p p l a u d e d louder 
t h a n N a n c y ' s l i t t le Dan or N a n c y ' s Alber t E d w a r d , un l e s s i t w a s 
Nancy herself. Ol ive w a s a l w a y s m u c h moved on t he se occas ions . 
She felt t ha t she did not rea l ly know these people, t ha t she would 
never know them; she w a n t e d to go on see ing them, b e i n g wi th 
them, and l iv ing wi th l a p t u r e in their w o r k a d a y wor ld . But she did 
not do th i s . 

" H o w beaut i ful i t all is! she would s igh to her d a u g h t e r , Mercy, 
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who accompan ied her . " I am so happy . All these dear people a re 
be ing cared for by us , j u s t s imply us . G o d ' s scheme of c r ea t i on—you 
see—the A l m i g h t y — w e are his a g e n t s — w e m u s t a l w a y s r e m e m b e r 
tha t . I t goes on for y e a r s , y e a r s upon y e a r s i t goes on. I t will go 
on, of course , yes , for ever; the hea r t of B r a d d l e will not c e a s e 
to beat . The old ones die, the y o u n g g r o w old, the chi ldren m a t u r e 
and m a r r y and keep the mill go ing . When I am dead ..." 

" M a m m a , m a m m a ! " 
"O , yes, indeed, one day! Then you wil l have to look after all 

these t h ings , Mercy, and you will t a lk to t h e m — j u s t like me . Yes, to 
own the mil l is a g r a v e and difficult t h i n g , only those who own 
them know how g r a v e and difficult; i t ca l l s forth all one ' s deepes t 
and r a r e s t qua l i t i e s ; but it is a d ivine pos i t ion , a noble r e spons ib i 
lity. And the people rea l ly love m e — I th ink" . 

l .The Author. Alfred C o p p a r d (1878—1975) w a s a r ep resen 
t a t ive of cr i t ical r ea l i sm in the XX cen tu ry Eng l i sh l i t e ra tu re , a 
t r u e disciple o f C h a r l e s Dickens and T h o m a s H a r d y . He w a s a l s o 
g rea t ly inf luenced by the Russ i an l i t e r a tu re . In his b i o g r a p h y he 
says , "The four g r e a t Russ i ans—Tols toy , T u r g e n e v , Chekhov and 
Dos toyevsky a l w a y s m a d e a g r e a t impress ion on me, and Che
khov—the first a m o n g them" . 

In 40 y e a r s of h is l i t e ra ry ac t iv i t ies he publ i shed more t h a n 
20 col lect ions of shor t s tor ies and poems in which wi th his t r u e 
democra t i sm, h u m a n i t y and gen t le h u m o u r he descr ibes the life 
of common people : worke r s , p e a s a n t s , c le rks and a r t i s a n s , conv in
c ingly r e v e a l i n g the r ich sp i r i tua l wor ld of an inconsp icuous l i t t le 
m a n . 

In some of his s tor ies the p r inc ipa l c h a r a c t e r s a re ch i ld ren 
wi th their joys and so r rows , descr ibed wi th deep u n d e r s t a n d i n g a n d 
s y m p a t h y (The Che r ry Tree , The P re s se r , P o m o n a ' s b a b e ) . 

Alfred w a s born in the town of Fo lks tone in the family of a 
poor ta i lor . They r en ted two r o o m s in the house of a ca rpen te r . 
In 1884 they moved to Br igh ton . Alfred liked d r a w i n g and m u s i c 
and bes ides a t t e n d i n g p r i m a r y school he wen t to an e v e n i n g school 
of a r t s t h o u g h the tu i t ion fee w a s b u r d e n s o m e for the m e a g r e bud
get of the family. 

When the boy w a s 9 his father died and the boy had to l e a v e 
school and s ta r t w o r k i n g . He helped to sell ke rosene in the s t r e e t s 
whi le his mothe r worked as a p resse r in a l a u n d r y . As it w a s diffi
cult for her to keep 4 chi ldren at 27 pence a week the boy w a s 
sent to the r e l a t ives in London where he worked at a s e w i n g shop 
a n d la ter as a m e s s e n g e r in a t e l e g r a p h office. On r e t u r n i n g to 
Br igh ton he worked as a jun io r and t hen as a senior clerk in t r a 
de smen ' s f irms. In the e v e n i n g he spent much t ime in the Pub l i c 
L ib ra ry and t r ied to wr i t e poems . Soon he b e g a n to t ake pa r t in 
l i t e ra ry compet i t ions . 

His r emova l to Oxford in 191»9, w h e r e he got the job of a book
keeper, had a g r e a t impor t ance for the deve lopment of h is l i t e r a ry 
t a len t . He re he could a t t end publ ic l ec tu res of p r o m i n e n t l i t e r a ry 
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men, t ake pa r t in d i spu tes on books, come into close con tac t wi th 
college t e a c h e r s and use the Unive r s i ty l ibrary . In 1919 he m a d e 
up his mind to comple te ly devote his life to l i t e ra ture , re t i red from 
the office and set t led in the count ry . 

C o p p a r d ' s t a l en t w a s mos t express ive in the 30 s, t he per iod of 
cons iderab le ach ievemen t s of p r o g r e s s i v e Eng l i sh l i t e r a tu re . The 
l i t les of the mos t we l l -known col lec t ions of h is short s to r ies a r e : 
"C lo r inda Walks in H e a v e n " (1922) , " F i s h m o n g e r ' s F i d d l e " (1925, 
"The Field of M u s t a r d " (1926) , "S i lve r C i r c u s " (1928) , " P i n k Fur 
n i t u r e " (1930) , " N i n e p e n n y F l u t e " (1937) , " U g l y A n n a " (1944) , 
"Dark-eyed L a d y " (1947) , "Lucy in Her P ink J a c k e t " (1954) . 

II . The Factual Information ( the plot of the s t o r y ) . In th i s s to
ry the au thor depic ts the life of a sma l l indus t r i a l t own of B r a d d l e 
and its i n h a b i t a n t s on the eve of the first Wor ld W a r and the post
war yea r s . C o p p a r d wr i t e s the s tory very laconica l ly wi thou t ex t ra 
de ta i l s dwe l l i ng only on the m a i n crucia l m o m e n t s in the life of 
the cha rac t e r s . He purpose ly composes the s tory in such a sche
mat ic way in order to lay ba re the c lass con t r ad ic t ions and to 
under l ine the difference be tween the r ich and the poor. T h u s he con
t r a s t s two E n g l a n d s : the E n g l a n d of worke r s and the E n g l a n d of 
fac tory-owners . The au thor descr ibes the life of two famil ies w i th in 
the lifetime of 2 gene ra t i ons . Two hones t y o u n g men Tony V a s s a l 
and N a t h a n Regen t worked toge the r a t the s p i n n i n g mil ls in B r a d d 
le a n d cour ted the s a m e girl P a t i e n c e who w a s poor a n d pre t ty . Tony 
Vassa l m a r r i e d Pa t i ence and N a t h a n Regen t mar r i ed a rich gi r l . 
Hence their l ives took 2 different courses , Tony went on w o r k i n g at 
the mill in the s a m e posi t ion but N a t h a n w a s quickly p romoted . 
Soon chi ldren were born to Tony, but he went on w o r k i n g in the 
s a m e posi t ion. A d a u g h t e r w a s born to N a t h a n , but by t ha t t ime h is 
wea l th pe rmi t t ed him to buy the en t i re concern and he b e c a m e a 
factory-owner . 

D u r i n g the w a r Tony V a s s a l l and his sons lost their l ives a t 
the front and Pa t i ence died of grief but N a t h a n and his wife lent 
their money to the count ry , the coun t ry gave them l a rge s u m s of 
in teres t and they got so rich t ha t after the w a r they died of overea t 
ing. 

N o t h i n g c h a n g e d in the life of the second generat ion. . After the 
war Tony ' s d a u g h t e r Nancy m a r r i e d a mill h a n d and r epea ted the 
dest iny of her p a r e n t s . N a t h a n ' s d a u g h t e r Olive m a r r i e d a ve ry 
g r a n d m a n and cont inued pe r fo rming the dut ies of her fa ther run
n i n g the factory and a p p e a l i n g to the w o r k e r s with d e m a g o g i c slo
g a n s tha t they m u s t work h a r d e r t h a n before the war , much , m u c h 
harder . She t h o u g h t tha t m a n a g i n g the mill w a s her p r e d e s t i n a t i o n 
on the ea r th and she hypocr i t ica l ly bel ieved tha t she pe r fo rmed i t 
very nobly. 

I I I . Poetic Details and Stylistic Devices . E x p o s i n g social ine
qual i ty and evi ls r e s u l t i n g from it, the au thor chose con t r a s t as 
an u n d e r l y i n g l i t e ra ry device which logical ly opposses t h e cha
rac t e r s of 2 i r reconci lable c l a s ses . 
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E v e n a t the very b e g i n n i n g of the s tory , w h e n N a t h a n and 
Tony , both still be longed to the w o r k i n g c l a s s , t he au tho r g ives cha
rac t e ro log ica l de t a i l s in d is t inct oppos i t ion : qua l i t i e s v a l u a b l e for 
t h e p roper t i ed c l a s s—qua l i t i e s u n a c c e p t a b l e for the proper t ied c l a s s 
( s t e a d y , si lent , d ign i f i ed—happy-go - lucky ) . Even th i s dep ic t i ng de
t a i l " . . . wore cloth u p p e r s to his bes t boo t s " , which seems insignif i 
c a n t a t first s igh t a c c e n t u a t e s N a t h a n ' s o rde r l i nes s , thrif t and re
s e r v e (evident ly all p r e s s b u t t o n s a re c l a s p e d ) , t he qua l i t i es indis 
p e n s a b l e for a bourgeo i s . At the s a m e t ime the dep ic t i ng de ta i l 
d e s c r i b i n g Tony t h r o u g h the me l io ra t ive ep i the t " h a n d s o m e " doesn ' t 
d e n o t e a fea ture by which capi ta l se ts g r e a t s tore and t h a t is con
v i n c i n g l y p roved by the ug ly looks of t h e " g r a n d m a n " m a r r i e d by 
Ol ive . The dep i c t i ng de ta i l s expressed t h r o u g h the pe jora t ive epi
t h e t s and s imi le " s m a l l , s h a r p n o s e " , " b o u n c i n g red cheeks" , " a s 
t w o hil ls h ide a b a r n in a va l l ey" show tha t his repuls ive looks 
d i d n ' t p revent him from a c q u i r i n g w e a l t h , while Tony with his 
g o o d looks r e m a i n e d poor. 

S p e a k i n g of the poetic de ta i l s we m u s t r e m a r k their scarc i ty . 
F o r ins tance , t he r e i s on ly one impl ica t ion detai l "The t r u s t e e w e n t 
on f e n d i n g the B r a d d l e money to the coun t ry" . C o p p a r d def ines 
t h e m o n e y a s B r a d d l e ' s but not R e g e n t ' s because he w a n t s to 
s t r e s s the fact t h a t i t w a s accumula t ed from the profi ts c rea ted 
by the B r a d d l e worke r s . The au then t i c i ty de ta i l s a re also ve ry 
r a r e : "2 y o u n g men lived in B r a d d l e " , t he R e g e n t s l ived j u s t out 
s ide B r a d d l e " , "Ol ive of the s a m e a g e as N a n c y " etc. I t i s neces 
s a r y to point out t ha t B r a d d l e is g iven as a very v a g u e au then t ic i 
ty deta i l , its g e o g r a p h i c posi t ion on the m a p is not even ment ioned , 
m a y b e it is a non-ex i s ten t t o w n . This fact fulfils a special fun
ct ion in the pamph le t . I t he lps to g e n e r a l i z e the even t s and to show 
t h a t the case of B r a d d l e is typ ica l of t h e en t i re count ry . 

The con t r a s t be tween the two c h a r a c t e r s i s further rea l i zed 

t h r o u g h a b u n d a n t s tyl is t ic devices . 
T h e m e t a p h o r " . . . ca r r ied t h e good will of P a t i e n c e in his h a n d 

s o m e face", h y p e r b o l e " . . . in his pocket a t t he end of his nickel 
w a t c h - c h a i n " cha rac t e r i ze Tony as a frank, open-hea r t ed fellow 
o v e r p o w e r e d by h i s fee l ings , whi le N a t h a n w a s a sobe rminded 
c a l c u l a t i n g pe r son . ' He w a s n ' t hea r t -b roken after P a t i e n c e ' s 
re fusa l and " . . . t u r n e d h i s a t t en t ion t o o the r t h i n g s , a m o n g them t o 
a g i r l . . .". The s tyl is t ic device " b a t h o s " used he re m a k e s i t poss ib le 
to join toge the r concep ts b e l o n g i n g to different c l a s ses " i n a n i m a 
t e - a n i m a t e " , a g i r l is n o n - c h a l a n t l y r educed to the level of a t h i n g . 
Tha t revea l s N a t h a n ' s u n r o m a n t i c , bus ines s l i ke approach to ma t -
r ' m o n i a l af fa i rs a n d the m e t o n y m y " N a t h a n m a r r i e d t ha t ( a n e a t 
'little for tune) i l l u s t r a t e s his commerc ia l g r a s p i n g n a t u r e . H o w e v e r 
h i s wife app rec i a t ed h i s qua l i t i e s b e c a u s e they were b i rds of a fea
t h e r and she w a s r a t h e r a sh rewd, sha rp -wi t t ed person, anx ious for 
social a d v a n c e m e n t , as the n e g a t i v e l y - c h a r g e d ep i the t s "... a cute , 
a m b i t i o u s wife" prove it. 
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After N a t h a n ' s m a r r i a g e the c o n t r a s t in social pos i t ion a n d 
wea l th be tween the 2 y o u n g men g r o w s ve ry fast . I t i s exp re s sed 
very v iv id ly by the t r ip le repe t i t ion of the ident ica l p h r a s e " T o n y 
went on w o r k i n g a t the m i l l " t h a t i s men t ioned 3 t imes wi th in o n e 
p a r a g r a p h a c c e n t u a t i n g every s tep in N a t h a n ' s ca ree r : 1 . M a n a g e r 
of the d e p a r t m e n t , 2. jo int m a n a g e r s , 3. owne r of t h e en t i r e conce rn . 

The de l ibe ra te a l l i t e ra t ion "pos se s s ions -pos i t i on" in one sen
tence a lso con t r i bu t e s to the con t r a s t , p o i n t i n g to Tony ' s f a l l i ng 
s t a n d a r d of l iv ing due to the g r o w i n g n u m b e r of d e p e n d a n t s in 
his family. 

The c o n t r a s t be tween the 2 a n t a g o n i s t i c c l a s ses is p a r t i c u l a r l y 
vivid in the 2 sen tences : "Almos t everybody in B r a d d l e . . . nor su l 
len". The first sen tence e m p h a s i z i n g the consequences of c o n s t a n t 
l abour wi th t h e help of po lysynde ton and g r a d a t i o n "wh i t e a n d 
th in and su l len i s opposed to the second, the a n a p h o r a " e v e r y b o d y " 
preceded by t h e nega t i on se rves as a s i g n a l of oppos i t ion ; " s p a r 
k l ed" i s opposed to " su l l en" , "ne i the r whi te and su l l en" i s opposed 
to "whi t e and . . . su l len" . 

The c o n t r a s t comes to its apogee when the au thor shows how 
cap i t a l i s t s and worke r s helped the count ry . The cap i t a l i s t s lent mo
ney and w o r k e r s g a v e the i r sons . The recur ren t p h r a s e " D a n w a s 
killed in ba t t l e ; h is s is ter Nancy took his p lace at the mi l l " . "Al
bert E d w a r d w a s killed in ba t t l e ; h is mothe r took his p lace a t t h e 
m i l l " — s h o w s tha t i t w a s a r e g u l a r occurence and a m a s s p h e n o m e 
non, the w o r k e r s submiss ive ly reconci led themse lves to the i r lot 
and didn ' t p ro tes t a g a i n s t it. They took i t for g r a n t e d t h a t t hey 
mus t b r i n g to the al ter of w a r the i r own lives and the l ives of 
their chi ldren, while the sacrif ices of the cap i t a l i s t s were conf ined 
only to l e n d i n g money which even tua l ly r e tu rned in l a r g e s u m s 
of in teres t . 

S tyl is t ic devices in the sen tence "The coun t ry gave P a t i e n c e a 
widow ' s pens ion as ... g r i e f a l so per form very i m p o r t a n t a r t i s t i c 
funct ions. T h e m e t o n y m y " the c o u n t r y " i s u sed in the m e a n i n g o f 
the Min i s t ry of Social m a i n t e n a n c e , which is closely connec ted w i t h 
the ma in s ty l i s t ic device of the s e n t e n c e — b a t h o s " g a v e a w i d o w ' s 
pens ion as wel l as a t o u c h i n g i n d u c e m e n t to m a r r y a g a i n . S u c h 
he t e rogeneous concep t s a s pens ion ( c o n c e r n i n g t h e m a t e r i a l sphe 
re) and " i n d u c e m e n t to m a r r y a g a i n " ( d e a l i n g wi th a very deli
cate sphere of h u m a n re l a t ions ) a re t r e a t e d here as p h e n o m e n a of 
equal r ank , a s e l emen t s b e l o n g i n g to one c lass . Tha t h e l p s t h e au
thor to reveal h i s cr i t ical a t t i t u d e to t h e r u l i n g officials, w h o looked 
upon w o m e n from t h e w o r k i n g c l a s s a s coa r se and rough , insens i 
tive and emot iona l ly u n v u l n e r a b l e . The sa rcas t i c epi the t " t o u c h i n g 
( i n d u c e m e n t ) " shows t h a t a l t h o u g h the advice w a s g iven in a very 
gent le m a n n e r , ye t i ts impropr i e ty a n d i n a p t i t u d e a re obv ious a n d 
the au tho r cons ide r s i t a mockery of t h e w i d o w ' s inconso lab le dis
t ress after the dea th of her t h r ee beloved people. The sen tence e n d s 
•n an a n t i c l i m a x which shows t ha t c o n t r a r y to t h e expec t a t i ons of 
the kind we l l -wi she r s the hea r t -b roken widow ceased to l ive. The 
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an t i c l imax s h o w s a ca l lous and bu reauc ra t i c approach of the go
v e r n m e n t officials to the v ic t ims of the war . 

IV. Interpretation of the Title. The w o r d " t r i b u t e " is men t ioned 
in t h e s tory 6 t imes . The d ic t ionary m e a n i n g of the word " t r i b u t e " 
is : money or its equ iva len t paid by a g o v e r n m e n t or a ru le r to a 
s t r o n g e r g o v e r n m e n t as a cknowledgemen t of submiss ion , or as pri
ce of peace or protec t ion , or by v i r tue of t r e a t y . 

In the text of the s tory it is used in the m e a n i n g of l a rge s u m s 
:of in teres t paid by the g o v e r n m e n t fc~ the money lent to the s t a t e 
in w a r t i m e and a l so in the m e a n i n g o/ f inancia l v o l u n t a r y contr i 
bu t ion to the s t a t e . In the t i t le of the s tory i t combines the fo l lowing 
c o n n o t a t i o n s : 

1. the worke r ' s du ty to the country , the i r sacrif ices on the a l t a r 
of war , their h a r d work in w a r and peace t ime . 

2 . The profi ts , c ap i t a l i s t s get from t h e g o v e r n m e n t t h a n k s to 
w a r s . 

3 . The cap i t a l i s t s ' con t r ibu t ions to the s t a t e . 
T h e R u s s i a n t r a n s l a t i o n of the t i t le is "Vk lad v obshcheye d e l o " 
V. Conceptual Information ( the idea of the s t o r y ) . Th i s s a t i r i 

cal pamph le t i s a p a s s i o n a t e pro tes t a g a i n s t the war , a g a i n s t the 
a n t i d e m o c r a t i c policy of the r u l i n g c lass shi f t ing all t he b u r d e n s 
of w a r on the shou lde r s of the w o r k i n g people and m a k i n g them 
p a y their du ty to the coun t ry by their l ives, whi le the r ich increa
sed the i r wea l th . 

Bes ides t ha t the au tho r ra i ses the p rob lem of social inequal i ty , 
exposes the hypocr i t ica l " c a r e " of the fac tory-owners , exp lo i t i ng 
the " d e a r " w o r k i n g c lass and s t i rs up doub t s as to the s tabi l i ty of 
t h e cap i ta l i s t sys tem foundat ion . The mi l l -owner Ol ive cons ide r s 
the ex i s t ing cap i ta l i s t sys tem as a p e r m a n e n t order of t h ing , as 
" G o d ' s scheme of c rea t ion : " . . . you see—the A l m i g h t y — w e are h i s 
a g e n t s — w e m u s t a l w a y s r e m e m b e r tha t . I t goes on for y e a r s , y e a r s 
upon yea r s it goes on. It will go on of course , yes, for ever; . . . t he 
ch i l d r en m a t u r e a n d keep the mill g o i n g " . C o p p a r d i s e m p h a s i z i n g 
Ol ive ' s confidence in the p e r m a n e n c e of the ex i s t ing order of t h i n g s 
wi th deep and wra thfu l s a r c a s m . His a im is to prove the oppos i t e . 
H i s u n d e r l y i n g idea is tha t i t is neces sa ry to r eve r se the o rder of 
t h i n g s , to put an end to the b ru ta l explo i ta t ion of the w o r k e r s and 
en r i chmen t of the cap i t a l i s t s . 

VI. Composit ion of the story. " T r i b u t e " is wr i t t en in the g e n r e 
of a pample t , which usua l ly exposes a n d sa t i r i z e s some social evi l . 

A l t h o u g h for the sake of phi losophical g e n e r a l i z a t i o n s the au tho r 
n a r r a t e s the even t s in a very compres sed form, we a re able to 
d i s t i ngu i sh all the t r ad i t i ona l p a r t s of a c lass ic compos i t ion : 

1) The exposi t ion in t roduces the r eade r to the t own of B r a d d l e 
a n d two y o u n g a d m i r e r s of a pre t ty gir l . 

2) The b e g i n n i n g of the plot dea l s wi th the first t w e n t y y e a r s 
after their m a r r i a g e s . 

3) The deve lopment of the plot shows t ha t the count ry e m b a r k e d 
upon a c a l a m i t o u s wa r . 
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4) The c l imax of the s tory comes to the fo reground t h a n k s to the 
conve rgence of s tyl is t ic devices: the a n t o n y m o u s a l l i t e ra t ed colloca
t ion "friend and foe a l ike" , the u n t a r n i s h a b l e m e t a p h o r " d r o w n e d 
in b lood" a n d a very r a r e s imi le as powerful as e t e rn i ty" . The peak 
of the c l imax informs the r e a d e r t ha t Tony V a s s a l w a s ki l led a n d 
his widow died of grief. 

5) The d e n o u e m e n t dea l s wi th t h e m a r r i a g e s of the second gene
ra t ion and s h o w s a r e p e a t i n g cycle in the h is tory of B r a d d l e . 

6) The end depic ts a n n u a l ce l eb ra t ions and Ol ive ' s d e m a g o g i c 
speeches . 

7) In the ep i logue the au thor sa t i r i zes Ol ive ' s d ivine pos i t ion 
and noble respons ib i l i ty . 

VII. The Category of Modality. W h e n Alfred C o p p a r d n a r r a t e s 
the s tory he doesn ' t give s t r a igh t - fo rwa rd eva lua t i ons of h is c h a r a c 
ters . H i s n e g a t i v e a t t i t ude to the o w n e r s of the B r a d d l e mill i s n o t 
expressed explici t ly, but t h e r e a d e r feels t h a t his a t t i t u d e is not 
neu t r a l . The au tho r c o n d e m n s the R e g e n t s ' w a y of life a n d r id icu
les the i r " h e l p " to the country . 

On the o ther hand a l though he never openly e x p r e s s e s h i s per
sona l a t t i t u d e to t h e w o r k e r s we feel h i s p a s s i o n a t e p ro t e s t a g a i n s t 
their blind submiss ive g r a t i t u d e to the i r m a s t e r s , a g a i n s t the i r cal
l ing down sp i r i tua l b l e s s ings on the h e a d s of their exp lo i t e r s . 

The au tho r achieves such e f fed by his bi t ter s a r c a s t i c m a n n e r 
of wr i t i ng . Le t ' s consider severa l c a se s of s a r c a s m in de ta i l . 

1 . " In t i m e s like these , we m u s t he lp our coun t ry st i l l more , sti l l 
more we m u s t he lp ; let us lend our money to the c o u n t r y " . Na
t h a n ' s wife w a n t e d to help wi th m e r c e n a r y mot ives , her p a t r i o t i s m 
is sham. A n a d i p l o s i s and repet i t ion help to e m p h a s i z e the s a m e 
idea. 

2. t o u c h i n g inducement ... . The au tho r is m o c k i n g at t h e ten
der m a n n e r in which they g a v e the i r improper adv ice . S a r c a s t i c 
epithet. 

3 . ... her p a r e n t s ' unforgo t ten , and indeed un fo rge t t ab l e k ind
ness ... . It w a s n ' t k indnes s but a des i re to enr ich t h e m s e l v e s , to 
get more w a r o rde r s from the g o v e r n m e n t . G r a d a t i o n e x p r e s s e s t h e 
idea very vividly. 

4. "Tha t w a s p e r h a p s a t heme unf i t t i ng to touch upon , i t wou ld 
have been boast ful and qui te u n b e c o m i n g " . The s a r c a s t i c ep i the t s 
"unf i t t i ng" , "boas t fu l "exp res s the a u t h o r ' s m o c k i n g a t t i t u d e to 
Ol ive ' s necess i ty to conceal her g r o w i n g wea l th . I t wou ld be d a n 
gerous to r e m i n d of the coun t ry ' s t r ibu te to Olive b e c a u s e i t w o u l d 
open the w o r k e r s ' eyes to the real s t a t e of t h i n g s . 

5 . "... al l put our s h o u l d e r s to t h e whee l" . I t i s known t h a t 
cap i ta l i s t s don ' t work very h a r d , they hire other peop le to pul l 
their c h e s t n u t s out of the fire. 

6 . " G o l d e n b l e s s i n g s " , "Ol ive ' s go lden head" . S a r c a s m is ac
companied by polysemy: 

I. go lden b l e s s i n g s : 1) good, beneficent , 2) gold c u r r e n c y . 
II . go lden head : 1) fa i r -hai red, 2) clever and s m a r t , cute . 
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7. "d iv ine pos i t ion" , "nob le r e spons ib i l i ty" . C o p p a r d m e a n s pro
fi table posi t ion and respons ib i l i ty in pe r sona l in te res t s . 

*«8. " H o w beaut i ful it all i s ! . . . to the e n d " . 
The whole p a r a g r a p h expresses the a u t h o r ' s wrathful s a r c a s m 

at the s tab i l i ty of the cap i ta l i s t sys tem. C o p p a r d r id icules Olive 's 
innocent i g n o r a n c e of the economic l a w s of the deve lopment of 
soc ie ty d iscovered by Kar l M a r x . 

The second w a y of e x p r e s s i n g moda l i t y in the s tory is the a u t h o r ' s 
choice of p roper n a m e s for his p e r s o n a g e s . They are so cal led 
" s p e a k i n g n a m e s " , because they exp res s the mos t p rominen t featu
r e s of the c h a r a c t e r s and the a u t h o r ' s a t t i t u d e to them. 

T h e d ic t ionary m e a n i n g of " v a s s a l " i s—in feudal t imes a pe r son 
w h o held land from a super ior lord in r e t u r n for which he vowed 
to give service in war , a feudal t enan t , one who is bound to serve 
.another, a se rvan t , a devoted a t t e n d a n t . The proper n a m e Tony V a s 
s a l impl ies t ha t s ince his b i r th he w a s des t ined to t ake a subord i 
n a t e d posi t ion. 

The d ic t ionary m e a n i n g of the w o r d " r e g e n t " is — a pe r son ap
poin ted to ru le d u r i n g the chi ldhood, absence or incapac i ty of a 
m o n a r c h . The p roper n a m e N a t h a n Regen t impl ies tha t N a t h a n w a s 
des t ined to t ake a c o m m a n d i n g lucra t ive pos i t ion . 

The proper n a m e Pa t i ence symbol izes the w o m a n ' s submiss ive 
n a t u r e , ca lm e n d u r a n c e of pa in , her fear to revol t a g a i n s t her h a r d 
life. The proper n a m e Mercy impl ies compass ion and k indnes s (used 
s a r c a s t i c a l l y ) . The proper n a m e Olive i s a s soc ia t ed wi th an em
b lem of peace . An Ol ive b ranch , w r e a t h show disposi t ion for re 
conci l ia t ion. I t e m p h a s i z e s the idea t h a t she m a n a g e d the mil l in 
a very c u n n i n g way , never had any confl icts wi th worke r s , skil
fully removed r e a s o n s for their d i sconten t , avoided the i r s t r ikes . 

VIII. The Shape of Prose. S p e a k i n g of the s h a p e of prose , we 
m a y say tha t n a r r a t i o n p reva i l s here , and i t i s combined wi th ra 
the r r a r e e l emen t s of descr ip t ion and severa l cases of d ia logue . Be
s ides tha t we m u s t pay a t t en t ion to the a u t h o r ' s d ig ress ion a t the 
b e g i n n i n g of the s tory. "The v i r tue of s t e ad ine s s , you see, can be 
m e a s u r e d ... b i shops" . 

I t is an a u t o s e m a n t i c pa r t in the pamph le t , where the au tho r 
a d d r e s s i n g the r eade r e x p l a i n s why P a t i e n c e gave preference to 
Tony and d i s r e g a r d e d N a t h a n ' s v a l u a b l e qua l i t i es : s t ead iness , si
l ence and d igni ty . Tony w a s still very y o u n g and s t ead ines s can 
be m e a s u r e d only by the yea r s . A d a p t i n g the proverb (a word is 
s i lver and si lence is go lden) to the s i tua t ion of the s tory and u s i n g 
t h e word " g o l d e n " in 2 m e a n i n g s (I. of the best qual i ty , 2. money 
c o i n s ) , C o p p a r d s t a t e s tha t s i lence is very ineffective in c o u r t i n g 
a g i r i . Ac tua l i z ing the phraseo log ica l uni t " F a i t h moves m o u n t a i n s " 
in t h e l i teral m e a n i n g Coppa rd a s se r t s tha t d ign i ty i s less s igni 
ficant t h a n faith as i t c h a r m s the h e a r t s only of bank m a n a g e r s , 
bu t not y o u n g g i r l s . Thus the au thor p ro longed the con t r a s t into 
the wor ld of emot ions and bus iness . 
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ARROWSMITH 

by Sinclair Lewis (Fragments) 

The s t a t e of W i n n e m a c is bounded by Mich igan , Ohio, I l l ino is , 
and Ind i ana and like them it is half E a s t e r n , half M i d w e s t e r n . 
Zenith, the l a r g e s t city in the s ta te , w a s founded in 1792. But Win
nemac is M i d w e s t e r n in its fields of corn and wheat , its red b a r n s 
and silos, and , desp i te the i m m e n s e an t iqu i ty of Zeni th , m a n y coun
t ies were not se t t led till 1860. 

The Unive r s i ty of W i n n e m a c is at Moha l i s , fifteen mi les from 
Zeni th . There a re twelve t h o u s a n d s t u d e n t s ; bes ide th is p r o d i g y Ox
ford is a t iny theologica l school a n d H a r v a r d a select co l lege for 

• y o u n g gen t l emen . The Unive r s i ty h a s a baseba l l field unde r g l a s s ; 
its bu i ld ings a re m e a s u r e d by the mi le ; i t h i res h u n d r e d s of y o u n g 
Doctors of Ph i losophy to give r ap id ins t ruc t ion in Sansk r i t , n a v i g a 
tion, accoun tancy , spectac le- f i t t ing , s a n i t a r y e n g i n e e r i n g , P r o v e n 
cal poetry, tariff schedules , r u t a b a g a - g r o w i n g , motor -car d e s i g n i n g , 
the h i s tory of Voronezh , the s tyle of M a t t h e w Arnold , the d i a g n o s i s 
of m y o h y p e r t r a p h i a kymopara ly t i ca , and d e p a r t m e n t - s t o r e adve r t i 
s ing . I ts p re s iden t i s the best money - r a i s e r and the best a f t e r -d inner 
speaker in the Uni ted S t a t e s ; a n d W i n n e m a c w a s the first school in 
the world to conduct its ex tens ion cou r ses by rad io . 

In 1904, w h e n Mar t i n A r r o w s m i t h w a s an Ar t s and Sc ience 
Jun io r p r e p a r i n g for medica l school, W i n n e m a c had but five thou
sand s t u d e n t s . 

Mar t i n w a s twen ty one. He seemed pale , in con t r a s t to h i s 
black smooth hai r , but he w a s a r e spec tab le runne r , a fair ba ske t 
bal l center , and a s a v a g e hockey-player . The co-eds m u r m u r e d 
t ha t he " looked so r o m a n t i c " , but they mere ly t a lked about h i m 
at a d i s tance , and he did not know tha t he could h a v e been a he ro 
of a m o u r s . For all his s t u b b o r n n e s s he w a s shy. 

The Unive r s i ty had become his wor ld . Hi s idol w a s P ro fes so r 
E d w a r d , h e a d of the d e p a r t m e n t of chemis t ry , who w a s u n i v e r s a l l y 
known as " E n c o r e " . E d w a r d s ' k n o w l e d g e of the h i s tory of chemis 
t ry w a s i m m e n s e . He could read Arabic , and he infur ia ted his fel
low chemis t s by a s s e r t i n g tha t the A r a b s h a d an t i c ipa t ed all the i r 
r e sea rches . Himself, Professor E d w a r d s never did r e sea rches . He 
sa t before fires a n d s t roked his collie a n d chuckled in his bea rd . 

In col lege M a r t i n had not be longed to a Greek Let te r secre t 
society. He h a d been " r u s h e d " , but he had resented the condescen
sion of the a r i s toc racy of m e n from the l a rge r ci t ies . Now t h a t 
most of h i s c l a s s m a t e s had d e p a r t e d to in su rance offices, l a w 
schools , and banks , he w a s lonely, and t empted by an inv i t a t ion 
from D i g a m m a Pi , the chief med ica l f ra terni ty . 

D i g a m m a Pi w a s a lively b o a r d i n g - h o u s e with a b i l l i a rd 
t ab le and low pr ices . Rough and a m i a b l e noises c a m e from i t a t 
n ight , a n d a good deal of s i n g i n g abou t W h e n I Die Don ' t B u r y 
Me a t All ; yet for th ree y e a r s D i g a m m a h a d won the va l ed i c to ry 
and the H u g h Loizeau Meda l in E x p e r i m e n t a l Surgery. . 
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M a r t i n had pr ized the independence of his so l i ta ry room. In a 
f ra te rn i ty all t e n n i s racke ts , t r o u s e r s , and op in ions a re held in ] 
c o m m o n ... . I t w a s not t i l l A n g u s Duer accepted elect ion to Di
g a m m a Pi t ha t M a r t i n himself came in. 

M a r t i n , I ra Hinkley , A n g u s Duer , Cliff C l a w s o n , the c l a s s j e s - 1 

ter , and one " F a t t y " Pfaff were in i t ia ted into D i g a m m a Pi toge
ther . I t w a s a noisy and r a the r painful pe r fo rmance , which included 
s m e l l i n g asa fe t ida . M a r t i n w a s bored , but F a t t y Pfaff w a s in squeak
ing , g a s p i n g te r ror . 

F a t t y w a s of al l t he new F r e s h m e n c a n d i d a t e s the mos t useful 
to D i g a m m a Pi . He w a s p l a n n e d by n a t u r e to be a but t . He looked 
like a d i s t ended ho t -wa te r bot t le ; he w a s magn i f i cen t ly imbeci le ; 
he believed eve ry th ing , and anx ious ly he forgave the men who got 
t h r o u g h the v a c a n t hou r s by p l a y i n g j okes upon him. 

E v e r y n i g h t w h e n F a t t y re t i red he h a d to r e m o v e from his bed a 
collect ion of objects which though t fu l h o u s e m a t e s had stuffed 
be tween the s h e e t s — s o a p , a l a r m clocks , fish. He w a s t h e pe r son 
to whom to sell use less t h i n g s . But F a t t y ' s g rea t e s t benef icence 
to D i g a m m a w a s h i s belief in sp i r i t ua l i sm. He w e n t abou t in te r 
ror of spooks . He w a s a l w a y s see ing t h e m e m e r g i n g a t n igh t from 
the d i s sec t ing- room w i n d o w s . His c l a s s m a t e s took care t h a t t h e 
should behold a g r e a t m a n y of them f l i t t ing about the h a l l s of 
the f ra terni ty . 

D i g a m m a Pi w a s housed in a r e s idence bui l t in the e x p a n s i v e 
days of 1885. The l iv ing-room s u g g e s t e d a recent cyclone. Knife-
g a s h e d tab les , b roken M o r r i s cha i r s , and to rn r u g s were f lung 
abou t the room, and covered with back le s s books, hockey shoes , I 
caps and c iga re t t e s tubs . Above, the re were four men to a bedroom, 
a n d the beds were iron double-deckers , like a s t ee rage . For a s h - t r a y s 
the D i g a m used sawed skul ls , and on the bedroom wa l l s were ana 
tomica l cha r t s , to be s tudied whi le d r e s s i n g . In M a r t i n ' s room w a s 
a comple te skele ton. He and his r o o m - m a t e s had t r u s t i n g l y bough t 
it from a s a l e s m a n who came out from a Zeni th surg ica l supp ly 
house . He w a s such a gen ia l and s y m p a t h e t i c s a l e s m a n ; he gave 
them c iga r s and told s tor ies and exp la ined w h a t p rospe rous doc tors 
t hey were all g o i n g to be . They b o u g h t the skeleton gra tefu l ly , on 
the i n s t a lmen t p lan . .'. La te r the s a l e s m a n w a s less genia l . 

At examina t i on - t ime , D i g a m m a Pi f ra te rn i ty showed its v a l u e 
to u rgen t seekers after wisdom. G e n e r a t i o n s of D i g a m m a had col
lected t e s t - p a p e r s and preserved t h e m in the sacred Quiz Book; 
gen iu se s for deta i l had laboured t h r o u g h the vo lume and m a r k e d 
wi th red pencil t he p rob lems mos t often set in the course of y e a r s . 
The F r e s h m e n crouched in a r i n g abou t Ira Hink ley in the D i g a m 
ma l iv ing- room, whi le he read out the ques t ions they were m o s t li
kely to get . They wr i thed , sc ra tched the i r ch ins , bit the i r f ingers , 
and beat their t emp le s in the e n d e a v o u r to give the r igh t a n s w e r 
before A n g u s Duer should read it to t h e m out of the text-book. . 

In the mids t of their suffer ings thev had to labour wi th F a t t y 

Pfaff. 
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F a t t y h a d failed in the mid -yea r a n a t o m i c a l , and he h a d to p a s s 
a special quiz before he could t ake the f inals . There w a s a ce r ta in 
fondness for h im in D i g a m m a P i ; F a t t y w a s soft, F a t t y w a s super
s t i t ious , F a t t y w a s an imbecile, yet they had for him the annoyed 
affection they m i g h t have for a s econd -hand motor or a m u d d y dog. 
All of t h e m worked on him; they t r ied to lift h im and t h r u s t him 
t h r o u g h the examina t ion as t h r o u g h a t r ap-door . They p a n t e d and 
g r u n t e d a n d m o a n e d a t the labour , and F a t t y p a n t e d a n d m o a n e d 
with them. 

The n i g h t before his specia l e x a m i n a t i o n they kept h im at i t 
till two , wi th wet towels , black coffee, p rayer , and profani ty . They 
repea ted l i s t s—l i s t s—l i s t s to h im; they shook their fists in his m o u r n 
ful red r o u n d face and howled. " D a m n you, will you r e m e m b e r t ha t 
the b icusp id va lve i s the s a m e as the mi t r a l va lve and not ano the r 
o n e ? " They r a n about the room, h o l d i n g up their h a n d s a n d w a i l i n g . 
"Won ' t he never r e m e m b e r n o t h i n g about n o t h i n g ? " and c h a r g e d 
back to p u r r wi th fictive ca lm, " N o w no use g e t t i n g fussed, Fa t ty . 
Take i t easy . J u s t l is ten to th is , quiet ly , will yuh, and t ry , "coax in-
gly, "do t ry to r e m e m b e r one t h i n g , a n y w a y ! " 

They led h im careful ly to bed. He w a s so filled wi th facts t ha t 
t h e s l igh tes t j o s t l i n g would have spi l led them. 

When he awoke a t seven, wi th red eyes and t r e m b l i n g l ips , he 
had forgot ten eve ry th ing he had l ea rned . 

"The re ' s n o t h i n g for it", s a id the p re s iden t of D i g a m m a Pi . 
" H e ' s got to have a crib, and t ake his chance on g e t t i n g c a u g h t 
w i t h it. I t h o u g h t so. I m a d e one out for h im y e s t e r d a y . I t ' s a 
lu lu . It ' l l cover e n o u g h of the ques t ions so he'll get t h r o u g h . 

Even the Reverend Ira Hinkley , s ince he had wi tnes sed the 
h o r r o r s of the midn igh t before, wen t h i s w a y s i g n o r i n g the c r ime . 
It w a s F a t t y himself who p ro te s t ed : "Gee , I don ' t like to cheat . I 
don ' t t h ink a fellow tha t can ' t ge t t h r o u g h an e x a m i n a t i o n h a d har 
dly o u g h t to be a l lowed to p rac t i s e medic ine . T h a t ' s w h a t my Dad 
s a id . " 

They poured more coffee into h im and (on the advice of Cliff 
C l aw so n , who w a s n ' t exact ly sure w h a t the effect m i g h t be but who 
w a s w i l l i ng to l ea rn ) they fed h im a p o t a s s i u m b r o m i d e tab le t . 
The p res iden t of D i g a m m a , s e i z ing F a t t y wi th some f i rmness , g row
led, " I ' m g o i n g to st ick th i s c r ib in your pocket-book, he re in your 
b reas t pocket , behind your handkerchief . " 

"I w o n ' t use it. I don ' t ca re if I fail", wh impe red Fa t ty . 
" T h a t ' s all r igh t , but you keep i t the re . Maybe you can abso rb 

a little in format ion from it t h r o u g h your lungs , for God knows — 
"The p re s iden t c lenched his ha i r . H i s voice rose , and in i t w a s all 
t h e t r a g e d y of n igh t w a t c h e s and black d r a u g h t s and hope less ret
r e a t s . 

"God k n o w s you can ' t t ake i t in t h r o u g h your head ! " 
They dus t ed Fa t ty , t hey s tood him r igh t s ide up, a n d pushed 

him t h r o u g h the door, on his w a y to A n a t o m y Bu i ld ing . They wa t 
ched h im go: a bal loon on legs , a s a u s a g e in corduroy t r o u s e r s . 
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" I s i t poss ib le he ' s g o i n g to be h o n e s t ? " marve led Cliff C l a w s o n . 
"Wel l , i f he is, we bet ter go up and begin p a c k i n g his t runk . And 

this ole frat ' l l never have ano ther goa t like F a t t y " , gr ieved the pres i 
dent . 

They s aw F a t t y s top, remove his handkerchief , mournfu l ly b low 
his n o s e — a n d discover a l ong th in slip of paper . They saw him 
frown at it, t a p i t on h i s knuck les , beg in to r ead it, stuff i t back 
into h i s pocket , a n d go on wi th a more r e so lu te s tep . 

They danced h a n d in h a n d about the l iv ing- room of the f ra ter 
nity, p iously a s s u r i n g one another , "He ' l l u se i t—it ' s all r i gh t—he ' l l 
get t h r o u g h or get h a n g e d ! " 

He got t h r o u g h . 
The given below in te rp re ta t ion of the p a s s a g e s from the novel 

by S inc la i r Lewis is done on t h e m a t e r i a l of the text-book by V . D . 
Arak in , pa r t IV. I t can help the s t u d e n t s in the i r work at the" sche
me of i n t e rp re t a t i on . 

I. Some d a t a abou t the au thor . S inc la i r Lewis (1885—1951) is a 
we l l -known A m e r i c a n novel i s t a n d p l a y w r i g h t . He left t w e n t y -
one novels . All h is nove ls a re of g r ea t cogni t ive s igni f icance and 
m a y be cal led the gu ide-books of Amer i ca . 

A m o n g h is bes t nove l s a re " M a i n s t r e e t " (1920) , " B a b b i t " (1924) , 
" A r r o w s m i t h " (1925) , "Ann V i c k e r s " (1933) ; "Kingsb lood B o y a l " 
(1947) , "The God Seeker" (1949) . Hi s bes t books a re shot t h r o u g h 
wi th f lashes of s a t i r e directed a g a i n s t m a n y a spec t s of A m e r i c a n life-
midd le c l a s s conven t ions , i ts s m u g hypocr i sy , re l ig ion and m a n y 
o the r s . " A r r o w s m i t h " is h is seven th novel in which he desc r ibes 
the exper iences of a phys ic ian who would like to be hones t in the 
society he l ives in. The novel is wr i t t en in such a w a y t ha t each 
per iod of A r r o w s m i t h ' s life g ives the au tho r a sp lendid oppor tu 
n i ty to reveal m a n y a spec t s of Amer i can rea l i ty . 

II. The factual in format ion , i.e. the plot . The plot of t h e p a s s a 
ge i s not compl ica ted . In it, t he a u t h o r a c q u a i n t s the r e a d e r w i th 
the s ta te of W i n n e m a c and the Un ive r s i t y of W i n n e m a c , the m a i n 
cha rac t e r M a r t i n A r r o w s m i t h who i s an Ar t s and Science J u n i o r 
p r e p a r i n g for med ica l school; t he D i g a m m a Pi F r a t e r n i t y to which 
M a r t i n be longs ; o ther m e m b e r s of t h e F r a t e r n i t y ; the r e s idence of 
D i g a m m a P i a n d its v a l u e a t t he e x a m i n a t i o n t ime. 

HI . The s h a p e of p rose and the compos i t ion of the p a s s a g e . 
The p a s s a g e is to ld in the n a m e of t h e . a u t h o r and i t p r e s e n t s a 
mix tu re of severa l k inds of p rose : the a u t h o r ' s n a r r a t i o n , desc r ip 
t ion and d ia logue .The composi t ion of the s tory doesn ' t dev ia te from 
the t r a d i t i o n a l model . The in t e rp re t ed p a s s a g e p r e s e n t s a c losed 
plot s t r u c t u r e as i t i nc ludes all t h e e l e m e n t s of the plot. I . exposi
t ion (it is the descr ip t ion of the s t a t e of W i n n e m a c and the Uni
vers i ty of W i n n e m a c ) 2.3. t he b e g i n n i n g of the plot and the deve
lopment of the plot ( the r eade r is g e t t i n g acqua in ted wi th t h e pro
t a g o n i s t of the p a s s a g e M a r t i n A r r o w s m i t h , D i g a m m a Pi f ra te rn i ty 
a n d its m e m b e r s ) . 4 . c l imax (it is the ep isode desc r ib ing the mem
ber s of D i g a m m a Pi f ra tern i ty a t e x a m i n a t i o n t ime and the i r "lag 
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b o u r s " wi th F a t t y Pfaff who " h a d failed in the mid-yea r ana to 
m i c a l " . 5. d e n o u e m e n t ( the decis ion of the m e m b e r s of the F r a t e r 
n i ty to supp ly F a t t y wi th a cr ib) 6. end (it is a brief in format ion 
about F a t t y ' s success a t the exam. 

The a rch i t ec ton ics of the p a s s a g e is t r a n s p a r e n t , i t p r e s e n t s 
the divis ion of the p a s s a g e into p a r a g r a p h s . The s e g m e n t a t i o n of the 
text a n s w e r s the au tho r ' s p r a g m a t i c a im a n d the r e a d e r ' s conveni
ence . S e v e r a l p a r a g r a p h s conc ide wi th t h e p a r t s o f compos i t ion 
and posses s re la t ive comple t eness . 

The m a i n idea of the text can be eas i ly revealed , t h r o u g h the 
an a ly s i s of some poet ic de ta i l s a n d s tyl is t ic devices . 

V. Poetic Details and Stylistic Devices . (Authent ic de ta i l s , de
p ic t ing de ta i l s , cha rac t e ro log ica l de ta i l s , implicit d e t a i l s ) . The 
p a s s a g e b e g i n s wi th a very rea l i s t i c depict ion of a non -ex i s t i ng 
s t a t e of W i n n e m a c a n d the t o w n of W i n n e m a c . The au tho r inven t s 
t h e n a m e s of the s t a t e a n d t h e t o w n to c rea te the effect of au then
ticity. By th i s au then t i c detai l t he r eade r ge t s the fo l lowing implicit 
in format ion : t h e descr ibed even t s could have t aken p lace in a n y 
p l ace of Amer i ca and tha t they w e r e ve ry typ ica l of the per iod. Then 
the au tho r p a s s e s on to the desc r ip t ion of the Univers i ty of Winne 
m a c which h i r e s h u n d r e d s of y o u n g Doc to r s of Ph i losophy to give 
r ap id ins t ruc t ion in Sansc r i t , n a v i g a t i o n , accoun tancy , r u t a b a g a -
- g r o w i n g and m a n y other subjec ts . The au thor doesn ' t express his 
op in ion openly , he p r e t e n d s to a d m i r e it, he ca l l s i t "a p rod igy" , but 
i t is obvious t h a t he mocks at it. The mere e n u m e r a t i o n of qui te dis
p a r a t e su jec t s p r o m p t s the a u t h o r ' s i ronical a t t i tude to such chaot ic 
and superf ic ia l t r a i n i n g . The m e t a p h o r (p rod igy) and the epi thet 
( rap id) acqui re here an i ronical m e a n i n g . No better a re the au thor i 

t i e s a n d t h e t u to r s . 

The p res iden t of the Un ive r s i ty is the best r / ioney-raiser and 
the bes t a f te r -d inner speaker , y o u n g Doctors of Ph i losophy ins t ruc t 
in d i s p a r a t e sub jec t s ; Professor E d w a r d E d w a r d s never does any 
r e sea rches . 

The s t u d e n t s of t h e Un ive r s i t y descr ibed in the ex t rac t b e l o n g 
to the D i g a m m a Pi F r a t e r n i t y . Thev are M a r t i n Ar rowsmi th , Ira 
Hinkley, A n g u s Duer , Cliff C l a w s o n and " F a t t y Pfaff". 

By d e p i c t i n g de ta i l s which c r ea t e the i m a g e of a p p e a r a n c e a n d 
cha rac t e ro log i ca l de ta i l s which accen tua t e the most cha rac t e r i s t i c 
t r a i t s of a p e r s o n a g e , by some e l e m e n t s of f o r eg round ing the au tho r 
d r a w s very conv inc ing , vivid, b r igh t p o r t r a i t s of the p r o t a g o n i s t s 
Mar t i n A r r o w s m i t h and F a t t y Pfaff. 

M a r t i n i s po r t r ayed as a good- look ing m a n who could h a v e 
been the hero of a m o u r s . Hi s pecu l i a r fea tures a re s t ubbo rnes s , 
shyness , fondness of spor t . 

The a u t h o r ' s posi t ive a t t i t ude to M a r t i n i s expressed by e v a l u a t i n g 
epi the ts ( respec tab le , f a i r ) . 

Qui te oppos i t e is the i m a g e of F a t t y Pfaff. 
The s tyl is t ic devices of a s imi le and m e t a p h o r s (He looked like 

a d i s t ended ho t -wa te r bot t le , a ba loon on l egs ; a s a u s a g e in cor-

75 



duroy t rouse r s , t he f o r e g r o u n d i n g which i s con ta ined in the n a m e 
F a t t y Pfaff itself b a s e d on a n t o n a m a s i a or s p e a k i n g n a m e ; al l i te
r a t ion f-f and onoma topoe i a (Pfaff) c rea te t h e i m a g e of a funny, 
corpulen t m a n . 

The cha rac t e ro log ica l de ta i l s sca t te red over the text reveal t h e 
mos t essent ia l f ea tu res of Fa t t y : h is m e n t a l deficiency, h is supe r s t i -
t i ousness , his belief in spi r i t s , has coward ice , his hones ty . H o w e v e r , 
F a t t y i s not r epu l s ive as t he r e a r e s o m e pos i t ive fea tures in h i s 
cha rac t e r : he is soft and hones t . The d iminu t ive suffix " y " in t h e 
n a m e F a t t y a lso r evea l s the au tho r ' s s y m p a t h y , t hough th i s sympathy-
is r a the r c o n d e s c e n d i n g as t ha t of h is fe l low-s tudents . 

Some cha rac t e r i s t i c fea tures of p r o t a g o n i s t s can be also expres
sed by the de ta i l s of impl ic i tness . 

"They bough t the skeleton gra tefu l ly on the i n s t a lmen t p lan ... 
La t e r the s a l e s m a n w a s less gen ia l " . 

These two sen tences reveal the implici t in format ion : the s t u d e n t s 
d idn ' t pay off the credi tor . The s i g n a l s of impl ica t ion are the fore
g r o u n d e d e l emen t s of apos iopes i s after t h e first sen tence and t h e 
t a l e - t e l l ing de ta i l s " l a t e r " and " l e s s g e n i a l " . The subcur ren t text 
a ccen tua t e s the i r d i shones ty , social s t a t u s and p r a g m a t i c a l ca re l e s s 
nes s . By implicit de ta i l s the r eade r can receive some in format ion 
about the c h a r a c t e r s ' a t t i t ude to one ano the r . 

So we come to k n o w t h a t t h e s t u d e n t s tr ied to t h rus t F a t t y 
t h r o u g h the e x a m i n a t i o n as t h r o u g h a t r ap -door not because t hey 
w a n t e d to help h im but they were so r ry to lose h im because " t h i s 
ole freat ' l l never h a v e ano the r goat like F a t t y " . 

V. Cohesion and intergration of the text. 
The text cons i s t s of two f r a g m e n t s but their logical cohe rence 

is ensu red by the common theme and consecut ive order of even t s . 
A n a l y s i n g the first f r agmen t we can s t a t e , t ha t a l t h o u g h t h e 

wr i te r doesn ' t use any lexical or g r a m m a t i c m e a n s of l inkage bet
ween s e p a r a t e p a r a g r a p h s , the i r o r g a n i c cohesion i s evident . H o w e 
ver the chronolog ica l o rder of n a r r a t i o n is v iola ted in the second 
p a r a g r a p h . The au tho r descr ibes the c o n t e m p o r a r y s ta te of the uni
vers i ty a t t he t i m e of w r i t i n g the novel (1923) and then r e t u r n s to 
1904, when M a r t i n w a s a th i rd -yea r s tuden t . Tha t becomes a c e r t a i n 
obs tac le in the r ea l i za t ion of the c a t e g o r y of cohesion. 

The deve lopment of the m a i n t h eme t h r o u g h a n u m b e r of sub the 
m e s and m i n u t e pa t r i cu l a r t hemes c r ea t e s in t ra tex tua l connec t i ons 
p l a y i n g t ex t - fo rming funct ions . T h u s i f we cons ider M a r t i n ' s uni
vers i ty days as the m a i n t heme of our micro- text and the c h a r a c 
te r - ske tches of professor E d w a r d E d w a r d s and F a t t y Pfaff a n d t h e 
descr ip t ion of the b o a r d i n g - h o u s e as the sub- themes , then the rea l i 
za t ion of the m a i n t h e m e t h r o u g h the deve lopmen t of the s u b t h e m e s 
in s e p a r a t e p a r a g r a p h s c rea tes i n t r a t ex tua l connec t ions which inte
g r a t e the independen t s p a n s of the text into a s ing le uni ty . 

Such i n t r a t e x t u a l connec t ions a re no t a l w a y s expressed by t r a 
di t ional con junc t iona l w o r d s or t e m p o r a l (e.g. A few days l a t e r ) 
and spa t ia l (e.g. Not far from ...) i nd i ca to r s . They can a lso be r ea -
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l ized t h r o u g h the chosen c o n t i g u o u s posi t ion of p a r a g r a p h s in case 
i t e n s u r e s the o n w a r d m o v e m e n t of the n a r r a t i o n logical ly develop
ing the plot . Such is the case of e x p r e s s i n g l inkage in our text . The 
r ecu r r en t use of the key w o r d s : W i n n e m a c , Univers i ty , Mar t in , Di
g a m m a Pi e tc a l so con t r ibu te s to t h e cohesion and i n t e g r a t i o n of 
the text. 

VI. Conceptual information. 
In th i s select ion S.Lewis mi ld ly r id icu les the Amer i can sys tem 

of educa t ion and its e n o r m o u s sca le . 
The g i g a n t i c size of the W i n n e m a c Univers i ty , t he e x a g g e r a t e d 

n u m b e r of t eache r s , the r ap id cycle of ins t ruc t ion , the a b n o r m a l 
m u l t i t u d e of subjec ts g iven in a chaot ic e n u m e r a t i o n wi th a comic 
a b s t r u s e medica l t e rm specia l ly coined for the occasion (myohyper t" 
roph ia k y m o p a r a l i t i c a ) e m p h a s i z e h i s i ronic t r e a t m e n t of t h e sub
ject . 

In h i s e a s y and n a t u r a l m a n n e r the au tho r c rea te s severa l life
like c h a r a c t e r s of medica l s t u d e n t s wi th their mer i t s (best r e su l t s 
a t t he e x a m i n a t i o n s , a meda l in e x p e r i m e n t a l s u r g e r y etc) a n d d raw
backs (noise and d isorder in the b o a r d i n g house , e t c ) . Even the 
w e a k m i n d e d F a t t y Pfaff a r o u s e s the a u t h o r ' s a d m i r a t i o n (oxymoron 
" m a g n i f i c e n t l y imbeci le") and compass ion (oxymoron " a n n o y e d 
affect ion", the te l l - ta le detai l " t r e m b l i n g l i p s " ) . 

A l though S .Lewis w a s a t r ue exponen t of cr i t ical r e a l i sm and 
the comple te novel exposes and c o n d e m n s the cor rup t sys t em of edu
ca t ion , sc ience and hea l th se rv ices in the U.S.A., t h e s u g g e s t e d 
p a s s a g e doesn ' t express even h idden r e s e n t m e n t a g a i n s t F a t t y ' s 
chances of g e t t i n g a medica l d ip loma . F a t t y ' s own p ro tes t "I don ' t 
like to c h e a t " s o u n d s very u n c o n v i n c i n g and only a d d s fuel to the 
fire of eve rybody ' s eage r a t t e m p t s to help h im. 

The a u t h o r ' s j a u n t y and a m u s i n g m a n n e r of r e l a t i n g the episode 
en l i s t s the r e a d e r s ' s y m p a t h y for the D i g a m s ' efforts to secure his 
success . 

In Another Country 

by Ernest Hemingway 
In the fall the w a r w a s a l w a y s there , but we did not go to i t 

any more . I t w a s cold in the fall in Mi l an and the da rk c a m e very 
ear ly . Then the electr ic l igh ts c a m e on, and i t w a s p l e a s a n t a l o n g 
t h e s t ree t s looking in the w i n d o w s . There w a s much g a m e h a n g i n g 
ou ts ide t h e shops , and the s n o w powdered in the fur of t h e foxes 
and the w i n d blew their t a i l s . The deer h u n g stiff and heavy a n d 
empty, a n d smal l b i rd s b lew in the w i n d a n d the w i n d t u r n e d the i r 
fea thers . I t w a s a cold fall and the w i n d c a m e down the m o u n t a i n s . 

We were all a t t he hosp i ta l eve ry af ternoon, and the re were 
different w a y s of w a l k i n g ac ross the town th rough the dusk to t h e 
hosp i ta l . T w o of the w a y s were a l o n g s i d e cana l s , but they w e r e 
long . A lways , t hough , you c rossed a b r idge ac ross a c a n a l to en te r 
the hosp i ta l . There w a s a choice of t h r ee b r idges . On one of them a 
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w o m a n sold roas ted ches tnu t s . I t w a s w a r m , s t a n d i n g in front of 
her charcoa l fire, and the ches tnu t s were w a r m af te rward in your 
pocket. The hosp i ta l w a s very old and ve ry beaut i ful , and you en te 
red t h r o u g h a g a t e a n d wa lked a c r o s s a cou r tya rd out a g a t e 
on the o ther s ide . The re were u sua l ly funera l s s t a r t i n g from t h e 
cour tya rd . Beyond the old hosp i ta l we re the n e w brick pav i l ions , 
and the re we met every af ternoon a n d w e r e all ve ry pol i te and in
t e res t ed in w h a t w a s the m a t t e r , and sa t in the m a c h i n e s tha t w e r e 
to m a k e so much difference. 

The doctor c a m e up to the m a c h i n e w h e r e I w a s s i t t i n g a n d 
sa id : " W h a t did you like bes t to do before the w a r ? Did you p r a c 
t ise a s p o r t ? " 

I sa id : "Yes, footbal l" . 

"Good" , he sa id . "You will be able to p lay football a g a i n be t t e r 

t h a n ever" . 
My knee did no t bend a n d the leg d r o p p e d s t r a i g h t from the k n e e 

to ankle wi thou t a calf, and the m a c h i n e w a s to bend the knee and 
m a k e it move as in r i d i n g a t r icycle . But it did not bend yet, and 
ins tead the m a c h i n e lurched when i t c a m e to the b e n d i n g pa r t . The 
doctor sa id: " T h a t will all pas s . You a r e a f o r t una t e y o u n g m a n . 
You will p lay football a g a i n like a c h a m p i o n " . 

In the next m a c h i n e w a s a major who h a d a l i t t le h a n d like a b a 
by ' s . He winked a t me when the doctor examined his h an d , which 
w a s be tween two lea ther s t r a p s tha t bounced up and down and 
f lapped the stiff f ingers , a n d sa id : " A n d wil l I too p lay footbal l , 
c a p t a i n - d o c t o r ? " He had been a very g r e a t fencer, and before t h e 
w a r the g r e a t e s t fencer in I ta ly . 

The doctor wen t to his office in a back room and b r o u g h t a 
p h o t o g r a p h which showed a h a n d t ha t had been wi thered a lmos t 
as smal l as ma jo r ' s before i t had t a k e n a m a c h i n e course , and af
ter w a s a l i t t le l a rge r . The ma jo r held t h e p h o t o g r a p h wi th h i s good 
hand and looked at i t very carefully. "A w o u n d ? " he said. 

"An indus t r i a l acc iden t" , the doctor sa id . 
"Very in t e res t ing , ve ry i n t e r e s t i n g " , the ma jo r said , and h a n 

ded it back to the doctor . 
"You have conf idence?" 
" N o " , sa id t h e ma jo r . 
There were th ree boys who c a m e each day who were about t h e 

s a m e age I w a s . They were all t h r ee from Mi lan , and one of t h e m 
w a s to be a l awyer , and one w a s to be a pa in te r , and one had in
tended to be a soldier , and after we were finished with the m a c h i n e s , 
somet imes we wa lked back toge the r to the Cafe Cova, which w a s 
next door to t h e Sca la . We wa lked the shor t w a y t h r o u g h t h e com
mun i s t qua r t e r because we were four t oge the r . The people ha ted us 
because we were officers, and from a wine-shop some one cal led 
out , "A b a s s o gli ufficiali!" a s we p a s s e d . A n o t h e r boy w h o w a l k e d 
wi th us some t imes and m a d e us five wore a black silk handkerch ie f 
ac ross his face b e c a u s e he had no nose t hen and h i s face w a s to 
rebui l t . He had gone out to the front from the mi l i t a ry a c a d e m y a n d 
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been w o u n d e d wi th in an hour after he h a d gone into the front l ine 
for the first t ime . They rebui l t h is face, but he c a m e from a very 
old dami ly a n d they could never ge t the nose exact ly r igh t . He 
wen t to Sou th Amer ica and worked in a bank. But t h i s w a s a long 
t ime ago , a n d then we did not a n y of us know how i t w a s g o i n g 
to be a f t e rward . We only knew then t h a t there w a s a l w a y s t h e w a r , 
but tha t we were not go ing to i t a n y more . 

We all h a d the s a m e m e d a l s , except the boy wi th t h e b lack silk 
b a n d a g e ac ros s his face, and he h a d not been a t the front l ong e n o u g h 
to get m e d a l s . The ta l l boy wi th a very pa le face who w a s to be a 
lawyer h a d been a l i eu tenan t of Ardi t i and had th ree m e d a l s of the 
sort we each had only one of. He had lived a very long t ime wi th 
dea th a n d w a s a l i t t le de tached . We were all a l i t t le de tached , and 
t he re w a s n o t h i n g t ha t held us toge the r except t h a t we me t every af
t e rnoon a t the hospi ta l . A l though , as we wa lked to the Cova t h r o u g h 
the t o u g h p a r t of town, w a l k i n g in the dark , wi th l ight and s i n g i n g 
c o m i n g out of the wine-shops , a n d s o m t i m e s h a v i n g to w a l k into t h e 
s t ree t w h e n t h e men and w o m e n wou ld c rowd toge the r on the si
d e w a l k so tha t we would have had to jos t le them to get by, we felt 
held t o g e t h e r by t he re be ing s o m e t h i n g t ha t had h a p p e n e d t h a t they, 
the people who disl iked us , did not u n d e r s t a n d . 

We our se lves all unde r s tood the Cova , where i t w a s rich and 
not too b r igh t ly l ighted, and no i sy a n d smoky a t ce r t a in hour s , 
and the re were a l w a y s g i r l s a t t he t a b l e s and the i l lus t ra ted p a p e r s 
on a rack on the wal l . The g i r l s a t t h e Cova were ve ry pa t r io t i c , 
a n d I found t h a t the mos t pa t r io t i c people in I ta ly were the cafe 
g i r l s — a n d I bel ieve they are sti l l pa t r io t ic . 

The boys a t first were very pol i te about my m e d a l s a n d asked 
me w h a t I had done to get them. I showed them the p a p e r s , which 
were w r i t t e n in very beaut i ful l a n g u a g e and full of f r a t c l l anza and 
a b n e g a z i o n e , but which rea l ly sa id , with the adjec t ives removed , 
t ha t I h a d been given the m e d a l s because I w a s an A m e r i c a n . After 

t h a t the i r m a n n e r c h a n g e d a li t t le t o w a r d me, a l t h o u g h I w a s the i r 
friend a g a i n s t ou t s ide r s . I w a s a friend, but I w a s never rea l ly one 
of them after they had r ead t h e c i t a t ions , because i t had been diffe
rent wi th them and they had done very different t h i n g s to ge t their 
m e d a l s . I h a d been wounded , i t w a s t r u e ; but we all knew t h a t be ing 
wounded , after all , w a s rea l ly an accident . I w a s never a s h a m e d 
of the r ibbons , t hough , and somet imes , after the cocktai l hour , I wo
uld i m a g i n e myself h a v i n g done all the t h i n g s they h a d done to ge t 
their m e d a l s , but w a l k i n g home a t n igh t t h r o u g h the e m p t y s t re
e ts with t h e cold wind and all t h e shops closed, t r y i n g to keep n e a r 
the s t reet l ight , I knew tha t I would never have done such t h i n g s , 
and I w a s ve ry m u c h afra id to die, a n d often lay in bed at n igh t by 
myself, afraid to die and w o n d e r i n g how I would be when I w e n t 
back to the front a g a i n . 

The th ree wi th the m e d a l s were like h u n t i n g - h a w k s ; and I 
was not a hawk, a l though I m igh t seem a hawk to those who had 
never h u n t e d ; they, the three , k n e w bet te r and so we drifted a p a r t . 
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But I s tayed good fr iends wi th the boy w h o had been wounded his. 
first day at the front, because he would never know now how he 
wou ld have t u r n e d out ; so he could never be accepted ei ther , and 
I liked him because I t h o u g h t p e r h a p s he would not have t u r n e d 
out to be a h a w k ei ther . 

The major , who had been the g rea t fencer, did not bel ieve in 
b rave ry , and spen t much t ime whi le we sa t in the m a c h i n e s correc
t i n g my g r a m m a r . He h a d compl imen ted me on how I spoke I t a l i a n , 
and we ta lked toge the r very easi ly . O n e day I had sa id t h a t I t a l i a n 
seemed such an easy l a n g u a g e to me t h a t I could not t ake a g r e a t 
in te res t in it, e v e r y t h i n g w a s so easy to say. "Ah, yet" , the ma jo r 
said. "Why, then , do you not t ake up the use of g r a m m a r ? " So we 
took up the use of g r a m m a r , and soon I t a l i an w a s such a difficult 
l a n g u a g e t ha t I w a s afraid to ta lk to h im unt i l I had the g r a m m a r 
s t r a igh t in my mind . 

The major c a m e ve ry r e g u l a r l y to the hosp i t a l . I do not t h i n k 
he ever missed a day, a l t hough I am sure he did not bel ieve in t h e 
m a c h i n e s . There w a s a t ime w h e n none of us bel ieved in the m a c h i 
nes , and one day the major sa id i t w a s all n o n s e n s e . The m a c h i 
nes were new then and i t w a s we who were to prove them. I t w a s an 
idiotic idea, he said , "a theory ; like an o th e r " . I had not l ea rned my 
g r a m m a r , and he sa id I w a s a s tupid imposs ib le d i sg race , and he 
w a s a fool to h a v e bo thered wi th me. He w a s a smal l m a n a n d he 
sat s t r a i gh t up in his chai r wi th his r i gh t h a n d th rus t into the 
m a c h i n e and looked s t r a i g h t ahead a t the wa l l whi le the s t r a p s 
t h u m p e d up and down with his f ingers in t hem. 

" W h a t will you do w h e n the w a r is over if i t is o v e r ? " he a sked 
me. " S p e a k g r a m m a t i c a l l y ! " 

" I will go to the S t a t e s " . 
"Are you m a r r i e d ? " 
"No , but I hope to b e " . 
"The more of a fool you a re" , he said. He seemed very a n g r y . 

"A m a n m u s t not m a r r y " . 
'Why, S igno r M a g g i o r e ? " 
"Don ' t call me ' S i g n o r M a g g i o r e ' " . 
" W h y mus t not a m a n m a r r y ? " 
" H e canno t m a r r y . He canno t m a r r y , " he sa id angr i ly . "If he i s 

to lose eve ry th ing , he should not p lace himself in a posi t ion to lose 
tha t . He should find t h i n g s he canno t lose" . 

He spoke very ang r i l y and bi t ter ly , and looked s t r a igh t a h e a d 
whi le he ta lked . 

"Bu t why should he necessar i ly lose i t ? " 
"He ' l l lose it", t he major said. He w a s looking a t the wa l l . Then 

he looked down at the m a c h i n e and j e rked his l i t t le h a n d out from 
between the s t r a p s and s lapped i t ha rd a g a i n s t his t h igh . "H e ' l l 
lose it", he a lmos t shouted . "Don ' t a r g u e wi th m e ! " Then he ca l led 
to the a t t e n d a n t who r a n the m a c h i n e s . 

"Come and t u r n th is d a m n e d t h i n g off". 
He wen t back into the other room for t h e l ight t r e a t m e n t and t h e 
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m a s s a g e . Then I h e a r d h im ask the doctor if he migh t use his te le
phone and he shu t the door. W h e n he c a m e back into the room, I 
was s i t t i ng in ano the r mach ine . He w a s w e a r i n g his cape and h a d 
his cap on, and he came direct ly t o w a r d my mach ine and put his. 
arm on my shou lder . 

" I am so sor ry" , he said , and p a t t e d me on the shou lder w i t h 
his good h a n d . "I would not be rude . My wife h a s jus t died. You 
must forgive m e " . 

He stood the re b i t i ng his lower lip. " I t is very difficult", he said... 
•T canno t r e s i g n myself". 

" O h — " I sa id , feeling sick for h im "I am so s o r r y " 
He looked s t r a igh t pas t me and out t h r o u g h the w i n d o w . Then-

he b e g a n to cry. " I am ut te r ly u n a b l e to r e s i g n myse l f " ,he sa id and 
choked. And then cry ing , his head up looking a t no th ing , c a r r y i n g 
himself s t r a i g h t and soldierly, wi th t e a r s on both his cheeks and 
bi t ing his l ips , he wa lked pas t the m a c h i n e s and out the door. 

The doctor told me t ha t the m a j o r ' s wife, who w a s ve ry y o u n g 
and whom he had not m a r r i e d unt i l he w a s definitely inva l ided out 
of the war , had died of p n e u m o n i a . She had been sick only a few 
days . No one expected her to die. The ma jo r did not come to t h e 
hospi ta l for t h r ee days . Then he c a m e at the usua l hour , w e a r i n g a 
black band on the sleeve of his un i form. When he c a m e back, t he r e 
were l a rge f ramed p h o t o g r a p h s a r o u n d the wal l , of all so r t s of 
w o u n d s before and after they had been cured by the m a c h i n e s . In 
front of the m a c h i n e the major used were th ree p h o t o g r a p h s of 
h a n d s like h i s t ha t were comple te ly res to red . I do not k n o w w h e r e 
the doctor got them. I a l w a v s u n d e r s t o o d we were the first to u s e 
the m a c h i n e s . The p h o t o g r a p h s did not m a k e much difference to the 
major because he only looked out of the w indow. 

1 . The s tory " In Another C o u n t r y " w a s wr i t t en a t the H e m i n g 
way ' s ear ly per iod of w r i t i n g (1927) a n d is very typical for t h i s 
period of " emot iona l asce t ic i sm" , which is cha rac te r i zed by the au
thor ' s re ject ion to express any emot iona l eva lua t ion of the a c t i o n s 
of his p e r s o n a g e s . E . H e m i n g w a y w a s b e g i n n i n g his l i t e ra ry ca ree r 
with the n e w s p a p e r ac t iv i t ies , a n d th is j o u r n a l i s t p rac t ice left a m a r k 
of laconism and t e r s e n e s s on his fur ther c rea t ive work. The f amous 
" i ceberg" s ty le inven ted by E . H e m i n g w a y s u g g e s t s only 30 % of in 
formation b e i n g shown on the sur face of any story and the res t 
deeper pa r t of the whole m e a n i n g is s u b m e r g e d in implicit , concep
tual informat ion . 

2. The factual information (i.e. the plot) of the s tory is on t h e 
surface of it. The n a r r a t o r is a w o u n d e d soldier who t akes a cure at 
the Mi lan hosp i ta l a m o n g a g roup of o ther pa t ien t soldiers . 

He descr ibes them, th ree y o u n g boys wi th m e d a l s , a n d m i d d l e -
aged major "who had a li t t le h a n d like a . b a b y ' s " . While s i t t i n g in 
a mach ine , t h e n a r r a t o r w a s s p e a k i n g to the major in I t a l i an in 
order to improve his g r a m m a r . One day he came to know t h a t the 
major ' s wife, who w a s very y o u n g and whom be had not m a r r i e d 
until he w a s definity inval ided out of the war , had died of pneu-



knee to the ank le wi thout a calf, and the mach ine w a s to bend t h e 
fcnee and m a k e it move as in r i d i n g a bycycle. But it did not bend 
yet, and ins tead the m a c h i n e lurched when i t came to the b e n d i n g 
par t . 

Add i t iona l implic i t informat ion m a y be ex t rac ted from the indi 
vidual speech hab i t s of the c h a r a c t e r s and the au tho r ' s v o c a b u l a r y . 
From the l ingu i s t i c point of v iew the s to ry is based on the c o n t r a s t 
of the te r se , laconic , s t r a i g h t - f o r w a r d m a n n e r of s p e a k i n g of the 
wounded so ld ie rs and r a the r false, f la t te r ing , u n n a t u r a l w a y of 
" c a l m i n g d o w n " the suffer ing m e n used by the doctor: C o m p a r e : 
e.g. " t ha t will all pas s . You a re a fo r tuna te y o u n g m a n . You wil l 
play football a g a i n like a c h a m p i o n " . " M y knee did not bend, and 
the leg droped s t r a i g h t . . . " . In con t r a s t to th is r e s t r a ined c o u r a g e o u s 
descr ipt ion, t h e doc to r ' s false conso l a t i ons seem to be u n b e a r a b l e . 

The t i t le of the s tory " In Anothe r C o u n t r y " con ta ins the mos t 
s ignif icant implici t in format ion . F i r s t we u n d e r s t a n d it in its direct , 
l i teral m e a n i n g ini t ia ly , in a n o t h e r coun t ry , the ac t ion of t h e s to ry 

t akes p lace . But in re t rospec t ive view, on r e - r ead ing , we beg in to 
reveal the implic i t me taphor i ca l m e a n i n g of t h e t i t le all t he se w o u n 
ded so ld ie rs , t h e y o u n g m e n a n d t h e m a j o r — a l l o f t h e m a r e ' " d e t a 
ched" from h e a l t h y people , n o w on a n d forever they live "in a n o t h e r 
country" , in a n o t h e r wor ld . In the i n t e rp l ay of the l i teral a n d me ta 
phorical m e a n i n g s of the t i t le the m a i n h u m a n i s t i c , an t i -mi l i t a ry i d e a 
of the s tory is revea led . 

" A T H O M E " A T O L D J O L Y O N ' S 

C h a p t e r 1 

Those p r iv i l eged to be p resen t at a family festival of the Fo r sy 
tes have seen t h a t c h a r m i n g and ins t ruc t ive s i g h t — a n uppe r m i d d l e 
class family in full p l u m a g e . But whosoeve r of these favoured per
sons h a s possessed the gift of psycholog ica l ana ly s i s (a t a l e n t wi th
out m o n e t a r y v a l u e and p roper ly i n g n o r e d by the F o r s y t e s ) , h a s 
wi tnessed a spec tac le , not only del ightful in itself, but i l l u s t r a t ive 
of an obscure h u m a n problem. In p l a ine r words , he h a s g l eaned 
from a g a t h e r i n g of th i s f ami ly—no b r a n c h of which h a d a l ik ing for 
the other , be tween no th ree m e m b e r s of w h o m existed a n y t h i n g 
worthy of the n a m e of s y m p a t h y — e v i d e n c e of tha t m y s t e r i o u s con
crete t enac i ty which r e n d e r s a family so formidable a un i t of socie
ty, so c lear a r ep roduc t ion of society in m i n i a t u r e . He had been ad
mitted to a v is ion of the dim r o a d s of social p r o g r e s s , h a s u n d e r 
stood s o m e t h i n g of p a t r i a r c h a l life, of t h e s w a r m i n g s of s a v a g e hor 
des, of the r i se and fall of n a t i o n s . He is like one who, h a v i n g wa t 
ched a t ree g r o w from its p l a n t i n g — a p a r a g o n of t enac i ty , insu
lation, and success , amids t the d e a t h s of a h u n d r e d other p l a n t s 
•ess f ibrous, sappy , and pers i s t en t — one day will see it f lour i sh ing 
w i t h b land , full fol iage, in an a lmos t r e p u g n a n t p rosper i ty , a t t h e 
summit of i ts efflorescence. 

On J u n e 15, 1886, about four of the af ternoon, the obse rver who 
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inon ia . No one expected her to die. The major did not come to t h e 1 
hosp i t a l for 3 days . When he came back, there were p h o t o g r a p h s 1 
a r o u n d the wal l , d e m o n s t r a t i n g t h e poss ib i l i t ies o f t h e m a c h i n e t o j 
r e s t o r e the h a n d s like his . But he only looked out of the w i n d o w . 

3. The composit ion of the story is ve ry s imple, t h o u g h in s o m e I 
way i t dev ia t e s from the t r ad i t i ona l mode l : i t h a s no e x p o s i t i o n , ! 
p ro logue , or t h e b e g i n n i n g of the plot . The s tory b e g i n s from t h e ] 
midd le : " In the fall off the war w a s a l w a y s there but we did not go 
to it any more"—as if the r eade r is a w a r e of the place ( t h e r e ) , per- 1 
s o n a g e s ( w e ) , or of their p rev ious pa r t i c ipa t ion in the w a r ac t i ons - ! 
("did not go to i t any m o r e " ) . So, t h e s to ry h a s the impl ica t ion of 

t h e precedence and b e g i n s with the deve lopment of the plot. C l i m a x j 
o f the s tory i s r eached when the major s a y s : " I woud in ' t be r u d e . l 
My wife h a s jus t d ied" . The fol lowing conclus ive p a s s a g e of the 
s tory can h a r d l y be r e g a r d e d as the d e n o u e m e n t or t h e end of t h e 1 
s tory. The s tory h a s an open e n d i n g very typica l of H e m i n g w a y ' s 
s tyle of w r i t i n g so the r eade r is supposed to be sufficiently t r a i n e d j 
and a t t en t ive to discover the implied m e a n i n g . 

4. The shapes of prose, used by t h e au thor , a re as fol lows: na r 
r a t ion , descr ip t ion , the e l emen t s of d i a l o g u e and mono logue . 

5. The concep tua l in format ion of t h e tex t is much m o r e impor
t an t t h a n the fac tua l one. I t can be revea led by p ick ing out from 
t h e text i ts mos t e s sen t iona l ca tegor ies , such as : 

6. 1) The Text Categories of Modality and Implication. 
The s tory is told in the n a m e of the au thor and seems to be an 

a u t o b i o g r a p h i c a l one. The n a r r a t o r ' s a t t i t u d e to the descr ibed e v e n t s 
and p e r s o n a g e s i s never expressed explici t ly but a l w a y s h idden . 
H e m i n g w a y avo ids s t r a igh t - fo rward eva lua t ions , never cha rac t e r i 
zes the p e r s o n n a g e s direct ly, but only t h r o u g h depict ion of t h e i r j 
ac t ions , some deta i l s , i.e. t h r o u g h different k inds of a r t i s t ic de ta i l s : 
dep ic t ing , au then t i c , implici t . 

Dep ic t ing de ta i l s : " I t w a s cold in the fall in Mi lan and the dark 
c a m e very ear ly . "The wind b lew the i r t a i l s . . . smal l b i rds b lew in 
the wind and the wind t u r n e d their fea theres . I t w a s a cold fall and 
the wind c a m e down from the m o u n t a i n " . 

The cons tan t , pe r s i s t an t repet i t ion of dep ic t ing de ta i l s " c o l d " J 
" w i n d " , " b l e w " a t the o p e n i n g p a s s a g e c rea te s the a t m o s p h e r e o f 
a l a r m e d tens ion . 

The next p a s s a g e : " W e were all a t t h e hospi ta l every a f te rnoon -J 
. . . a b o u n d s in a n u m b e r of implicit de ta i l s , u n m a s k i n g of which! 
p roves our idea of "expec ta t ion s o m e t h i n g w r o n g " . 

The word " h o s p i t a l " impl ies tha t all t hose " w e " are the s o l d i e r s ! 
wounded a t the w a r . W o u n d e d ser iously , so " they need to be a t t he 
hospi ta l every a f te rnoon" . The word combina t ion "usua l funera l s" ! 
impl ies tha t not all of these so ld ie rs m igh t happ i ly be recovered . Alt. 
their hopes a re concen t ra t ed "in the m a c h i n e s t ha t were to m a k e sm 
much difference " — t h a t is, to r e tu rn t h e m hea l th and mobi l i ty . 

Authentic details: 
" M y knee did not bend a n d the leg d r o p p e d s t r a i g h t from t h e 
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within D u n d r e a r y whiskers .* In h i s h a n d s he tu rned and t u r n e d a 
piece of china . Not far off, l i s t e n i n g to a lady in b rown, his on ly 
ion S o a m e s , pa l e a n d we l l - shaved , da rk -ha i r ed , r a t h e r ba ld , had 
poked his chin up s ideways , c a r r y i n g his nose wi th t h a t a foresa id 
appea rance o f "sniff", a s t h o u g h d e s p i s i n g an e g g which he k n e w 
l,e could not d iges t . Behind him h is cousin , t he ta l l George , son of 
the fifth Fo r sy t e , Roger , had a Qui lp i sh look* on h i s f leshy face, 
ponde r ing one of his s a rdon ic j e s t s . 

S o m e t h i n g inheren t to the occas ion h a d affected t h e m all . 
Seated in a row close to one ano the r were th ree lad ies — A u n t s 

Ann, Hes te r ( the two For sy te m a i d s ) , and Ju ley (short for J u l i a ) , 
who not in i i rs t you th had so far forgot ten herself as to m a r r y Sep
t imus Smal l , a m a n of poor cons t i tu t ion . She had surv ived him for 
m a n y yea r s . Wi th her e lder and y o u n g e r s is ter she l ived n o w in 
the house of T imothy , her s ixth a n d y o u n g e s t brother , on the B a y s -
water Road . E a c h of these l ad ies he ld fans in the i r h a n d s , a n d each 
with some touch of colour, some e m p h a t i c feather or brooch, tes t i 
fied to the so lemni ty of the oppor tun i ty . 

In the cen t re of the room, unde r the chandeliei-, as b e c a m e a 
host, s tood the head of the family, old Jo lyon himself. E i g h t y y e a r s 
of age , wi th h i s fine, whi te ha i r , h is dome-l ike forehead, h is l i t t le, 
dark grey eyes, and an immense whi te mous t ache , which drooped 
and sp read be low t h e level of h i s s t r o n g j a w , he had a p a r t i a r c h a l 
look, and in spi te of lean cheeks and ho l lows at his t emples , seemed 
mas te r of p e r e n n i a l youth . He held himself ex t remely u p r i g h t , a n d 
his shrewd, s t eady eyes had lost n o n e of their clear sh in ing . Thus 
he g a v e an impress ion of super io r i ty to the doubts a n d dis l ikes of 
smal ler men. H a v i n g had his own w a y for i n n u m e r a b l e y e a r s , he h a d 
earned a p resc r ip t ive r i gh t to it. I t wou ld never have occured to old 
Jolyon t ha t it w a s necessa ry to w e a r a look of doubt or of def iance. 

Be tween him and the four o ther b ro the r s who were p resen t , J a 
mes, Swi th in , Nicho las , and Roger , t he r e w a s much difference, m u c h 
s imilar i ty . In t u rn , each of these four b ro the r s w a s very different 
from the o ther , ye t they, too, were al ike. 

T h r o u g h the v a r y i n g fea tures and express ion of those five faces 
could be m a r k e d a ce r ta in s t e a d f a s t n e s s of chin, u n d e r l y i n g sur face 
d is t inc t ions , m a r k i n g a rac ia l s t a m p , too preh is tor ic to t r a c e , too 
remote a n d p e r m a n e n t t o d i s cus s—the ve ry h a l l - m a r k a n d ' g u a r a n t e e -
of the family for tunes . 

A m o n g the y o u n g e r gene ra t ion , in the ta l l bull- l ike George , in 
pallid s t r e n u o u s Archibald , in y o u n g Nicho las wi th his swee t a n d 
tenta t ive obs t inacy , in the g r a v e a n d foppishly de te rmined Eus t ace , 
there w a s th is s a m e s t a m p — l e s s mean ingfu l p e r h a p s , bu t u n m i s t a 
kable—a s ign of s o m e t h i n g i ne r ad i cab l e in the family soul . 

At one t i m e or ano the r d u r i n g t h e af ternoon, all t h e s e faces, so 
Q ' s s imilar and so alike, had worn an express ion of d i s t rus t , the ob-
{fC* °^ w h i c h w a s u n d o u b t e d l v the m a n whose a c q u a i n t a n c e they 
w e r e thus a s sembled t o make . 

Phi l ip Bos inney w a s known to be a y o u n g m a n wi thou t for tune, 
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c h a n c e d to be p re sen t at t he house of old Jo lyon For sy te in S t a n h o p e * 
•Gate,* migh t have seen the h ighes t eff lorescence of the Fo r sy t e s . | 

This w a s the occas ion of an "a t h o m e " to ce lebra te the e n g a g e - 1 
m e n t o f Miss J u n e Forsy te , old J o l y o n ' s g r a n d - d a u g h t e r , to M r . P h i - j 
lip Bos inney . In the b rave ry of l ight g loves , buff wa i s t coa t s , f e a J l 
t h e r s and frocks, t he family were p r e s e n t — e v e n Aun t Ann , who n o w ! 
but se ldom left t he corner of her b ro the r T imothy ' s g reen d r a w i n g - ! 
room, where , unde r the aeg i s of a p lume of dyed p a m p a s g r a s s in a 
a l ight b lue vase , she sa t all d a y r e a d i n g a n d kn i t t ing , s u r r o u n d e d ! 
by the effigies of th ree g e n e r a t i o n s of Fo r sy t e s . Even Aunt Ann w a s ! 
the re ; her inflexible back and the d ign i ty of her ca lm old face p e r - I 
soni fy ing the r ig id posses s iveness of the family idea. 

When a Fo r sy t e w a s e n g a g e d , m a r r i e d , or born, the F o r s y t e s ! 
were p resen t ; when a For sy te d i ed—but no Fo r sy t e had as yet d i e d ; ! 
they did not die; dea th be ing c o n t r a r y to their p r inc ip les , t hey t o o k ! 
p recau t ions a g a i n s t it, the ins t inc t ive p r e c a u t i o n s of h ighly vi ta l ized] 
person who resen t e n c r o a c h m e n t s on the i r p roper ty . 

About the Fo r sy t e s m i n g l i n g t ha t d a y wi th the c rowd of o ther 
gues t s , the re w a s a more t h a n o rd ina r i ly g roomed look, an a ler t , I 
inquis i t ive a s s u r a n c e , a br i l l ian t respec tab i l i ty , as t hough they were j 
a t t i red in defiance of someth ing . The hab i tua l sniff on the face of 
S o a m e s F o r s y t e h a d sp read t h r o u g h the i r r a n k s ; they were on their l 
g u a r d . 

The subconsc ious offensiveness of the i r a t t i tude h a s cons t i tu t ed ] 
old Jo lyon ' s " a t h o m e " the psycholog ica l m o m e n t of t h e family h is 
tory, m a d e it the p re lude of their d r a m a . 

The Fo r sy t e s were resentful of some th ing , not ind iv idual ly , but j 
as a family; th i s r e s e n t m e n t exp res sed itself in an a d d e d p e r f e c t i o n ! 
of r a iment , an exube rance of family cordia l i ty , an e x a g g e r a t i o n of 
family impor t ance , a n d — t h e sniff. D a n g e r — s o ind i spensab le in br in
g i n g out the fundamen ta l qua l i ty of a n y society, g roup , or ind iv idu
a l — w a s w h a t the For sy te s scen ted ; the p remoni t ion o f d a n g e r pu t a l 
bu rn i sh on the i r a r m o u r . For the first t ime, as a family, they a p p e a - i 
red to have an inst inct of be ing in con tac t with some s t r a n g e a n d ! 
unsafe th ing . 

Over a g a i n s t the p i a n o a m a n of bulk and s t a t u r e w a s w e a r i n g j 
two w a i s t c o a t s on His wide chest , two w a i s t c o a t s and a ruby p i n , l 
ins tead of t h e s ing le sa t in wa i s t coa t a n d d i a m o n d pin of m o r e u s u a j 
occas ions , and his shaven , square , old face, the colour of pale lea
ther , wi th pa le eyes, had its most dignif ied look, above his sat in 
stock. This w a s Swi th in For sy te . Close to t h e window, where he could i 
get more t h a n his fair sha re of fresh air , the other twin , J a m e s — t h e -
fat and the lean of it, old Jo lyon ca l led these b ro the r s—l ike t h e bu lky ] 
Swi th in , over six feet in height ,* but ve ry lean, as t h o u g h d e s t i n e * 
from his b i r th to s t r ike a ba l ance and m a i n t a i n an ave rage , b r o o d e d ! 
over the scene wi th his p e r m a n e n t s toop, h i s g rey eyes had an a i r J 
of fixed absorp t ion in some secret wor ry , broken at in te rva l s by al 
rapid , sh i f t ing sc ru t iny of s u r r o u n d i n g facts; h is cheeks, t h i n n e d bm 
two pa ra l l e l folds, and a long, c l ean - shaven upper lip, were f r a m e * 
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but t-orsyte g i r l s had become e n g a g e d to such before, and had ac
tua l ly m a r r i e d them. I t w a s not a l toge the r for th i s r ea son , therefore , 
t h a t the m i n d s of the For sy te s m i s g a v e them. They could not have 
e x p l a i n e d the o r ig in of a m i s g i v i n g obscured by the mis t of family 
goss ip . A s tory w a s u n d o u b t e d l y told t h a t he had paid his du ty call 
to Aun t s A n n , Ju ley , a n d Hes te r , in a soft g rey h a t — a soft g rey ha t , 
n o t even a n e w o n e — a dus ty t h i n g wi th a shape le s s c rown. "So 
e x t r a o r d i n a r y , my d e a r — s o odd!" A u n t Hes te r , p a s s i n g t h r o u g h the 
l i t t le, da rk hal l (she w a s r a the r s h o r t - s i g h t e d ) , had t r ied to " s h o o " 
it off a chair , t a k i n g it for a s t r a n g e , d i s r e p u t a b l e c a t — T o m m y h a d 
such d isgracefu l f r iends! She w a s d i s tu rbed w h e n i t did not move . 

Like an a r t i s t for ever seek ing to discover the s igni f icant trifle 
which embod ies the whole cha rac te r of a scene, or place, or person , 
so those unconsc ious a r t i s t s — t h e F o r s y t e s — h a d fas tened by in tu i t ion 
on th is h a t ; i t w a s the i r s igni f icant tr if le, t he deta i l in which w a s 
embedded the m e a n i n g of the whole m a t t e r ; for each h a d asked 
himself: " C o m e , now, should I have pa id t ha t visit in t ha t h a t ? " 
a n d each had a n s w e r e d " N o ! " and some, wi th more i m a g i n a t i o n 
t h a n o thers , had added : " I t would neve r h a v e come into my h e a d ! " 

George , on h e a r i n g the story, g r i n n e d . The ha t had obvious ly 
b e e n worn as a p rac t i ca l joke! Lie himself w a s a conno i s seur of 
such. 

"Very h a u g h t y ! " he said , " the wild B u c c a n e e r ! " 
And th is mot , "The Buccanee r " , w a s band ied from mou th to 

•mouth, till i t b e c a m e the favour i te m o d e of a l l u d i n g to Bos inney . 
Her a u n t s r ep roached J u n e a f t e r w a r d s abou t the hat . 
"We don ' t th ink you ough t to let h im, dea r ! " they h a d sa id . 
J u n e h a d a n s w e r e d in her imper ious br isk way, like t h e l i t t le 

e m b o d i m e n t of will she w a s : 
"Oh! w h a t does i t ma t t e r ? Phi l never knows what he ' s got on!" 
No one had credi ted an a n s w e r so o u t r a g e o u s . A m a n not know 

w h a t he h a d on? No, no! 
W h a t indeed w a s th i s y o u n g m a n , who, in b e c o m i n g e n g a g e d to 

J u n e , old J o l y o n ' s a cknowledged he i res s , had done so well for h im
self? He w a s an archi tect , not in itself a sufficient r ea son for wea r 
i n g such a ha t . N o n e of the F o r s y t e s h a p p e n e d to be a rch i tec t s , but 
one of t h e m k n e w two a rch i tec t s who wou ld never h a v e w o r n such 
a ha t upon a call of ce remony in the London season .* D a n g e r o u s — 
— a h , d a n g e r o u s ! 

June , of course , had not seen th i s , but, t h o u g h not yet n ine teen , 
she w a s no to r ious . H a d she not sa id to M r s . S o a m e s — w h o w a s al
w a y s so beaut i fu l ly d r e s s e d — t h a t fea thers w e r e v u l g a r ? M r s . Soa
mes h a d ac tua l ly g iven up w e a r i n g fea thers , so dreadful ly down
r igh t w a s dear J u n e ! 

These m i s g i v i n g s , th i s d i s a p p r o v a l and perfectly g e n u i n e dis
t rus t , did not p reven t the For sy te s from g a t h e r i n g to old Jo lyon ' s 
inv i ta t ion . An "At H o m e " a t S t a n h o p e G a t e w a s a g r ea t r a r i ty ; 
none had been held for twelve yea r s , not indeed, s ince old M r s . 
Jo lyon died. 

Never had there been so full an assembly , for mys t e r ious ly un i 
ted in spi te of all their differences, they had taken a r m s a g a i n s t a 
common per i l . Like ca t t le when a d o g comes into the field, they 
stood head to head and shoulder to shoulder , p repa red to run upon 
a n d t r a m p l e the invade r to dea th . They had come, too, no doubt , to 
get some not ion of w h a t sort of p r e s e n t s they would u l t ima te ly be 
expected to g ive; for t i iough the ques t ion of w e d d i n g gifts w a s u sua 
lly g r a d u a t e d in this w a y — ; W h a t a re you g iv in '? N icho las is gi-
vin' s p o o n s ! " — so very much depended on the b r ideg room. If he 
were sleek, we l l -b rushed , p rospe rous - look ing , i t w a s more n e c e s s a r y 
to give h im nice t h i n g s ; he would expect them. In the end each gave 
exactly w h a t w a s r igh t and proper , by a species of family ad jus t 
ment a r r ived at as pr ices are a r r ived at on the Stock E x c h a n g e — 
the exact n ice t ies be ing r e g u l a t e d a t T imothy ' s commodious , red
brick res idence in B a y s w a t e r , ove r look ing the Pa rk , w h e r e dwel t 
Aunts Ann, Ju ley , and Hes te r . 

The u n e a s i n e s s of the For sy te family h a s been just i f ied by the 
s imple men t ion of the hat . H o w imposs ib le and w r o n g would i t 
have been for any family, wi th the r e g a r d for a p p e a r a n c e s which 
should ever cha rac t e r i ze the g rea t uppe r -midd l e c lass , to feel other
wise t h a n u n e a s y ! 

The au tho r of the u n e a s i n e s s stood t a l k i n g to J u n e by the fur ther 
door; his cur ly ha i r had a r u m p l e d a p p e a r a n c e as t h o u g h he found 
what w a s g o i n g on a round him u n u s u a l . He had an air, too, of ha
v ing a joke all to himself. 

George , s p e a k i n g as ide to his b ro the r Eus t ace , said-' 
"Looks as if he migh t m a k e a bolt of it-tlie d a s h i n g B u c c a n e e r ! " 
This "ve ry s ingu la r - l ook ing m a n " , a s Mrs . Smal l a f t e r w a r d s 

called him, w a s of m e d i u m he igh t and s t r o n g build, wi th a pale , 
brown face, a dus t -coloured m o u s t a c h e , very p r o m i n e n t cheekbo
nes, and hol low cheeks. Hi s forehead sloped back t o w a r d s the crown 
of his head , and bu lged out in b u m p s over the eyes, like fo reheads 
seen in the l ion-house at the zoo. He had sher ry-coloured eyes, dis
concer t ing ly ina t t en t ive a t t imes . Old Jo lyon ' s "coachman, after dri
v ing J u n e and Bos inney to the t h e a t r e , had r emarked to the bu t le r : 

I dunno w h a t to m a k e of ' im.* Looks to me for all t he wor ld 
'ike an ' a l f - tame l eopard" . 

And every n o w and then a F o r s y t e wou ld come up, s idle r ound , 
and t ake a look at h im. 

J u n e s tood in front, f end ing off th i s idle cur iosi ty — a l i t t le bit 
of a t h i n g , as somebody once said , "a l l ha i r and spir i t" , with f e a r 
less b lue eyes, a firm j a w , and a b r igh t colour, whose face and body 
seemed too s i ender for her crown of red-go ld hai r . 

A ta l i w o m a n , wi th a beautiful f igure, which some m e m b e r of 
the family had once compared to a hea then goddess , s tood looking 
at these two wi th a s h a d o w y smile . 

Her h a n d s , g loved in F rench grey ,* were crossed one over the 
other, her g r a v e , c h a r m i n g face he ld to one side, a n d the eyes of 
all men n e a r were fas tened on it. Her f igure swayed , so b a l a n c e d 
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"No, he h a d not t h o u g h t i t wise , wi th so much of th is d iph the r i a 
about ; and he so l iable to t ake t h i n g s . " 

J a m e s a n s w e r e d : 
"Well , he t akes good care of himself. I can ' t afford to t ake the 

care of myself t ha t he d o e s . " 
Nor w a s i t easy to say which , of admi ra t i on , envy, or con tempt , 

was d o m i n a n t in t ha t remark-
Timothy, indeed, w a s se ldom seen. The baby of t h e family, a 

publ isher by profess ion, he had some y e a r s before, w h e n bus ine s s 
w a s a t full t ide scented out the s t a g n a t i o n which, indeed, had not 
vet come, but which u l t imate ly , as all ag reed , w a s bount to set in, 
and, se l l ing his sha re in a firm e n g a g e d ma in ly in the p roduc t ion of 
re l ig ious books, h a d inves ted t h e qui te consp icuous p roceeds in 
three per cent Conso ls . By th is act he h a d a t once a s s u m e d an i so la ted 
posi t ion, no o the r Fo r sy te be ing con ten t wi th less t h a n four per 
cent for h is money ; and th i s i sola t ion had s lowly and sure ly under 
mined a spir i t p e r h a p s bet ter t h a n commonly endowed wi th cau t ion . 
He had become a lmos t a my th — a k ind of i nca rna t ion of secur i ty 
h a u n t i n g .the b a c k g r o u n d of the Fo r sy t e un iverse . He had neve r 
commi t t ed t h e imprudence of m a r r y i n g , or e n c u m b e r i n g himself in 
a n y w a y wi th ch i ld ren . 

J a m e s r e sumed , t a p p i n g the piece of ch ina : 
"This isn ' t rea l old Worces te r .* I s 'pose Jo lyon ' s to ld you some

t h i n g about the y o u n g m a n . F r o m all I can learn , he ' s got no bus i 
ness , no income, a n d no connec t ion w o r t h s p e a k i n g of; bu t then , I 
know n o t h i n g — n o b o d y te l ls me a n y t h i n g " . 

Aun t A n n shook her head . Over her square -ch inned , aqu i l ine old 
face a t r e m b l i n g pa s sed ; the sp ide ry f ingers of her h a n d s p ressed 
aga in s t each other and in te rp laced , as t hough she were subt ly re
c h a r g i n g her will . 

The e ldes t by some yea r s of all t he For sy te s , she held a pecu l ia r 
posi t ion a m o n g s t t hem. O p p o r t u n i s t s and ego t i s t s one a n d all — 
though not , indeed, more so t h a n the i r n e i g h b o u r s — they qua i l ed 
before her incor rup t ib le f igure, a n d , w h e n oppor tun i t i e s w e r e too 
s t rong , w h a t could they do but avoid her! 

T w i s t i n g his long, th in legs , J a m e s wen t on: 
" Jo lyon , he will h a v e h i s own way . H e ' s got no ch i ldren " 

and s topped, reco l lec t ing the con t inued exis tence of old Jo lyon ' s 
son, y o u n g Jo lyon, J u n e ' s father, who had m a d e such a m e s s of it, 
and done for himself by d e s e r t i n g h i s wife and child a n d r u n n i n g 
away wi th t ha t foreign g o v e r n e s s . "We l l ' he r e s u m e d has t i ly , "if 
he l ikes to do these t h i n g s , I s 'pose he can afford to . Now, w h a t ' s 
he g o i n g to give her . I s 'pose he ' l l g ive her a t h o u s a n d a yea r ; he ' s 
got nobody else to leave his money t o " . 

He s t re tched out h is h a n d to meet of a dapper , c l e a n s h a v e n m a n , 
with h a r d l y a ha i r on his head , a long, broken nose, full l ips, and 
cold g rey eyes u n d e r r e c t a n g u l a r b r o w s . 

"Wel l , Nick" , he mut te red , "how are y o u ? " 
Nicho las F o r s y t e wi th his b i rd- l ike r ap id i ty a n d t h e look of a 
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t ha t the very air seemed to set i t m o v i n g . There w a s w a r m t h , b u t ! 
l i t t le colour, in her cheeks; her l a rge , da rk eyes were soft. But i t ! 
w a s a t her l ips — a s k i n g a ques t ion , g i v i n g an answer , wi th t h a t ! 
s h a d o w y smi le—tha t men looked; they w e r e sensi t ive lips, s e n s u o u s - ! 
.and sweet, and th rough Lhem seemed to come w a r m t h and p e r f u m e ! 
like the w a r m t h a n d per fume of a flower. 

The e n g a g e d couple t h u s sc ru t in ized were unconsc ious o f t h i s * 
p a s s i v e g o d d e s s . I t w a s Bos inney who first not iced her , a n d a s k e d ! 
her n a m e . 

J u n e tool; her lover up to the w o m a n with the beaut i ful f i g u r e . ! 
' I r e n e i s my g r e a t e s t c h u m " , she sa id : " P l e a s e be good f r i e n d s M 

you t w o ! " 
At t h e l i t t le l a d y ' s c o m m a n d they all t h r ee smi led ; a n d whilM 

t hey were smi l i ng , S o a m e s Forsy te , s i len t ly a p p e a r i n g from b e h i n d ! 
t h e w o m a n wi th the beautiful f igure, who w a s his wife, sa id : 

"Ah! In t roduce me too!" 
He w a s se ldom, indeed, far from I r ene ' s s ide a t publ ic f u n c t i o n s * 

and even when s e p a r a t e d by the ex igenc ies of social i n t e r c o u r s e , ! 
could be seen fo l lowing her about wi th his eyes, in which w e r e ! 
s t r a n g e exp re s s ions of wa tchfu lness and long ing . 

A t t h e w i n d o w h is father, J a m e s w a s sti l l s c r u t i n i z i n g t h e m a r k M 
on the piece of ch ina . 

" I w o n d e r a t Jo lyon ' s a l l o w i n g th i s e n g a g e m e n t " , he sa id t o ! 
Aunt Ann . "They tell me the re ' s no chance of their g e t t i n g m a r r i e d ! 
for yea r s . Th i s y o u n g B o s i n n e y " (he m a d e the w o r d a dac ty l in op-| 
posi t ion to g e n e r a l u s a g e a shor t o) " h a s got n o t h i n g . W h e n Winif -I 
red m a r r i e d Dar t i e , I m a d e him b r i n g every penny into s e t t l e m e n t ' - ! 
lucky t h i n g , t oo—they 'd h a ' h a d n o t h i n g by th i s t ime ! " 

Aunt Ann looked up from her velvet chair . Grey cur l s b a n d e d ! 
her forehead, cur l s tha t , u n c h a n g e d for decades , had e x t i n g u i s h e d ! 
in the family all s ense of t ime . S h e m a d e no reply, for s h e r a r e l y l 
spoke, h u s b a n d i n g her aged voice; but to J a m e s , uneasy of consc i en - j 
ce, her look w a s as good as an answer . 

"Wel l " , he said , " I couldn ' t help I r ene ' s h a v i n g no money . S o a - 1 
mes w a s in such a hu r ry ; he got qui te th in d a n c i n g a t t e n d a n c e o n ! 
h e r " . 

P u t t i n g the bowl pe t t i sh ly down on the p iano, iie let b is eyesJ 
w a n d e r to the g roup by the door. 

" I t ' s my op in ion" , he sa id unexpec ted ly , " t ha t i t 's j u s t a s w e t ! 

a s it i s" . 
Aun t A n n did no t ask h im to exp la in th i s s t r a n g e u t t e r a n c e . She] 

k n e w w h a t he w a s th ink ing . I f I r ene had no money she wou ld n o ! 
be so foolish as to do a n y t h i n g w r o n g ; for they s a i d — t h e y s a i d — s h e 
had been a s k i n g for a s e p a r a t e room; but , of course , S o a m e s had] 
no t — " 

J a m e s in te r rup ted her rever ie : 
" B u t w h e r e " , he asked, " w a s T imothv? H a d n ' t he come with 

t h e m ? " 

T h r o u g h Aunt A n n ' s compressed lips a t ende r smile forced its 

w a y : 
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p r e t e r n a t u r a l l y s a g e schoolboy (he h a d m a d e a l a r g e for tune, qui te I 
l eg i t imate ly , out of t h e c o m p a n i e s of which he w a s a d i r ec to r ) , pla
ced wi th in t h a t cold p a l m the t ips of h i s sti l l colder f ingers a n d ] 
has t i ly w i t h d r e w t h e m . 

" I ' m b a d " h e sa id , p o u n t i n g — "been bad all t he week; d o n ' t I 
sleep at n igh t . The doctor can ' t tel l why . H e ' s a clever fellow, or j 
I shou ldn ' t h a v e h im, bu t I get n o t h i n g out of h im but b i l l s " . 

"Doc to r ! " sa id J a m e s , c o m i n g d o w n s h a r p on h i s w o r d s ; " I ' ve h a d j 
all t he doc tors in London for one or a n o t h e r of us . The re ' s no s a - 1 
t i s fac t ion to be got out of t h e m ; they ' l l te l l you a n y t h i n g . T h e r e ' s ! 
Swi th in , now. W h a t good h a v e they done h im? There he is; h e ' s ! 
b igge r t h a n ever ; he ' s e n o r m o u s ; they c a n ' t ge t his w e i g h t d o w n . ] 
Look at h i m ! " 

Swi th in Fo r sy t e , t a l l , squa re , and b road , wi th a chest like a pou- j 
ter p igeon ' s in i ts p l u m a g e of b r igh t w a i s t c o a t s , c a m e s t r u t t i n g j 
t o w a r d s t h e m . 

" E r — how are y o u ? " he sa id in h i s dandif ied way , a s p i r a t i n g ] 
the " h " s t r ong ly ( th is difficult le t ter w a s a lmos t abso lu te ly safe i n j 
h i s keep ing) — " h o w are y o u ? " 

Each b ro the r wore an air of a g g r a v a t i o n as he looked at t h e ] 

o ther two , k n o w i n g by exper ience t h a t they would t ry to ecl ipse h i s 

a i lmen t s . 

" W e were j u s t s a y i n g " , sa id J a m e s , " t h a t you dont ge t a n y th in 

ner" . 
Swi th in p ro t ruded his pale round eyes wi th the effort of h e a r i n g . 
" T h i n n e r ? I 'm in good case" , he sa id , l e a n i n g a l i t t le f o r w a r d , 

"no t one of your t h r e a d - p a p e r s like you ! " 
But afraid of l o s ing the expans ion of h i s chest , he l eaned back 

aga in into a s t a t e of immobi l i ty , for he pr ized n o t h i n g so h igh ly as 
a d i s t i ngu i shed a p p e a r a n c e . 

Aunt Ann t u rned her old eyes from one to the other . I n d u l g e n t 
and severe w a s her look. In t u rn the t h r ee b ro the r s looked a t A n n . 
She w a s g e t t i n g shaky. Wonderfu l w o m a n ! Eight ly-s ix if a day ; 
m igh t live ano the r ten yea r s , and had never been s t rong . S w i t h i n 
and J a m e s , the t w i n s , were only seventy-f ive, Nicho las a mere baby 
of seven ty or so. All were s t rong , and the inference w a s comfor t ing . : 
Of all forms of p rope r ty the i r respec t ive h e a l t h s n a t u r a l l y concerned 
them mos t . 

" I ' m ve ry wel l in myself", p roceeded J a m e s , "but my ne rves a r e 
out of order . The leas t t h i n g w o r r i e s me to dea th . I shal l h a v e t c l 
go to B a t h " . * 

" B a t h ! " sa id Nicho las . " I ' ve t r i ed H a r r o g a t e . * T h a t ' s no gooM 
W h a t I w a n t i s sea air . There ' s n o t h i n g like Yarmouth .* Now, w h e n ] 
I go t he re I s leep " 

"My l iver ' s ve ry b a d " , i n t e r rup ted Swi th in s lowly. "Dreadfu l 
pain he re ; " a n d he p laced his h a n d on h i s r igh t s ide. 

" W a n t of exerc ise" , m u t t e r e d J a m e s , h i s eyes on the ch ina . He 
quickly added : "I get a pain there , t o o " . 
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Swi th in r eddened , a r e s e m b l a n c e to a turkey-cock c o m i n g upon 
his old face. 

"Exe rc i s e ! " he said. "I t ake p len ty : I never use the lift at t he 
C l u b . " _ 

"I d idn ' t know" , J a m e s hu r r i ed out . " I know n o t h i n g about any
body; n o b o d y t e l l s me a n y t h i n g " . 

Swi th in fixed him wi th a s t a re , a n d asked-' 
" W h a t do you do for a pa in t h e r e ? " 
J a m e s b r igh t ened . 
" I " , he b e g a n , " t ake a compound — —" 
How a re you, u n c l e ? " 
And J u n e s tood before him, her r e so lu te smal l face r a i sed from 

her l i t t le h e i g h t to his g r ea t he igh t , and her h a n d outheld . 
The b r i g h t n e s s faded from J a m e s ' v i s a g e . 
" H o w a r e y o u ? " he said , b r o o d i n g over her. " S o you ' r e g o i n g 

to W a l e s t o m o r r o w to visi t your y o u n g m a n ' s a u n t s ? You'l l h a v e 
a lot of r a i n the re . This isn ' t rea l old Worces t e r " . He t a p p e d the 
bowl. "Now, t ha t set I g a v e your mo the r when she m a r r i e d w a s the 
g e n u i n e t h i n g " . 

J u n e shook h a n d s one by one wi th her th ree g r e a t unc les , and 
t u rned to A u n t Ann. A very sweet look h a d come into t h e old l ady ' s 
face; she k i s sed t h e g i r l ' s cheek w i th t r e m b l i n g fervour. 

"Wel l , my dea r " , she said , " a n d so you ' re g o i n g for a who le 
mon th ! " 

The gir l p a s s e d on, and Aunt looked after her sl im li t t le f igure. 
The old l a d y ' s round , s tee l -grey eyes, over which a film like a 
b i rd ' s w a s b e g i n n i n g to come, followed her wistful ly a m o n g s t the 
bus t l i ng crowd, for people were b e g i n n i n g to say good-bye ; and 
her f inge r t ips , p r e s s i n g and p r e s s i n g a g a i n s t each other, we re busy 
aga in wi th the r e c h a r g i n g of her will a g a i n s t t h a t inev i tab le u l t ima
te d e p a r t u r e of her own. 

"Yes, she t h o u g h t , " eve rybody ' s been mos t k ind; qui te a lot of 
people come to c o n g r a t u l a t e her. She o u g h t to be very h a p p y . " 

A m o n g s t t h e t h r o n g of people by t h e door—the we l l -d res sed t h r o n g 
d rawn from t h e famil ies of l a w y e r s a n d doctors , from t h e Stock 
Exchange , and all the i n n u m e r a b l e avoca t ions of the u p p e r - m i d d l e 
c lass - there w e r e only some t w e n t y per cent of Fo r sy t e s ; but to Aun t 
Ann they seemed all F o r s y t e s — a n d ce r ta in ly the re w a s not much 
difference—she s a w only her own flesh a n d blood. I t w a s her wor ld , 
this family, a n d she knew no other , had never p e r h a p s k n o w n any 
other. All the i r l i t t le secre ts , i l lnesses , e n g a g e m e n t s , a n d m a r r i a 
ges, how they were g e t t i n g on, a n d w h e t h e r they were m a k i n g mo
ney—all th i s w a s her p roper ty , her de l ight , her life; beyond th i s on ly 
a vague , s h a d o w y mis t of facts and pe r sons of no real s ign i f icance . 
This i t w a s t h a t she would have to lay down when i t c a m e to her 
tu rn to d ie ; t h i s which g a v e to her t h a t impor tance , t h a t secre t self-
hnpor tance , w i thou t which n o n e of us can bear to live a n d to t h i s 
she c l u n g wistful ly, wi th a g reed t h a t g r e w each day. If life w e r e 
s l ipp ing a w a y from her, th is she wou ld r e t a in to the end. 
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voice close by; "he m u s t h a v e a lot of m o n e y — h e m u s t h a v e m o r e 
money t h a n he knows w h a t to do wi th ! Montpe l l ie r S q u a r e , * they 
s a y ; close t o S o a m e s ! They never told m e — I r e n e never te l l s m e 
a n y t h i n g ! " 

" C a p i t a l posi t ion, not two m i n u t e s from me , sa ia the voice of 
Swithin , " a n d from my r o o m s I c a n dr ive to the C lub in e igh t " . 

The pos i t ion of their houses w a s of vi ta l i m p o r t a n c e to the 
Forsy tes , n o r w a s th i s r e m a r k a b l e , s ince the whole spir i t of the i r 
success w a s embodied there in . 

Their fa ther , of f a r m i n g stock, h a d come from Dorse t sh i r e* nea r 
the b e g i n n i n g of the century . 

" S u p e r i o r Dosset Fo r sy t e " , as he w a s cal led by his i n t i m a t e s , 
had been a s t o n e m a s o n by t r a d e , and r isen to the posi t ion of a m a s 
ter-bui lder . T o w a r d s the end of his life he moved to London , where , 
b u i l d i n g on unt i l he died, he w a s bu r i ed a t H i g h g a t e . He left over 
thir ty t h o u s a n d p o u n d s be tween h is t en chi ldren . Old Jo lyon a l luded 
to him, if at all , as "A hard , thick sort of m a n ; not much re f inement 
about h im" . The second g e n e r a t i o n of Fo r sy t e s felt indeed t ha t he 
w a s not g r e a t l y 10 their credit . The only a r i s tocra t ic t r a i t they could 
hnd in h i s c h a r a c t e r w a s a hab i t of d r i n k i n g M a d e i r a . 

Aunt Hes te r , an au thor i ty on family h is tory , descr ibed him thus-' 
"I don ' t recollect t i iat he ever did a n y t h i n g ; at least , not in my 

t ime . tHe w a s e r — a n owner of houses , my dear . H i s ha i r about 
your Unc le S w i t h i n ' s colour, r a t h e r a s q u a r e bui ld. Tal l? No—ot v e r y 

fall" (he h a d been five feet five/" wi th a mot t led face) ; "a fresh-
coloured m a n . I r emember he used to dr ink M a d e i r a ; bu t ask your 
Aunt Ann. W h a t w a s his father? H e — e r — h a d to do wi th the l and 
d o w n in Dorse t sh i re , by the sea" . 

J a m e s once wen t down to see for himself w h a t sor t of pla^p 
this w a s t h a t they h a d come from. He found two old f a rms , wi th a 
car t t r ack r u t t e d in to the p ink ea r th , l e a d i n g down to a mil l by the 
beach; a l i t t le g rey church wi th a bu t t r e s sed outer wal l , and a sma l 
ler and g reye r chape l . The s t r e a m which worked the mill c a m e bub
b l ing d o w n in a dozen r ivu le t s , a n d p igs w e r e h u n t i n g round t h a t 
^s tuary. A haze hovered over the prospec t . Down th i s hol low, wi th 
their feet deep in the m u d and their faces t o w a r d s the sea, i t appea 
red t ha t t h e p r imeva l Fo r sy te s had been content to w a l k S u n d a y 
after S u n d a y for h u n d r e d s of y e a r s . 

W h e t h e r or no J a m e s had cher i shed hopes of an inhe r i t ance , or 
of s o m e t h i n g r a the r d i s t i ngu i shed to be found d o w n the re , he 
c a m e back to t own in a poor way, and went about wi th a pa the t i c 
a t t empt at m a k i n g the bes t of a bad job . 

"There ' s very l i t t le to be h a d out of t ha t " , he sa id ; " r e g u l a r 
count ry l i t t le p lace , old as t h e h i l l s " . 

I ts a g e w a s felt to be a comfort , Old Jolyon, in w h o m a despe
rate hones ty wel led up a t t imes , would a l lude to his a n c e s t o r s as ; 
"Yeomen — I suppose very sma l l beer" . Yet he would repea t the 
"word " y e o m e n " as if it afforded h im conso la t ion . 

Thev h a d all done so well for t h e m s e l v e s , these Fo r sy t e s , t h a t 
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She t h o u g h t of J u n e ' s father, y o u n g Jo lyon , who had run a w a y 
with tha t foreign gir l . Ah! W h a t a sad blow to h i s father and to t h e m I 
all . Such a p r o m i s i n g y o u n g fellow! A sad blow, t h o u g h t h e r e had j 
been no publ ic s c a n d a l , mos t for tuna te ly . J o ' s wife seek ing for no \ 
d ivorce! A l o n g t ime a g o ! A n d w h e n J u n e ' s mother died, six y e a r s * ! 
a g o , J o had m a r r i e d tha t w o m a n , and they had two chi ldren n o w , ! 
so she had hea rd . Stil l , he had forfeited his r ight to be there , had 
cheated her of t h e comple te fulfilment of her family pr ide , d e p r i v e d ! 
her of the rightful p leasure of s ee ing and k i s s i n g him of w h o m s h e f l 
h a d been so p roud , such a p r o m i s i n g y o u n g fellow! The t h o u g h t ! 
r ank led with the b i t t e rnes s of long-inf l ic ted injury in her t e n a c i o u s ! 
old hear t . A l i t t le wa te r stood in her eyes. With a handkerchief o f ! 
the finest l awn she wiped them s tea l th i ly . 

"Wel l , A u n t Ann? said a voice beh ind . 
S o a m e s F o r s y t e , f la t - shouldered , c l e a n - s h a v e n , f lat-cheeked, f l a t - 1 

wais t ed , yet w i th s o m e t h i n g round a n d secret about his whole a p p e - 1 
a r a n c e , looked d o w n w a r d s and a s l a n t a t Aun t Ann, as t h o u g h t r y i n g 1 
to see t h r o u g h the s ide of h is own nose . 

"And w h a t do you th ink of the e n g a g e m e n t ? " he asked. 
Aun t A n n ' s eyes r e s t ed on him p roud ly ; the e ldes t of the n e p h e w s 1 

s ince y o u n g J o l y o n ' s d e p a r t u r e from the family nes t , h e w a s n o w l 
her favour i te , for she recognized in h im a sure t ru s t ee of the family 
soul t ha t m u s t so soon slip beyond her keep ing . 

"Very nice for the y o u n g m a n " , she sa id " a n d he ' s a good-look
ing y o u n g fellow; but I doubt if h e ' s qu i te the r igh t lover for d e a r 
J u n e " . 

S o a m e s touched the edge of a go ld- lacquered lus t re . 
"She ' l l t a m e h im" , he said , s tea l th i ly w e t t i n g his f inger a n d rubb 

ing i t on the knobby bulbs . " T h a t ' s g e n u i n e old lacquer ; you can ' t 
get i t n o w a d a y s . I t 'd do well in a sa le at Jobson ' s . * He spoke wi th 
re l ish, as t hough he felt t ha t he w a s chee r ing up his old aun t . I t 
w a s se ldom he w a s so conf ident ia l . I w o u l d n ' t mind h a v i n g i t 
myself", he a d d e d ; "you can a l w a y s get your pr ice for old l a c q u e r " . 

"You ' re so clever wi th all t hose t h i n g s " , said Aunt Ann . "And 

how is dea r I r e n e ? " 
S o a m e s ' smi le died. 
" P r e t t y we l l " , he sa id . " C o m p l a i n s she can ' t s leep; she s leeps a 

g rea t deal be t te r t h a n 1 do" , and he looked at h is wife, who was-
t a l k i n g to Bos inney by the door. 

Aunt Ann s ighed . 
" P e r h a p s " , she said , "it will be j u s t as well for her not to s e e 

so much of J u n e . She ' s such a decided cha rac te r , dea r J u n e ! " 
S o a m e s f lushed; his f lushes pa s sed r ap id ly over his flat cheeks 

and cen t red be tween his eyes, where they remained , the s t a m p of 
d i s t u r b i n g t h o u g h t s . 

" I don ' t k n o w w h a t she sees in t ha t l i t t le f l ibber t ig ibbet" , he 
bu r s t out , but n o t i c i n g t ha t they were no longer a lone , he t e rned a n d 
a g a i n b e g a n e x a m i n i n g the lus t re . 

"They tell me Jo lyon ' s bough t ano the r house" , said his f a the r ' s 
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t hem in to their ba rouche , a n d tw ink led a t them, h a v i n g a l r e a d y 
forgot ten his s p l e e n — M r s . J a m e s fac ing the horses , ta l l and majec t ic 
with a u b u r n ha i r ; on her left, I r ene — t h e two h u s b a n d s , fa ther and 
son, s i t t i ng forward , as t h o u g h they expected some th ing , oppos i te 
their wives . B o b b i n g and b o u n d i n g upon the s p r i n g cush ions , s i lent , 
s w a y i n g to each mot ion of their char io t , old Jo lyon wa tched t h e m 
dr ive a w a y unde r the sun l igh t . 

D u r i n g the dr ive the si lence w a s broken by Mrs . J a m e s . 
"Did you ever see such a col lect ion of rumty- too* p e o p l e ? " 

Soames , g l a n c i n g a t her benea th his eyel ids , nodded , and he s a w 
Irene s teal at h im one of her u n f a t h o m a b l e looks. It is likely e n o u g h 
tha t each b r a n c h of the For sy te family m a d e tha t r e m a r k as they 
drove a w a y from old Jo lyon ' s " a t h o m e " . 

A m o n g s t the last of the d e p a r t i n g g u e s t s the fourth and fifth 
bro thers , Nicho las and Roger , wa lked a w a y toge ther , d i r ec t i ng their 
s teps a l o n g s i d e Hyde P a r k t o w a r d s the P r a e d St ree t S t a t i on* of 
the U n d e r g r o u n d . Like all other F o r s y t e s of a cer ta in a g e they kept 
c a r r i ages of their own, and never took cabs if by any m e a n s they 
could avoid it. 

The day w a s br ight , the t r e e s of the P a r k in the full b e a u t y of 
m id - Ju n e fol iage; the b ro the r s did not seem to not ice p h e n o m e n a , 
which con t r ibu ted , never the less to the j a u n t i n e s s of p r o m e n a d e and 
conversa t ion . "Yes" , said Roger , " s h e ' s a good- lookin ' w o m a n , t ha t 
wife of S o a m e s ' . I 'm told they don ' t get on" . 

This b ro ther had a h igh forehead, and the freshest colour of any 
of the F o r s y t e s ; his l ight g rey eyes m e a s u r e d the s t ree t f ron t age of 
the houses by the way, and now and then he would level h is umbre l 
la and t ake a " l u n a r " , as he exp res sed it, of the v a r y i n g he igh t s . 

"She 'd no money" , repl ied Nicho las . 
He himself had mar r i ed a good deal of money, of which, it b e ing 

then the go lden age before the M a r r i e d W o m e n ' s P rope r ty Act,* 
he had merciful ly been enabled to m a k e a successful use . 

" W h a t w a s her f a t h e r ? " 
" H e r o n w a s his n a m e , a Professor , so they tell m e " . 
Roger shook his head . 
"There ' s no money in t ha t " , he sa id . 
"They say her mo the r ' s father w a s cement" .* 
Roger ' s face b r igh tened . 
"But he wen t b a n k r u p t " , went on Nicho las 

v n , " A h ! " ,
 e x c l a i m e d Roger , " S o a m e s will have t roub le wi th h e r 

you mark my w o r d s , he'll have t roub le - she ' s got a fore ign look". 
iNicholas licked his h p s . 

( "Shc 's a pre t ty w o m a n " , and he w a v e d as ide a c r o s s i n g sweeper . 
" H o w did he get hold of h e r ? " asked Roger p re sen t ly " S h e 

m u s t cost him a p re t ty penny in d r e s s ! " 

S h ' A f n t e I l s ' m e " - repl ied Nicho las , "he w a s half -cracked about her 
. r . e * u , s e d h i m f i v e t imes . J a m e s , he ' s n e r v o u s about it, I can see" . 

with n ' V S M i d R o g e r
 a & a m > ' T r n s o r r y f o r J a m e s ; he h a d t roub le 

L n Da r t i e " . H i s p l ea san t colour w a s he igh tened by exercise , he 
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they were all w h a t is cal led "of a ce r ta in pos i t ion" . They h a d sha - | 
res in all sor t s of t h i n g s , not as yet — wi th the except ion of T i m o - 1 
thy — i n Conso l s , for they had no d read in life like t ha t of t h r e e 
per cent for the i r money. They collected p ic tures , too, and were 
s u p p o r t e r s o f such cha r i t ab le ins t i tu t ions as m igh t be beneficial t o | 
their sick domes t ics . F rom their father , t he bui lder , they inher i ted 
a t a l en t for br icks and mor t a r . O r i g i n a l l y , p e r h a p s , m e m b e r s of 
some pr imi t ive sect, they were now in the n a t u r a l course of t h i n g s 
m e m b e r s of the Church of E n g l a n d , and caused their wives and 
chi ldren to a t t end wi th some r e g u l a r i t y the more fash ionable chur
ches of the Met ropo l i s . To have doubted the i r Chr i s t i an i ty w o u l d 
have caused t h e m both pa in and su rp r i se . Some of t h e m paid for 
pews , t h u s e x p r e s s i n g in the mos t p rac t i ca l form their s y m p a t h y 
wi th the t e a c h i n g s of Chr is t . 

Their r es idences , p laced a t s ta ted in t e rva l s round the park , 
wa tched like sen t ine l s , lest the fair hea r t of th i s London, w h e r e | 
their des i res were fixed, should slip from their c lu tches , and l e a v e : 
them lower in their own es t ima t ions . 

There w a s old Jo lyon in S t a n h o p e P l a c e ; the J a m e s e s in P a r i ! 
Lane ,* Swi th in in the lonely g lory o f o r a n g e and blue c h a m b e r s h i 
H y d e P a r k M a n s i o n s * — h e had never m a r r i e d , not h e ' — the S o a l 
Dieses in their nes t off K n i g h t s b r i d g e ; * the R o g e r s in P r i n c e ' s G a r | 
dens* (Roger w a s t ha t r e m a r k a b l e Fo r sy t e who had conceived and 
carr ied out the not ion of b r i n g i n g up his four sons to a n e w pro- ; 
fession. "Col lec t house p r o p e r t y — n o t h i n g like i t"! he wou ld say; 'T 
never did a n y t h i n g e lse!" 

The H a y m a n s a g a i n — M r s . H a y m a n w a s the one m a r r i e d F o r s y t e 
s i s te r—in a house h igh up on C a m p d e n Hil l ,* shaped like a g i r a f f e , ! 
and so ta l l t ha t i t gave the observer a crick in the neck; the Nicho-
lases in L a n d b r o k e Grove,* a spac ious abode and a g rea t b a r g a i n ; j 
and last , but not least , T imo thy ' s , on the B a y s w a t e r Road, where 
Ann and Ju ley , and Hes ter , lived unde r his pro tec t ion . 

But all th i s t ime J a m e s w a s m u s i n g , and now he inqu i red of 
his host and bro ther w h a t he had given for tha t house in Montpe l -
lier Squa re . He himself h a d h a d his eye on a house there for the las t 
two yea r s , but they w a n t e d such a pr ice . 

Old Jo lyon recoun ted the de ta i l s of h is p u r c h a s e . 
"Twen ty - two years- to r u n ? " r epea ted J a m e s ; " the very house I 

w a s after •—you've given too much for it!" 
Old Jo lyon frowned. 
" I t ' s not t h a t I w a n t i t", sa id J a m e s has t i ly ; " w o u l d n ' t suit my 

purpose a t t ha t pr ice. S o a m e s knows the house , well-he ' l l tel l you 
i t 's too dear — his op in ion ' s wor th h a v i n g " . 

"I don ' t " , sa id old Jolyon, "ca re a fig for his op in ion" . 
"Wel l " , m u r m u r e d J a m e s , "you wil l h a v e your own way- i t ' s a 

good opinion. Good-bye! We ' r e g o i n g to dr ive down to H u r l i n g h a m . 
They tel l me J u n e ' s g o i n g to W a l e s . You'll be lonely t o m o r r o w 
What ' l l you do wi th yourself? You'd be t te r come and dine wi th us . 

Old Jo lyon refused. He wen t d o w n t C t h e front door and saw 
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c y c l e _ The M a n of P r o p e r t y (1906) . In p h o t o g r a p h s of the m e m b e r s 
of G a l s w o r t h y ' s family, pub l i shed by his b i o g r a p h e r H. V. M a r r o t , we 
are confronted wi th old Jo lyon for whom the wr i t e r ' s father served 
as a mode l , Aun t Ann , Swi th in , e tc . The severe expres s ion in the i r 
faces and the i r t igh t ly pursed l ips s u g g e s t tha t they r e g a r d e d them
selves as t h e g u a r d i a n s of the firm founda t ions not only of the bour
geois family but even of the s t a t e . J o h n G a l s w o r t h y w a s b r o u g h t 
up in a r ich family, s t u d y i n g at H a r r o w , a select s econda ry school, 
and Oxford, a select un ivers i ty . 

H o w did G a l s w o r t h y develop to be a g r ea t wr i t e r? The re were 
th ree r e a s o n s and the mos t s igni f icant of t he se resu l ted from Ga l s 
wor thy ' s i nd igna t ion a t the Br i t i sh w a r a g a i n s t the Boers . As he 
himself po in ted out, his i nd igna t i on and protes t a g a i n s t t h e nack-
neyed s l o g a n s to which he w a s subjec ted a t home, a t school and a t 
the un ivers i ty were a t the root of the a t t i t ude and t h o u g h t s expres 
sed in his best works produced in the first decade of the 20th cen
tury, such as The I s l and P h a r i s e e s , The M a n of P rope r ty , The Sil
ver Box a n d o the r s . 

The social o rder of the per iod in which The M a n of P r o p e r t y w a s 
wri t ten , w a s an impor t an t factor in G a l s w o r t h y ' s a p p r o a c h to the 
t h e m e of the novel and helped him to depict the r e p r e s e n t a t i v e s of 
a pa r t i cu l a r c lass , the m e m b e r s of a Vic to r ian family — the b u l w a r k 
of the s ta te — in their p r ime . This is m a d e qui te c lear by t h e au tho r 
at the b e g i n n i n g of the first chap t e r of the novel , w h e n he precise ly 
fixes the t e m p o r a l s e t t i ng — t h e y e a r s of 1886. 

Who, then , a re the Forsy tes , w h o confront the r e a d e r s of The M a n 
of P r o p e r t y ? Th i s ques t ion is pa r t l y a n s w e r e d by the F o r s y t e family 
tree, d r a w n up at a later da te by the au thor (and usua l ly p resen ted 
as an append ix to Eng l i sh ed i t ions of the t r i l o g y ) . At t h e very top 
we find the founder of the line, Jo lyon Forsy te , a fa rmer J o h n Dor
set, followed by h i s sons . The e ldes t of these , Jo lyon, a b u i l d i n g con
t rac tor , is t he fa ther of the Fo r sy t e b ro the r s , the p r inc ipa l c h a r a c 
ters in the S a g a — J o l y o n , J a m e s , Swi th in , Roger Nicholas , T imothy 
and their s i s t e r s — Ann, Ju ley a n d Hes te r . Below them t h e au thor 
places the n u m e r o u s d e s c e n d a n t s of t h e For sy te s , even those who 
are not men t ioned in the novels . A l o n g s i d e the n a m e of each of the 
Forsyte b ro the r s is indicated the y e a r of his b i r th and of h i s dea th , 
his place of res idence and his profess ion . Jo lyon, " tea m e r c h a n t of 
the firm For sy te and Treffrey"; J a m e s — " lawyer , founder of the 
Forsyte B a s t a r d and F o r s y t e ' " ; T imothy — "publ i sher" , etc . F r o m 

this i t is c lear t ha t the For sy te s a r e p r inc ipa l ly men of bus ine s s and 
shareho lders . 

The M a n of P r o p e r t y be ing the s u m m i t of G a l s w o r t h y ' s l i t e ra ry 
creation h a s a g r e a t p r a g m a t i c v a l u e a n d i t is qui te u n d e r s t a n d a b 
le as he himself pointed out a t t h e end of his l i te rary ca reer , t h a t 

wisi novel should be his favour i te work. He invested in it so m u c h 
' "is sp i r i tua l resources , so m u c h of himself and of his i n s igh t s 

rn of suffer ing. But the a u t h o r ' s pass ion for its sub jec t -ma t t e r 
e s not a p p e a r on the surface; i t i s h idden by t h a t i rony which 
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s w u n g his umbre l l a to the level of h i s eye more frequent ly t h a n I 
ever . Nicho las ' face a lso wore a p l e a s a n t look. j 1 

"Too pa le for m e " , he sa id , "bu t her f igure ' s cap i t a l ! " 
Roger m a d e no reply . 
"I call her d i s t i ngu i shed - look ing" , he sa id at las t — it w a s t h e j 

h ighes t p r a i s e in the F o r s y t e vocabula ry- " T h a t y o u n g Bos inney wil l 
never do a n y good for himself. T h e y , s a y at Burk i t t ' s he ' s one of j 
t he se ar t i s t ic c h a p s — got an idea of i m p r o v i n g Eng l i sh a rch i tcc tu - j 
re ; t he re ' s no m o n e y in tha t ! I should like to hea r wha t T i m o t h y ] 
would say to i t" . 

They en te red the s t a t ion . 
" W h a t c l a s s a re you go ing! I go second" . 

"No second for m e " , sa id N icho la s ; "you never know wha t you \ 

m a y ca tch" . 
He took a f i r s t -c lass t icket to N o t t i n g Hill G a t e ; Roger a second j 

to Sou th Kens ing ton .* The t r a i n c o m i n g in a m i n u t e la ter , t h e two 
bro the r s pa r t ed and en te red the i r r e spec t ive c o m p a r t m e n t s . E a c h \ 
felt agg r i eved t ha t the o ther had not modified his hab i t s to s ecu re | 
his society a l i t t le longer ; but as Roger voiced it in his t h o u g h t s : 1 

" A l w a y s a s t ubborn b e g g a r , Nick!" 
And as N icho la s expressed i t to himself: 
" C a n t a n k e r o u s chap Roger a l w a y s w a s ! " 
There w a s l i t t le s en t imen ta l i t y about t h e Fo r sy t e s . In t h a t g r e a t 1 

London , which they had conquered and become merged in, w h a t 1 
t ime had they to be s en t imen ta l ? 

J O H N G A L S W O R T H Y A N D T H E P R A G M A T I C P R E M I S E S O F 

" T H E F O R S Y T E S A G A ! ' 

I . "The Fo r sy t e s t r ave l wi thout v i s a s " , commented one of J o h n j 
Glaswor thy ' s f r iends on his heroes . B r o u g h t to life by the skill of 
the i r c rea to r they h a v e indeed t r ave l l ed , a n d became w e l l - k n o w n , ! 
far beyond t h e con t inen t of Br i t a in . The F o r s y t e nove ls enjoy pa r t i - ; 
cu la r popu la r i ty a m o n g s t the r e a d i n g publ ic in our count ry . They i s 
not the ca se in t h e wr i t e r ' s own coun t ry and for m a n y y e a r s after hisS 
death , i t w a s gene ra l l y cons idered t ha t h i s work w a s only of h i s t o * 
r ical va lue . (An a w a k e n i n g of in te res t in G a l s w o r t h y can be o b s e r * 
ved in Br i t a in from 1967. pr inc ipal ly due to the te levis ion film b a f l 
sed on t h e cycle of novels about the For sy te s which w a s m a d e fa f l 
the c e n t u a r y of the au tho r ' s bir th .) 

J o h n G a l s w o r t h y found the pa th of wor ld fame, which w a s even- . 
t ua l l y ach ieved t h a n k s to his Fo r sy t e nove l s , a difficult one . T h e 
pr inc ipa l difficulty res ided p e r h a p s in t h e fact t ha t he himself be
longed to a family of the For sy te type . He h a d overcome pre jud ice 
pa r t i cu l a r ly w h e n it come to t h e re jec t ion of t he r e spec tab le ca ree r 
of a lawyer in favour of t h e wri ter ' s profess ion, dub ious in the e y e s : 
of h is fa ther . 

It was in fact in h i s very family t h a t G a l s w o r t h y found the p ro 
to types of the Fo r sy t e s , who are depic ted in the first nove l of the 
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e na b l e s h im to i n v e s t i g a t e the F o r s y t e s p h e n o m e n o n me thod ica l l y 

a n d purposeful ly . 
II . The factual information of the chapter "At Home". At Old 

Jolyon's i s r a t h e r compl ica ted as from t h e ve ry first p a g e s i t in t ro 
duces us to all t he m e m b e r s of t h a t fami ly and at the s a m e t i m e i t 
s e rves as the b e g i n n i n g of the plot of the w h o le t r i logy " T h e For 
sy te S a g a " . I t is t he descr ip t ion of t h e e n g a g e m e n t of old Jo lyon ' s 
g r a n d d a u g h t e r J u n e F o r s y t e to a y o u n g a rch i tec t Ph i l ip B o s i n n e y 
and h is first m e e t i n g wi th I rene . 

On the occas ion of t ha t e n g a g e m e n t all t h e m e m b e r s of t h e fa
mi ly had g a t h e r e d a t S t a n h o p e G a t e , t h o u g h "At H o m e " w a s a g r e a t 
r a r i t y ; n o n e h a d been held for twe lve y e a r s , not indeed, s ince old 

M r s . Jo lyon died-
III . Poetic detai ls and Stylist ic Devices . By a lot of a r t i s t i c de

t a i l s , dep i c t i ng and cha rac t e ro log ica l , c losely in t e r re l a t ed the aut 
ho r shows t h e family of t h e uppe r m i d d l e c l a s s in i ts full p l u m a g e . 
The eva lua t ion of the h ighes t eff lorescence of t h e family is r e p r e s e n 
ted in t h e explicit m a n n e r and the r e a d e r i s c o m p a r e d to a p e r s o n 
w h o is g iven a chance to wa tch a fami ly t r e e g r o w from i ts p l a n 
t i n g — a p a r a g o n of t enac i ty , i n su l a t i on a n d success ... a n d one day 
to see i t f l ou r i sh ing wi th b l and , full fo l iage , in an a lmost r e p u g n a n t 
p rosper i ty , at t h e s u m m i t of i ts eff lorescence. 

J . G a l s w o r t h y ' s s ty le i s r e m a r k a b l e for i ts exp res s iveness , v ivid
n e s s a n d t e r s e n e s s . A b u n d a n c e of poe t ic de t a i l s a n d s ty l i s t ic devi 
ces does not m a k e i t ve rbose or lusc ious , on t h e con t r a ry they m a k e 
i t laconic a n d emot iona l a n d he lp to convey a m a x i m u m of informa
t ion in a concise form. 

As an i l lus t r a t ion we ' l l a n a l y s e a shor t p a s s a g e from p.p. 143— 
144 (About t h e Fo r sy t e s m i n g l i n g . . . u n s a f e t h i n g ) . In th i s e x t r a c t 
t h e au thor desc r ibes how the F o r s y t e s un i t ed the i r r a n k s a g a i n s t 
common d a n g e r . Bu t the word " d a n g e r " i s not used in the sen tence 
explici t ly. I t i s in t roduced wi th t h e he lp of t h e s ty l i s t ic device " s u s -
p e n c e " ( r e t a r d a t i o n ) . The wr i t e r doesn ' t u se the word a t once , he 
w i thho lds i t t o w a r d s t h e end of t h e p a s s a g e in o rder to exci te t h e 
r e a d e r ' s in te res t by k e e p i n g h im in a s t a t e of expec tancy . As a sub
s t i tu te for i t he uses , t h e indef ini te p r o n o u n " s o m e t h i n g " in the si
mi le " a s t h o u g h they were a t t i r ed in def iance of s o m e t h i n g . The 
w o r d "de f i ance" p r o m p t s t h e idea t h a t t h i s en t i ty w a s a t h r e a t e n i n g 
one , but they were r e a d y to c h a l l e n g e it. The u s a g e of t h e key word 
"sniff" s h o w s t h a t t hey were not af ra id of th i s en t i ty and had a 
c o n t e m p t u o u s a t t i t ude to it. The fur ther n a r r a t i o n r e l a t e s t h a t they 
were resent fu l of " s o m e t h i n g " a n d conso l ida t ed the fami ly ' s un i ty 
a g a i n s t it. 

The r e a d e r ' s in te res t i s fur ther r oused up by t h e g r a d a t i o n formed 

by a n u m b e r of poetic de ta i l s . Let us cons ide r t h e m : 
a) an a d d e d perfect ion of r a i m e n t — a descr ip t ive detai l poin

t i n g t o the i r fash ionable c lo thes a n d i m m a c u l a t e a p p e a r a n c e . 
b) an exube rance of family cord ia l i ty — an implici t de ta i l , sup

p l y i n g i m p o r t a n t add i t iona l i n fo rma t ion abou t the F o r s y t e s . As we 9 8 

k n o w from t h e a u t h o r ' s p a r e n t h e t i c d ig ress ion a t the b e g i n n i n g of 
the chap te r "... no b r a n c h of t h i s family had a l ik ing for t h e other , 
be tween no t h r ee m e m b e r s of w h o m exis ted a n y t h i n g wor thy of the 
n a m e of s y m p a t h y . Now e x p r e s s i n g cordia l i ty they w a n t e d to show 
t h a t they could overlook the i r differences of opinion, they could for
g e t offences a n d g r i e v a n c e s a n d un i t e the i r r a n k s a g a i n s t a com
m o n peri l . Thei r r e a d i n e s s for an a l l i ance m e a n t more confidence 
a n d a s s u a r a n c e . 

c) an e x a g g e r a t i o n of family impor t ance — a cha rac t e ro log i ca l 
deta i l , r e v e a l i n g the i r inner des i re to unde r l i ne the social s t a t u s of 
t h e family. 

The e n u m e r a t i o n of t h e poet ic de t a i l s i n c r e a s i n g in the d e g r e e 
of impor t ance — perfect c lothes , confidence, h igh social pos i t ion and 
a d isda infu l a t t i t ude to a n y t h r e a t forms g r a d a t i o n wi th the key 
w o r d "sniff" as i ts peak. 

By th i s t ime the au tho r h a s b r o u g h t t h e r eade r to the t ip- toe of 
cur ios i ty a n d t h e suspence comes to an end. At las t he n a m e s the 
object of t h e Fo r sy t e s defiance •— d a n g e r . 

The e m p h a t i c s t ruc tu re p l aces the word in the m o s t p r o m i n e n t 
pos i t ion . The repet i t ion of the w o r d " d a n g e r " is a ccompan ied by the 
p h r a s e m e t a p h o r "pu t a b u r n i s h on the i r a r m o u r " , d e n o t i n g t h a t 
the whole family w a s d res sed in p ro tec t ive cove r ing worn in ba t t l e s 
and i t w a s pol i shed for the occas ion . The m e t a p h o r comple t e s the 
t h o u g h t t h a t the perfect c lothes , t he a s s u a r a n c e , the h igh social po
si t ion and con tempt for the "unsa fe t h i n g " were a re l iab le defensive 
enve lope for the Forsy tes . 

The r e a d e r w a s g r a d u a l l y p r e p a r e d for t h i s m e t a p h o r by severa l 
w o r d s in th i s select ion b e l o n g i n g to the mi l i t a ry vocabu la ry : 

a) r a n k — a row of so ld ie rs s t a n d i n g s ide by s ide 
b) to be on g u a r d — to act as a sen t ry 
c) a le r t — watchfu l , v i g l a n t 
d) of fens iveness — r e a d i n e s s for an a t tack . 

The p a s s a g e e n d s wi th a p e r i p h r a s t i c reference to Bos inney . 
As i t h a s been a l r e a d y m e n t i o n e d th i s chap te r as the b e g i n n i n g 

of the plot of the whole novel g ives us an oppor tun i ty to ge t acqua
inted wi th the Fo r sy t e s t ree . And G a l s w o r t h y a b r i l l i an t m a s t e r of 
cha rac t e ro lg i ca l de ta i l s g ives b r igh t and vivid c h a r a c t e r ske tches of 
all the b r a n c h e s of t ha t t ree . 

I t is t h e cha rac t e r of t h e " S u p e r i o r Dorse t F o r s y t e " — the very 
root of t ha t t r ee ; the c h a r a c t e r s of the second gene ra t i on of the For
s y t e s — O l d Jolyon, A u n t s Ann , Hes t e r a n d Ju ly , the t w i n s — S w i t 
hin and J a m e s , Nicholas , R o d g e r a n d the y o u n g e s t a m o n g t h e m 
Timothy be tween whom the re w a s m u c h difference and m u c h simi
lari ty ... T h r o u g h the v a r y i n g fea tures a n d exp re s s ions of those five 
faces could be m a r k e d a ce r t a in s t e a d f a s t n e s s of chin, u n d e r l y i n g 
surface d i s t inc t ions , m a r k i n g a rac ia l s t a m p , too p reh i s to r i c -to t r a 
ce, too remote and p e r m a n e n t to d i scuss — the very h a l l m a r k a n d 
g u a r a n t e e of t h e family for tunes . This br i l l i an t dep ic t i ng de t a i l -be 
comes a t t h e sametime characterological . 
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A m o n g the y o u n g e r gene ra t i on t he re w a s th i s s a m e s t a m p ... 
l ess mean ingfu l p e r h a p s , but u n m i s t a k a b l e — a s ign of s o m e t h i n g 
i ne r ad i cab l e in t h e family soul — the des i r e to i nc rease the i r p r o p e r t y 
— a n d of all forms of p roper ty the i r r espec t ive hea l th which n a t u r a l l y 
concerned t hen m o s t could be seen. 

In gene ra l t h e m a i n way of dep i c t i ng the c h a r a c t e r s is i ronica l 
and some t imes i t achieves a g r ea t sa t i r i ca l force. A m o n g the aut
hent ic i ty de ta i l s , which serve as a b a c k g r o u n d for the c h a r a c t e r i 
za t ion of the p e r s o n a g e s and help the a d d r e s s e e to p ic tu re to h im
self the p lace a n d t i m e we m a y men t ion the (descr ip t ion the p e a r e s 
of the i r r e s idences , f amous p ic tu res a n d Ch ina ( w o r s e s t e r ) , t h e 
t o p o n y m y of London , E n g l i s h r e so r t s Conso l s da t e of the e n g a g e 
ment , the i r p rofess ions n a m e s of u n d e r g r o u n d s t a t ions etc-

It is n e c e s s a r y to s t r e s s t h a t G a l s w o r t h y is a br i l l iant m a s t e r of 
the explicit de ta i l s , but still i t is m a i n l y due to the impl ica t ion de
ta i l t ha t t h e s u b c u r r e n t informat ion is r evea led . And i t is impl ica
t ion deta i l t h a t ref lects t h e r e l a t i ons be tween p e r s o n a g e s and r e a 
li ty: 
"Wel l " , he sa id , " I cou ldn ' t help I r ene ' s h a v i n g no money. S o a m e s 
w a s in such a h u r r y ; he got qu i te th in d a n c i n g a t t e n d a n c e on h e r " . 

P u t t i n g the bowl pe t t i sh ly down on the p i ano , he let h i s eyes 
w a n d e r to the g r o u p by the door. 

K " I t ' s my op in ion" , he sa id unexpec ted ly , " t h a t i t ' s j u s t as wel l 

as it i s " . 
Aun t A n n did not ask h im to exp la in th i s s t r a n g e u t t e r ance . S h e 

k n e w w h a t he w a s t h i n k i n g . I f I r e n e h a d no money she wou ld no t 
be so foolish as to do a n y t h i n g w r o n g ; for they sa id — they sa id — 
she had been a s k i n g for a s e p a r a t e room; but , of course , S o a m e s 
had not ..." 

Behind h im his cousin , the ta l l G e o r g e , son of t h e fifth F o r y s t e , 

Roger , h a d a qu i lp i sh look on his fleshy face, p o n d e r i n g one of h i s 

s a rdon i c j e s t s . 
The chap te r a b o u n d s in Sty l i s t ic Devices , bu t the p r e v a i l i n g a re 

p ro longed m e t a p h o r s ( t ha t i s the descr ip t ion of t h e family t r ee a t t he 
very b e g i n n i n g of the chap te r and i ts p rospec t ive deve lopmen t t h r o u g h 
out the who le cycle) and a s imile . "Neve r h a d t h e r e been so full an 
a s s e m b l y , for mys te r ious ly uni ted in sp i te of all their differences, they 
h a d t a k e n a r m s a g a i n s t a common per i l . Like ca t t le w h e n a d o g comes 
in to the field, t hey s tood head to h e a d ) . The m a i n funct ion of 
t he c o n v e r g e n c e of s ty l i s t i s devices is to r evea l the pecu l ia r fea tures 
of the F o r s y t e s a n d t h u s to rea l ize t h e p r a g m a t i c a im of t h e novel 
to show t h a t t h e family of the F o r s y t e s , so fo rmidab le a un i t of so
ciety, so c lear a r ep roduc t ion of socie ty in m i n i a t u r e l ives acco rd ing 
to t h e l a w of o w n e r s h i p which is the m a i n b a s i s of the social sys tem 
of G r e a t Br i t a in . 

IV. The t i t l e of th is chap te r as we h a v e a l r e a d y seen is a metony-
mica l p a r a p h r a s i s of the family fest ival on the occas ion of t h e enga 
g e m e n t which g ives t h e au thor a ve ry nice oppor tun i ty to in t roduce 
t h e c h a r a c t e r s of t he who le cycle. 
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V. The Concep tua l in format ion of the chap te r . C h a r a c t e r i z i n g 
Phi l ip Bos inney J . G a l s w o r t h y w r i t e s t ha t he w a s a y o u n g m a n wi th
out for tune, he had no income, bu t w a s d r e a m i n g of i m p r o v i n g En
gl i sh a rch i t ec tu re . Hi s br ide J u n e w a s ve ry r ich, she w a s O l d J o l y o n ' s 
a c k n o w l e d g e d he i ress . But the au tho r s t a t e s in b lack a n d w h i t e t ha t 
Fo r sy te g i r l s h a d become e n g a g e d to such money less peop le before 
a n d had a c t u a l l y mar r i ed them. T h u s i t w a s n ' t B o s i n n e y ' s pover ty 
tha t f r igh tened the Forsy tes . So why did the Fo r sy t e s feel a d i s t rus t 
to Bos inney? W h a t w a s the o r ig in of their m i sg iv ing? W h a t k ind of 
d a n g e r did they feel? 

If we find an answer to th is ques t ion we' l l revea l the concep tua l 
in format ion . Does th is chap te r a n s w e r th i s ques t ion? — Yes, i t does, 
but not explici t ly. 

The s to ry wi th a soft g rey ha t in which Bos inney had pa id a call 
of du ty to A u n t A n n helps to a n s w e r the ques t ion. The F o r s y t e s h a d 
g r e a t r e g a r d for a p p e a r a n c e s a n d Bos inney neg lec ted the ru le s of 
e t iquet te . As he d idn ' t observe the upper midd le c l a s s t r a d i t i o n s , he 
cordent ly d i s respec ted their a t t i t u d e to proper ty . We k n o w t h a t the 
Forsy tes a t t a c h e d g r e a t s igni f icance to p roper ty , money a n d we l th . No 
Forsy te could be con ten t wi th less t han four per cent for h i s money. 
Ta len t w i thou t m o n e t a r y v a l u e w a s i g n o r e d by the Fo r sy t e s . T h e w o r d 
" h a t " r epea t ed in the shor t f r a g m e n t of text 8 t imes ge t s an incre
ment of m e a n i n g a n d becomes a symbol of Bos inney ' s ca re l e s s at t i 
tude to proper ty , a n d proper ty w a s a s a c r e d founda t ion of Fo r sy t i sm. 

If we r emebe r the te l l - ta le deta i l t ha t at the recep t ion at O ld 
Jo lyon ' s "he h a d an air of h a v i n g a joke all to himself", i t becomes 
clear t ha t he w a s n ' t duly impre s sed by the wea l th of the house a n d 
rich a t t i r e s of the gues t s . The i m p o r t a n c e of t h e family w a s of no 
consequence to him. 

Bes ides t h a t the n i c k n a m e " B u c a n e e r " given to Bos inney by the 
a c k n o w l e d g e d joker George a lso c o n t a i n s h idden s u g g e s t i v e n e s s . We 
know t h a t b u c a n e e r s were p i r a t e s a n d s e a - a d v e n t u r e r s who p lun 
dered sh ips . So the o r ig in of the F o r s y t e s ' m i s g i v i n g c o n c e r n i n g 
Bosinney w a s not in his pover ty bu t in d is respec t to p roper ty , indif
ferent a t t i t ude to money a n d n o n c h a l a n c e abou t wea l th . 

The s u b s e q u e n t chap te r s of t h e novel conf i rm th is idea. La te r on 
he a b a n d o n e d his r ich br ide a n d " r o b b e d " S o a m e s of h i s wife. 

VI. The moda l i ty of the chap te r . 
I t is n e c e s s a r y to s t r ess t h a t in o rder to achieve a g r e a t e r objec-

t iveness in the depict ion of the E n g l i s h upper midd le c l a s s the au thor 
himself avoid the direct e v a l u a t i o n of the society a n d the 
adressee of this chapte r becomes an eyewi tnes or an onlooker of t h e 
events . But neve r the l e s s the a d r e s s e e can eas i ly find out G a l s w o r t h y ' s 
a t t i tude t o w a r d s the b o u r g e o u s socie ty a n d his a t t i t u d e to t h e For
sytes ( r e p u g m e n t p r o s p e r i t y ) . 

VII. The Compos i t ion of the Chap te r . The whole chap te r serves 
as an exposi t ion to the novel , b e c a u s e i t g ives p re l imina ry informa-
hon about the p e r s o n a g e s of the S a g a a n d their ances to r s . The t r a d i 
t ional compos i t ion model canno t be appl ied to the chap te r bu t we c a n 
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cha rac t e r i ze i ts a rch i t ec ton ics . In th i s r e spec t i t is neces sa ry to re 
m a r k tha t the p ropor t iona l d i s t r ibu t ion of i ts cons t i tuen t p a r t s i s 
very uneven . Whi le the p o r t r a i t s of the cha rac t e r s , h is tor ic excur-
ses , phi losophic g e n e r a l i z a t i o n s , t he a u t h o r ' s c o m m e n t a r i e s au to se -
m a n t i c d i g r e s s i o n s a n d add i t iona l de t a i l s t o the po r t r a i t s s ca t t e r ed 
all over the chap t e r t ake the major p a r t of t h e text , t he n a r r a t i o n of 
t h e plot occupies on ly a few l ines . If we t r ace the plot of the chap 
ter we' l l find on ly severa l sen tences r e l a t i n g to the fo l lowing ideas : 

1 . G u e s t s come to ce lebra te J u n e ' s e n g a g e m e n t and to c o n g r a t u 

la te her 
2. They w a n t to solve the problem of w e d d i n g p re sen t s 
3. J u n e ' s in ten t ion to leave for W a l e s to visi t Bos inney ' s aun t . 
However the mul t i tude of po r t r a i t s a n d descr ip t ion of ep i sodes 

v io l a t i ng chronolog ica l order don ' t p reven t the au tho r r e a l i z i n g t h e 
cohesion of the text . All i ndependen t p a r t s of the text a re ind i s so lub ly 
connected by the subject the chap te r dea l s with. The au tho r com
men ta r i e s and d ig res s ions a re n a t u r a l l y connected with p r e c e d i n g 
and succeed ing p a r a g r a p h s t h a n k s to logica l a s soc ia t ions . 

The ca t egor i e s of space and t ime a lso con t r ibu te to the i n t eg 
ra t ion of the text . The ce remony of t h e e n g a g e m e n t l a s t s on ly o n e 
even ing and t a k e s p lace in the d r a w i n g room of Old Joyon. 

VIII. S p e a k i n g about the s h a p e of p rose , we may say t h a t des 
cript ion is p r eva i l i ng in th i s chap te r , bu t from t ime to t ime i t is in
te r laced wi th n a r r a t i o n , some e l e m e n t s of d i a logue and r e p r e s e n t e d 
speech. I t is u n d e n i a b l e t ha t the s h a p e of p rose fully co inc ides wi th 
the p r a g m a t i c a im a n d the a u t h o r ' s i n t e n t i o n — t o show the ma in pr in
ciples the life of the society is b a s e d on, to show the i r reconc i lab le 
a t t i t ude of t ha t society t o w a r d s the p r inc ip les which m a y s o m e h o w 
des t roy their un i ty a n d d a m a g e the i r p roper ty . 

IX. Foregrounding. 
G r e a t a t t en t i on shou ld be pa id to t h e key w o r d s of this chapter : 

t enac i ty , un i ty , p roper ty , money, sniff, family t r ee—which a re a t t he 
s a m e t ime t h e key w o r d s of the who le F o r s y t e cycle, because they 
serve as the e l emen t s of f o r e g r o u n d i n g and play an i m p o r t a n t role 
in the eva lua t ion of the ma in p r a g m a t i c a im of the novel . 

The Cherry Tree 

by Alfred Coppard 

There w a s up roa r somewhere a m o n g the b a c k y a r d s o f A u s t r a l i a 
St ree t . I t w a s so a l a r m i n g t h a t people a t their m idday meal sa t 
sti l l and s t a red at one another- A fo r thn igh t before m u r d e r h a d been 
done in the s t reet , in b road day l igh t , w i th a chopper ; people w e r e ner
vous . An upper w i n d o w w a s t h r o w n open a n d a s t a r t l ed a n d s t a r t l i n g 
head exposed. 

" I t ' s t ha t y o u n g devil , J o h n n y F l y n n , a g a i n ! Ki l l ing r a t s ! " shou
ted Mrs- Kna tchbo le , s h a k i n g her fist t o w a r d s the F l y n n ' s b a c k y a r d . 
M r s . Kna tchbo le w a s ugly ; she h a d a go i t r ed neck a n d a s h a r p 
nose wi th an o rb s h i n i n g a t i t s end , c o n s t a n t as grief. 
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"You wai t , my boy, till your mo the r comes home, you j u s t w a i t ! " 
invi ted th i s appa r i t i on , bu t J o h n n y w a s g a z i n g sickly a t t he body of 
a b ig r a t s l a u g h t e r e d by the d o g s of h i s friend George . The u p r o a r 
was caused by the q u a r r e l l i n g of the dogs , poss ibly for h o n o u r s , b u t 
more p robab ly , as is the cus tom of v ic to rs , for loot. 

"Bob d o w n ! " w a r n e d George , but J o h n n y bobbed up to ca tch the 
full a n g e r of those baleful K n a t c h b o l e eyes. The urch in pu t h is fin
g e r s p r o m p t l y to his nose . 

"Look a t t ha t for e igh t y e a r s o ld" , s c r e a m e d the lady . " E i g h t 
y e a r s old ' e is! As t r u e as God ' s my make r I ' l l . . . " 

The i m p e n d i n g vow w a s s t a y e d a n d b l a s t ed forever, Mrs . K n a t c h 
bole be ing t a k e n wi th a fit of s n e e z i n g , w h e r e upon the boys u t t e r ed 
some der i s ive " H a w — h a w s ! " 

So M r s . Kna tchbo le met M r s . F l y n n tha t n igh t as she c a m e from 
work, M r s . F l y n n be ing a w i d o w w h o toi led daily and dreadfu l ly a t 
a l a u n d r y a n d perforce left her ch i ld ren , except for their school hou r s , 
t o their o w n devices. The e n c o u n t e r w a s an empha t i c one a n d the 
t i red w i d o w p romised to a d m o n i s h her boy. 

"Bu t i t ' s all r igh t , Mrs . Kna tchbo le , he ' s g o i n g from me in a week, 
to his unc le in London he is g o i n g , a pe r son of wea l th , a n d he' l l be no 
a n n o y a n c e to ye then. I 'm a s h a m e d t ha t he mi sbehaves but he ' s no 
b a d boy rea l ly" . 

At home his mothe r ' s r e m o n s t r e n c e s r educed J o h n n y to r e p e n t a n c e 
a n d s i lence; he felt b a s e indeed ; he w a n t e d to do s o m e t h i n g g r e a t 
a n d w o r t h y a t once to offset i t a l l ; he wished he had got s o m e money, 
he 'd h a v e g o n e a n d b o u g h t her a bo t t l e of s t ou t—he k n e w s h e l iked 
s tout . 

" W h y do ye vex people so, J o h n n y ? " asked Mrs . F l y n n wear i ly . 
"I work my f ingers to the bone for ye, week in and week out . W h y 
can ' t ye behave like P o m o n y ? " 

H i s s is ter w a s a year y o u n g e r t han h im; her n a m e w a s Mona , 
which J o h n n y ' s e l e g a n t m i n d h a d disl iked. O n e day he r e -bap t i sed 
her; P o m o n a she b e c a m e a n d P o m o n a she r ema ined . The F l y n n s s a t 
down to suppe r . "Never m i n d abou t all t ha t , mum, " s a i d t h e boy, 
k i ss ing her as he p a s s e d her chai r , " t a lk to us abou t the cher ry t r e e ! " 
The cher ry t ree , l uxur i an t ly b l o o m i n g , w a s the c rown of the mo the r ' s 
memor ies of her youth and her fa ther ' s farm; a r o u n d the myth of 
its wonderful b lossoms a n d fruit she could weave g a r l a n d s of ro
mance , a n d to her own mind, as wel l as to the minds of her chi ldren , 
i t became a heaven ly symbol of her old lost home, g r a n d wi th ac res 
and del ightful wi th o r cha rd a n d full pan t ry . W h a t w o n d e r t ha t in he r 
humorous n a r r a t i o n the joys w e r e mul t ip l ied and magn i f i ed unt i l 
even J o h n n y w a s to in te rvene . "Look here , how m a n y ho r se s did your 
father have , mum. . . real ly, t h o u g h ? " M r s . F lynn b e c a m e v a g u e , cas t 
a furtive g l a n c e at th is son of h e r s a n d then gu lped wi th l a u g h t e r 
until she recovered her g r o u n d wi th : "Ah, bu t there w a s a cher ry 
t ree!" I t w a s a g r a n d s u p p e r — a c t u a l l y a polony a n d s o m e po ta toes . 
Johnny k n e w th i s w a s because h e w a s g o i n g away . Ever s ince i t w a s 
known t h a t he w a s to go to L o n d o n they h a d been h a v i n g s o m e t h i n g 
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ous ly in the cent re , after l abor ious ly e x t r a c t i n g t h e s t oppe r w i th a 
fork a n d a ha i r -p in , a bo t t le of s tou t b r o u g h t from L o n d o n . He h a d 
been much impres sed by n u m b e r l e s s a d v e r t i s e m e n t s u p o n t h e hoar 
d ings r e s p e c t i n g th i s a t t r a c t i ve b e v e r a g e . The ch i ld ren t hen r a n off 
to meet their mother and they all c a m e h o m e toge the r wi th g r e a t 
h i la r i ty . M r s . F l y n n ' s a t t en t ion h a v i n g been immedia te ly d r a w n to t h e 
s in is te r decora t ion of her d in ing t ab le , P o m o n a w a s r eques ted to pour 
out a g l a s s of the nec tar . J o h n n y h a n d e d th is g r a v e l y to his pa ren t , 
s ay ing : 

" M a n y h a p p y r e t u r n s o f the day, M r s . F l y n n ! " 
"O dear , dea r ! " g a s p e d his mothe r merr i ly , "you d r ink first!" 
"Excuse me, no, M r s . F l y n n " , re jo ined her son, " m a n y h a p p y 

r e t u r n s of the day ! " 

W h e n the t o a s t h a d been h o n o u r e d P o m o n a a n d J o h n n y looked 
t r e m e n d o u s l y a t each other . 

" S h a l l w e ? " exc la imed P o m o n a . "Oh, yes" , dec ided J o h n n y ; 
" C o m e on m u m , in the g a r d e n , s o m e t h i n g m a r v e l l o u s ! " 

She fol lowed her ch i ld ren in to t h a t dull l i t t le den, a n d by h a p p y 
c h a n c e the s u n s h o n e g r a n d l y for the occas ion . Behold, the d a u n t 
less eve rg reen bush had been s t r ipped of i ts leaves a n d u p o n i ts 
Blossomless t w i g the ch i ldren had h u n g n u m e r o u s couples of r ipe 
cher r ies , whi te a n d red a n d black. 

" W h a t do you th ink of it, m u m ? " they cried, s n a t c h i n g some of 
the fruit a n d p r e s s i n g i t into he r h a n d s , " w h a t do you t h i n g of i t ? " 

"Beau t i fu l ! " repl ied M r s . F l y n n in a t r e m u l o u s voice. The ch i ld ren 
s t a r e d s i lent ly a t their mother unt i l she could bear i t no longer . She 
t u rned a n d w e n t sobb ing in to the k i tchen. 

W h e n yet a boy C o p p a r d h a d to shift for himself a n d t ied his 
h a n d a t m a n y jobs . Remin i scences of his chi ldhood a n d ado lescence for
med the p lo t s o f m a n y C o p p a r d ' s s tor ies . "The Cher ry T r e e " p roposed 
here as the sub jec t -ma t t e r of c lose a n a l y s i s is one of such s tor ies . 

The plot of t h e s to ry is ve ry s imple , to say the l ea s t—i t is a brief 
sketch of t h e F l y n n s ' life, a poor E n g l i s h family supposed ly of I r i sh 
or ig in , j u d g i n g by the i r n a m e . T h e fac tua l in fo rmat ion i s no t over loa
ded. M r s . F l y n n i s a w i d o w w i t h two chi ldren . J o h n n y a g e d e ight , 
and his s is ter P o m o n a , a year his j un io r . T h e mothe r " to i led dai ly 
and dreadful ly at a l a u n d r y " , " w o r k i n g her f ingers to t h e bone . . . , 
week in a n d week out" , l e av ing her ch i ld ren to the i r o w n devices , 
Consequen t ly , t he boy w a s c o n s t a n t l y m a k i n g mischief (see for 
example , the b e g i n n i n g of the plot w h e r e he is e n g a g e d in doghun -
t i ng r a t s , t h u s c a u s i n g their n e i g h b o u r ' s a n g e r ) . 

The n a r r a t i o n follows no p a r t i c u l a r pa t t e rn : the ne ighbour , Mrs . 
Knatchbole , her speech be ing of much p r a g m a t i c va lue , c o m p l a i n s to 
M r s . F l y n n , t h e la t te r r e p r i m a n d s her son, a n d the boy i s r educed to 
r epen tance . At t h e suppe r which is descr ibed a t l eng th the boy does his 
best to m a k e a m e n d s . He k i s ses h i s mother on p a s s i n g her chai r a n d 
asks her to t a lk to t h e m abou t the che r ry t r ee—the fami ly ' s favour i te 
myth , "a heaven ly symbol of her o ld lost home, g r a n d w i t h ac r e s a n d 
delightful wi th o r c h a r d a n d full p a n t r y " . 
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specia l like th is , or sheep ' s t ro t t e r s , or a p ig ' s ta i l . Mother s eemed 
to g row k inder a n d k inder to h im. He w i s h e d he had some money, 
he wou ld like to buy her a bot t le of s t o u t — h e knew she liked s tout . 

Well , J o h n n y wen t a w a y to live wi th his uncle , but , a l a s , he w a s 
only two m o n t h s in London before he w a s r e t u r n e d to his mother a n d 
Pomony . Unc le w a s an eng ine -dr ive r who disclosed to his a s t o u n d e d 
nephew a pas s ion for g a r d e n i n g . This w a s incomprehens ib le to 
J o h n n y F lynn . A g r e a t r o a r i n g boi l ing locomot ive w a s the g r a n d e s t 
t h i n g in the wor ld . J o h n n y had r ides on it, so he knew. A n d i t w a s 
easy for h im to i m a g i n e tha t every g a r d e n e r cher ished in t h e d a r k - i 
ness of his d i sappo in ted soul an u n a v a i l i n g pas s ion for a s t e a m en- j 
gine, but how an eng ine -dr ive r could i m m e r s e himself in the mush -
iness of g a r d e n i n g w a s a baff l ing problem. However , before he r e tu r 
ned home he d iscovered one i m p o r t a n t t h i n g from his unc le ' s hobby, • 
and he sen t the in format ion to his s is ter : 

D e a r P o m o n a , 
U n c l e H e r r y h a s got a a lo tmen t a n d g r o w v e g g u t a b l e s . He s a y s 

w h a t m a k e s t h e mold is worms- You k n o w w e pulled all t he w o r m s 1 

out off our g a r d e n and chukked t h e m over M i s s Na tchbo l s w a l l . 
Well you be t te r get some more quick a lot ask G e o r g e to help you 
and I b r i n g s o m e seeds home w h e n I comes next week by the excur
sion on M o m s b i r thday . 

Your s incere ly b ro the r 
J o h n F l y n n 

On m o t h e r ' s b i r t h d a y P o m o n a met h im a t the s ta t ion . She k issed 
him shyly and expla ined tha t mother w a s g o i n g to have a half holi
day to ce lebra te the double occas ion and would be home wi th t h e m 
at d inner t ime . 

" P o m o n a , did you get t hem w o r m s ? " 
P o m o n a w a s incl ined to evade the topic of w o r m s for the g a r d e n , 

but for tuna te ly her b ro the r ' s e n t h u s i a s m for another g a r d e n i n g pro
ject t empered the wind of his i n d i g n a t i o n . W h e n they r eached h o m e 
he u n w r a p p e d two parce l s he h a d b r o u g h t wi th h im; he exp la ined 
his scheme to his s is ter ; he led her into the ga rden- The F l y n n s ' back
yard , mos t ly paved wi th br icks , w a s s m a l l , a n d so the e n c l o s i n g w a l l s , 
t rucu len t ly capped by chips of g l a s s , a l t h o u g h too low for p r ivacy 
were yet too h igh for the g r o w t h of a n y cher i shab le p lan t . J o h n n y 
h a d ce r t a in ly once rea red a magn i f i cen t exhibit of two cows l ips , but 
these h a d been mys te r ious ly des t royed by the Kna tchbo le cat . The 
dank l i t t le enc losu re w a s c h a r g e d wi th s ter i l i ty ; n o t h i n g f lour ished 
there except a lot of beet les a n d a d a u n t l e s s eve rg reen bush, as tall 
as J o h n n y , d i s p l a y i n g a profusion of thick sh iny leaves tha t you could 
spl i t on your t o n g u e a n d make squeake r s wi th . P o m o n a showed him 
how to do th is and they then bus ied themse lves in the g a r d e n unt i l = 
the d inner s i ren w a r n e d t h e m t h a t mother wou ld be c o m i n g home. 
They hu r r i ed into the ki tchen a n d P o m o n a quickly s p r e a d the cloth 
and the p l a t e s of food upon the t ab le , whi le J o h n n y placed conspicu-
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The plot l ine develops t h r o u g h a s e e m i n g l y u n i m p o r t a n t ep i so 
de: t h e boy i s s en t to London , to his unc le , t he en g in e dr iver a n d i s 
p rompt ly r e t u r n e d h o m e in t w o m o n t h s , on h i s mothe r ' s b i r t hday . 

This is fol lowed by half a p a g e of a de ta i led descr ip t ion of t h e 
F l y n n s ' g a r d e n a n d the ch i ld ren ' s mys t e r i ous p r e p a r a t i o n s . The des
cr ip t ion is a r r a n g e d on a clear s u s p e n s e p a t t e r n : the r eade r ' s a t t en
t ion i s u n a v o i d a b l y d r a w n to the F l y n n s ' backya rd , " the dank l i t t le 
enc losure c h a r g e d wi th s ter i l i ty" , a n d "a d a u n t l e s s eve rg reen bush . . . 
d i s p l a y i n g a profusion of thick sh iny l eaves" ; he feels tha t s o m e t h i n g 
m e m o r a b l e i s b o u n d to h a p p e n on th is s t a g e . 

By d inne r - t ime the chi ldren hu r ry in to t h e k i tchen and lay t h e 
table , wi th the bot t le of s tout b r o u g h t from L o n d o n placed consp i 
cuously in the cen t re . The a t m o s p h e r e a t d inne r i s as cheerful as m a y 
be a n d then the ch i ldren t ake the i r mother to the g a r d e n to show he r 
" s o m e t h i n g m a r v e l l o u s " — a b i r t h d a y p resen t . They h a d s t r i pped t h e 
eve rg reen bush of i ts leaves and h u n g on the t w i g s " n u m e r o u s coup
les of r ipe cher r ies , whi te a n d red a n d black"-

The ch i ld ren ' s expec ta t ions a r e deceived: the m o t h e r ' s voice t r e m 
bles and she r e t r e a t s s o b b i n g in to t h e k i tchen . 

T h a t ' s t he l o n g a n d the shor t of s to ry t h a t poses a psycho log i 
cal puzz le before the r eade r : why did t h e mothe r b u r s t out s o b b i n g ? 
Let us do some g u e s s w o r k u s i n g the only tool a t our d i s p o s a l — d e e p 
a n d t h o r o u g h t ex t a n a l y s i s . 

The so lu t ion i s con t a ined in the concep tua l in format ion tha t c a n 
be revea led by p e n e t r a t i n g into the complex a r t i s t ic s t ruc tu re of t h e 
l i t e ra ry work . The first level of pene t r a t i on is based on the a b u n d a n c e 
of te l l - ta le a r t i s t i c de ta i l s a n d s tyl is t ic devices in the s tory. A skillful 
r eade r can ' t fail to not ice tha t the au thor chose con t r a s t and g r a d a 
t ion as two u n d e r l y i n g l i t e ra ry devices of the text. On the one h a n d , ' 
he c lear ly opposes the sord id rea l i ty to the fairy-like wor ld of t h e 
d ream, the cruel social e n v i r o n m e n t to the w a r m a n d t ende r a t m o s 
phere of the F l y n n s ' home. On the other , he ho lds the r eade r in s u s 
pense g r a d u a l l y i n c r e a s i n g his expec ta t ions of a s ign i f ican t d e n o u e 
ment . This conc lus ion can be s u b s t a n t i a t e d by m a n y a r t i s t i c d e t a i l s . 

Descr ip t ive de ta i l s g ive a g l impse of the env i ronmen t . Let us 
ana lyze , for example , those used to depic t M r s . Kna tchbole , t he n e i g h 
bour: " M r s . Kna tchbo le w a s ug ly ; she h a d a go i t red neck a n d a 
sha rp sk inny nose with an orb s h i n i n g a t i ts end, c o n s t a n t as grief". 
The s imile i s a c c o m p a n i e d by t h e ep i the t s a n d the root r epe t i t i on : 
"baleful Kna tchbo le eyes" ; a s t a r t l ed a n d s t a r t l i n g h e a d " . W i t h t h e 
add i t ion of " the Kna tchbo le ca t " t h a t des t royed some p l a n t s in t h e 
F l y n n s ' g a r d e n , M r s . Kna tchbo le fully r e p r e s e n t s the hos t i l e wor ld 
a round . 

The i m a g e s of M r s . F lynn , J o h n n y and P o m o n a a r e c r ea t ed by a 
ser ies of cha rac t e ro log ica l de ta i l s . The au tho r does no t a i m at a 
comple te p ic tu re : i t will suffice to s h o w the i r love for each o ther . M r s . 
F l y n n i s descr ibed as "a t i red w i d o w " w h o could sti l l " g u l p wi th 
l a u g h t e r " a n d " g a s p merr i ly" . H e r love for J o h n n y i s v iv id ly expres-
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s e d in t h e ph ra se : " M r s . F l y n n cas t a furt ive g l a n c e at th i s son of 
he r s " . 

The au tho r s p a r e s ne i ther a r t i s t i c de ta i l s nor s ty l i s t i c devices to 
depict J o h n n y , his favour i te cha rac t e r . He r e m a r k s , hal f - jokingly , on 
" J o h n n y ' s e l egan t m i n d " a n d quotes J o h n n y ' s let ter to his s is ter , a 
m o s t u n g r a m m a t i c a l m a n u s c r i p t compi led in acco rdance wi th all the 
ru les of l e t t e r -wr i t t ing . The au tho r g ives a g l impse of J o h n n y ' s sen
s i t ive soul t h r o u g h a g r a d a t i o n : "At home his mothe r ' s r e m o n s t r a n 
ces r e d u c e d J o h n n y to r e p e n t a n c e a n d s i lence; he felt b a s e indeed ; 

he w a n t e d to do s o m e t h i n g g r e a t a n d w o r t h y to offset i t a l l ; he w i s h e d 
he had got some money, he 'd h a v e g o n e a n d bough t her a bot t le of 
s t o u t — h e knew she liked s tou t " . J o h n n y ' s wish to buy his mother a 
bot t le of s tou t is men t ioned la te r a n d then fulfilled. The s ign i f i cance 
of J o h n n y ' s act ion is s t r e s sed by t h r ee pe r iph ra se s : " th i s a t t r a c t i ve 
b e v e r a g e , " " t h e s in i s te r decora t ion of her d in ing t ab l e " , "a g l a s s of 
the n e c t a r " o c c u r r i n g in a l imited tex t span . ( I t m u s t be no ted t ha t 
s ty l i s t ic p e r i p h r a s i s is one of t h e mos t f requent ly u sed s ty l i s t i c devi
ces which , t oge the r wi th the a b u n d a n c e of bookish w o r d s a n d comp
lex syn t ax , makes C o p p a r d ' s s ty le a bit old-fa 'shioned a n d Dicken-
s i a n ) . J o h n n y ' s love for his mothe r is perce ived in his des i re to con
sole her : "Never mind abou t a l t ha t , m u m " , sa id the boy, k i s s i n g 
his mother as he pa s sed her cha i r , " t a lk to us about the che r ry tree!" 

P o m o n a seems to be a shy l i t t le g i r l who a d m i r e s J o h n n y a n d 
he lps he r mothe r in every w a y . ( "Why c a n ' t you b e h a v e like P o -
m o n y ? " "k i ssed h im shyly" , "qu ick ly s p r e a d t h e cloth a n d p l a t e s o f 
food upon the t a b l e " ) . 

The m o t h e r ' s a n d the ch i ld ren ' s a p p e a r a n c e s a r e no t descr ibed, 
which can be cons ide red as a s u g g e s t i v e detai l in itself: t he au tho r 
does not th ink i t impor t an t , i t h a s become v a g u e , i t ' s a ch i ldhood me
mory. This r evea l s to some ex ten t the ca t ego ry of text moda l i ty : i t 
seems as i f the au tho r is r eco l l ec t ing with mi ld h u m o u r his own 
chi ldhood exper ience , looking at himself t h r o u g h the veil of y e a r s 
Hence , t h e au then t i c i t y of t h e de ta i l ed descr ip t ion of t h e g a r d e n a n d 
the del ic ious suppe r i s more i m p o r t a n t t h a n t h e exact g e o g r a p h i c 
s e t t i ng or a defini te da t e in the past-

Some i m p o r t a n t in format ion i s con ta ined in the impl ica t ion de
tai l in the b e g i n n i n g of the plot: "A for tn ight before m u r d e r had been 
done in the s t ree t in b r o a d day l igh t , wi th a chopper" . It enab l e s to 
g a i n a deeper i n s igh t into the s tory: we see t he w r e t c h e d ne ighbour 
hood the ch i ld ren w e r e b e i n g b r o u g h t up in. 

There a r e some descr ip t ive de ta i l s and s tyl is t ic devices in the 
s tory t ha t b r i n g out the c o n t r a s t be tween d r e a m and r ea l i t y to a 
still g r ea t e r effect. The F l y n n s ' g a r d e n is opposed to t h e f an tas t i c 
o rchard of the mo the r ' s youth , the d a u n t l e s s eve rg reen b u s h — t o the 
luxuriantly b looming cherry t r ee . The image of the che r ry t ree is 
c rea ted by an exquis i te s ty l i s t ic c o n v e r g e n c e c o n t a i n i n g a se r ies of 
m e t a p h o r s a n d epi the ts . A m o n g t h e ep i the t s " g r a n d " shou ld b e no ted 
a s a key-word a c q u i r i n g add i t i ona l s h a d e s o f m e a n i n g in the text 
(cf. " los t h o m e grand w i th a c r e s " , "it w a s a grand suppe r " , " t h e sun 
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shone g r a n d l y for the o c c a s i o n " ) . The descr ip t ion of the F l y n n s ' g a r 
den a l so a b o u n d s in ep i the t s : " the e n c l o s i n g w a l l s , t r ucu l a t l y c a p p e d 
by chips of g l a s s " ; "a magni f icen t exhibi t of two con t s l ips" ; "a daun t 
less evergeen b u s h " , etc. 

The a lmos t comple te s ter i l i ty of the b a c k y a r d , the wa l l s too low 
for pr ivacy, t h e d a u n t l e s s e v e r g r e e n bush i s al l t ha t the F l y n n s 
have . The w a l l s can ' t defend them from the host i le wor ld t ha t 
keeps m e n a c i n g l y i n t rud ing . The bush t u r n e d by J o h n n y ' s love into 
a cher ry t ree is a sor ry pa rody of t h e lost g r a n d e u r (but w a s the re 
ever a n y g r a n d e u r ? ) . Life i s hope less : J o h n n y h a s been " r e t u r n e d " 
to his mother , she can ' t do a n y t h i n g for her ch i ldren . No m a t t e r how 
kind and t ende r they a re t o w a r d s each other , the mal ic ious M r s . 
Kna tchbo le is on her vigi l on the o ther s ide of the wal l and m u r d e r 
is commi t t ed in t h e s t ree t . 

D r a g g i n g y e a r s of d e g r a d i n g toil in the l a u n d r y a re in s t o r e 
for her, and her ch i ld ren ' s future can ' t be ensu red . T h a t ' s why Mrs-
F l y n n can ' t help sobb ing when she sees " the cher ry t r e e " in her 
backya rd . T h u s t h e concep tua l in fo rmat ion of the s tory b e c o m e s 
clear as well as the a u t h o r ' s posi t ion: h is hea r t i s wi th the c o m m o n 
people, the t rue heroes in the da i ly s t r u g g l e for life a g a i n s t t h e 
cruel wor ld . 

Wild Flowers 
by Erskine Caldwell 

"Wild Flowers" is indoubtedly one of E. Caldwell's masterpieces. 
The story being multiordinal the depth of its content opens up to 
him who can see not only through its rather simple plot but through 
the metaphoric and symbolic layers as well. 

I der ive more sa t i s fac t ion from the w r i t i n g of s tor ies such as 
th is one t h a n I do from a n y other . 

The mock ingb i rd t ha t h a d perched on t h e roof top all n igh t , f i l l ing 
the c lear cool a i r wi th i ts music , h a d f lown a w a y w h e n the s u n rose . 
There w a s s i lence as deep a n d mys te r ious as t h e flat s a n d y c o u n t r y 
tha t ex tended mile after mile in every direct ion. Yes te rday ' s s h a d o w s 
on the whi te s a n d b e g a n to r e a s s e m b l e u n d e r the t r ees a n d a r o u n d 
the fence pos t s , s p r e a d i n g on the g r o u n d the lacy fol iage of t h e b r a n 
ches and the fuzzy s l abs of the wooden fence. 

The sun rose in l eaps a n d b o u n d s , j e r k i n g itself u p w a r d as t h o u g h 
i t we re in a g r e a t h u r r y to r i se above t h e t o p s of the p ines so i t could 
sh ine down upon the flat coun t ry from t h e r e to the Gulf. 

Ins ide the house the bed room w a s l ight a n d w a r m . Nel l ie h a d 
been a w a k e ever s ince the mock ingb i rd had left. She lay on her s ide 
wi th one a r m unde r her head . Her other a r m w a s a r o u n d the h e a d 
bes ide her on t h e pi l low. H e r eyel ids f lu t tered. Then for a m inu t e at 
a t ime they did not move at all. After t ha t they f lut tered a g a i n , seven 
or e ight or n ine t imes in quick success ion . She wa i t ed as pa t i en t ly as 
she could for V e r n to w a k e up. 

W h e n Vern c a m e h o m e some t ime l a t e in t h e n igh t , he did no t 
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w a k e her . S h e h a d s t ayed a w a k e w a i t i n g for h im as l o n g a s she could, 
b u t she h a d become so s leepy her eyes w o u l d not s t a y open unt i l he 
c a m e . 

The d a r k head on the p i l l ow bes ide he r s looked t i r ed a n d worn . 
V e r n ' s forehead , even in s leep, w a s wr ink led a l i t t le over his nose . 
A r o u n d the co rne r s of his eyes the skin w a s da rker t h a n i t w a s any
w h e r e else on the face. She r e a c h e d over as careful ly as poss ib le and 
k i s sed t h e cheek c losest t o her . S h e w a n t e d to put both a r m s a r o u n d 
h i s h e a d a n d d r a w h im to her, a n d to k i ss h im t i m e after t ime a n d 
ho ld his da rk h e a d t igh t a g a i n s t her face. 

A g a i n her eyel ids f lut tered uncon t ro l l ab ly . 
" V e r n " , she wh i spe red softly. " V e r n " . 
S lowly his eyes opened, then quickly c losed a g a i n . 
"Vern , swee t" , she m u r m u r e d , her h e a r t b e a t i n g fas ter a n d fas ter . 
V e r n t u r n e d his face t o w a r d her , s n u g g l i n g his h e a d be tween her 

a r m a n d b reas t , a n d m o v i n g un t i l she could feel h is b r e a t h on he r 
neck. 

"Oh, V e r n " , she sa id , p a r t aloud-
He could feel her k isses on his eyes a n d cheek a n d forehead a n d 

m o u n t h . He w a s comfor tably a w a k e by then . He found her wi th his 
h a n d s a n d they d rew themse lve s t i gh t ly toge the r . 

" W h a t did he say, V e r n ? " s h e a s k e d a t last , u n a b l e t o w a i t a n y 
longer . " W h a t , V e r n ? " He opened h i s eyes a n d looked a t her , fully 
a w a k e a t las t . 

She could r e a d w h a t he h a d to s a y on h i s face. 
"When , V e r n ? " she sa id . 
" T o d a y " , he said , c los ing h i s eyes a n d s n u g g l i n g h i s h e a d into 

her w a r m t h once more . 

H e r l ips t r e m b l e d a l i t t le w h e n he s a i d it. S h e could no t he lp 
herself. 

" W h e r e a r e we g o i n g to m o v e to, V e r n ? " she asked like a l i t t le 
g i r l , look ing closely to his l ips for h is a n s w e r . 

He shook his head , p u s h i n g i t t i gh t l y a g a i n s t her b r e a s t s a n d 
c l o s i n g h i s eyes a g a i n s t her body-

They both lay st i l l for a l o n g t ime . The s u n h a d w a r m e d t h e room 
unt i l i t w a s a lmos t like s u m m e r a g a i n , i n s t e a d of e a r l y fall . L i t t l e 
w a v e s o f hea t w e r e b e g i n n i n g to r i se f rom t h e w e a t h e r w o r n w i n d o w -
sill . The re w o u l d be a l i t t le m o r e of s u m m e r before w in t e r c a m e . 

" D i d you tell h i m — ? " Nel l ie s a id . S h e s topped a n d looked down 
a t V e r n ' s face. "D id you tel l h im a b o u t me, V e r n ? " 

"Yes" . 
" W h a t did h e s a y ? " 

Vern did no t a n s w e r her . H e p u s h e d h is h e a d a g a i n s t he r b r e a s t 
a n d held her t igh te r , a s t h o u g h he w e r e s t r u g g l i n g for food t h a t 
wou ld m a k e his body s t r o n g w h e n he got up a n d s tood a l o n e in t h e 
ba re room. 

" D i d n ' t h e s a y a n y t h i n g , V e r n ? " 

" H e j u s t s a id he cou ldn ' t he lp it, or s o m e t h i n g l ike t h a t . I don ' t 
r emember w h a t he sa id , bu t I k n o w w h a t he m e a n t " . 
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" D o e s n ' t he ca re , V e r n ? " 
" I g u e s s he doesn ' t , Ne l l i e" . 
Nell ie stiffened. She t r embled for a m o m e n t , but her body stif

fened as t hough she h a d no control over it. 
"Bu t you care w h a t h a p p e n s to me, don ' t you, V e r n ? " 
"Oh , God, ye s ! " he sa id . " T h a t ' s al l I do ca r e abou t now. If any 

t h i n g h a p p e n s " . 
For a l ong t ime they lay in each o the r ' s a r m s , their m i n d s s t i r r i n g 

them wider and wide r a w a k e . 
.Nellie got up first. She w a s d ressed and out of the room before 

Vern knew how quickly t ime had pas sed . He l eaped out of bed, d r e s . 
sed, and hu r r i ed to t h e k i tchen to m a k e t h e fire in the cocks tove . 
Nel l ie w a s a l r e a d y pee l i ng t h e po ta toes w h e n he got i t go ing . 

They did not s a y much whi le they a t e b reakfas t . They h a d to 
move , and move t ha t day. There w a s n o t h i n g else they could do. The 
furni ture did not b e l o n g to them, and they had so few c lo thes i t 
would not be t roub le some to ca r ry them. 

Nel l ie w a s h e d t h e d i shes wh i l e V e r n w a s g e t t i n g the i r t h i n g s 
r e a d y . There w a s n o t h i n g to do after t h a t except to t i e up h i s o v e r a l l s 
a n d sh i r t s in a bund le , and Nel l ie ' s c lo thes in ano ther , a n d to s t a r t 
out . 

When they were r e a d y to leave, Nel l ie s topped a t the g a t e a n d 
looked back a t the house . She did no t m i n d l e a v i n g t h e p lace , even 
t h o u g h i t h a d been t h e only h o m e she a n d V e r n h a d ever h a d t oge 
ther . The h o u s e w a s so d i l ap ida ted t h a t p r o b a b l y i t wou ld fall d o w n 
in a few y e a r s more . The roof leaked, one s ide of the house h a d 
s l ipped off t h e founda t ion pos t s , a n d t h e porch s a g g e d all t he w a y 
to the g r o u n d in front. 

Ve rn wa i t ed unti l she w a s r e a d y to leave . W h e n she t u r n e d a w a y 
from the house , the re w e r e t e a r s in her eyes , bu t she neve r looked 
back at i t a g a i n . After they h a d g o n e a mile , t hey h a d t u r n e d a b e n d 
in the road , a n d the p ines h id the p l ace from s igh t . 

" W h e r e a r e we go ing , V e r n ? " she sa id , l ook ing a t h im t h r o u g h 
the t ea r s . 

"We' l l j u s t have to keep on unt i l we find a p lace" , he sa id . He 
knew tha t she k n e w as well as he did t h a t in t ha t coun t ry of p ines 
and sand the f a rms a n d houses w e r e s o m e t i m e s ten o r fifteen mi les 
a p a r t . " I don ' t k n o w how far t ha t wil l b e " . 

Whi l e she t r u d g e d a l o n g the s a n d y road , she could smel l t h e fra
g r a n c e of the las t s u m m e r f lowers all a r o u n d her . The w e e d s and 
scrub hid mos t of t hem from s ight , bu t every chance she got she 
s topped a m o m e n t and looked a l o n g t h e s ide of the d i tches for blos
soms. Vern did not s top , a n d she a l w a y s r a n to ca tch up wi th h im 
before she could find any . 

In the midd le of the af ternoon they c a m e to a creek w h e r e i t w a s 
cool and shady . Vern found her a p lace to lie down and , before ta 
k i n g off her shoes to rest feet, s c r aped a pile of dry p ine need les 
for her to lie on and pul led an armful of m o s s from the t r ees to pu t un
der her head . The w a t e r he b r o u g h t her t a s t e d of the l eaves a n d g r a s -
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ses in t h e creek, a n d i t w a s cool a n d c lear . She fell as leep as soon 
a s she h a d d runk some. 

I t w a s la te af ternoon w h e n V e r n woke her up . 
"You 've been as leep two or t h r e e hour s , Nel l ie" , he sa id . " D o you 

th ink you could w a l k a l i t t le more before n i g h t ? " 
S h e s a t up a n d pu t on her shoes a n d followed h im to t h e r o a d . 

She felt a d izz iness as soon as s h e w a s on her feet. She did no t w a n t 
to say a n y t h i n g to Vern abou t it, because she did not w a n t h im to 
worry. E v e r y s tep she took p a i n e d her then . I t w a s a l m o s t u n b e a r a 
ble at t imes , a n d she bit her l ips a n d c rushed her f ingers in her fists, 
but she wa lked a l o n g beh ind h im, k e e p i n g out of h is s igh t so he 
would not k n o w abou t it. 

At s u n d o w n she s topped a n d sa t down by the s ide of the road . 
S h e felt as t h o u g h she wou ld never be ab le to t ake ano the r s tep 
a g a i n . The p a i n s in her body h a d d r a w n the color from her face-
a n d her l imbs felt as t h o u g h they w e r e b e i n g pu l led from her body. 
Before she k n e w it, she had , fa in ted . 

W h e n she opened her eyes, Ve rn w a s k n e e l i n g bes ide her , fann
ing her wi th his ha t . She looked up in to h i s face a n d t r i ed to smile . 

" W h y d idn ' t you tel l me, Ne l l i e ? " he sa id . " I d idn ' t k n o w you 
were so t i r ed" . 

"I don ' t w a n t to be t i red" , she sa id . "I j u s t cou ldn ' t he lp it, I 
g u e e s " . 

He looked at her for a whi le , f a n n i n g her all t he t ime . 
" D o you th ink i t m i g h t h a p p e n before we ge t s o m e p l a c e ? " he as 

ked anx ious ly . " W h a t do you th ink , Ne l l i e?" 
Nel l ie c losed her eyes a n d t r i ed not to think. They h a d no t p a s 

sed a h o u s e or fa rm s ince they h a d left t h a t m o r n i n g . S h e did no t 
know how much far ther i t w a s to a town, a n d she w a s af ra id to 
th ink how far i t m igh t be even to the nex t house . I t m a d e her a f ra id 
to th ink abou t it. 

"I t h o u g h t you sa id i t wou ld be ano the r two weeks — ?" Vern 
sa id . " D i d n ' t you, Ne l l i e?" 

" I t h o u g h t so" , she said. " B u t i t ' s g o i n g to be different now, w a l 
k ing like th i s all day" . 

H i s h a t fell f rom his hand , a n d he looked all a r o u n d in confusion. 
He did not know w h a t to do, bu t he k n e w he h a d to do s o m e t h i n g 
for Nel l ie r i g h t away . 

" I can ' t s t a n d it", he sa id . " I ' ve go t to do s o m e t h i n g " . 
He picked her up a n d ca r r i ed her ac ros s the road . He found a pla

ce for he r to lie u n d e r a p ine t ree , a n d he pu t he r d o w n the re . T h e n he 
unt ied the i r b u n d l e s a n d pu t s o m e of their c lo thes unde r he r h e a d and 
some over her feet a n d legs . 

The s u n h a d set , a n d i t w a s b e c o m i n g dark . V e r n d id no t k n o w 
what to do next . He w a s afra id to l eave her the re all a lone in the 
woods , b u t he k n e w he h a d to ge t help for he r . 

" V e r n " , she said , h o l d i n g out her h a n d to touch h im. 
He g r a s p e d i t in his , s q u e e z i n g a n d s t r o k i n g her f inge r s a n d 

wrist . " W h a t is it, Ne l l i e?" 
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" I ' m afra id i t i s g o i n g t o h a p p e n . . . h a p p e n . . . h a p p e n r i gh t 
a w a y " , she sa id weak ly , c los ing her eyes before she could finish. 

He bent down and s aw tha t her l ips were b loodless and t ha t her 
face w a s whi te r t h a n he had ever seen a n y o n e ' s face. Whi le he w a t c h e d 
her, her body b e c a m e t ense a n d she bit her mou th to keep from scre
a m i n g wi th pa in . 

Vern j u m p e d up and r a n to the road , looking up i t a n d down it. 
The n igh t h a d come down so quickly tha t he could not tell w h e t h e r 
there were any fields or c leared g r o u n d the re as an ind ica t ion of 
somebody ' s l iv ing nea r . There were no s i g n s of a house or peop le 
anywhere . 

He r a n back to Nel l ie . 
"Are you all r i g h t ? " he asked her. 

"If I could go to s leep, she sa id . "I th ink I would be all r i g h t 
for a whi le" . 

He got down bes ide her and pu t his a r m s a r o u n d her. 
"If I t h o u g h t you wou ldn ' t be afraid , I 'd go up the road un t i l I 

found a house a n d ge t a car or s o m e t h i n g to ca r ry you. I can ' t let 
you s tay here all n i g h t on the g r o u n d " . 

"You migh t not ge t back—in t ime!" she cr ied f rant ica l ly . 
" I ' d h u r r y as fast as I could" , he sa id , " I ' l l r u n unt i l I find so

mebody" . 
"If you' l l come back in two or th ree h o u r s " , she said , " I ' d be ab le 

t h o u g h to s t a n d it, I th ink. I cou ldn ' t s t a n d i t a n y longer t h a n t h a t 
a l one" . 

He got up . 
" I 'm g o i n g " , he sa id . 
He r a n up the r o a d as fast a s he could, r e m e m b e r i n g how he h a d 

p leaded to be a l lowed to s t ay in the h o u s e a l i t t le longer so Nel l i e 
wou ld not h a v e to go like that- The only a n s w e r he had got, even af ter 
he had exp la ined about Nell ie, w a s a s h a k e of the head . There w a s no 
use in b e g g i n g after tha t . He w a s b e i n g pu t out , a n d he could no t 
do a n y t h i n g abou t it. He w a s ce r t a in t h e r e shou ld have been s o m e 
money due h i m for crop t h a t fall, even a few dol la rs , but he k n e w 
the re w a s no use in t r y i n g to a r g u e abou t tha t , ei ther. He h a d g o n e 
h o m e the n i g h t before, k n o w i n g they w o u l d h a v e to leave. He s t u m 
bled, fa l l ing heavi ly , h e a d l o n g on the r o a d . 

When he p icked himself up , he s a w a l ight ahead . I t w a s only a 
pa le r a y from b o a r d w i n d o w tha t had been closed t igh t ly . But i t w a s 
a house , and somebody lived in it. He r a n t o w a r d i t as fast as he 
could. 

W h e n he got to t h e p lace , a dog u n d e r the house ba rked , but he 
pa id no a t t en t ion to it. He r a n up to the door a n d pounded on i t w i th 
both fists. 

"Le t me in!" he yel led. " O p e n the door !" 
Somebody ins ide shouted , a n d severa l cha i r s were knocked over . 

The dog r a n out from unde r the house a n d b e g a n s n a p p i n g a t V e r n ' s 
l egs . He t r ied to kick the dog a w a y , bu t the d o g w a s j u s t as deter 

mined a s he w a s , a n d c a m e back a t h im more s a v a g e l y t h a n before . 
F ina l ly he p u s h e d the door open, b r e a k i n g a but tonlock. 

Severa l N e g r o e s were h i d i n g in the room. He could see h e a d s a n d 
feet unde r the bed and beh ind a t r u n k and under a t ab le . 

"Don ' t be sca red of me" , he sa id as ca lmly as he could. "I c a m e 
for help . My wife 's down the road , sick. I 've got to get her in to a 
house somewhere . She ' s ly ing on the g r o u n d " . 

The o ldes t m a n in the room, a g r a y - h a i r e d N e g r o w h o looked 
about fifty, c r awled from u n d e r the bed. 

"I ' l l help you, boss" , he sa id . " I d idn ' t know w h a t you w a n t e d 
when you c a m e s h o u t i n g and ye l l i ng like tha t . T h a t ' s w h y I d idn ' t 
open the door and let you in" . 

" H a v e you got a car t , or s o m e t h i n g like t h a t ? " Vern asked . 
" I ' ve got a one-horse ca r t " , t he m a n sa id . " G e o r g e , you and P e t e 

go hi tch up the mule to the ca r t . H u r r y a n d do it". 
Two N e g r o boys came from thei r h id ing -p laces a n d r a n out t h e 

back door. 
"We' l l need a m a t t r e s s , or s o m e t h i n g like t ha t to pu t her o n " , 

Vern sa id . 
The N e g r o w o m a n b e g a n s t r i p p i n g the covers from the bed, and 

Vern picked up the m a t t r e s s a n d ca r r i ed i t out the front door to t h e 
road . Whi le he wa i t ed for the boys to dr ive the car t out, he wa lked 
up a n d down, t r y i n g to a s s u r e himself t h a t Nel l ie wou ld be all r igh t . 

When the car t w a s r eady , they all got in and drove d o w n the r o a d 
as fast as the mule could go. I t took less t h a n half an hour for t h e m 
to r each the g rove w h e r e he had left Nell ie , and by then he r ea l i zed 
he h a d been g o n e th ree hours or longer . 

Vern j u m p e d to the g r o u n d , ca l l i ng her. She did not a n s w e r . 
He r a n up the b a n k a n d fell on h i s knees bes ide her on t h e g r o u n d . 
"Nel l ie !" he sa id , s h a k i n g her. " W a k e up, Nell ie! This i s Vern , 
Nel l ie!" 

He could not m a k e her an swer . P u t t i n g his face down a g a i n s t 
hers , he felt her cold cheek- He pu t h is h a n d s on her forehead, a n d 
tha t w a s cold, too. Then he found her w r i s t s and held t h e m in his 
f ingers whi le he pressed his ear t i gh t ly a g a i n s t her b r e a s t . . . 

The N e g r o w a s t r y i n g to t a lk to him, but Vern could not hear a 
word he w a s s a y i n g . He did k n o w t h a t s o m e t h i n g h a d h a p p e n e d , a n d 
tha t Nel l ie ' s face a n d h a n d s w e r e cold, a n d t ha t he could not feel her 
hear t bea t . He knew, but he could not m a k e himself bel ieve t ha t i t 
was rea l ly t rue . 

He fell down on the g round , h i s face p ressed a g a i n s t the p ine need
les, whi le his f ingers d u g into the soft d a m p ear th . He could hear 
voices above him, a n d he could h e a r the w o r d s the voices sa id , but 
no th ing had any m e a n i n g . S o m e t i m e — a long t ime a w a y — h e would 
ask abou t their b a b y — a b o u t Nel l ie ' s — about their baby . He k n e w i t 
would be a l ong t ime before he could ask a n y t h i n g like t ha t , t h o u g h . 
I t wou ld be a l ong t ime before w o r d s wou ld have a n y m e a n i n g in 
them a g a i n . 

I n t e r p r e t a t i o n of the l i t e ra ry text r equ i re s some k n o w l e d g e of the 
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cu l tu ra l context , the wr i t e r ' s l i t e ra ry work and his wor ld out look on 
t h e pa r t of the r eade r E r sk ine Ca ldwel l is a famous Amer i can short -
s t o ry wr i te r . H i s s to r ies and novels tell of o r d i n a r y men of Amer i ca , 
N e g r o e s a n d poor Whi tes . Ca ldwel l exp re s se s his ju s t i n d i g n a t i o n 
at the cruel ty of cap i t a l i s t exploi ta t ion . The major i ty of his nove ls 
a n d s tor ies deal wi th the p rob lems of the Sou th , race d i sc r imina t ion , 
r i g h t l e s s n e s s a n d misery of poor people . 

"Wild F l o w e r s " is one of E. C a l d w e l l ' s mas te rp ieces . The plot 
of the s tory is r a t h e r s imple , its fac tual in fo rmat ion lies on the sur
face. I t is t he t r a g e d y of a y o u n g couple . Nel l ie a n d Vern , w h o w e r e 
t u r n e d out by the o w n e r of the house . They set out in s ea rch of a 
d w e l l i n g but the y o u n g w o m a n , b e i n g an expec tan t mothe r c a n ' t 
s t a n d the t r y i n g e x h a u s t i n g w a y a n d dies . 

The composi t ion of t h e . s t o r y is ve ry i n t e r e s t i n g : ne i ther the t i t le , 
nor the exposi t ion give the s l igh tes t idea of the t r a g i c end. The t i t l e of 
the s tory "Wi ld F l o w e r s " c o n t a i n i n g a poet ical i m a g e c r ea t e s s o m e 
emot iona l a t t i t ude of mind . The expos i t ion which g ives a descr ip t ion 
of n a t u r e , of a ve ry fine m o r n i n g , a c lear cool air filled wi th the 
mus ic of a mock ing bi rd also he lps to c r ea t e an emot iona l a t m o s 
phere . 

The ex t rac t a b o u n d s in s ty l i s t ic devices (me tapho r s , ep i the t s ) 
wh ich fulfil t he funct ion of emot iona l impac t on the r eade r . The p ros 
pect ive in fo rmat ion of the t i t le a n d expos i t ion s u g g e s t s a p ic tu re of 
a peaceful p rov inc ia l life, a love s tory of the two y o u n g men. It is 
k n o w n tha t n a t u r e , l a n d s c a p e u s u a l l y a s s u m e a s ty l i s t ic funct ion of 
r e v e a l i n g the inner emot iona l s t a t e of the cha rac te r . A vivid e x a m p l e 
of it is an episode of a furious s to rm from " K i n g L e a r " by W. S h a k e s -
p e a r s which expres ses the violent pa s s ion of the de th roned k ing . In 
t h i s s tory however the l a n d s c a p e fulfils qui te a different func t ion— 
the function of a con t ras t . A g a i n s t th i s peaceful back -g round t h e t r a 
gedy of the he roes becomes more vivid, t h e b e a u t y a n d qu ie tness of 
n a t u r e m a k e s t h e cruel ty and i n h u m a n i t y of the people m o r e s t r i k ing . 

O n e more pecu l i a r i ty of the b e g i n n i n g of the s tory is a de l ibe ra te 
s l o w i n g down of the act ion. This is achieved by a de ta i led descr ip
t ion of Nel ly ' s w a k i n g up ( "Her eyel ids f lu t tered. Then for a m i n u t e 
at a t ime they d idn ' t move at all. After t h a t they f lu t tered a g a i n seven 
or e ight or n ine t imes in' quick s u c c e s s i o n " ) . 

The d o m i n a n t s tyl is t ic device used in the d i a logue is apos iopes i s , 
which is u sua l ly used to convey to the r eade r a very s t r o n g u p s u r g e 
of emot ions . ( "When? Today. Did you tell h im? Doesn ' t he care , 
Ve rn?" ) For some t ime the r e a d e r doesn ' t u n d e r s t a n d w h a t they a r e 
t a l k i n g about , he only feels their inner exc i tement and n e r v o u s n e s s . 
I t c rea tes the a t m o s p h e r e of suspense , t ens ion , mi sg iv ing , expec ta t ion 
of some d i sas te r . ( "Wha t did he say? W h a t ? Didn ' t he say any
t h i n g ? " ) We u n d e r s t a n d t ha t Nel ly i s excited, ne rvous and in despa i r . 
It is wor thy of no te t h a t the n a m e of the owner of the house is not 
ment ioned . P r o n o u n " h e " , which is used i n s t e a d of his n a m e , a s s u m e s 
here a p r a g m a t i c function of eva lua t ion . On the one h a n d i t conveys 
the y o u n g men ' s feel ings, their disl ike of the owner of the house , un-
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wi l l i ngnes s t o ment ion his n a m e . On the o ther h a n d " h e " a c q u i r i n g 
a g e n e r a l i z i n g force expresses the moda l i ty of the text , i t se rves as 
a m e a n s by which the au tho r d isc loses his mora l a n d social v i ews . 
" H e " is not a concre te person , i t is t he whole c lass of explo i te rs . 
" H e " —is the m a n wi thout face, consc ience , embod imen t of c rue l ty 
and in jus t ice . You can ne i ther exp la in his behav iour nor u n d e r s t a n d 
it. In the rhe to r ica l ques t ion " D o e s n ' t he care , V e r n ? " . Nel ly expres
ses more su rp r i s e , bewi lde rmen t t h a n i nd igna t i on . She refuses to 
believe t h a t i t is poss ible to t u r n out of the house an expec t an t 
mother . 

F u r t h e r the s tory is g iven in the form of a " s t a g e " n a r r a t i o n . The 
l a n g u a g e is s imple , laconic and r e s t r a i n e d . But the t ens ion of the 
text is n o n e the less impress ive . I t is achieved by the syn tac t i ca l ar
r a n g e m e n t of the text. Shor t sen tences , s imple s t ruc tu re s , log ica l 
success ion of the ac t ions convey the inner concen t ra t ion of the he roes . 
The mos t express ive i s the sen tence : "They had to move and move 
tha t day" . Repet i t ion of the word " m o v e " given in the form of ana -
diplosis e m p h a s i s e s the word and s u g g e s t s an idea t h a t th i s " m o v e " 
is connected wi th both phys ica l and mora l difficulties. I t is not by 
accident t ha t the word " t r u d g e " i s used here . I t m e a n s to wa lk labo-
r iosly or wear i ly . The word re inforces the effect and acqu i res a g r ea t 
emot iona l qua l i ty . 

An episode desc r ib ing the b l o s s o m i n g of the las t s u m m e r f lowers 
can be r e g a r d e d as an a r t i s t ic deta i l , which h a s a deep impl ica t ion 
very i m p o r t a n t for i n t e rp re t i ng . The wi ld f lowers unl ike the g a r d e n 
f lowers do not requ i re special ca re and condi t ions . They g r o w and 
blossom on any soil, a m o n g the w e e d s a n d scrub , a l o n g the s ides of 
the d i tches . But the beau ty and f r a g r a n c e of such f lowers a re n o n e the 
less a t t r ac t i ve . I t becomes a p p a r e n t t ha t the i m a g e of wi ld f lowers 
in th i s ep i sode toge the r wi th the t i t le , wi th which i t is s eman t i ca l l y 
l inked symbol ize cou rage and e n d u r a n c e of the heroes , the i r love, 
which fears no difficulties. 

I t shou ld be noted t ha t text i n t e rp re t a t i on a l lows different app roa -
ches if we seek to p e n e t r a t e deeper into the pu rpo r t of the wr i t e r , 
A careful a n a l y s i s of the l a n g u a g e m e a n s m a k e s i t poss ib le to g ive 
one more i n t e rp re t a t i on of th i s ep isode , which t h o u g h may seem dou
btful to the reader , is very in t e re s t ing . 

The las t s u m m e r f lowers a t t r a c t Nel l ie ' s a t t en t ion , m a k e her s top 
and look for b lossom. The w o r d " l a s t " conveys some add i t i ona l infor
mat ion abou t the inner s t a t e of the heroine . Subconsc ious ly Nel ly 
feels tha t these f lowers a re "last" for her , she would never see t h e m 
aga in . I f we in te rpre t i t th is way , the w o r d " w e e d s " m a y s t i r r up in 
the r e a d e r ' s m i n d ano ther m e a n i n g of the w o r d — ' m o u r n i n g c lo thes ' . 
Thus , the who le episode becomes an omen of Nel ly ' s dea th . I t shou ld 
be a d m i t t e d t h a t th is i n t e rp re t a t i on is poss ib le only in r e t rospec t ive 
ana lys i s of the s tory . 

D e v e l o p i n g his t heme fur ther the au tho r te l ls us abou t Nell ie 's 
suffer ings ( "She felt a d izz iness as soon as she w a s on her feet, every 
step pa ined her, her l imbs felt as t h o u g h they w e r e b e i n g 
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pulled from her b o d y " ) , her efforts to overcome pa in ("she bit her'i 
lips and c r u s h e d her f ingers in her f i s t s " ) , her des i re to conceal 
eve ry th ing from Vern not to w o r r y h im ("She d idn ' t w a n t h im to 
worry , she t r ied to s m i l e " ) . Nel l ie ' s behav iour , her c o u r a g e and en
d u r a n c e can ' t bu t a rouse a g r e a t s y m p a t h y a n d deep respect . 

An i m p o r t a n t a r t i s t i c detai l i s u sed in the ep isode de sc r ib ing 
Negroes . S e e i n g a whi te m a n they w e r e f r igh tened to dea th a n d hid 
t hemse lves in the room. This t r iv ia l at first s igh t ep isode is of g r e a t 
s igni f icance . I t s h o w s the posi t ion of Negroes in Amer ica , their 
r i gh t l e s snes s a n d misery . 

The c l imax a n d denoumen t of the s to ry—Nel l i e ' s dea th and V e r n ' s 
despai r . To describe" V e r n ' s inner s t a t e the au tho r uses one of t h e 
m e a n s of f o r e g r o u n d i n g — t h e c o n v e r g e n c e of S ty l i s t ic Devices . H e r e 
repet i t ion, pe r iph ra s i s , pa ra l l e l c o n s t r u c t i o n s in different forms e m - : 

phas ize one a n d the s a m e i d e a — V e r n ' s m i n d be ing comple te ly b l a n k 
wi th grief. The emot iona l effect of th is p a s s a g e is in tensif ied b y 1 

i ts rhy thmica l a r r a n g e m e n t . All t he se s ty l i s t ic devices form ano the r 
s tyl is t ic device—cl imax, which h e i g h t e n s the s ty l i s t ic effect, he lps toi 
b r i n g out the in tens i ty of Ve rn ' s fee l ings . 

The concep tua l in format ion of the s tory is the s tory of the pro tes t 
a g a i n s t pover ty and r i g h t l e s s n e s s of t h e poor, cruel ty and i n h u m a n i t y 
of the r ich. I t should be no ted tha t Ca ldwel l doesn ' t openly disclo
se his out look, his eva lua t ion of object ive facts and p h e n o m e n a . He 
does i t t h r o u g h descr ip t ion of even t s and p e r s o n a g e s , the i r ac t ions 
and their a t t i t u d e to each other . Espec ia l impor t ance in th is s tory 
a s s u m e s t h e descr ip t ion of r e l a t ions be tween the heroes , the i r genu ine 
love, care , devot ion to one another . 

In m a n y of his s tor ies Ca ldwe l l te l l s us of a d e m o r a l i z i n g in
fluence pover ty and mise ry p roduce on a h u m a n soul. Wi th th i s s tory 
i t is qui te different. H a r d s h i p s and suf fer ings do not h a r d e n V e r n ' s 
and Nel ly ' s h e a r t s , do not kill their fee l ings . I t is sufficient to recal l 
some ep i sodes : Nel ly ' s w a i t i n g for V e r n to w a k e up, the w a y Nelly 
stood her o rdea l , V e r n ' s r eac t ion to Nel ly ' s dea th . In th i s respec t the 
s tory and its t i t le a s s u m e a new in t e rp re t a t i on : "Wild F l o w e r s " symbo
lize V e r n ' s a n d Nel ly ' s love, which n o t w i t h s l a n d i n g the h a r d s h i p s and 
poverty , g r o w s and b lossoms g i v i n g f r ag rance and p l e a s u r e to eye. 
The s tory is not only, a t r a g e d y of two y o u n g people, it is a h y m n to 
love, k i n d n e s s and beau ty . 

IV. T E X T S O F S H O R T S T O R I E S S U P P L I E D W I T H T A S K S F O R 

I N D E P E N D E N T I N T E R P R E T A T I O N 

R E C I P E F O R M U R D E R 

BY. C. Donnel 

J u s t a s the vi l la , c l amorous wi th f lowers, w a s not w h a t he had 
expected, so w a s i ts owner a n e w qual i ty in his ca l cu la t ions . M a d a m e 
Cha lon , a t forty, fitted no ca t ego ry of m u r d e r e r s ; she w a s nei ther 
C leopa t ra nor be ldame . A M i n e r v a of a w o m a n , he told himself 
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ins tan t ly , w h o s e l a rge , liquid eyes w e r e but a s h a d e l igh ter t h a n t h e 
cobalt b lue of the M e d i t e r r a n e a n t w i n k l i n g ou ts ide the ta l l w i n d o w s 
of the sa lon w h e r e they sat . 

" D u b o n n e t , Inspec to r M i r o n ? " As he spoke, she p r e p a r e d to pour . 
His reflex of hes i t a t ion lit a dim g low a m u s e m e n t in her eyes, which 
her m a n n e r s p reven ted from s t r a y i n g to her l ips. 

" T h a n k you" . Annoyed wi th himself, he spoke forcefully. 
M a d a m e Cha lon m a d e a smal l , ba re ly percept ib le point of dr ink

ing first, as t h o u g h to say, "See , Mr. Miron , you a re qui te safe" . I t 
w a s nea t . Too nea t ? 

With a t iny smi le now: "You have ca l led about my po i son ing of 
my h u s b a n d s " , she s t a t ed flatly. 

" M a d a m e ! " A q a i n h e hes i t a t ed , nonp lused . " M a d a m e , 1 . . . " 
"You m u s t a l r e a d y have v is i ted the Prefec ture . All Vi l le f ranche 

believes it", she sa id placidly. 
He ad jus ted his composure to an official ca lm. " M a d a m e , I come 

to ask pe rmis s ion to dis inter the body of M. Cha r l e s Wesse r , decea
sed J a n u a r y 1939, and M. E t i enne Cha lon , deceased M a y 1946, for 
official a n a l y s i s of cer ta in o r g a n s . You have a l r e a d y refused Se rge 
ant L u c h a i r e of t h e local s t a t ion this pe rmiss ion . W h y ? " 

" L u c h a i r e is a type wi thou t po l i t eness . I found him repu l s ive . He 
is, un l ike you, w i thou t f inesse. I refuse the a t t i t ude of the m a n , not 
the l aw" . She r a i s e d the smal l g l a s s to her full l ips. "I shal l not re
fuse you, Inspec to r Mi ron . " Her eyes were a lmos t a d m i r i n g . 

"You a re most f l a t t e r ing" . 
" B e c a u s e " , she con t inued gen t ly . " I am quite sure , k n o w i n g t h e 

me thods of you P a r i s police, t ha t the d i s in t e rmen t h a s a l r e a d y been 
conduc ted secre t ly" . She w a i t e d for his colour to deepen, affect ing 
not to not ice the c h a n g e . "And the a n a l y s e s , " she wen t on, as t h o u g h 
there had been no break, "comple ted . You are puzzled. You found 
no th ing . So now you, new to the case , wish to e s t ima te me, my cha
rac te r , my capac i ty for se l f -con t ro l—and inc identa l ly your own chan
ces of m a n o e u v e r i n g me into t a lk tha t will gu ide you in the di rect ion 
of my gu i l t " . 

So accu ra t e ly did these da r t s s t r ike home tha t i t wou ld be t h e 
u l t ima te s tup id i ty to deny the w o u n d s . Bet ter a d i s a r m i n g f r ankness , 
Miron decided quickly. "Qu i t e t rue , M a d a m e Cha lon . T r u e to the let
ter. But he r e g a r d e d her closely — " w h e n one loses two h u s b a n d s 
of s o m e a g e — b u t not o ld—to a fairly v io len t g a s t r i c d i s t u rbance , 
each wi th in two y e a r s of m a r r i a g e , each of a s u b s t a n t i a l fo r tune a n d 
l e a v i n g all to the w i d o w . . • you see . . . ? " 

"Of c o u r s e " . M a d a m e C h a l o n w e n t to the w indow, let her soft 
profile, t he g r a n d l ine of her bosom be s i lhouet ted a g a i n s t the b lue 
wa te r . " W o u l d you care for a full confession, Inspec tor M i r o n ? " She 
w a s ve ry much w o m a n , p rovoca t ive w o m a n , and her tone , j u s t s h o r t 
of c a r e s s i n g , w a r n e d Miron to keep a gr ip on himself. 

"If you would ca re to m a k e one, M a d a m e Cha lon" , he sa id , as 
ca sua l ly as he could. A d a n g e r o u s w o m a n . A consumed ly d a n g e r o u s 
Woman. 
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"Then I sha l l ob l ige" . M a d a m e Cha lon w a s not smi l ing . T h r o u g h 
the open w i n d o w a v a g r a n t whiff of air b r o u g h t h im the sen t of her. 
Or w a s i t t he scent of the g a r d e n ? C a u t i o n kept his h a n d from his 
notebook. Imposs ib le t ha t she wou ld rea l ly ta lk so easi ly . A n d yet. . . 

"You k n o w s o m e t h i n g of the a r t of food, M. M i r o n ? " 
" I am from P a r i s , you r e m e m b e r ? " 
"And love, t o o ? " 

"As I sa id , I am from P a r i s " . 
" T h e n — " t h e bosom swel led wi th her long b r e a t h — " I can tell you 

t ha t I , H o r t e n s e E u g e n i e Vil lerois W e s s e r Cha lon , did s lowly and 
del ibera te ly , wi th full purpose , kill a n d m u r d e r my first h u s b a n d , 
M. Wesser , a g e d 57, and l ikewise my second, M. Cha lon , a g e d 65" . 

"Fo r some r eason , no doubt" . W a s th i s a d r e a m ? Or insan i ty? 
"M. Wesse r I mar r i ed t h r o u g h p e r s u a s i o n of family. M. Wesse r , 

I l e a rned wi th in a for n igh t , w a s a p i g — a p i g of i n sa t i ab l e appe t i t e s . 
A c rude m a n , inspector , a belcher, a b r a g g a r t , chea te r of the poor, 
deceiver of the innocent . A gobbler of food, an un t idy m a n of u n a p p e 
t i z i n g h a b i t s — i n short , wi th all the r e v o l t i n g faul ts of a d v a n c i n g age 
and none of i ts t e n d e r n e s s or d ign i ty . Also, because of these t h i n g s , 
h i s s tomach w a s no longer s t r o n g " . 

H a v i n g g o n e tho rough ly into the m a t t e r of M. Wesse r in P a r i s 
and obta ined m u c h the s a m e p ic ture , he nodded . "And M. C h a l o n ? " 

" O l d e r — a s I w a s older w h e n I w e d him". 
With mild i rony. "And also wi th a weak s t o m a c h ? " 
"No doubt . Say , r a t h e r a weak wil l . P e r h a p s less b ru t i sh t h a n 

Wesse r . P e r h a p s , au fond, worse , for he knew too m a n y a m o n g the 
G e r m a n s here . W h y did they t ake p a i n s to see t h a t we had t h e very 
best , the most u n o b t a i n a b l e of foods a n d w ines , when , dai ly, chil
dren fa inted in the s t ree t? M u r d e r e s s I m a y be, Inspec tor , but a lso 
a F r e n c h w o m a n . So I decided wi thou t r e m o r s e t ha t Cha lon should 
die, as W e s s e r d ied" . 

Very quiet ly , not to d i s tu rb the t h r ead . "How, M a d a m e C h a l o n ? " 
She t u rned , her face i l l u m i n a t e d by a smile . "You a r e fami l iar , 

p e r h a p s , with such d i shes as 'Dindonneau Forci aux Marrons'? Or 
' S u p r e m e s de Vola i l le a lTnd ienne ' ? Or 'Tournedoc M a c o t t e ' ? Or 
'Omele t t e en S u r p r i s e a la Napo l i t a ine ' ? Or ' P o t a g e B a g r a t i o n Gras', 
'Aube rg ines a la Turque ' , ' C h a u d - F r o i d de Cai l les en Bel le Vue', 
o r . . . " . 

"S top , M a d a m e Cha lon! I am s i m u l t a n e o u s l y r a v e n o u s a n d smo
t h e r i n g in food. Such r i chness of food! S u c h . . . " 

"You asked my methods , Inspec tor Mi ron . I used these d ishes and 
a h u n d r e d o the r s . A n d in each of them, I concea led a bit of . . . " Her 
voice broke sudden ly . 

Inspec tor Miron , by a migh ty effort, s tud ied his h a n d as he fini
shed his D u b o n n e t . "You concea led a b i t of w h a t , M a d a m e C h a l o n ? " 

"You h a v e i nves t i ga t ed me. You k n o w w h o w a s my f a ther" . 
" J e a n - M a r i e Vi l lerois , chef supe rb , m a t c h l e s s disciple of t h e mat

c h l e s s Escoffier. Once cal led Escoffier 's sole wo r thy succes so r " . 
"Yes . And before I w a s twen ty - two , my f a ther—jus t before his 
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death — a d m i t t e d t ha t ou ts ide of a cer ta in neg l ig ib le w e a k n e s s in t h e 
ma t t e r of b r a i s i n g , he wou ld not be a s h a m e d to own me as h i s 
equa l" . 

"Mos t i n t e r e s t i ng . I bow to you. " M i r o n ' s ne rves t i gh t ened at t h i s 
h a n d s o m e w o m a n ' s faculty for i r r e levancy . "Bu t you sa id you con
cealed in each of these i n c o m p a r a b l e d ishes a bit o f . . . " 

M a d a m e Cha lon t u r n e d her back to him. "A bit of my ar t , a n d no 
more. Tha t a n d no more, Inspec tor . The a r t of Escoffier, or Vi l le ro is . 
W h a t m a n like Wesse r or Cha lon could res i s t? Three , four t imes a 
day I fed t h e m rich food of the r iches t ; v a r i e d i r res is t ib ly . I forced 
them to g o r g e to b u r s t i n g , s leep, g o r g e a g a i n ; and dr ink too m u c h 
wine tha t they migh t g o r g e still more . H o w could they, a t their ages , 
l ive—even as l ong as they d i d ? " 

A s i lence like the t i ck ing of a far-off clock. Inspec tor M i r o n s tood 
up, so a b r u p t l y t ha t she s t a r t ed , wh i r l ed . She w a s paler . 

"You will come with me to Nice th is even ing , M a d a m e C h a l o n " . 
"To the police s ta t ion , Inspec tor M i r o n ? " 
"To the Cas ino , M a d a m e Cha lon . For c h a m p a g n e a n d mus ic . W e 

shall t a lk some m o r e " . 
" B u t Inspec to r Miron. . . ! " 
"L i s t en to me, M a d a m e . I am a bachelor . Of forty-four. Not too 

bad to look at , I have been told. I h a v e a s u m put a w a y . I am not a 
g rea t catch, but stil l , not one to be desp i sed" . He looked into her 
eyes. "I wish to die" . 

"The d ie ts" , sa id M a d a m e Cha lon finally and thought fu l ly , "if 
used in modera t ion , a re not necessa r i ly fatal . Wou ld you care to 
kiss my hand , Inspec to r M i r o n ? " 

Tasks 

1) Retel l t h e plot of the s tory , g i v i n g cha rac t e r ske tches of M a d a 
me Cha lon a n d Inspec tor Mi ron . 

2) W h a t is the role of a n t o n o m a s i a in the first p a r a g r a p h of t h e 
s tory in c r e a t i n g the por t ra i t of M a d a m e Cha lon . Does i t only c h a r a c 
ter ize her a p p e a r a n c e or con t r i bu t e to r e v e a l i n g her inner q u a l i t i e s 
as wel l? 

No tes : 
C l e o p a t r a (69—30 B. C.) d a u g h t e r of P t o l e m y XI, the s ixth queen 

of E g y p t by t h a t n a m e , a br i l l i an t , a m b i t i o n s w o m a n of g r e a t cha rm. 
M i n e r v a , the R o m a n g o d d e s s of w i s d o m ; a M i n e r v a of a w o m a n 

—a clever w o m a n . 
3) W h a t is the function of foreign w o r d s in the text? Do they 

only testify to M a d a m e C h a l o n ' s o r ig in or do they a lso se rve as d e -
j ta i ls of au then t i c i ty? 

Note : 
D u b o n n e t — a French aperitif, a lcohol ic appet izer , 
au fond—at bo t tom 
D i n d o n n e a u Forci aux M a r r o n s — a tu rkey stuffed wi th c h e s t n u t s 

i S u p r e m e s de Volai l le a l T n d i e n n e — Cut l e t s in an I n d i a n m a n n e r 
T o u r n e d o s M a s c o t t e — a dish " t h e secre t of y o u t h " 
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Omele t t e en S u r p r i s e a la N a p o l i t a i n e — a N e a p o l i t a n omele t t e 
" S u r p r i s e " 
P o t a g e B a g r a t i o n G r a s — fat soup after B a g r a t i o n 
Aube rg ines a la Tu rque — e g g - p l a n t s cooked in a Turk i sh man

n e r 
C h a u d - F r o i d de Cai l les en Bel le Vue—• r o a s t qua i l s 
4) Wha t is he m e a n i n g of the implici t de ta i l : " too n e a t ? " 
5) H o w does the au thor make In spec to r Mi ron ' s speech sound 

very official? 
6) W h a t s tyl is t ic device is used in the sen tence : " S o accura te ly 

did these d a r t s s t r ike home tha t i t w o u l d be u l t ima te s tup id i ty to 
deny the w o u n d s " ? Disc lose its funct ion. 

7) In w h a t funct ional s tyle does M a d a m e Cha lon express her 
confession a n d for w h a t pu rpose does she m a k e i t so f rank a n d t ru th
ful? 

8) C o m m e n t on the impl ied m e a n i n g of the empha t i c s t a t e m e n t : 
" M u r d e r e s s I m a y be, Inspector , bu t a lso a F r e n c h w o m a n " . W h a t 
is the p r a g m a t i c a l p u r p o s e of her se l f -accusa t ion? 

9) W h a t is t h e role of apos iopes i s (b reak - in - the -na r ra t ive ) in the 
sen tence : " A n d each of t hem. I concea led a bit o f . . . " H o w does the 
au thor p r o l o n g the s t a t e of s u s p e n s e ? Are the expec ta t ions of the 
r e a d e r deceived at the end of r e t a r d a t i o n ? Is the a n t i c l i m a x effec
t ive? 

10) W h a t is the sub-cur ren t in fo rmat ion of the w o r d s : "I wish 
to die"? 

11) Does th is s to ry be long to the detec t ive or r o m a n t i c gen re? 
Exp re s s your op in ion by m a k i n g references of the text . 

12) C o m m e n t on the t i t le of the s tory. C a n M a d a m e C h a l o n ' s 
me thod be qual if ied as m u r d e r in the t r u e s e n s e of the word? 

13) F o r m u l a t e the concep tua l in fo rmat ion . Is the m o d a l i t y of 
t h e text explici t? Is the re such a t h i n g as jus t i f iab le m u r d e r ? 

The Broken Boot 

by J. Galsworthy 

The actor , Gi lber t Cais te r , w h o h a d been " o u t " for six m o n t h s , 
emerged from his Eas t - coas t s eas ide l o d g i n g abou t noon in the day, 
after the o p e n i n g of " S h o o t i n g the R a p i d s " , on tour , in which he 
w a s p l a y i n g Dr . Dominick in the las t act . A s a l a r y of four p o u n d s 
a week wou ld not , he w a s consc ious , r e m a k e his for tune, bu t a cer
t a i n j a u n t i n e s h a d r e tu rned to the ga i t and m a n n e r of one employed 
a g a i n a t las t . 

F ix ing his monocle , he s topped before a f i shmonger ' s and , wi th 
a faint smi le on his face, r e g a r d e d a lobster . A g e s s ince he had ea ten 
a lobster! O n e could long for a lobster w i thou t pay ing , bu t the plea
su re w a s not solid e n o u g h to de ta in h im. He moved up s t ree t and 
s topped a g a i n before a t a i lo r ' s w i n d o w . Toge the r wi th the ac tua l 
tweeds , in which he could so eas i ly fancy himself refi t ted, he could 
see a reflection of himself, in the faded b r o w n su i t w a n g l e d out of 
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t h e p roduc t ion of " M a r m a d u k e M a n d e v i l l e " the year before the wa r . 
The sun l igh t in this d a m n e d town w a s very s t rong , very h a r d on 
s e a m s and bu t tonho les , on knees and e lbows! Yet he received the 
ghos t of aes the t i c p l ea su re from the reflected e l egance of a m a n long 
fed only twice a day, of an e y e g l a s s well r i m m e d out from a soft 
b rown eye, of a ve lour ha t sa lved from the p roduc t ion of E d u c a t i n g 
S imon in 1912; and in front of the w i n d o w he removed t h a t ha t , for 
u n d e r i t w a s his new p h e n o m e n o n , not yet qui te eva lua ted , his meche 
b lanche . W a s i t an asse t , or the b e g i n n i n g of the end? It rec l ined back
w a r d s on the r igh t side, consp icuous in his da rk hair , above t h a t sha
dowy face a l w a y s i n t e r e s t i ng to Gi lber t Ca is te r . They s a id i t c a m e 
from a t rophy of the — s o m e t h i n g nerve , an effect of the w a r , or of 
u n d e r n o u r i s h e d t i s sue . Ra the r d i s t i ngu i shed , p e r h a p s , but —! 

He w a l k e d on, a n d became consc ious t ha t he had p a s s e d a face 
he knew. T u r n i n g , he s aw i t a lso t u r n on a short and dappe r figu
r e — a face rosy, br ight , r ound wi th an air of cherubic k n o w l e d g e as 
of a ge t t e r -up of a m a t e u r t hea t r i ca l s . 

Bryce-Green , by George . 
" C a i s t e r ? I t is! H a v e n ' t seen you s ince you left t he old c a m p . 

R e m e m b e r w h a t spor t we had over G o t t a - G r a m p u s ? By Jove! I am 
g l a d to see you. D o i n g a n y t h i n g wi th yourself? Come and have lunch 
with me" . 

Bryce-Green , the wea l t hy p a t r o n , the mov ing spir i t of e n t e r t a i n 
m e n t in t ha t sou th-coas t conva le scen t camp . A n d d r a w l i n g s l ight ly , 
Ca i s : e r a n s w e r e d . 

" I shal l be de l igh ted . " But wi th in h im s o m e t h i n g did not d rawl : 
"By God, you ' r e g o i n g to have a feed, my boy!" 

A n d — e l e g a n t l y t h r e a d b a r e , r o u n d a b o u t and dapper — the two 
wa lked s ide by s ide. 

" K n o w th i s p lace? Let ' s go in here! Phyl l i s , cockta i l s for my 
friend Mr. Ca i s t e r and myself, a n d cav i a r e on b iscui t s . Mr . Ca i s t e r 
i s p l a y i n g here ; you mus t go a n d see h im" . 

The gir l who se rved the cockta i l s and the cav ia re looked up a t 
C a i s t e r wi th in te res te r b lue eyes . P rec ious ! — h e h a d been " o u t " for 
.-six m o n t h s ! 

" N o t h i n g of a pa r t " , he d rawled , " took it to fill a g a p " . A n d be
low his w a i s t c o a t the gap echoed: "Yes, and it ' l l t ake s o m e f i l l ing" . 

" B r i n g your cocktai l a long , Ca i s t e r , we' l l go into the l i t t le fur ther 
room, there ' l l be nobody there . W h a t shal l we have —a l o b s t e r ? " 

A n d Ca i s t e r m u r m u r e d : " I love lobs te r s " . 
" V e r y fine a n d l a r g e here. A n d how a re you, Ca i s t e r? So awful ly 

g l a d to see you—only real ac tor we h a d " . 
" T h a n k s " , sa id Cais ter , " I ' m all r i g h t " . A n d he t hough t : " H e ' s 

a d a m n e d a m a t e u r , but a nice l i t t le m a n " . 
"S i t here . Wai te r , b r i n g us a good b ig lobster and a s a l ad ; and 

t h e n — er — a smal l fillet of beef wi th po ta toes fried cr isp , and a 
bott le of my special hock! Ah! a n d a r u m omele t te — p len ty of r u m 
a n d s u g a r . T w i g ? " 

A n d Ca i s t e r t h o u g h t : " T h a n k God, I do" . 
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"Luck!" sa id Bryce-Green . 
"Luck!" repl ied Ca i s t e r ; and the cocktai l t r i ck l ing d o w n hint] 

echoed: "Luck ! " 
"And w h a t do you th ink of the s t a t e of the d r a m a ? " 
Oh! ho! A ques t ion after his own hear t . B a l a n c i n g his monocle by 

a sweet i sh sml ie on the oppos i te s ide of his mouth , Ca is te r d r a w l e d : 
his a n s w e r : "Qu i t e too ba l ly awful" . 

" H ' m ! Yes", sa id Bryce-Green ; "nobody wi th a n y gen ius , i s . 
t h e r e ? " 

A n d Ca i s t e r though t : "Nobody wi th a n y money" . 
" H a v e you been p l a y i n g a n y t h i n g g r e a t ? You were so awfully-

good in 'Got ta — G r a m p u s ' ! " 
" N o t h i n g pa r t i cu la r . I 've b e e n — e r — r a t h e r s lack" . A n d wi th 

their feel a r o u n d his wa i s t his t r o u s e r s seemed to echo! " S l a c k ! " 
"Ah!" sa id Bryce-Green . " H e r e we a re ! Do you like c l a w s ? " 
"Tha — a — nks . A n y t h i n g ! " To eat — unt i l w a r n e d by the p re s 

su re of his wa i s t a g a i n s t his t r o u s e r s ! W h a t a feast! And w h a t a f l o w 
of his own t o n g u e sudden ly re leased — on d r a m a , music , a r t ; me l low 
a n d cr i t ical , s t imu la t ed by the round eyes and in ter jec t ions of his-
l i t t le p rov inc ia l hos t . 

"By Jove , Ca i s t e r ! You've got a meche b l anche . Never not iced. . 
I 'm awfully in te res t ed in meches b l anches . Don ' t th ink me too f r i g h t 
fully r u d e — b u t did i t come s u d d e n l y ? " 

"No, g r a d u a l l y " . 
"And how do you account for i t ? " 
"Try s t a r v a t i o n " , t r embled on C a i s t e r ' s l ips. 
" I don ' t " , he sa id . 
"I th ink it 's r i pp ing . H a v e some more omele t te? I often w i s h 

I'd gone on the r e g u l a r s t a g e myself. M u s t be a t o p p i n g life, if o n e 
h a s ta len t , like you. 

" T o p p i n g ? " 
" H a v e a c igar . Wa i t e r ! Coffee, a n d c i g a r s . I shal l come a n d s e e 

you to-n ight . Suppose you' l l be here a w e e k ? " 
T o p p i n g ! The l a u g h t e r and a p p l a u s e — "Mr. Ca i s t e r ' s r e n d e r i n g 

left n o t h i n g to be desi red; its — a n d its — are in the t rue spir i t of—" 
_ Si lence recal led him from his r i n g s of smoke. Bryce -Green w a s 

s i t t ing , with c iga r held out and mou th a l i t t le open, and b r igh t eyes-
r o u n d as pebbles , fixed — fixed on some object near the floor, past, 
the corner of the tablecloth . H a d he b u r n t his mouth? The evelids-
f lut tered; he looked at Cais ter , licked his lips like a dog, n e r v o u s l y 
a n d sa id : 

"I say, old chap , don ' t th ink me a beas t , but you at all — er — 
er — rocky? I m e a n — if I can be of a n y service, don ' t h e s i t a t e ! 
Old a c q u a i n t a n c e , don ' t you know, a n d all t h a t — " . 

His eyes rol led out a g a i n t o w a r d s the object, and Cais te r followed' 
them. Ou t t he r e above the carpe t he s a w i t — his own boot. I t d a n g 
led s l ight ly , six inches off the g r o u n d — spli t — r igh t a c ro s s , t w i c e , 
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role of Ber t ie C a r s t a i r s , in "The D u p e " , j u s t before the w a r . Good bo
ots. H i s only pai r , except the boots of Dr. Dominick which he w a s 
n u r s i n g . And from the boot he looked back a t Bryce-Greek sleek a n d 
concerned . A drop , b lack when it left his hear t , suffused his eye beh ind 
the monoc le ; his smi le cur led b i t te r ly ; he sa id : 

"No t a t all, t h a n k s ! W h y ? " 
"Oh! n — n — n o t h i n g . I t j u s t occur red to me" . H i s eyes — but 

Ca i s t e r had w i t h d r a w n the boot. Bryce-Green pa id the bill and 
rose . 

Old chap , if you' l l excuse m e ; e n g a g e m e n t at half pas t two. 
So awf ' ly g l ad to h a v e seen you. Good-bye l ! " 

"Good-bye !" sa id Gais te r . " T h a n k s " . 
He w a s a lone. And, chin on hand , he s t a r e d t h r o u g h his monocle 

into an empty coffee cup. Alone wi th his hear t , his boot, h is life to 
come ... " A n d w h a t have you been in lately, Mr . C a i s t e r ? " " N o t h i n g 
ve ry much la te ly . Of course I 've p layed a lmos t e v e r y t h i n g " . "Qu i t e 
so. P e r h a p s you' l l leave your a d d r e s s , can ' t s ay a n y t h i n g definite, I 'm 
af ra id" . " I — I shou ld—er—be wi l l i ng to r ehea r se on a p p r o v a l ; or—if 
I could read the p a r t ? " " T h a n k you, afraid we haven ' t got as far as 
tha t " . "No? Qui te ! Well , I shal l hea r from you, p e r h a p s , "And Ca i s 
ter could see his own eyes look ing at the m a n a g e r . God! What a 
l o o k ' . . . A t o p p i n g life! A dog ' s life! C a d g i n g — c a d g i n g — c a d g i n g 
for work! A life of d r a u g h t y w a i t i n g , of concealed b e g g a r y , of t e r r i 
ble depress ion , of w a n t of food! 

The wa i t e r came round as i f he desired to clear . M u s t go! Two 
y o u n g w o m e n had come in a n d w e r e s i t t i ng a t the o ther t ab l e bet
ween him a n d the door. He s a w them look a t him, and his s h a r p e n 
ed s e n s e s c a u g h t the whisper : 

" S u r e — i n the las t act. D o n ' t you see his meche b l a n c h e ? " 
" O h , yes — of course! Ins ' t it — w a s n ' t he —!" 
Ca i s t e r s t r a i g h t e n e d his back; his smi le crept out, he fixed his 

m o n o c l e . They h a d spot ted his Dr . Dominick! 
"If you 've qui te f inished, sir, m a y I c l e a r ? " 
" C e r t a i n l y . I 'm go ing" . He g a t h e r e d himself and rose . The y o u n g 

-women w e r e g a z i n g up. E l e g a n t , w i th a faint smi le he p a s s e d them 
close, so t ha t they could not see, m a n a g i n g — h i s broken boot. 

Tasks 

1) Give a s u m m a r y of the text . 
2) C o m m e n t on the compos i t ion of the s tory. Does it con t a in all 

t r a d i t i o n a l pa r t s ? 
3) W h a t add i t iona l in format ion does the au tho r give t h r o u g h 

r e p o r t e d speech in the second p a r a g r a p h of the text? 
:Note. meche b lache (Fr ) —a lock of whi te hai r . 
•4) The re a r e some s l a n g a n d col loquial w o r d s in direct speech! 
t w i g ? — se? u n d e r s t a n d ? 
q u i t e too ba l ly awful — too bad , te r r ib le 
r i p p i n g , t o p p i n g — splendid , excel lent . . . 7 
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Are you rocky? — a re you in r educed c i r cums tances? 
Do they help to a p p r o x i m a t e the w r i t t e n d i a logue to its n a t u r a l 

form and s u p p l e m e n t its col loqual essence? W h a t i s the p r a g m a t i c -
effect of col loquial " o u t " in the a u t h o r ' s n a r r a t i o n ? 

5) F ind the sen tence in the text c o n t r a s t i n g the w e a l t h y p a t r o n 
and the poor actor a n d n a m e the s ty l i s t ic device used in it. 

6) A specia l k ind of repet i t ion, p e r m e a t i n g the s tory, is a s e m a n 
t ic refrain. The w o r d s u t te red by men a r e echoed by personi f ied; 
objects . F ind four cases of s e m a n t i c re f ra in a n d c o m m e n t on the i r 
pecu l ia r i t i es . Do they give r e d u n d a n t in format ion or b r i n g in a d d i 
t ional n u a n c e s of m e a n i n g ? Does th i s s ty l i s t ic device con t r ibu te to 
the ca tegor i e s of i n t eg ra t i on a n d cohes ion of the tex t? 

7) The w o r d " t o p p i n g " is used 4 t imes in the text. C o m m e n t on 
i ts m e a n i n g . 

8) D e s c r i b i n g the split boot t ha t be t r ayed Ca i s t e r ' s p o v e r t y 
J . G a l l s w o r t h y dosn ' t n a m e i t a t once, but s lowly a p p r o a c h e s i t 
e n h a n c i n g t ens ion by the c o n v e r g e n c e of s ty l i s t ic devices. N a m e them-
and commen t on their funct ions. 

9) Read the sen tence "A drop, b lack w h e n i t left hear t , suffused 
his eye beh ind the monocle ; his smi le cur led b i t te r ly" . W h a t makes -
it express ive? 

10) Which p a s s a g e of the text is w r i t t e n in a r e t rospec t ive m a n 
ner? W h a t form of con tex t -va r ia t ive s e g m e n t a t i o n of the text p reva i l s -
here? 

Does the t reb le repet i t ion of the w o r d " c a d g i n g " enab le the r e a 
der to feel the ac to r ' s despa i r m o r e keenly? I s the subsequen t e n u m e 
ra t ion a r r a n g e d in the order of g r a d a t i o n ? 

11) Pick out descr ipt ive , cha rac te r i s t i c , impl ica t ion a n d a u t h e n 
t ici ty de ta i l s a n d compose cha rac t e r - ske t ches of Gi lber t Ca i s t e r and! 
Bryce-Green . 

12) F o r m u l a t e the conceptua l in fo rmat ion of the story. 

The Happiest M a n on Earth 

J e s s e felt r e a d y to weep . He h a d been s i t t i ng in the s h a n t y w a i t 
i ng for Tom to appear , gra teful for the chance to res t his in ju red 
foot, quietly, joyous ly a n t i c i p a t i n g the moment , when Tom w o u l d 
say , "Why, of course , J e s se , you can s t a r t wheneve r you ' re r e a d y " . 

For two weeks he had been p u s h i n g himself, from K a n s a s City,. 
Missour i , to Tulsa , Ok lahoma , t h r o u g h n i g h t s of ra in and a w e e k 
of s co rch ing sun , wi thou t sleep or a decent mea l , s u s t a i n e d by t h e 
vis ion of tha t one moment . A n d then T o m h a d come into the office. 
He had g l a n c e d a t J e s s e only casua l ly . He had not k n o w n him. He 
h a d t u r n e d away . And Tom Bracke t t w a s his b ro ther - in - law. True., 
they h a d n ' t seen each other for five y e a r s . But he w a s still Tom. Godf. 
W a s he so different? 

Bracke t t f inished his t e lephone cal l . He leaned back in his c h a i r 
a n d g l anced over J e s s e wi th smal l , c lear b lue eyes t ha t w e r e s u s p i 
cious a n d unfr iendly . He looked like a sol id, decent capab le b u s i n e s s 
m a n — which h e w a s . 
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" Y e s ? " Bracke t t sa id sudden ly . " W h a t do you w a n t ? " 
" I g u e s s you don ' t r ecogn ize me, Tom" , he sa id fa l te r ing ly , " I ' m 

J e s s e F u l t o n " . 
" H u h ? " Bracke t t sa id . Tha t w a s al l . 
"Yes , I am, and El la s e n d s you her love" . 
B racke t t rose a n d wa lked over to the counter unt i l t hey w e r e 

face to face. J e s s e s tood quiet . B racke t t w a s like a m a n e x a m i n i n g 
a piece of b roken -down ho r se flesh, t he r e w a s a look of p u r e pi ty in 
h i s eyes- I t m a d e J e s s e fur ious. He k n e w he w a s n ' t a s far g o n e as 
all tha t . 

"Yes, I bel ieve you a re" , B racke t t sa id finally, "bu t you su re have 
c h a n g e d " . 

"By God, i t 's five yea r s , i sn ' t i t ? " J e s s e sa id resentful ly . "You s a w 
me only a couple of t imes a n y w a y " . 

"You lost we igh t , I g u e s s ? " 
J e s s e kept s i lent . He needed B r a c k e t t too much to r isk a n t a g o n i 

z i n g h im. The p a u s e l eng thened , b e c a m e painful . B racke t t f lushed. 
" J i m i n y C h r i s t m a s , excuse me" , he b u r s t out in apology . " C o m e in, 
T a k e a sea t . Good God," he g r a s p e d J e s s e ' s h a n d a n d shook it. " I 
am g l ad to see you, don ' t t h ink a n y t h i n g e lse!" 

" I t ' s all r i gh t " , J e s s e m u r m u r e d . He sa t down. 
" W h y a re you l i m p i n g ? " 
"I s t epped on a s tone ; i t j a g g e d a hole t h r o u g h my shoe" , J e s s e 

pu l led his feet unde r the chai r . He w a s a s h a m e d of h i s shoes . All 
m o r n i n g he h a d been v o w i n g to himself t h a t before a n y t h i n g e lse he 
w a s g o i n g to buy himself a b r a n d n e w pair of shoes . 

B racke t t kept his eyes on J e s s e ' s feet. He knew w h a t w a s bother
i n g the body and i t filled his h e a r t wi th pity. He h a d neve r seen any
o n e looked m o r e down and out . H i s s is ter had been w r i t i n g to him 
e v e r y week, but she h a d n ' t to ld h im they were as b a d l y off as th i s . 

"Wel l , now l is ten" , Bracke t t b e g a n , "tel l me t h i n g s . H o w ' s E l l a ? " 
"Oh , she ' s p re t ty good" , J e s s e rep l ied absent ly . 
" A n d the k i d s ? " 
"Oh , they ' r e fine . . . " 
"Wel l , tel l me about youself. W h a t h a p p e n e d to t h e job you h a d ? " 
"Tom, l i s ten" , J e s s e sa id . " I c a m e here on pu rpose . I w a n t you 

t o help m e " . 
B racke t t g roaned . He h a d been expec t ing th i s . " I c a n ' t much . I 

o n l y ge t thir ty-f ive a week" . 
" S u r e I k n o w " , J e s s e e m p h a s i z e d exci tedly. " I k n o w you c a n ' t 

he lp us wi th money. But we met a m a n who w o r k s for you! He w a s 
in our city! He sa id you could g ive me a j ob ! " 

Bracke t t g r o a n e d a loud. "You come w a l k i n g from K a n s a s City 
in t w o weeks so I could g ive you a j o b ? " 

" S u r e , Tom, of course , w h a t e l se could I do?" 
"God Almigh ty , there a r e n ' t a n y jobs . And you don ' t k n o w th is 

oil b u s i n e s s . I t ' s spec ia l " . J e s s e w a s s t unned . F r a n t i c a l l y he cried, 
" B u t l is ten, th is m a n sa id you a l w a y s need men!" 
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"Oh! . . . You m e a n my d e p a r m e n t ? " Bracke t t sa id in a low voice 
"Yes, Tom. T h a t ' s i t!" 
"Oh, no, you don ' t w a n t to work in my depa r tmen t . You d o n ' t 

know w h a t i t i s " . 
"Yes, I do" , J e s s e insis ted. " H e told me all about it, Tom. You ' r e 

a d ispa tcher , a r e n ' t you? You send the d y n ami t e t rucks o u t ? " 
" W h o w a s the man , J e s s e ? " 
"Evere t t , I th ink" . 
" E g b e r t ? M a n about my s ize?" Bracke t t asked slowly. 
"Yes, E g b e r t . He to ld me i t w a s r i sky work, Tom. But don ' t c a r e " . . 
Bracke t t locked his f ingers toge the r . H i s face b e c a m e ve ry h a r d 

" I 'm g o i n g to say 'no ' , J e s s e " . 
J e s s e cried out . I t h a d n ' t occur red to h im tha t Bracke t t wou ld n o t 

ag ree . "Oh , n o " , he begged , "You can ' t . Are the re no j o b s ? " 
" S u r e , t he re ' s a job. There ' s even E g b e r t ' s job" . 
" H a s h e q u i t ? " 
" H e ' s dead! On the job, J e s se . Las t n i g h t i f you w a n t to k n o w " . 

. " O h ! " . . . Then , I don ' t c a r e ! " 
" N o w you l is ten to me! I'll tell you a few t h i n g s t ha t you should! 

have asked before you s t a r t ed out . I t i sn ' t d y n ami t e tha t you drive. . 
They don ' t use a n y t h i n g as d y n a m i t e in d r i l l i ng oil wel l s . I t ' s n y t r o -
g lyce r ine !" 

"Bu t I k n o w ! You don ' t have to th ink I don ' t know" . 
" S h u t up a m i n u t e " , Bracke t t o rde red angr i ly . "L i s t en ! You j u s t 

cough loud a n d i t b lows! You know how they t r a n s p o r t i t ? " 
"Lis ten , T o m — " 
"Now, w a i t a minu te , J e s se . For God ' s sake jus t put your m i n d 

to this . I know you h a d your hea r t set on a job, but you 've got to u n 
de r s t and . Th i s stuff goes only in specia l t rucks . Doesn ' t th is tell y o u 
how d a n g e r o u s i t i s ? " 

"I ' l l dr ive careful" , J e s s e sa id . "I know how to h a n d l e a t ruck" . 
Bracke t t g r o a n e d . " D o you th ink E g b e r t d idn ' t dr ive careful o r 

know how to h a n d l e a t r u c k ? " 
"Tom" , J e s s e sa id ea rnes t ly , "you can ' t s ca re me. I got my m i n d 

fixed on only one t h ing : Egbe r t sa id he w a s g e t t i n g a dol la r a mi le . 
C a n I get the s a m e ? " 

" S u r e , you can g e t . t h e s ame . I t ' s easy . Bu t why do you th ink t h e 
, company h a s to pay so much? I t ' s easy — unt i l you run over a s t o n e 

tha t your h e a d l i g h t s d idn ' t pick out , l ike E g b e r t did. Or get some
t h i n g in your eye, so the wheel t w i s t s a n d you j a r the t ruck! We 
can ' t ask E g b e r t w h a t happened to h im. The re i s no t ruck to g ive a n y 
evidence. The re i s no corpse . The re ' s n o t h i n g ! No t ruck. No E g b e r t . 
Do you u n d e r s t a n d now? T h a t ' s w h a t you get for vour do l l a r a 
mile!" 

There w a s a moment of s i lence. J e s s e sa t t w i s t i n g his l ong th in 
h a n d s . His face w a s agon ized . Then he shu t his eyes a n d spoke 
softly. 'T don ' t ca re abou t tha t . Tom. You told me. Now you got to 
be good to me and g ive me the j o b " . 

B r a c k e t s l apped the p a l m of his h a n d down on his desk. " N o ! " 
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"Lis ten , T o m " , J e s s e sa id softly, "you jus t don ' t u n d e r s t a n d " . He 
o p e n e d his eyes . They were filled wi th t e a r s . " J u s t look at me . I j u s t 
c a n ' t live like th is a n y more . I got to be able to wa lk down the s t ree t 
wi th my h e a d up. W e ' r e jus t s t a r v i n g a t h o m e " . 

" T h e n you should have told m e " , Bracke t t exc la imed ha r sh ly . 
"A m a n h a s no r igh t to h a v e false p r ide w h e n his family a r en ' t 
e a t i n g . I'll bo r row some money a n d we ' l l t e l e g r a p h i t to E l l a " . 

" A n d then w h a t ? " 
" A n d then wai t . You ' re no old m a n . You got no r i gh t to t h r o w 

your life a w a y . Some t ime you' l l ge t a j o b " . 
" N o ! " J e s s e j u m p e d up. "No , I bel ieved t ha t too. But I don ' t now" , 

he cr ied pas s iona t e ly . "You got to g ive me th i s . I got to lift my h e a d 
u p . J e s u s Chr i s t , Tom, you th ink I 'm g o i n g to sit t he re like t ha t ano
ther six y e a r s ? " 

Bracke t t leaped to his feet. " S o w h a t i f you d o ? " he shou ted . "You 
s a y you ' r e t h i n k i n g about E l la . H o w ' s she g o i n g to like i t w h e n you 
ge t k i l l ed?" 

" M a y b e , I won ' t " , J e s s e p leaded . " I ' ve got to h a v e some luck 
s o m e t i m e " . 

" T h a t ' s w h a t they all th ink" , Bracke t t repl ied scornful ly. " W h e n 
you t a k e th is job luck is a ques t ion mark . The only t h i n g ce r t a in is 
t ha t sooner or la ter you get k i l led" . 

" O ' k a y t hen" , J e s s e shou ted hack . "Then I do! But m e a n w h i l e I 
ge t s o m e t h i n g , don ' t I? I can buy a pa i r of shoes . Look at me. I can 
b u y some candy for the k ids . I can ea t some myself. I w a n t a g l a s s 
of bear once a day. I w a n t E l l a d re s sed up . I w a n t to t a k e my family 
to t h e mov ies" . 

Bracke t t s a t down. "Oh, shu t up" , he sa id wear i ly . 
" N o " , J e s s e told h im softly. "You c a n ' t get rid of me . Lis ten , Tom, 

if I l as t only m o n t h s , look how much it is — a t h o u s a n d do l la r s — 
more ! A n d m a y be I'll las t longer . I can fix El la up for life!" 

"You sa id it", Bracke t t in te rposed , " I suppose you th ink you' l l be 
h a p p y ? Eve ry minu te , w a k i n g a n d s leep ing , you' l l be w o n d e r i n g i f 
t o m o r r o w you' l l be dead. A n d t h e w o r s t days will be days off, w h e n 
y o u ' r e not d r iv ing . They h a v e to g ive you every other d a y free to ge t 
y o u r ne rve back. And you lay a r o u n d the house e a t i n g your hea r t out . 
T h a t ' s how h a p p y you' l l be" . 

J e s s e l aughed . "I ' l l be h a p p y ! Don ' t you wor ry . I 'll be so happy , 
I"ll be s i n g i n g . Tom, I 'm g o i n g to feel p roud of myself for the first 
t i m e in seven y e a r s ! " 

"Oh, shu t up, shu t up" , B racke t t sa id . 
The l i t t le s h a n t y b e c a m e s i lent . After a m o m e n t J e s s e wh i spe red : 

"You got to , Tom. You got to. You got to" . 
A g a i n t he re w a s s i lence. B racke t t ra i sed both h a n d s to his head 

p r e s s i n g the p a l m s a g a i n s t h is t emples . 
"Tom, Tom — " J e s s e sa id . 
B r a c k e t t s ighed . "All r i g h t " , he sa id finally. " I ' l l t ake you on, God 

help me" . H i s voice w a s low, hoa r se , infini tely w e a r y . "If you a r e 
r e a d y to dr ive ton igh t , you c a n dr ive t o n i g h t " . 
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J e s s e d idn ' t an swer . He couldn ' t . Bracke t t looked up. The t e a r s 
w e r e r u n n i n g down J e s s e ' s face. 

Bracke t t t u r n e d a w a y . " I ' m busy" , he sa id . 
J e s s e w e n t out . He l imped slowly, wi th his blood p o u n d i n g a t h i s 

t emples a n d a wi ld , i n c o m m u n i c a b l e joy in his hea r t . " I ' m the h a p 
piest m a n in the wor ld" , he wh i spe red to himself. " I ' m the h a p p i e s t 
m a n on the whole e a r t h " . 

Tasks 

1) Descr ibe J e s s y ' s mood at the o p e n i n g of the s tory. W h a t 
implici t in format ion h a s the au tho r i n t roduced into the first p a r a 
g r a p h ? W h a t compos i t iona l device i s i t? 

2 ) The au tho r descr ibes Tom B r a c k e t t as be ing "a sol id decen t 
c apab l e b u s i n e s s m a n " . W h a t in fo rmat ion s u p p o r t s th i s desc r ip t ion? 

3) In w h a t w a y s w a s J e s s y different from his b ro the r - in - l aw? At 
which poin ts a re you most a w a r e of J e s s y b e i n g ex t remely " d o w n 
a n d o u t ? " 

4) W h a t in fo rmat ion g iven in the s tory jus t i f ies the a u t h o r ' s u s e 
of the SD: "a piece of b roken-down horse f lesh". W h a t SD is it? W h a t 
is i ts s tyl is t ic funct ion? 

5) W h a t is impl ied about J e s sy ' s fee l ings in the s t a t emen t : I ' m 
g o i n g to feel p roud of myself for the first t ime in seven y e a r s " . 

6) D i s t i n g u i s h careful ly be tween the different a t t i t u d es of J e s s y 
and Tom t o w a r d s " the special oil b u s i n e s s " . 

7 ) W h a t implici t in format ion h a s the au tho r in t roduced in to t h e 
las t p a r a g r a p h ? W h a t s eems p a r t i c u l a r l y d r a m a t i c in th is s t o r y ? 

8) C o m m e n t upon the t i t le of the s tory and its implici t infor
ma t ion in re t rospec t ion . 

The S t a n d a r d of Living 

D. Parker 

Annabe l a n d M i d g e c a m e out of the tea room with the a r r o g a n t 
s low g a t e of the le isured, for their S a t u r d a y af ternoon s t r e t ched 
a he a d of t h e m . They h a d been best f r iends a lmos t from the day t h a t 
M i d g e had found a job as s t e n o g r a p h e r wi th the firm tha t employed 
Annabe l . By now, Annabe l , y e a r s longer in the s t e n o g r a p h i c depa r t 
ment , had worked up to the w a g e s of e igh teen do l la r s and fifty c e n t s 
a week; M i d g e w a s sti l l a t s ixteen do l l a r s . Each girl lived at h o m e 
wi th her family a n d pa id half her s a l a r y to i ts suppor t . 

The girl s a t s ide by s ide a t their desks , they lunched t o g e t h e r 
every noon, t oge the r they set out for h o m e at the end of the d a y ' s 
work. M a n y of their e v e n i n g and mos t of their S u n d a y s w e r e p a s s e d 
in each o ther ' s c o m p a n y . Often they w e r e jo ined by two y o u n g men, 
but there w a s no s t e a d i n e s s to any qua r t e r ; the two y o u n g men w o u l d 
give place, u n l a m e n t e d , t o two o ther y o u n g m e n — t h e n e w c o m e r s 
were scarce ly d i s t i ngu i shab l e from thei r p redecessors . I nva r i ab ly 
the g i r l s spen t the fine idle hours of their S a t u r d a y a f te rnoons toge 
ther . C o n s t a n t u s e h a d not worn r a g g e d the fabric of their f r iendship . 
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They looked alike, t h o u g h the r e s e m b l a n c e did not lie in the i r 
fea tures . I t w a s in the s h a p e of the i r bodies , their m o v e m e n t s , the i r 
s tyle, and their a d o r n m e n t s . A n n a b e l and M i d g e did all t ha t y o u n g 
office w o r k e r s a re besough t not to do. They pa in t ed the i r l ips a n d 
their na i l s , they da rkened their l a shes and l igh tened their ha i r , a n d 
scent seemed to sh immer from them. They looked consp icuous and 
cheap a n d c h a r m i n g . 

Now, as they wa lked ac ross to Fifth Avenue wi th their sk i r t s 
swi r l ed by the hot wind, they rece ived aud ib le a d m i r a t i o n . Y o u n g 
men a w a r d e d them m u r m u r s , exc l ama t ions , even whis t l e s , A n n a b e l 
and M i d g e p a s s e d wi thout the condescens ion of h u r r y i n g the i r p a c e ; 
they held their h e a d s h igher and set their feet with exquis i te prec i 
sion. 

A l w a y s the g i r l s went to wa lk on Fifth Avenue on the i r free 
af te rnoons , for i t w a s the ideal g r o u n d for their favour i te g a m e . The 
g a m e could be p layed anywhere , but the g rea t shop w i n d o w s s t imu
lated the two p l aye r s to the i r best form. 

A n n a b e l had invented the g a m e ; or r a the r she had evolved i t from 
an old one. Bas ica l ly , i t w a s no m o r e t h a n the anc ien t spor t of 
wha t -would-you-do- i f -you-had-a-mi l l ion-do l la r s? But A n n a b e l h a d 
d r a w n a new set of ru les for it, h a d m a d e it s t r ic ter . Like all g a m e s , 
i t w a s the more a b s o r b i n g for b e i n g more difficult. 

A n n a b e l ' s ve rs ion wen t like th i s . You mus t suppose t ha t some
body dies a n d leaves you a mil l ion do l la r s . But the re is a condi t ion 
to the bequest . I t i s s t a t ed in the will t ha t you mus t spend every n ic
kel of the money on yourself. 

There lay the h a z a r d of the g a m e . If, when p l a y i n g it, you forgot, 
and l is ted a m o n g your expend i tu r e s the r en ta l of a new a p a r t m e n t 
for your family, for example , you lost your tu rn to the o ther p layer . 
I t w a s a s t o n i s h i n g how m a n y wou ld forfeit their i n n i n g s by such 
s l ips . 

I t w a s essen t i a l , of course , t ha t i t be p layed in p a s s i o n a t e serious-, 
ness . Each p u r c h a s e mus t be careful ly cons idered , and i f neces sa ry , 
suppor ted by a r g u m e n t . A n n a b e l a n d M i d g e sure ly w e r e born to be 
comrades , for M i d g e p layed the g a m e like a mas t e r from the m o m e n t 
she l ea rned it. I t w a s she who added the touches t ha t m a d e t h e w h o l e 
t h i n g cozier. M i d g e p layed wi th a s e r iousness t ha t w a s not only pro
per but ex t reme . The s ing le s t r a in on the g i r l ' s f r iendship had follow
ed an a n n o u n c e m e n t once m a d e by Annabe l tha t the first t h i n g she 
would buy wi th her mil l ion do l l a r s wou ld be a si lver-fox coat . I t w a s 
as i f she had s t ruck M i d g e ac ros s the face. When M i d g e recovered 
her b rea th , she cried t ha t she couldn ' t i m a g i n e how Annabe l could do 
such a t h i n g —si lve r - fox coats were so common! A n n a b e l defended 
her t a s t e wi th the re tor t they were not common, ei ther , M i d g e t hen 
said they were so. She added t ha t everybody had a silver-fox coat . 
She w e n t on, wi th p e r h a p s a s l igh t toss of head , to dec la re t ha t she 
herself wou ldn ' t be caugh t dead in silver-fox. 

For the next few days , t h o u g h the g i r l s s a w each o ther as cons
tan t ly , their conve r sa t ion w a s careful and infrequent , and they d idn ' t 
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once p lay their g a m e . Then one m o r n i n g , as soon as Annabe l en te red 
the office, she c a m e to Midge and sa id she had c h a n g e d her mind . 
She would not buy a silver-fox coat wi th any pa r t of her mil l ion 
do l l a r s . She wou ld select a coat of mink. 

M i d g e smi led a n d her eyes shone . " I th ink" , she sa id , "you ' r e 
d o i n g abso lu te ly the r igh t t h i n g " . 

Now, as they walked a l o n g Fifth Avenue , they p layed the g a m e 
anew. I t w a s one of those days wi th which Sep tember is r epea ted
ly cursed ; hot and g l a r i n g , with s l ivers of dust in the wind . Peop le 
d rooped a n d s h a m b l e d , but the g i r l s ca r r i ed themse lves ta l l a n d 
wa lked a s t r a i g h t l ine, as befitted y o u n g he i resses on s t a r t the g a m e 
at its formal o p e n i n g . Annabe l wen t direct to the hea r t of it. 

"Al l r i g h t " , she sa id . "So you 've th is mil l ion do l l a r s . So w h a t 
wou ld be the first t h i n g you would d o ? " 
"Wel l , the first t h i n g I'd do, M i d g e sa id , " I ' d get a mink coa t " . But 
s h e said i t mechan ica l ly , as i f she were g i v i n g the memo r i zed a n s 
wer to an expected ques t ion. 

"Yes" , A n n a b e l sa id . " I th ink you o u g h t to. The te r r ib ly d a r k kind 
of mink" . But she , too, spoke as if by ro te . It w a s too hot fur, no 
m a t t e r how da rk a n d sleek and supp le , w a s horr id to the t h o u g h t s . 
They s tepped a l o n g in s i lence for a whi le . Then M i d g e ' s eye w a s 
c a u g h t by a shop w i n d o w . Cool, lovely g l e a m i n g s were t he re set off 
by chas t e a n d e l e g a n t d a r k n e s s . 

" N o " , M i d g e said. "I t ake i t back. I 'wou ldn ' t get a mink coat the 
first t h ing . Know w h a t I'd do? I'd get a s t r i n g of pea r l s . Real p e a r l s " . 

A n n a b e l ' s eyes t u r n e d to follow M i d g e ' s . 
"Yes" , she sa id s lowly. "I th ink t h a t ' s a kind of good idea. And 

i t wou ld m a k e sense too. Because you can wear pea r l s wi th any
t h i n g " . 

Toge the r they wen t over to the shop window and stood pressed 
a g a i n s t it. I t con ta ined but one o b j e c t — a double row of g r ea t 
even pear l s c l asped by a deep e m e r a l d a r o u n d a little pink velvet 
t h r o a t . 

" W h a t do you s u p p o s e they c o s t ? " Annabe l sa id . 
"Gee, I don ' t k n o w ? " M i d g e sa id . " P l e n t y , I g u e s s " . 
"Like a t h o u s a n d d o l l a r s ? " Annabe l sa id . 
"Oh, I g u e s s like more" , M i d g e said. "O n account of the eme

r a l d " . 
"Wel l , like ten t h o u s a n d d o l l a r s ? " M i d g e said. 
The devil n u d g e d Annabe l in the r ibs . " D a r e you to go in a n d 

p r i c e them" , she said. 
"Like fun?" M i d g e said. 
" D a r e you", Annabe l said. 
" W h y , a s to re like this w o u l d n ' t even be open th is a f t e r n o o n ' , 

M i d g e sa id . 
"Yes, i t is, too" , Annabe l said. " P e o p l e jus t came out and the re ' s 

a doo rman on. D a r e you". 
" W e l l " , M i d g e said. "But you 've got to come too" . 
They t ende red t h a n k s , to the d o o r m a n for u s h e r i n g them into the 
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shop . I t w a s cool and quiet , a b road , g r ac ious room wi th pane l l ed 
wa l l s and soft ca rpe t . But the g i r l s wore express ions of b i t te r d is 
da in , as if they s tood in a sty. 

A s l im, i m m a c u l a t e clerk, c a m e to t hem a n d bowed. H i s n e a t face 
showed no a s t o n i s h m e n t a t their a p p e a r a n c e . "Good a f t e rnoon" , he 
sa id . 

"Good af te rnoon" , A n n a b e l a n d M i d g e sa id toge ther , a n d i n the 
like f reez ing accen ts . 

" I s the re s o m e t h i n g — ? " the clerk sa id . 
"Oh , we ' r e jus t looking" , A n n a b e l sa id . I t w a s as i f she f lung the 

w o r d s down from a dais . 
The clerk bowed. 

" M y friend and myself mere ly happened to be p a s s i n g " , M i d g e 
said , and s topped, s eeming to l i s ten to the ph ra se . "My f r ; e n d he re 
and myself", she wen t on, "mere ly h a p p e n e d to be w o n d e r i n g how 
much a r e those pea r l s you 've got in your w i n d o w " . 

"Ah, yes" , the clerk said. "The double rope. Tha t i s two h u n d r e d 
a n d fifty t h o u s a n d dol lars , M a d a m " . 

" I see" , M i d g e said. 

The clerk bowed. "An except iona l ly beautiful neck lace" , he sa id . 
" W o u l d you ca re to look a t i t ? " 

"No , t h a n k you" , Annabe l sa id . 

"My friend and myself mere ly h a p p e n e d to be p a s s i n g " , M i d g e 
sa id . 

They t u rned to go; to go, from thei r m a n n e r , w h e r e the t u m b r e l 
awa i t ed t h e m . The clerk s p r a n g ahead and opened the door. He bo
w e d as they swep t by him. 

The g i r l s w e n t on a l o n g the A v e n u e and d i sda in w a s sti l l on the i r 
faces. 

" H o n e s t l y ! " Annabe l sa id . " C a n you i m a g i n e a t h i n g like t h a t ? " 
" T w o h u n d r e d and fifty t h o u s a n d do l l a r s ! " M i d g e sa id . "The re ' s 

qua r t e r of a mil l ion do l la rs r i gh t t he re ! " 
" H e ' s got the ne rve !" Annabe l said. 

They walked on. S lowly the d i sda in went , s lowly and comple te ly 
as i f i t d r a ined from them, a n d wi th i t t he rega l c a r r i a g e a n d t r e a d . 
Their shou lde r s dropped and they d r a g g e d the i r feet; t hey bumped 
a g a i n s t each other , wi thout not ice or apology, and ca romed a w a y 
a g a i n . They w e r e s i lent a n d the i r eyes w e r e cloudy. 

S u d d e n l y M i d g e s t r a i g h t e n e d her back, f lung her head h i g h r and 
spoke, c lear a n d s t rong . 

"Lis ten , A n n a b e l " , she sa id . "Look. Suppose the re w a s th i s ter
r ibly rich pe r son , see? You don ' t k n o w this person, but th is p e r s o n 
h a s seen you s o m e w h e r e a n d w a n t s to do s o m e t h i n g for you. Well , 
i t ' s a te r r ib ly old person , see? A n d so th is pe r son dies, j u s t l ike 
go ing to s leep, a n d leaves you ten mil l ion dol la rs . Now, w h a t wou ld 
be the first t h i n g you would d o ? " 
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Tasks 

1) W h a t is impl ied abou t the g i r l s ' mood and feel ings in the first 

p a r a g r a p h ? 
2) H o w does the au thor e l abo ra t e the idea of the l ikeness of 

A n n a b e l a n d M i d g e a t the o p e n i n g of the s tory? 
3) Which s t a t e m e n t s u m m a r i s e s the a u t h o r ' s ideas about the na 

t u r e of the two g i r l s? W h a t in fo rmat ion in the course of the s to ry s u p 
por t s th i s desc r ip t ion a n d jus t i f ies the a u t h o r ' s u s e of the w o r d s 
"consp icuous and cheap and c h a r m i n g " ? 

4) Be tween w h a t two different c h a r a c t e r s a n d their v i ewpo in t s 
in life does t h e au tho r d r a w a d is t inc t ion? 

5) How do A n n a b e l a n d M i d g e differ in their re la t ion to the 
" g a m e " ? 

6) W h a t in fo rmat ion would have been lost h a d the a u t h o r omi t t ed 
the p h r a z e : " I t w a s a s t o n i s h i n g how m a n y would forfeit their in
n i n g s by such s l ip s" . 

7 ) W h a t implic i t in format ion does the w o r d " c o m m o n " a d d to 
t h e descr ip t ion of Midge? 

8) Ex t r ac t add i t i ona l implici t i n fo rmat ion from the speech hab i t s 
of Annabe l a n d Midge , s h o w i n g the i r educa t iona l level, social s ta 
t u s , emot iona l s t a t e , etc? 

9) How does the final sen tence of the s tory b r i n g into focus the 
m a i n ideas con ta ined in t ha t s tory? 

1 0 ) C o m m e n t upon the t i t le o f t h e s tory . W h a t sub t l e i rony h a s 
the au thor in t roduced into it? W h a t implici t in format ion does i t con
t a in? 

PIANO j 
William Saroyan 

I get exci ted every t ime I see a p iano , Ben sa id . 
I s tha t so? E m m a said. Why? 
I don ' t know, Ben sa id . Do you m i n d i f we go in to th i s s to re a n d 

t r y the l i t t le one in the corner? 
C a n you p lay? E m m a sa id . 
If you call w h a t I do p l ay ing , Ben sa id . 
W h a t do you do? 
You'll see, Ben sa id . 
They w e n t in to t h e s tore , t o t h e sma l l p iano in the corner , E m m a 

not iced h im s m i l i n g a n d w o n d e r e d i f she 'd ever know a n y t h i n g abou t 
him. She 'd go a l o n g for a whi le t h i n k i n g she knew him a n d then 
all of a sudden she 'd know she d idn ' t . He s tood over the p iano , loo
k i n g down a t it. W h a t she i m a g i n e d w a s t h a t he h a d p r o b a b l y h e a r d 
good p iano p l a y i n g and loved t ha t kind of mus ic a n d every t ime he 
saw a keyboard and the shape of a p iano he r e m e m b e r e d the mus ic 
a n d i m a g i n e d he h a d s o m e t h i n g to do wi th it. 

Can you p lay? She said. 
Ben looked a round . The clerks seemed to be busy. 
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I can ' t p lay, Ben sa id . 
She s aw his h a n d s go quie t ly to the whi te and black keys, l ike 

a real p i an i s t ' s , and i t seemed ve ry u n u s u a l because of w h a t she felt 
w h e n t ha t happened . She felt t ha t he w a s someone w h o wou ld be a 
l o n g t ime f inding out about himself, and someone somebody e lse 
wou ld be much longer f ind ing out about . He shou ld be somebody 
who could p lay a p iano . 

Ben m a d e a few quiet chords . Nobody c a m e over to t ry to sell h i m 
a n y t h i n g , so, still s t a n d i n g , he b e g a n to do w h a t he 'd told her w a s n ' t 
p l ay ing . 

Well , all she knew w a s t ha t i t w a s wonderfu l . 
He p l ayed half a m inu t e only. Then he looked at her and sa id , 

I t s o u n d s good. 
I th ink i t ' s wonderful , E m m a sa id . 
I don ' t m e a n w h a t I did, Ben sa id . I m e a n the p iano . I m e a n t h e 

p iano itself. It h a s a fine tone , espec ia l ly for a l i t t le p iano . 
A midd l e - aged clerk c a m e over a n d said , H o w do you do? 
Hel lo , Ben said. This is a swel l one . 
I t ' s a ve ry popu la r i n s t r u m e n t , t he clerk sa id . Espec ia l ly fine for 

a p a r t m e n t s . We sell a good m a n y of them. 
H o w much is it? Ben sa id . 
Two h u n d r e d for ty-nine, the clerk sa id . You can h a v e t e r m s , of 

course . 
W h e r e do they m a k e them? Ben sa id . 
I 'm not sure , the clerk sa id . In Ph i l ade lph i a , I th ink. I can find 

out . 
Don ' t bother , Ben said. Do you p lay? 
No, I don ' t , t he clerk sa id . 
He not iced Ben w a n t i n g to t ry i t out some more. 
Go ahead , he sa id . Try i t some more . 
I don ' t p lay, Ben sa id . 
I h e a r d you, the clerk sa id . 
T h a t ' s no t p l ay ing , Ben sa id . I c an ' t r e a d a no te . 
S o u n d e d good to me, the c lerk sa id . 
Me, too, E m m a sa id . H o w m u c h i s t h e first p a y m e n t . 
Oh, the clerk said. For ty or fifty do l la r s . Go ahead , he said , I 'd 

like to hea r you play some more . 
If th i s w a s the r igh t k ind of room, Ben said, I could sit down at 

the p iano for hour s . 
P l a y s o m e more , the c lerk sa id . Nobody ' l l mind. 
The clerk pushed up the bench a n d Ben sa t down a n d b e g a n to 

do w h a t he s a id w a s n ' t p l a y i n g . He fooled a r o u n d fifteen or t w e n t y 
seconds and then found s o m e t h i n g like a melody a n d s t a y e d wi th i t 
t w o m i n u t e s . Before he w a s t h r o u g h the m u s i c b e c a m e quiet a n d 
sorrowful a n d Ben himself b e c a m e more a n d more p l ea sed wi th the 
p iano . Whi le he w a s l e t t ing the melody g row, he t a lked to the clerk 
abou t the p iano . Then he s topped p l a y i n g a n d stood up. 

T h a n k s , he sa id . Wish I could buy it. 
D o n ' t men t ion it, the clerk sa id . 
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Ben and E m m a wa lked out of the s tore . In the s t ree t E m m a sa id , 
I d idn ' t k n o w about tha t , Ben. 

About w h a t ? Ben said. 
About you. 
W h a t about me? 
Be ing t ha t w a y , E m m a sa id . 
This is my lunch hour , Ben sa id . In the e v e n i n g is w h e n I like to 

t h i n k of h a v i n g a p iano . 
They wen t into a li t t le r e s t a u r a n t and sa t a t the counter a n d or

dered s a n d w i c h e s a n d coffee. 
W h e r e did you l ea rn to play? E m m a sa id . 
I 've neve r l ea rned , Ben sa id . Any place I find a p iano , I t ry it 

out . I 've been do ing t ha t ever s ince I w a s a kid. Not h a v i n g money 
does tha t . 

He looked a t her and smiled. He smi led the w a y he did when he 
s tood over the p iano looking down a t the keyboard . E m m a felt very 
f la t tered. 

Never h a v i n g money, Ben sa id , keeps a m a n a w a y from lots of 
t h i n g s he f igures he o u g h t to h a v e by r i g h t s . 

I gues s i t does, E m m a said. 
In a way, Ben sa id , i t ' s a good t h i n g , and t hen a g a i n i t ' s no t so 

good. In fact, i t ' s te r r ib le . 
He looked a t her aga in , the s a m e way , a n d she smi led back a t 

h im the w a y he w a s s m i l i n g a t her . 
She unde r s tood . I t w a s like the p iano . He could s t ay n e a r i t for 

h o u r s . She felt very f la t tered. 
They left t he r e s t a u r a n t a n d w a l k e d t w o blocks to The E m p o r i u m 

w h e r e she worked . 
Well , so long, he sa id . 
So long, Ben, E m m a said. 
He wen t on down the s t ree t a n d she w e n t on into the s tore . So

m e h o w or o ther she knew he 'd get a p i ano some day, and e v e r y t h i n g 
else, too. 

T a s k s 

1) Render the plot of the s tory, t r y i n g to give c h a r a c t e r ske tches 
of Ben a n d E m m a . 

2) C o m m e n t on the use of a r t i s t ic de ta i l s a n d s tyl is t ic devices in 
t h e s tory. H o w can you account for the absence of descr ip t ive de ta i l s 
t o depict the m a i n c h a r a c t e r s ? 

.3) Why is the word " p i a n o " in the t i t le of the s tory used wi thou t 
any a r t ic le? 

4) Does the compos i t ion of the s to ry dev ia te in a n y w a y from the 
t r a d i t i o n a l model? I f so, w h a t add i t i ona l in fo rmat ion can be d r a w n ? 

5) C o m m e n t on the shape of p rose . W h a t types prevai l in the 
s tory? 

b) C h a r a c t e r i z e the ca t egory of moda l i t y in the text. W h a t c a n 
you say a b o u t the a u t h o r ' s a t t i t ude to his c h a r a c t e r s ? Is i t exp re s sed 
over t ly? 
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7) W h a t layer of v o c a b u l a r y p reva i l s in the s tory? W h a t w o r d s 
do you cons ider the most i m p o r t a n t for r evea l i ng the concep tua l in
format ion? 

8) Speak on the s u b c u r r e n t u n d e r l y i n g the d ia logue . W h a t can 
you say about E m m a and Ben, the i r social s t a tu s , the i r sy s t ems of 
va lues , the i r a t t i t udes t o w a r d s each other? 

9) D r a w conc lus ions about the concep tua l in fo rmat ion of t h e 
s tory. 

The Cannibals 

Stephen Heym 

Pop w a s a d reamer , in a way . He would s t a r t s p e a k i n g on a s u b 
ject t h a t touched s o m e t h i n g in his hea r t , and he wou ld spin i t o u t 
for hours on end, a n d he wou ld m a k e i t sound wonderfu l . He w o u l d 
sit in the rocker next to the w i n d o w and s w a y back and forth, t a l 
k i n g all t he whi le . The chai r had a s l igh t squeak, and the a shes from 
his c iga re t t e would drop on his l ap . 

Mom w a s different. She w a s a worr ie r . She t r ied to save money . 
She b e c a m e depressed every t ime the few dol la rs she m a n a g e d to lay 
as ide had to be used — a bot t le of expens ive medic ine , or the r e p a i r 
bill for the boiler in the cel lar tha t h a d n ' t worked r igh t from the d a y 
they m a d e their first paymen t , for new p a n t s for J i m m i e who could 
r ip t h r o u g h a pai r as if they w e r e m a d e of cheesecloth. 

She w a s a l w a y s looking into the future and f inding i t b leak. The 
house in which they lived — a shack it w a s , but the real e s t a t e a g e n t 
cal led i t a b u n g a l o w — w o u l d pre t ty nea r ly fall down next w in t e r . 
A n d P e t e Marcon i , who had p rov ided Pop wi th a job, wou ld soon die 
of apoplexy the w a y he d r a n k and ate and carr ied on, and then w h e 
re wou ld she and Pop be? A n d t ha t J i m m i e had gone and jo ined t h e 
Army at the age of seven teen in s t ead of be ing able to go t h r o u g h 
school, wou ld sure ly end in no good. 

Pop wou ld l is ten to her pa t ien t ly , exact ly as he h a d done w h e n 
they both were y o u n g and not mar r i ed . He would wa i t till she h a d 
exhaus t ed her s tore of g l u m n e s s , and t ake wha teve r i t w a s t ha t wor
r ied her at the moment and twis t it a l i t t le a n d cons ider it in a diffe
ren t l ight , and make i t all look qui te hopeful. The house h a d n ' t fa l 
len down last win te r , had it? With p a t c h i n g up here or there , it. 
wou ldn ' t co l lapse th i s win te r , e i ther . Pe te Marcon i w a s n ' t a power
ful m a n in a t own and a pol i t ic ian for no th ing . He could affort t h e 
very best doctors , couldn ' t he? If the doctors d idn ' t wor ry abou t 
P e t e ' s wh i sky and beer, why should she? As for J i m m i e — the A r m y 
would t each him discipl ine and a craft ; maybe r a d a r ; m a y b e s o m e 
o ther t r a d e t ha t would come in h a n d y in civi l ian life. M e a n w h i l e , 
J i m m i e w a s see ing the wor ld — Tokyo, wi th the Ge isha g i r l s , and 
the old t emples , and all t he people t a l k i n g a kind of bird l a n g u a g e . 
And Pop w a s off, th i s t ime on the subject of J a p a n . 

P e r h a p s , he w a s r ight , M o m would th ink t i redly. H a d n ' t I t a l w a y s 
w o r k e d out, somehow? They h a d a l w a y s m a n a g e d t o h a v e s o m e t h i n g 
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to ea t , and c lo thes to wear , and a roof over the i r heads . And d u r i n g 
t h e w a r when Hickam and Hickam opened t ha t b ig hush -hush p lan t 
down the r iver , ou t s ide of town, Pop h a d go t t en himself a fine job 
the re . The work h a d n ' t been too h a r d for him, and the pay had been 
good, and she had been able to s ave some money every week. Now 
the money w a s gone , of course ; Pop w a s back checking me te r s for 
t h e G a s a n d P o w e r C o m p a n y a n d r u n n i n g poli t ical e r r a n d s for Pe t e 
M a r c o n i so as to be permi t ted to keep t ha t job . And J i m m i e — h a d n ' t 
he wr i t t en her t ha t his outfit w a s definitely not go ing to be sh ipped 
to Korea, and t ha t even if i t w a s , they w e r e n ' t s e n d i n g a n y b o d y be
low e igh teen into the ba t t l e l ines? 

Mom would s igh . T h i n g s could be worse . She would let Pop go 
on t a l k i n g n o n s e n s e about J a p a n , the bu t t of his c iga re t t e b u r n i n g 
d a n g e r o u s l y close to his f ingers . She loved th i s man , jus t because he 
refused to be bea ten by life a n d could lose himself in his d r e a m s . 
He m a d e her forget the feel ing of b e ing hor r ib ly bewi lde red in a 
wor ld too h a r d a n d too d a n g e r o u s for the both of them. 

Pop c a m e up the porch s teps and into the house . He t h r e w his 
ha t and coat on the t ab le in the hal l and s t rode into the k i tchen. 

" M o m ! " 
His buoyan t voice m a d e her t u r n quickly. She s aw his express ion 

and knew t h a t s o m e t h i n g — g rea t and exc i t ing had h a p p e n e d to h im 
" G u e s s w h a t ! " he demanded . 
" J i m m i e ! — J i m m i e ' s coming h o m e ! " "* 
For a m o m e n t , h is face t i gh t ened . " N o t h i n g like tha t , he sa id . 

I w a s out check ing m e t e r s all day, how could I have hea rd from 
J i m m i e ? " 

"No , you c o u l d n ' t " she agreed . "And the re ' s been no more mai l 
from h im" . 

He d idn ' t like her concen t ra t ion on the boy. I t w a s all r i gh t for 
her to think of J immie , but not to the exclus ion of eve ry th ing else, 
not to the exclus ion of himself a n d the good n e w s he w a s b r i n g i n g . 
He forced his face to b e a m once more . " M o m ! There ' s g o i n g to be a 
t e l e g r a m ! " 

S h e wiped her h a n d s on her ap ron and sat down on the k i tchen 
chai r "A t e l e g r a m ? F r o m w h o m ? About w h a t ? " 

He looked at the g r a y s t r eaks in her ha i r , at the skin of her face 
t ha t h u n g too loosely over her bones , a t t he wor ry l ines a r o u n d her 
eyes and her mou th . All the w a y home he had been p l a n n i n g his t ac 
t ics ; how he would break the n e w s to her , how he would hint first 
a n d speak in puzz les and tickle her cur ios i ty unt i l she a sked h im to 
let her have the whole s tory. But n o w he knew tha t he couldn ' t go 
about i t by k i d d i n g her. 

Gent ly , he laid his h a n d on her head ; gent ly , he s t roked it. " W e ' r e 
g o i n g to be on easy s t reet aga in , M o m ! " he said. "No more s k i m p i n g 
a l o n g on thir ty-f ive do l l a r s a week. I t ' s g o i n g to be like it used to 
be in the g o o d ' t i m e s . Next F r iday , I 'm g o i n g to h a n d you a l i t t le en
velope wi th a h u n d r e d - t w e n t y , m a y b e even a hund red - th i r t y bucks 
in it". 
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He not iced the s l igh t s h a k i n g of her shou lde r s . 
" N o w , now" , he said , " t h a t ' s n o t h i n g to cry over !" 
" I t ' s been a l i t t le h a r d " , she sa id . 
He lifted her face, smi led a w k w a r d l y , and then un t ied her apron . 

•"Let's get out of th i s k i tchen. I bet you 've been in it all a f te rnoon" . 
He led her into the l iv ing room, m a d e her sit down on the sofa, 

a n d wi th a s igh of relief e a s e d himself into his rocker. 
But as she s a w h im s t r e t ched back in his u s u a l posi t ion, her 

u sua l w o r r i e s r e tu rned . W h y should anyone w a n t to p a y him tha t 
m u c h money every week? A n d for w h a t kind of work? H e ' d p robab ly 
d r e a m e d up someth ing , o r put some idle r u m o r s t o g e t h e r a n d gone 
off s t a r - c h a s i n g a g a i n . " W h a t w a s t h a t t e l e g r a m ? " she said. "You 
sa id the re w a s go ing to be a t e l e g r a m ..." 

He chuckled. He r eached in to his pocket for his pack of c igare t 
tes , took one out, a n d lit it. "The re ' s g o i n g to be a lot of t e l e g r a m s , 
a n d one of t h e m ' s g o i n g to be a d d r e s s e d to me. A n d i t 's g o i n g to 
say : I f you a re in te res ted in w o r k i n g a g a i n for H i c k a m a n d Hickam, 
p l ea se apply t omor row ... The rock ing chair squeaked loudly. " M o m — 
t h e y ' r e g o i n g to reopen the b ig w a r p l a n t down the r iver! A n d all 
t h e old g u y s who worked t he re a re g o i n g to be asked to come back! 
The t e l e g r a m s wen t out th i s noon! And I s a w Marcon i , and Marcon i 
s a i d to me : Well , Pop , he sa id , I hea r the G a s and P o w e r C o m p a n y 
is g o i n g to loose a meter r e ade r ! A n d then he l aughed . M a r c o n i 
i sn ' t a bad guy. He doesn ' t expect me to s t ay on a lousy pol i t ica l 
j ob if I can ea rn th ree and four t imes as much do ing w h a t I did 
d u r i n g the w a r " . 

He s topped . Her face seemed very h a g g a r d : bu t m a y b e i t w a s be
c a u s e of the bad l ight . P e r h a p s he shou ld ge t up a n d swi tch on the 
l a m p . He d idn ' t move, however , j u s t b r u s h e d the a shes off his lap . 

" T h e r e isn ' t g o i n g to be a w a r " , she said , her voice flat. 
For a second or two, the s t a t e m e n t threw r him. Then he c a u g h t 

himself " N o w w h a t do you k n o w ! " he l aughed . " W h a t do you know! 
A n d w h a t do you call th is t h i n g in Korea — a police a c t i o n ? " 

"The re i sn ' t go ing to be a w a r " , she said , " a s l ong as my J i m m i e 
is in the A r m y " . 

The s q u e a k i n g of the rocker ceased . " J i m m i e ' s out of the w a r " , 
he sa id empha t i ca l ly , "Why, the boy isn ' t even e igh teen , and they ' r e 
not s e n d i n g a n y o n e below e igh teen to fight. And, bes ides , he ' s wr i t 
ten you himself tha t his outfit is needed for the occupa t ion of J a p a n " . 

"Yes" , she sa id . " T h a t ' s w h a t he w r o t e " . 
"Wel l — why do you doubt it? Don ' t you t r u s t your ow rn son? 

W h a t do you th ink he is — a l iar? Somet imes , I j u s t don ' t get you, 
Mom. Here I 've come home wi th the first bit of good n e w s in God-
k n o w s h o w l o n g — a n d I w a n t e d to tell — a n d you don ' t even let me 
tell you... " 

M o m got up and t u r n e d on t h e l ight . Pop looked so u n h a p p y , al
most like a kid who ' s lost h is piece of candy . 

" S o — go ahead — tell m e ! " she sa id . 
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He w a t c h e d her hudd l e back into the corner of the sofa. Her face 
seemed e a g e r enough , now. 

"I ' l l be a superv i sor , I g u e s s " , he b e g a n . " J u s t i m a g i n e — b e i n g 
able to work in one place, not r u n n i n g from house to house , down 
into the cel lar a n d up a g a i n . Oh, M o m ! " He c rushed his half smoked 
c iga re t t e . "You don ' t know how I felt somet imes . Or how my feet 
hur t ..." 

"I know" , she said. "Mos t of the t ime I u n d e r s t a n d about the 
t h ings you don ' t say, too" . 

"And w h a t k ind of life is t h i s ? " he w e n t on, s t a r t i n g to rock a g a 
in. "I am g o i n g on forty-five, a n d w h a t did I get out of all t h e s e 
yea r s — f o r you, for me, for J i m m i e ? A lousy job at thir ty-f ive bucks 
a week, and t ha t job I couldn ' t hold on to wi thout f a w n i n g upon 
M a r c o n i " . 

"I know" , she smiled, "I know exact ly how you feel. Don ' t you 
think I know why you like to d r e a m and m a k e b ig p l a n s and all 
t h a t ? " 

"But now i t 's g o i n g to be different!" he sa id . " I can ' t r e m e m b e r 
w h a t we did wi th the money las t t ime. I only r e m e m b e r t ha t i t 
went . This t ime we ' r e go ing to h a n d l e i t be t te r . We ' r e g o i n g to h a n g 
on to it, s ave at leas t half of it — let me think, tha t m e a n s s a v i n g 
about sixty do l l a r s a week — three t h o u s a n d do l la r s a year . Let ' s say 
two or th ree y e a r s of tha t , and we' l l have a nice l i t t le nes t e g g for 
w h e n we ' r e old a n d I can ' t work a n y m o r e — or for J i m m i e when he 
comes home. Tha t k id ' s got t a len t . He can d raw, a n d he 's a l w a y s 
been good at f igures . He could be an eng ineer , or an a rch i tec t . I 
w a n t him to h a v e a solid founda t ion in his life, solid founda t ion , 
not like me 

He paused to l ight ano the r c iga re t t e . 
"Mom, the re ' s been t imes w h e n I 've had an idea tha t you w e r e 

l a u g h i n g at me — not out loud, but l a u g h i n g jus t the s a m e — be
cause I like to tell you nice t h i n g s and how life could be if I only 
got half a b reak . Tha t ' s all I 've been a s k i n g for — h a l f a break . The 
res t I can do myself. Amer ica is o n e coun t ry where a guy like me 
can ' t go w r o n g i f he ' s wi l l ing to work h a r d a n d to apply himself, 
provided he ge t s his chance . Well — this is my chance . There ' l l be 
work, and p len ty of it, and wel l -pa id ..." 

The ashes d ropped on his lap. He d idn ' t notice. 
"I can see it a l r eady as if i t w a s now! I t ake the bus down t h e 

r iver to the b ig p lan t . The steel g a t e s open, and the g u a r d kind of 
w a v e s you in. There are t h o u s a n d s of guys like me g o i n g t h r o u g h , 
go ing t h r o u g h to work . . ." 

The bell r a n g . 
Mom got up, but he w a s quicker t h a n she. Squeez ing her shou l 

der, he said , "No , t h a t ' s my t e l e g r a m . T h a t ' s a very^special t e l e g r a m , 
a n d I 'm go ing to accept i t myself. You don ' t m i n d ? " 

"No ' , ' she sa id . "You go and get i t" . 
She h e a r d h im open the door. She h e a r d the Wes t e rn U n io n mes 

senge r say some th ing . She h e a r d P o p ' s cheery voice, " S u r e t h a t ' s 
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m e ! H a n d i t r igh t over. I 've been expec t ing it! No, w a i t a second — 
I g u e s s you ea rned your g u a r t e r , coming all the w a y out here to 
del iver it!" 

Then the other voice sa id , " T h a n k you!" a n d s t eps sounded , and 
then the re w a s s i lence. 

After a while , Mom got up. 
" P o p ! " she called. 
" C o m i n g , M o m ! " he a n s w e r e d . 
She s a w him feel his w a y t h r o u g h the hal l into the l iv ing room, 

.and she t hough t : F u n n y — the l igh t s a re on — w h y can ' t he see? 
She r a n to him and took the slip of pape r out of his l imp hand . 
She r e a d only the first l ine: The W a r D e p a r t m e n t r e g r e t s to in

f o r m you tha t your son — 

Tasks 

1) Rela te the plot of the s tory, focus ing on the m a i n poin ts . 
2) C o m m e n t on the compos i t ion of the s tory. W h y is i t g r a p h i 

ca l ly d ivided into th ree p a r t s ? Does th is division coincide wi th i ts 
compos i t i ona l s t ruc tu re? W h e r e is the c l imax of the s tory, in your 
•opinion? 

3) C o m m e n t on the m e a n i n g of the t i t le . W h a t is the d ic t ionary 
m e a n i n g of the word " c a n n i b a l " ? Who does i t refer to in the s tory? 

4) W h a t ar t i s t ic deta i ls help to r evea l the concep tua l in format ion 
of the text? W h a t au then t i c i ty de ta i l s c lear up the s e t t i n g of the sto
ry? C o m m e n t on the descr ip t ive and cha rac t e ro log ica l de ta i l s used 
in dep ic t ing Mom and Pop . 

5) W h a t s tyl is t ic devices help to p e n e t r a t e in to the a u t h o r ' s mes 
s a g e ? C o m m e n t on the function of apos iopes i s at the very end of the 
s tory . 

6) W h a t shape of p rose p reva i l s in the s tory? W h a t add i t iona l 
p r a g m a t i c informat ion can you ex t rac t from the ind iv idua l speech 
hab i t s of the cha rac t e r s? 

7) Cha rac t e r i ze the c a t e g o r y of moda l i ty in the text . W h e r e is 
the a u t h o r ' s a t t i tude expressed di rec t ly? 

8) W h a t can you say abou t the v o c a b u l a r y a n d the s y n t a x of the 
s tory? W h a t w o r d s do you cons ide r be key-words of the text? 

9) D r a w conclus ions abou t the conceptua l in fo rmat ion of the 
s to ry . 

The Last Leaf 

0'Henry 

In a li t t le distr ict west of W a s h i n g t o n S q u a r e the s t r ee t s have 
run c razy and broken themse lves into smal l s t r ips ca l led " p l a c e s " . 
These " p l a c e s " make s t r a n g e a n g l e s a n d curves . O n e s t ree t c rosses 
itself a t ime or two. An a r t i s t once discovered a v a l u a b l e possibi l i ty 
in th is s t ree t . Suppose a col lector wi th a bill for pa in t s , pape r and 
c a n v a s should , in t r a v e r s i n g the route , s u d d e n l y meet himself com
i n g back, wi thout a cent h a v i n g been pa id on account ! 
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So, to qua in t old Greenwich Vi l l age the a r t people soon c a m e 
prowl ing , h u n t i n g for no r th w i n d o w s and e igh teen th -cen tu ry g a b l e s 
and Dutch a t t ics and low ren t s . Then they impor ted some pewte r 
mugs and a chaf ing dish or two from Sixth Avenue , and b e c a m e a 
"colony". 

At the top of a squa t ty , th ree - s to ry br ick Sue a n d J o h n s y h a d 
their s tudio . " J o h n s y " w a s famil iar for J o a n n a . O n e w a s from M a i n e ; 
the other from Cal i forn ia . They had met at the t ab le d 'hote of an 
Eighth Street "De lmon ico ' s " , and found the i r t a s t e s in ar t , chicory 
sa lad and bishop s leeves so congen ia l t ha t the joint s tudio resu l t ed . 

Tha t w a s in M a y . In November a cold, unseen s t r a n g e r , w h o m 
the doctors ca l led P n e u m o n i a , s t a lked abou t the colony, t o u c h i n g 
one here and the re wi th his icy f ingers . Over on the eas t s ide th i s 
r a v a g e r s t rode boldly, s m i t i n g his v ic t ims by scores , but h is feet 
trod s lowly t h r o u g h the m a z e of the n a r r o w a n d m o s s - g r o w n " p l a c e s " . 

Mr. P n e u m o n i a w a s not w h a t you wou ld call a chival r ic old gen
t l eman . A mi te of a l i t t le w o m a n wi th blood t h inned by Cal i forn ia 
zephyrs w a s h a r d l y fair g a m e for the red-f is ted, sho r t -b rea thed old 
duffer. But J o h n s y he smote ; and she lay, scarcely mov ing , on her 
pa in ted iron beds t ead , looking t h r o u g h the smal l Dutch window-
panes at the b l ank side of the next brick house . 

One m o r n i n g the busy doctor inv i ted Sue in to the h a l l w a y wi th 
a shaggy , grey eyebrow. 
i " 'She h a s one, c h a n c e 'in — let) us isay, t e n " , he saiid, as he ,shook 
down the m e r c u r y in his cl inical t h e r m o m e t e r . "And tha t chance 
is for her to w a n t to live. This w a y people have of l in ing-up on the 
side of the u n d e r t a k e r m a k e s the en t i r e p h a r m a c o p o e i a look si l ly. 
Your li t t le l ady m a d e up her m i n d t ha t she ' s not g o i n g to get wel l . 
H a s she a n y t h i n g on her m i n d ? " 

" S h e — s h e w a n t e d to pa in t the B a y o f N a p l e s some day" , sa id 
Sue. 

" P a i n t ? — b o s h ! H a s she a n y t h i n g on her mind wor th t h i n k i n g 
about twice — a man , for i n s t a n c e ? " 

"A m a n ? " sa id Sue , wi th a j e w ' s - h a r p t w a n g in her voice. " I s 
a m a n wor th — but , no, doctor; t he re is n o t h i n g of the k ind" . 

"Wel l , i t is the w e a k n e s s , then" , sa id the doctor. "I will do all 
the science, so far as i t may filter t h r o u g h my efforts, can accom
plish. But wheneve r my pa t ien t b e g i n s to count the c a r r i a g e s in her 
funeral p rocess ion I sub t r ac t 50 per cent from the cu ra t ive power of 
medicines . If you will get her to ask one ques t ion about the n e w 
styles in cloak s leeves I will p romise you a one-in-five chance for 
her, ins tead of one in t e n " . 

After the doctor h a d gone Sue w e n t into the w o r k r o o m a n d cr ied 
a J a p a n e s e n a p k i n to a pulp . Then she s w a g g e r e d into J o h n s y ' s 
room with her d r a w i n g boa rd , w h i s t l i n g r a g t i m e . 

Johnsy lay, scarce ly m a k i n g a r ipp le u n d e r the bedc lo thes , with 
her face t o w a r d s the w i n d o w . Sue s topped whi s t l i ng , t h i n k i n g she 

w a s as leep . . 
She a r r a n g e d her b o a r d and b e g a n a p e n - a n d - m k d r a w i n g to 

140 

i l l u s t r a t e a m a g a z i n e s tory. Y o u n g a r t i s t s m u s t p a v e the i r w a y to 
Art by d r a w i n g p ic tures for m a g a z i n e s tor ies tha t y o u n g a u t h o r s 
wr i t e to pave their way to L i t e r a tu r e . 

As Sue w a s ske t ch ing a pai r of e l e g a n t ho r se show r i d i n g t r o u s e r s 
a n d a monoc le on the f igure of the hero , an Idaho cowboy, she h e a r d 
a low sound , severa l t imes r epea t ed . She wen t quickly to the beds ide . 

J o h n s y ' s eyes were open wide . She w a s looking out the w i n d o w 
a n d c o u n t i n g — coun t i ng b a c k w a r d . 

"Twelve" , she said , and a l i t t le la ter "e leven" ; and then " t e n " , 
a n d " n i n e " ; a n d then " e i g h t " and " seven" , a lmos t toge the r . 

Sue looked sol ic i tously out of the w i n d o w . W h a t w a s t he re to 
count? The re w a s only a ba re , d r e a r y y a r d to be seen, a n d the b l a n k 
s ide of the brick house t w e n t y feet away . An old, old ivy vine , g n a r 
led and decayed at the roots , c l imbed half way up the brick wa l l . 
The cold b rea th of a u t u m n h a d s t r icken its leaves from the v ine un
til its ske le ton b r a n c h e s c lung , a lmos t ba re , to the c r u m b l i n g br icks . 

" W h a t is it, d e a r ? " asked Sue . 
"S ix" , sa id Johnsy , in a lmos t a whisper . "They ' r e fa l l ing fas ter 

now. Three days a g o there were a lmos t a hund red . I t m a d e my bead 
ache to count them. But now it 's easy . There goes ano ther one. There 
a r e on ly five left now" . 

"F ive wha t , dear? Tell your S u d i e " . 

" L e a v e s . On the ivy v ine . W h e n the las t one falls I mus t go, too. 
I 've k n o w n tha t for th ree days . D i d n ' t t h e doctor tell y o u ? " 

"Oh , I never h e a r d of such n o n s e n c e " , compla ined Sue , wi th m a g 
nificent scorn. " W h a t have old ivy leaves to do wi th your g e t t i n g 
wel l? A n d you used to love t ha t v ine , so, you n a u g h t y gi r l . Don ' t be 
a goosey. Why, the doctor to ld me th i s m o r n i n g tha t your chances for 
g e t t i n g well rea l soon were — let ' s see exact ly wha t he sa id — h e 
sa id the chances were ten to one! Why, t h a t ' s a lmos t as good a 
chance as we have in New York when we r ide on the s t reet ca r s or 
w a l k pa s t a new bui ld ing . Try to t ake some broth now, a n d let Sud ie 
go back to her d r a w i n g , so she can sell the editor m a n wi th it, a n d 
buy port w ine for her sick child, and pork chops for her g reedy self". 

"You needn ' t get any more w i n e " , sa id Johnsy , keep ing her eyes 
fixed out the window. "The re goes ano ther . No, I don ' t w a n t any 
bro th . Tha t leaves jus t four, I w a n t to see the last one fall before i t 
g e t s dark. Then I"ll go, too" . 

" Johnsy , dea r" , sa id Sue, b e n d i n g over her, "will you p romise me 
to keep your eyes closed, and not look out the w i n d o w unt i l I am 
done work ing? I mus t h a n d those d r a w i n g s in by t o m o r r o w . I need 
the l ight, or I would d r a w the s h a d e down" . 

" C o u l d n ' t you d r a w in the other r o o m ? " asked Johnsy , coldly. 
" I 'd r a the r be here by you" , sa id Sue . "Bes ides , I don ' t w a n t you 

to keep looking at those silly ivy l eaves" . 

"Tell me as soon as you h a v e f inished", sa id Johnsy , c los ing her 
eyes, and ly ing whi te and still as a fallen s t a tue , " b e c a u s e I w a n t 
to see the last one fall. I 'm t i red of w a i t i n g . I 'm t i red of t h i n k i n g . 
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I w a n t to t u r n loose my hold on eve ry th ing , and go sa i l i ng d o w n , 
down, j u s t like one of those poor, t i r ed l eaves" . 

"Try to s leep ' , ' s a id Sue, "I mus t call B e h r m a n up to be my mo
del for the old he rmi t miner . I'll not be gone a minu te . Don ' t t ry to 
move ti l l I come back. 

Old B e h r m a n w a s a pa in te r who lived on the g r o u n d floor bene
ath them. He w a s p a s t sixty and h a d a Michae l A n g e l o ' s Moses b e a r d 
cu r l i ng down from the head of a s a t y r a l ong the body of an imp. 
B e h r m a n w a s a fa i lure in ar t . For ty y e a r s he h a d wie lded the b r u s h 
wi thou t g e t t i n g nea r enough to touch the hem of his M i s t r e s s ' s robe . 
He had been a l w a y s abou t to pa in t a mas te rp iece , but h a d never yet 
b e g u n it. For severa l y e a r s he had pa in t ed n o t h i n g except now a n d 
then a daub in the l ine of commerce or a d v e r t i s i n g . He ea rned a 
l i t t le by s e r v i n g as a model to those y o u n g a r t i s t s in the colony w h o 
could not pay the pr ice of a p rofess iona l . He d r ank g in to excess , a n d 
still t a lked of h i s c o m i n g mas t e rp i ece . For the rest he w a s a fierce 
l i t t le old m a n , who scoffed ter r ib ly a t sof tness in any one, and w h o 
r e g a r d e d himself as especial mas t i f f - in -wa i t ing to protect the t w o 
y o u n g a r t i s t s in the s tud io above. 

Sue found B e h r m a n sme l l i ng s t r o n g l y of j un ipe r ber r ies in h i s 
dimly l igh ted den below. In one corner w a s a b l a n k c a n v a s on an 
easel tha t h a d been w a i t i n g the re for twenty-f ive y e a r s to receive 
the first l ine of the mas te rp iece . She to ld h im of J o h n s y ' s fancy, a n d 
how she feared she would , indeed, l ight a n d f ragi le as a leaf herself, 
float away , when her s l ight hold u p o n the wor ld g rew weake r . 

Old B e h r m a n , wi th his red eyes p la in ly s t r e a m i n g , shou ted h i s 
con tempt and der is ion for such idiotic i m a g i n i n g s . 

" V a s s ! " he cried. " I s dere people in de wor ld mit der foo l i shness 
to die because leafs dey drop off from a confounded vine? I haf not 
h e a r d of such a t h ing . No, I, will not bose as a model for your fool 
h e r m i t - d u n d e r h e a d . Vy do you a l low dot sil ly pus ines s to come in 
der b ra in of her? Ach, dot poor lett le Mis s Yohnsy" . 

" S h e is very ill and weak" , sa id Sue , " a n d the fever h a s left her 
mind morbid and full of s t r a n g e fancies . Very well , Mr. Behrman, . 
if you do not c a r e to pose for me, you needn ' t . But I th ink you a r e 
a hor r id old — o l d f l ibber t ig ibbet" . 

"You a re jus t like a w o m a n ! " yel led B e h r m a n . " W h o sa id I will 
not bose? Go on. I come mit you. For half an hour I haf peen t r y i n g 
to say dot I am r e a d y to bose . Got t ! dis is not any b lace in which 
one so goot as Miss Yohnsy shal l lie sick. Some day I vill ba in t 
a mas te rp iece , and ve shal l all go a w a y . Got t ! Yes" . 

J o h n s y w a s s l eep ing w h e n they w e n t u p s t a i r s . Sue pu l led t h e 
shade down to the window-s i l l , and mot ioned B e h r m a n into the o ther 
room. In t he re they peered out of the w i n d o w fearfully at the ivy 
vine. Then they looked at each other for a m o m e n t wi thou t spe
ak ing . A pe r s i s t en t , cold r a in w a s fa l l ing , m i n g l e d wi th snow. Behr -
' m a n , in his old b l u e shi r t , took h i s s ea t as the he rmi t -mine r on an 
u p t u r n e d ket t le for a rock. 

When S u e awoke from an h o u r ' s s leep the next m o r n i n g s h e 
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found J o h n s y wi th dull , wide-open eyes s t a r i n g a t the d r a w n green 
s h a d e . 

" P u l l i t up ; I w a n t to see" . She ordered , in a whisper . 
Wear i ly Sue obeyed. 
But, lo! after the b e a t i n g r a in and fierce g u s t s of wind tha t had 

e n d u r e d t h r o u g h the l ive long n igh t , the re yet s tood out a g a i n s t the 
br ick wal l one ivy leaf. I t w a s the las t on the v ine . Sti l l da rk g reen 
n e a r its s tem, but wi th its se r ra t ed edges t in ted wi th the yel low of 
d i s so lu t i on and decay, if h u n g b r ave ly from a b r a n c h some twentfy 

feet above the g round . 
" I t i(s t h e .last o n e " , sa id J o h n s y . | " I ^thought i t wou ld ,surely fall 

d u r i n g the n igh t . I hea rd the wind. It will fall to -day , and I shal l 
die a t the s a m e t ime" . 

"Dea r , dea r ! " sa id Sue, l e a n i n g her w o r n face down to the pil
low, " th ink of me, if you w o n ' t th ink of yourself. W h a t wou ld I do?" 

But J o h n s y did not an swer . The lonesomes t t h i n g in all the wor ld 
is a soul when it is m a k i n g r e a d y to go on its mys te r ious , far jour
ney. The fancy seemed to pos se s s her more s t r o n g l y as one by one 
the t ies t ha t bound her to f r iendship a n d to ea r th were loosed. 

The day wore away, a n d even t h r o u g h the twi l l igh t they could 
see the lone ivy leaf c l i n g i n g to its s t em a g a i n s t the wa l l . A n d then , 
wi th the c o m i n g of the n igh t the nor th wind w a s a g a i n loosed, whi
le the ra in still beat a g a i n s t the w i n d o w s and pa t t e r ed down from 
t h e low D u t c h eaves . 

When i t w a s l ight e n o u g h Johnsy , the merc i less , c o m m a n d e d 
t ha t the s h a d e be ra i sed . 

The ivy leaf w a s still there . 
J o h n s y lay for a long t ime looking at it. A n d t h e n she cal led to 

Sue , who w a s s t i r r i n g her chicken broth over the g a s s tove. 
" I ' ve been a bad gir l , S u d i e " , sa id Johnsy . " S o m e t h i n g h a s ma

de tha t las t leaf s tay there to show me how wicked I w a s . It is a sin 
to w a n t to die. You may b r i n g me a l i t t le bro th now, a n d some milk 
wi th a l i t t le port in it, and — no; b r i n g me a h a n d - m i r r o r first, and 
then pack some pi l lows about me, and I will sit up and wa tch you 
cook". 

An hour la ter she said. 
"Sud i e , some day I hope to pa in t the Bay of N a p l e s " . 
The doctor c a m e in the af ternoon, a n d Sue h a d an excuse to go 

into the h a l l w a y as he left. 
" E v e n chances" , sa id the doctor, t a k i n g Sue ' s thin, s h a k i n g h a n d 

in his. "Wi th good n u r s i n g you' l l win . And now I mus t see ano the r 
ca se I have d o w n s t a i r s . B e h r m a n , his n a m e is — some kind of an 
a r t i s t , I bel ieve. P n e u m o n i a , too. He is an old, weak m a n , and the 
a t t ack is acute . There is no hope for h im; but he goes to the hospi
tal today to be m a d e more comfor tab le" . 

The next day the doctor sa id to Sue: " S h e ' s out of d a n g e r . You've 
won. Nut r i t ion and care now — t h a t ' s a l l " . 

And t ha t af ternoon Sue c a m e to the bed where J o h n s y lay con-
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t en ted ly k n i t t i n g very blue and very use less woolen shoulder scarf, 
and put one a r m a r o u n d her, p i l lows and al l . 

" I h a v e s o m e t h i n g to tell you, w h i t e mouse" , she sa id . M r . 
B e h r m a n died of p n e u m o n i a t oday in the hosp i ta l . He w a s ill only 
two days . The j a n i t o r found him on the m o r n i n g of the first day in 
his room d o w n s t a i r s he lp less wi th pa in . H i s shoes and c lo th ing 
were wet t h r o u g h and icy cold. They cou ldn ' t i m a g i n e w h e r e he had 
been on such a dreadful n igh t . A n d then they found a l a n t e r n , 
still l ighted , and a l adder t ha t had been d r a g g e d from its p lace , and 
some sca t t e red b rushes , and a pa le t t e wi th green and yel low colors 
mixed on it, and — look out the w indow, dear , at the last ivy leaf on 
the wa l l . D idn ' t you wonde r why i t never f lut tered or moved w h e n 
the wind blew? Ah, da r l i ng , i t 's B e h r m a n ' s mas te rp i ece — he pa in t 
ed i t the re the n i g h t t h a t the las t leaf fell". 

Tasks 

1) Read the s to ry and d iscuss i ts plot . Reproduce the expos i t ion 

of the s tory . 

2) C o m m e n t on the s tyl is t ic function of a n t o n o m a s i a " P n e u 

m o n i a " . , ; . . 
3) P ick out cases of euphemis t i c p e r i p h r a s e s a n d speak on t he i r 

impl ied m e a n i n g . 
4 ) Desc r ibe Old B e h r m a n ' s a p p e a r a n c e a n d his cha rac te r . Com

ment on S D ' s used in th i s case . W h a t impress ion of Old B e h r m a n 
have you g a t h e r e d ? 

5) Po in t out the pecul ia r i t i es of B e h r m a n ' s speech and t h e ef
fect i t p roduces on the add re s see . W h a t a r e the p r a g m a t i c func
t ions of B e h r m a n ' s m a n n e r of speech r e l evan t to his educa t ion , so
cial posi t ion, emot iona l a n d psycholog ica l s t a t e of mind? 

6) In t e rp re t the fo l lowing sen tence : " B e h r m a n w a s a fa i lu re 
in a r t " and p rove its inaccep tab i l i ty . 

7) Speak on the impl ica t ion con ta ined in the fo l lowing sen ten
ce: " S o m e t h i n g h a s m a d e t h a t las t leaf s t a y the re to show how wic
ked I w a s " . 

8) W h a t is your a t t i t ude to B e h r m a n ? Does i t coincide w i th 
your first impress ion? 

9) Speak on the concep tua l in fo rmat ion of the s tory. I n t e r p r e t 
the last sen tence : "Ah, d a r l i n g , i t ' s B e h r m a n ' s m a s t e r p i e c e " . W h a t 
m e a n i n g i s conveyed by the w o r d " m a s t e r p i e c e " ? 

10) Speak on the implied m e a n i n g of the s tory ' s t i t le . 
Reun ion 

John Cheever 
The las t t ime I s a w my father w a s in G r a n d C e n t r a l S t a t ion . I 

w a s go ing from my g r a n d m o t h e r ' s in t h e A d i r o n d a c k s to a c o t t a g e 
on the Cape t ha t my mother had ren ted , a n d I w r o t e my fa ther I 
wou ld be in New York be tween t r a i n s for an hour and a half, and 
asked i f we could have lunch toge the r . H i s sec re ta ry wro te to s a y 
t ha t he would meet me a t the in format ion booth a t noon , a n d a t 
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twe lve o'clock s h a r p I s a w h im c o m i n g t h r o u g h the c rowd. He w a s 
a s t r a n g e r to me — my mothe r divorced him th ree y e a r s a g o and I 
h a d n ' t been wi th h im since — but as soon as I s a w h im I felt t ha t 
he w a s my father , my flesh a n d blood, my future a n d my doom. I 
k n e w tha t w h e n I w a s g r o w n I wou ld be s o m e t h i n g like h im; I wou ld 
h a v e to p l an my c a m p a i g n s w i th in his l imi ta t ions . He w a s a b ig , 
good- look ing man , and I w a s te r r ib ly h a p p y to see h im a g a i n . He 
s t ruck me on the back a n d shook my hand . "Hi , C h a r l i e " , he said.. 
"H i , boy, I'd like to take you up to my club, but i t ' s in the S ix t i es , 
and if you have to catch an ea r l y t r a i n I gues s we 'd be t te r ge t so
m e t h i n g to eat a r o u n d he re" . He put his a r m a r o u n d me, a n d I smel-
led my father the w a y my mothe r shifts a rose . I t w a s a r ich com
pound of whiskey , a f te r -shave lotion, shoe polish, woo lens , a n d the 
r a n k n e s s of a m a t u r e male . 

I hoped t ha t someone would see us toge the r , I w i shed t ha t we 
could be p h o t o g r a p h e d . I w a n t e d some record of our h a v i n g been 
toge the r . 

We w e n t out of the s t a t ion and up a s ide s t ree t to a r e s t a u r a n t . 
I t w a s still ear ly , and the p lace w a s empty . The b a r t e n d e r w a s 
q u a r r e l i n g wi th a delivery boy, a n d there w a s one ve ry old wa i t e r 
in a red coa t down by the k i tchen door. We sa t down, a n d my fat
her ha i led the wa i te r in a loud voice: "Ke l lne r ! " he shou ted . "Gar -
con, C a m e r i e r e ! You!" His bo i s t e rousnes s in the e m p t y r e s t a u r a n t 
seemed out of p lace . "Cou ld we have a l i t t le service he r e ! " he shou
ted. "Chop-chop" . Then he c l apped his h a n d s . Th i s c a u g h t the wa i 
te r ' s a t t en t ion , and he shuffled over our tab le . 

" W e r e you c l a p p i n g your h a n d s a t m e ? " he asked . 
" C a l m down, ca lm down, s o m m e l i e r " my father sa id . "If i t i sn ' t 

too m u c h to ask of you—if i t w o u l d n ' t be too much above a n d beyond 
the call of duty, we would like a couple of Beefeater G i b s o n s " . 

"I don ' t like to be c lapped a t " , the wa i t e r sa id . 
"I shou ld have b r o u g h t my wh i s t l e " , my father said. "I have a 

whis t l e t h a t is aud ib le only to the e a r s of o ld w a i t e r s . Now, t ake 
out your l i t t le pad a n d your l i t t le penci l and see i f you can get th is 
s t r a i g h t : two Beefeater G ibsons . Repea t after me: two Beefeater 
G i b s o n s " . 

" I th ink you 'd bet ter go s o m e w h e r e e lse" , the w a i t e r sa id quiet ly. 
" T h a t " , sa id my father , " is one of the most b r i l l i an t s u g g e s t i o n s 

I have ever hea rd . Come on, Char l ie , le t ' s get the hell out of h e r e " 
I followed my father out of t ha t r e s t a u r a n t into ano the r . He 

w a s not so bo is te rous th i s t ime . Our d r inks came, and he cross-
ques t ioned me about the baseba l l season . He then s t ruck the edge 
of his empty g l a s s wi th his knife a n d b e g a n s h o u t i n g a g a i n . Gar-
con! Kel lner! Camer i e r e ! You! Could we t roub le you to b r i n g us 
two more of the s a m e " . 

^ H o w old i s the b o y ? " the w a i t e r asked. 
" T h a t " , my father said , " i s n o n e of your G o d d a m n e d b u s i n e s s " . 
" I ' m sor ry , s i r" , the wa i t e r said , "bu t I won ' t s e rve the boy anoU 

her d r ink" . 
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"Wel l , I have some news for you" , my father said. "I have some 
ve ry i n t e r e s t i n g n e w s for you. This doesn ' t h a p p e n to be the only 
r e s t a u r a n t in New York. They 've opened ano the r on the corner . Co
me on, Cha r l i e " . 

He paid the bill, and I followed h im out of tha t r e s t a u r a n t in to 
another . He re the w a i t e r s wore pink j acke t s like h u n t i n g coa t s and 
the re w a s a lot of horse tack on the wa l l s . We sa t down, a n d my 
father b e g a n to shout a g a i n . " M a s t e r of the h o u n d s ! Tal lyhoo a n d 
all t ha t sort of t h ing . We 'd like a l i t t le s o m e t h i n g in the w a y of a 
s t i r rup cup. Namely , two Bibson Geefea te r s " . 

"Two Bibson Gee fea t e r s ? " the wa i t e r asked, smi l ing . 
"You k n o w d a m n e d well w h a t I w a n t " , my father sa id ang r i ly . 

" I w a n t two Beefeater G ibsons , a n d m a k e i t snappy . T h i n g s h a v e 
c h a n g e d in jol ly old E n g l a n d . So my friend the duke tel ls me. Le t ' s 
see w h a t E n g l a n d can p roduce in the w a y of a cockta i l " . 

"This isn ' t E n g l a n d " , he said. 
"Don ' t a r g u e wi th me" , my father sa id . " J u s t do as you ' r e to ld" . 
" I j u s t t h o u g h t you migh t like to know w h e r e you a r e " , t h e 

w a i t e r sa id . 
"If there is one t h i n g I canno t t o l e r a t e " , my father said , " i t is 

an impuden t domes t ic . Come on, C h a r l i e " . 
The fourth p lace we wen t to w a s I t a l i an . " B u o n g io rno" , my 

father said. " P e r favore, pos s i amo avere due cocktai l amer i can i , 
fort i , forti. Mol to g in , poco v e r m u t " . 

" I don ' t u n d e r s t a n d I t a l i an" , the wa i t e r sa id . 
"Oh, come off it", my father sa id . "You u n d e r s t a n d I t a l i an , a n d 

you know d a m n e d well you do. V o g l i a m o due cocktai l amer i can i . 
S u b i t o " . 

The wa i te r left us a n d spoke wi th the cap ta in , who c a m e over 
to our tab le and sa id , " I ' m sorry, sir, but th i s t ab l e is r e se rved" . 

"All r igh t " , my father said. "Ge t us ano the r t a b l e " . 
"All the t ab le s a re r e se rved" , the c ap t a in said. 
"I get it", my father said. "You don ' t des i re our p a t r o n a g e . Is 

t ha t it? Well , the hell wi th you. V a d a a l l ' inferno. Le t ' s go, C h a r l i e " . 

"I have to get my t r a i n " . I said. 
" I ' m sor ry , " my father sa id . " I ' m te r r ib ly so r ry" . He put h is a r m 

a r o u n d me and p re s sed me a g a i n s t h im. "I ' l l wa lk you back to the 
s t a t ion . If the re had only been t ime to go up to my c lub" . 

" T h a t ' s all r igh t , D a d d y " , I said. 
"I ' l l get you a pape r" , he sa id . " I ' l l get you a paper to r ead on 

the t r a in " . 
Then he went up to a n e w s s t and and said, "Kind sir, will you 

be good enough to favor me with one of your G o d - d a m n e d , no-good, 
t en-cen t af ternoon p a p e r s ? " The clerk t u rned a w a y from him and 
s t a r e d at a m a g a z i n e cover. " I s i t a s k i n g too much, k ind sir" , my 
father said , " is it a s k i n g too much for you to sell me one of y o u r 
d i s g u s t i n g spec imens of yellow j o u r n a l i s m ? " 

"I have to go, D a d d y " , I said. " I t ' s l a t e " . 
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"Now, j u s t w a i t a second, s o n n y " , he sa id . " Ju s t wa i t a second . 
I w r ant to get a r i se out of th i s c h a p " . 

"Goodbye , D a d d y " , I said, and I w e n t down the s t a i r s and go t 
my t r a in , a n d t ha t w a s the last t ime I s aw my father . 

Tasks 

1) W h a t c a n you say abou t t h e p lo t - s t ruc tu re and the composi 
t ion of the s tory? 

2) W h a t w a s Char l i e ' s first impress ion of his fa ther? Pick out 
S D ' s employed by the au thor to express Char l i e ' s feel ings. 

3) S t u d y the speech of Char l i e ' s father and comment on the w a y 
Chiver depic ts his cha rac te r t h r o u g h his speech. 

4) W h a t impress ion have fa ther ' s behavior and m a n n e r of speech 
p roduced on the w a i t e r s , the clerk, and his son? 

5) C o m m e n t on the impl ica t ion of the p h r a s e s , g iven at the be
g i n n i n g a n d at the end of the s tory: "The las t t ime I s a w my fat
her w a s "... and t ha t w a s the las t t ime I s a w my fa ther" . 

6) W h a t i s the au tho r ' s a t t i t u d e to Char l i e ' s fa ther? Does he ma
ke his a t t i t ude quite obvious , or on the c o n t r a r y prefers to be non-
commi ta l? 

7) Speak on the implied m e a n i n g of the s tory ' s t i t le . W h a t ma
kes i t s o u n d b i t te r ly i ronical? 

8) W h a t is your a t t i t ude to the p rob lem of " fa the r s a n d s o n s " 
p re sen ted in the s tory? 

The End of Something 

Ernest Hemingway 

In the old days H o r t o n s Bay w a s a l u m b e r i n g town. No one w h o 
lived in it w a s out of sound of the b ig s a w s in the mill by the lake. 
Then one yea r t he r e were no m o r e logs to m a k e lumber . The lumber 
schooners c a m e in to the bay a n d w e r e loaded wi th the cut of the 
mill t ha t s tood s t acked in the y a r d . All t he pi les of lumber w e r e 
ca r r i ed away . The b ig mill b u i l d i n g had all its m a c h i n e r y tha t w a s 
out and hois ted on board one of the schooners by the men who had 
worked in the mil l . The schooner moved out of the b a y t o w a r d the 
open l ake c a r r y i n g the two g r e a t s a w s , the t r a v e l l i n g c a r r i a g e t h a t 
hu r l ed the logs a g a i n s t the r evo lv ing , c i rcu la r s a w s a n d all the rol
lers, whee l s , be l t s and i ron piled on a hul l -deep load of lumber . I ts 
open hold covered wi th c a n v a s a n d l a shed t ight , the sa i l s of the 
schooner filled and i t moved out in to the open lake, c a r r y i n g wi th 
i t e v e r y t h i n g t ha t had m a d e the mill a mill and H o r t o n s Bay a town. 

The one-s to ry bunk houses , the ea t ing -house , the c o m p a n y s to
re, the mill offices, and the b ig mill itself s tood deser ted in the ac res 
of s a w d u s t t h a t covered the s w a m p y m e a d o w by the shore of the 
bay. 

Ten y e a r s la ter there w a s n o t h i n g of the mill left except the 
broken whi te l imes tone of i ts f ounda t ions s h o w i n g t h r o u g h the 
s w a m p y second g rowth a s Nick a n d Mar jo r i e rowed a l o n g the shore . 
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T h e y were t ro l l i ng a long the e d g e o f the c h a n n e l - b a n k w h e r e the 
bo t tom dropped off sudden ly from s a n d y sha l l ows to twelve feet 
of da rk wa te r . They were t ro l l ing on the i r w a y to the point to set 
n i g h t l ines for r a i n b o w t rout . 

"There ' s our old ruin , Nick", Mar jo r i e said. 
Nick, r owing , looked a t the wh i t e s tone in the g reen t rees . 
"There i t i s" , he sa id . 
" C a n you r e m e m b e r when i t w a s a m i l l ? " Mar jo r ie asked . 
" I can j u s t r e m e m b e r " , Nick sa id . 
" I t s eems more like a cas t l e" , M a r j o r i e sa id . 
Nick sa id n o t h i n g . They rowed on out of s igh t of the mill , fol

lowing the shore l ine. Then Nick cut ac ross the bay . 
"They a ren ' t s t r i k ing" , he said. 
" N o " , Mar jo r i e sa id . She w a s in ten t on the rod all t he t ime they 

t ro l led , even w h e n she ta lked . She loved to fish. She loved to fish 
wi th Nick. 

Close bes ide the boat a b ig t rou t broke the sur face of the w a t e r . 
Nick pul led h a r d on one oar so the boat wou ld t u r n a n d the bai t 
s p i n n i n g far beh ind would pa s s w h e r e the t r ou t w a s feeding. As the 
t r o u t ' s back came up out of t h e w a t e r the m i n n o w s j u m p e d wi ld ly . 
They sp r ink led t h e sur face like a handfu l of shot t h r o w n in to the 
wa te r . Ano the r t r ou t broke wa te r , f eed ing on the o ther s ide of t he 
boat . 

"They ' r e feed ing" , Mar jo r ie sa id . 
" B u t they w o n ' t s t r ike" , Nick sa id . 
He rowed the boa t a r o u n d to roll p a s t bo th the feeding fish, t hen 

headed i t for the point . Mar jo r i e did not reel in unt i l the boa t tou
ched the shore . 

They pul led the boa t up t h e beach a n d Nick lifted out a pai l of 
live perch. The perch s w a m in the w a t e r in the pai l . Nick c a u g h t 
th ree of t hem with his h a n d s and cut the i r h e a d s off and sk inned 
t h e m while Mar jo r i e chased wi th her h a n d s in the bucket , f inally 
caugh t , a perch, cut i ts head off a n d sk inned it. Nick looked at her 
fish. 

"You don' t w a n t to take the v e n t r a l fin out" , he sa id . " I t ' l l be 
all r igh t for bai t but i t 's bet ter wi th the ven t r a l fin in". 

He hooked each of the sk inned perch t h r o u g h the ta i l . The re 
were two hooks a t t ached to a leader on each rod. Then Mar jo r ie 
rowed the boat out over the channe l -bank , h o l d i n g the line in her 
teeth, and looking t o w a r d Nick, who s tood on the shore h o l d i n g the 
rod and l e t t ing the l ine run out from the reel . 

" T h a t ' s about r igh t " , he cal led. 
"Shou ld I let i t d rop?" Mar jo r ie ca l led back, h o l d i n g the l ine 

in her hand . 
" S u re . Let i t go" , Mar jo r ie d ropped the line ove rboa rd and wa t 

ched the ba i t s go down t h r o u g h the wa te r . 
She c a m e in wi th the boat a n d r a n the second l ine out the s a m e 

way . Each t ime Nick set a heavy s l ab of dr i f twood ac ross the but t 
of the rod to hold it solid and p ropped it up at an a n g l e w i th a 
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sma l l s lab . He reeled in the s lack l ine so the line r a n t au t out to 
where the ba i t res ted on the s a n d y floor of the channe l a n d set click 
on the reel . W h e n a t rout , feeding on the bo t tom, took the bai t i t 
wou ld run wi th it, t a k i n g l ine out of the reel in a ru sh a n d m a k i n g 
the reel s i n g wi th the click on. 

Mar jo r i e rowed up the point a l i t t le w a y so she wou ld not dis
turb the l ine. She pul led h a r d on the ca r s a n d the boa t w e n t way 
up the beach. Li t t le w a v e s c a m e in wi th it. Mar jo r i e s t epped out of 
the boat a n d Nick pul led the boat h igh up the beach. 

" W h a t ' s the mat te r , N ick?" Mar jo r i e asked. 
"I don ' t k n o w " , Nick said , g e t t i n g wood for a fire. 
They m a d e a fire with drif twood, ivlarjorie wen t to the boat a n d 

b r o u g h t a b lanke t . The e v e n i n g breeze blew the smoke t o w a r d the 
point , so Mar jo r i e sp read the b l anke t out be tween the fire a n d the 
lake. 

Mar jo r i e sa t on the b lanke t wi th her back to the fire and w a i t e d 
for Nick. He came over and sat down beside her on the b lanke t . In 
back of them w a s the close s econd -g rowth t imber of the point and 
in front w a s the bay wi th mouth of H o r t o n s Greek. I t w a s not quite 
dark. The f i rel ight wen t as far as the wa te r . They could both see 
the two steel rods a t an a n g l e over the dark wa te r . The fire gl inted ' 
on t h e ree ls . 

Mar jo r i e unpacked the baske t of supper . 
"I don ' t feel like e a t i n g " , sa id Nick. 
" C o m e on a n d eat , Nick" . 
"All r i g h t " . 
They ate wi thou t t a lk ing , and w a t c h e d the two rods a n d the fire

l ight in the w a t e r . 
"The re ' s g o i n g to be a moon ton igh t " , sa id Nick. He looked 

ac ross the bay to the hi l ls t ha t we re b e g i n n i n g to s h a r p e n a g a i n s t 
the sky. Beyond the hi l ls he knew the moon w a s c o m i n g up . 

"I know it", Mar jo r ie sa id happi ly . 
"You know eve ry th ing" , Nick sa id . 
"Oh , Nick, p lease cut i t out! P l ea se , p lease don ' t be t ha t w a y ! " 
"I can ' t help it", Nick sa id . "You know eve ry th ing . T h a t ' s the 

t rouble . You know you do". 
Mar jo r i e did not say a n y t h i n g . 
" I ' ve t a u g h t you eve ry th ing . You know you do. W h a t don ' t you 

know, a n y w a y ? " 
"Oh, shu t u p " , Mar jo r ie sa id . " T h e r e comes the moon" . 
They sa t on the b lanke t w i thou t t ouch ing each other a n d wa tch 

ed the moon r ise . 
"You don ' t have to ta lk s i l ly" , Mar jo r i e sa id . " W h a t ' s rea l lv the 

m a t t e r ? " 
" I don ' t k n o w " . 
"Of course you k n o w " . 
"No , I don ' t " . 
" G o on a n d s a y i t" . 
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Nick looked on a t the moon, c o m i n g up over the hi l ls . 
" I t i sn ' t fun any more" . 
He w a s afra id to look a t Mar jo r i e . Then he looked a t her . S h e 

sa t there wi th her back t o w a r d him. He looked a t her back. " I t 
i sn ' t fun any more . Not a n y of it". 

She d idn ' t s ay a n y t h i n g . He wen t on. " I feel as t h o u g h every
t h i n g w a s gone to hell ins ide of me. I don ' t know. M a r g e . I don ' t 
k n o w w h a t t o s ay" . 

He looked on at her back. 
" I s n ' t love any fun?" Mar jo r ie sa id . 
" N o " , Nick sa id . Mar jo r i e s tood up . Nick sa t the re , h is head 

in his h a n d s . 
" I ' m g o i n g to t ake the boat" , Mar jo r i e ca l led to him. "You can 

w a l k back a r o u n d the po in t" . 
"All r igh t " , Nick sa id . "I ' l l push the boa t off for you" . 
"You don ' t need to" , she said. She w a s afloat in the boa t on the 

w a t e r the mool igh t on it. Nick w e n t back a n d lay down wi th his 
face in the b lanke t by the fire. He could hear Mar jo r ie r o w i n g on 
t h e wa te r . 

He lay there for a long t ime. He lay t he re whi le he h e a r d Bill 
come into the c l e a r i n g w a l k i n g a r o u n d t h r o u g h the woods . He felt 
Bill coming up to the fire. Bill d idn ' t touch him, ei ther. 

"Did she go all r i g h t ? " Bill sa id . 
"Yes" , Nick said , ly ing, his face on the b lanke t . 
" H a v e a s c e n e ? " 
"No , there w a s n ' t any scene" . 
" H o w do you feel?" 
"Oh , go away , Bill! Go a w a y for a whi le" . 
Bill selected a s a n d w i c h from the lunch baske t and wa lked over 

to have a look at the rods . 

T a s k s 

1) Say a few w o r d s about the au tho r of the s tory. 
2) Po in t out the compos i t iona l p a r t s : the exposi t ion, the s tory, 

the cl imax, the denouemen t . Give a t i t le to each par t . 
3) Reproduce the exposi t ion to the s tory. C o m m e n t on the emo

t iona l a t m o s p h e r e i t conveys . Po in t out the m e a n s c r e a t i n g the 
a t m o s p h e r e . 

4) D i scuss the plot of the s tory acco rd ing to the fol lowing: 
a ) W h a t does the au thor begin his s to ry wi th? 
b) W h a t role does the descr ip t ion of a l u m b e r i n g t o w n a n d a 

ru ined mill p l ay in the s tory? 
c) W h a t does the girl a s soc ia te the r u i n e d mill wi th . H o w does 

i t cha rac t e r i ze her and her mood? 
d) Why w a s the au tho r so pa r t i cu l a r in desc r ib ing the ep isode 

of f ishing? W h a t effect is c rea ted by it? 
5) Speak abou t the au tho r ' s a t t i t ude to the p e r s o n a g e s of the 

s tory. H o w is i t revea led : in the a u t h o r ' s eva lua t ion or, i m p e r s o n a l -
.ly, t h r o u g h a depict ion of the c h a r a c t e r s ' ac t ions and conve r sa t ion . 

a so 

6) Reproduce the conver sa t ion be tween Nick and Mar jo r i e . W h a t 
does the repe t i t ion of the w o r d " look" imply? 

7) Dwel l on the end of the s tory t ha t g ives the final touch to 
the d i sc los ing of p e r s o n a g e s ' c h a r a c t e r s and the conceptua l infor
mat ion , j 

8) C o m m e n t on the t i t le of the s tory . W h a t does the p r o n o u n 
" s o m e t h i n g i m p l y ? " 

The Luncheon 

W. Somerset Maugham 

I c a u g h t s igh t of her at the p lay and in a n s w e r to her beckon ing 
I w e n t over d u r i n g the in te rva l a n d sa t down beside her. I t w a s 
long s ince I h a d las t seen her and if someone had not men t ioned 
her n a m e I h a r d l y th ink I wou ld have recognized her. She add res 
sed me br igh t ly . 

"Wel l , i t ' s m a n y yea r s s ince we first met. How t ime does fly! 
W e ' r e none of us g e t t i n g any younger . Do you r e m e m b e r the first 
t ime I s aw you? You asked me to l u n c h e o n ? " 

Did I r e m e m b e r ? 
It w a s t w e n t y yea r s a g o a n d I w a s l iv ing in P a r i s , I h a d ja 

t iny a p a r t m e n t in the La t in Q u a r t e r over look ing a cemetery and I 
w a s e a r n i n g ba re ly enough money to keep body and soul toge ther . 
She had r e a d a book of mine and h a d wr i t t en to me abou t it. I 
a n s w e r e d , t h a n k i n g her, a n d p resen t ly I received from her ano the r 
let ter s a y i n g t ha t she w a s p a s s i n g t h r o u g h P a r i s and wou ld like 
to h a v e a cha t with me; but her t ime w a s l imited a n d the only free 
m o m e n t she h a d w a s on the fo l lowing T h u r s d a y ; she w a s spend
ing the m o r n i n g at the L u x e m b o u r g a n d would I give for a l i t t le 
luncheon at Foyot ' s a f t e rwards? Foyo t ' s is a r e s t a u r a n t at which 
the F rench s e n a t o r s eat and i t w a s so far beyond my m e a n s 
tha t I had never even t h o u g h t of g o i n g there . But I w a s f la t te red 
a n d I w a s too y o u n g to have l ea rned to say no to a w o m a n . ' (Few 
men, I may add, learn th is unt i l they are too old to m a k e it of a n y 
consequence to a w o m a n w h a t they say.) I h a d e igh ty f rancs (gold 
f rancs) to las t m e ' t h e res t of the mon th and a modes t l uncheon 
should not cost more t h a n fifteen. If I cut out coffee for the next-
two weeks I could m a n a g e wel l enough . 

I a n s w e r e d tha t I would meet my friend — by co r r e spondence — 
at Foyo t ' s on T h u r s d a y a t ha l f -pas t twelve . She w a s not so young , 
as I expected and in a p p e a r a n c e i m p o s i n g r a the r t h a n a t t r ac t ive . 
She w a s in fact a w o m a n of forty (a c h a r m i n g age , but not one 
tha t exci tes a sudden and d e v a s t a t i n g pass ion a t first s i g h t ) , and 
she g a v e me the impress ion of h a v i n g more teeth , whi te and l a r g e 
and even, t h a n were neces sa ry for any prac t ica l pu rpose . She w a s 
ta lka t ive , but s ince she seemed inc l ined to ta lk about me I w a s 
p r e p a r e d to be an a t t en t ive l i s tener . 

1 w a s s t a r t l ed w h e n the bill of fare w a s b rough t , for the pr ices 
were a g r e a t deal h igher t h a n I h a d an t ic ipa ted . But she r e a s s u r e d ! 
me. 
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"I never eat a n y t h i n g for luncheon" , she sa id . 
"Oh, don ' t s ay t h a t ! " I an swered gene rous ly . 
"I never ea t more t h a n one t h i n g . I th ink people ea t far too much 

n o w a d a y s . A li t t le fish, pe rhaps . I w o n d e r if they have a n y s a l m o n " . 
Well , i t w a s ea r ly in the year for s a l m o n a n d i t w a s not on t h e 

bil l of fare, but I a sked the wa i t e r if t he re w a s any . Yes, a beaut i ful 
s a l m o n had j u s t come in, i t w a s the first they h a d had . I o rde red i t 
for my guest . The wa i t e r a sked her if she wou ld have s o m e t h i n g 
w h i l e i t w a s be ing cooked. 

" N o " , she answered , " I never eat more t h a n one th ing . U n l e s s 
y o u h a d a li t t le cav ia re . I never mind c a v i a r e " . 

My hea r t s a n k a l i t t le . I knew I could not afford cav i a r e , bu t I 
could not ve ry well tell her tha t . I to ld the wa i t e r by all m e a n s to 
b r i n g cav ia re . For myself I chose the cheapes t dish on the menu a n d 
t h a t w a s a mu t ton chop. 

"I th ink you ' re unwi se to ea t m e a t " , she sa id . I don ' t k n o w how 
you can expect to work after e a t i n g heavy t h i n g s like chops . I don ' t 
bel ieve in o v e r l o a d i n g my s t o m a c h " . 

Then came the ques t ion of dr ink. 
" I never dr ink a n y t h i n g for l uncheon" , she sa id . 
"Ne i the r do I" , I a n s w e r e d p rompt ly . 
"Excep t wh i t e w i n e " , she proceeded as t h o u g h I had not spoken . 

"These F rench whi te w ines a re so l ight . They ' re wonderful for the 
d iges t ion" . 

" W h a t wou ld you l ike?" I asked, hosp i t ab l e stil l , but not exac t ly 
effusive. 

She g a v e me a b r igh t a n d a m i c a b l e f lash of her whi te tee th . 
"My doctor won ' t let me dr ink a n y t h i n g but c h a m p a g n e " . 
I fancy I t u r n e d a tr if le pa le . I o r d e r e d half a bot t le . I m e n t i o n e d 

casua l ly tha t my doctor had abso lu te ly forbidden me to dr ink cham
p a g n e . 

" W h a t a re you g o i n g to drink, t h e n ? " 
" W a t e r " . 
She ate the cav ia re and she a te t h e s a l m o n . She t a lked ga i ly of 

a r t a n d l i t e r a tu re a n d music . But I w o n d e r e d w h a t the bill w o u l d 
come to. W h e n my mut ton ' chop a r r ived she took me qui te se r ious ly 
to task . 

"I see t ha t you ' r e in the habi t of e a t i n g a heavy luncheon . I 'm 
su re i t 's a mis take . W h y don ' t you follow my e x a m p l e a n d jus t ea t 
one th ing? I 'm su re you 'd feel ever so much be t te r for i t" . 

" I am only g o i n g to eat one t h i n g " , I sa id , as the wa i t e r c a m e 
a g a i n wi th the bill of fare . 

She w a v e d him as ide wi th an a i ry ge s tu r e . 
"No, no, I never eat a n y t h i n g for luncheon. J u s t a bite, I never 

w a n t more t h a n tha t , and I eat t ha t more as an excuse for conve r sa 
t ion t h a n a n y t h i n g else. I cou ldn ' t poss ib ly ea t a n y t h i n g more — 
un less they h a d s o m e of those g i a n t a s p a r a g u s . I shou ld be sor ry to 
leave P a r i s w i thou t h a v i n g some of t h e m " . 
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My hea r t sank . I had seen t h e m in the shops and I k n e w tha t they 
w e r e horr ib ly expens ive . My mouth h a d often w a t e r e d a t the s igh t of 
t h e m . 

" M a d a m e w a n t s to know if you h a v e a n y of those g i an t a s p a r a 
g u s " , I a sked the wa i te r . 

I t r ied wi th all my migh t to wil l h im to say no. A h a p p y smi le 
s p r e a d over his broad, pr iest- l ike face, and he a s s u r e d me t ha t they 
had s o m e so l a rge , so sp lend id , so tender , t ha t i t w a s a marve l . 

" I ' m not in the least h u n g r y " , my gues t s ighed, "bu t i f you insis t 
I don ' t mind h a v i n g some a s p a r a g u s " . 

I o rde red them. 
" A r e n ' t you g o i n g to h a v e a n y ? " 
" N o , I neve r eat a s p a r a g u s " . 
" I know the re a re people who don ' t like them. The fact is, you 

ru in your p a l a t e by all the m e a t you ea t" . 
We w a i t e d for the a s p a r a g u s to be cooked. P a n i c se ized me. I t 

w a s not a ques t ion now how much money I should h a v e left over 
for the res t of the mon th , but w h e t h e r I had enough to p a y the bill . 
I t wou ld be mor t i fy ing to find myself ten f rancs shor t a n d be ob l iged 
to bo r row from my gues t . I could not b r i n g myself to do tha t . I k n e w 
exac t ly how much I h a d a n d if the bill c a m e to more I m a d e up my 
m i n d t ha t I would put my h a n d in my pocket and wi th a d r a m a t i c 
c ry s t a r t up a n d say i t h a d been picked. Of course i t w o u l d be awk
w a r d i f she h a d not money e n o u g h ei ther to pay the bill. Then t h e 
only t h i n g wou ld be to leave my w a t c h a n d say I wou ld come back 
a n d p a y la te r . 

The a s p a r a g u s appea red . They w e r e eno rmous , succu len t a n d 
appe t i z ing . The smell of the mel ted bu t t e r t ickled my nos t r i l s as the 
nos t r i l s of J e h o v a h were t ickled by the bu rned offer ings of the vir
t uous Semi t e s . I wa tched the a b a n d o n e d w o m a n t h r u s t t h e m d o w n 
her t h r o a t in l a r g e vo lup tuous mouthfu l s and in my pol i te w a y 
I d i scoursed on the condi t ion of the d r a m a in the B a l k a n s . At las t 
she f inished. 

"Coffee?" I sa id . 
"Yes, j u s t an ice-cream and coffee", she a n s w e r e d . 
I w a s p a s t c a r i n g now, so I o rde red coffee for myself a n d an 

ice-cream a n d coffee for her . 
"You know, the re ' s one t h i n g I t h o r o u g h l y bel ieve in" , she sa id , 

as she a te the ice-cream. " O n e shou ld a l w a y s ge t up from a mea l 
feel ing one could ea t a l i t t le more" . 

"Are you still h u n g r y ? " I a sked faintly. 
"Oh , no, I 'm not h u n g r y ; you see, I don ' t ea t luncheon . I have a 

cup of coffee in the m o r n i n g a n d t hen d inner , bu t I never ea t m o r e 
t h a n one t h i n g for luncheon, I w a s s p e a k i n g for you" . 

"Oh, I see !" 
Then a t e r r ib le t h i n g h a p p e n e d . Whi le we were w a i t i n g for the 

coffee, t he h e a d wai te r , wi th an i n g r a t i a t i n g smi le on his fa lse face, 
came up to us b e a r i n g a l a rge baske t full of h u g e peaches . They h a d 
the b lush of an innocen t gir l , they h a d the r ich tone of an I t a l i a n 
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l a n d s c a p e . But sure ly peaches w e r e not in s eason t hen? Lord knew 
w h a t they cost. I knew too — a l i t t le la ter , for my gues t , g o i n g on 
wi th her conversa t ion , absen t -minded ly took one. 

"You see, you 've filled your s t omach wi th a lot of m e a t " — my 
one mise rab le l i t t le chop — " a n d you can ' t eat any more . But I 've 
jus t had a snack a n d I shal l enjoy a peach" . 

The bill c a m e a n d when I pa id i t found t ha t I had only e n o u g h 
for a quite i n a d e q u a t e t ip . Her eyes r e s t ed for an i n s t a n t on the t h r e e 
f rancs I left for the wa i t e r and I k n e w tha t she t h o u g h t me mean . 
But w h e n I wa lked out of the r e s t a u r a n t I h a d the who le m o n t h 
before me and not a penny in my pocket. 

"Fo l low my e x a m p l e " , she sa id as we shook h a n d s , " a n d never 
eat m o r e t h a n one t h i n g for l uncheon" . 

"I ' l l do be t te r t h a n t ha t " , I re tor ted . " I ' l l eat n o t h i n g for d inner 

t o -n igh t " . , 
" H u m o r i s t ! " she cried gai ly , j u m p i n g into a cab . You re qui te 

a humor i s t ! " 
But I h a v e h a d my r e v e n g e at las t . I do not bel ieve t ha t I am a 

v indic t ive man , but w h e n the immor t a l g o d s t ake a h a n d in the 
m a t t e r i t i s p a r d o n a b l e to obse rve the resu l t wi th complacency . To
day she w e i g h s twen ty -one s tone. 

Tasks 

1) Say a few w o r d s about the au thor , his outlook and his l i t e ra ry 
car r ie r . 

2) Say a few w o r d s about the compos i t ion on of the s tory . 
3) W h a t does the au thor use the r e t rospec t ive m a n n e r of n a r r a 

t ion for? i 
4) W h a t m a k e s the s tory sound i ronica l ly? 
5) W h a t s ty l i s t ic devices does the au tho r use to achieve th i s 

i ronical s o u n d i n g of the s tory? 
6) W h a t is the moda l i ty of the s tory? W h a t way does the a u t h o r 

show his a g i t a t i o n in? Is i t explici t or implic i t? 
7) Give t h e cha rac t e r sketch of the lady. T h r o u g h w h a t a r t i s t i c 

de ta i l s is it g iven? 
8) W h a t w a y does the au thor achieve the comple teness of t h e 

s tory in? 
9) W h a t m e a n s of cohesion does W. S. M a u g h a m use? 
10) W h a t is the impl ied m e a n i n g of the t i t le of the s tory? 
11) W h a t is the p r a g m a t i c effect of the s tory? H o w does the cont

r a s t in the dep ic t ing of the exper ience of the au thor and his fr iend 
help to achieve th is p r a g m a t i c effect. 

T H E L I S T O F T H E M O S T F R E Q U E N T L Y U S E D T E R M S 

bel les- le t tres t e x t — xyj,o>KecTBeHHfaift T C K C T — 6aa,HHft TexcT 
charactero log ica l detail — xapaKTepH3yiouiaa Aeranh — HcpojiajiOBqn/ TaBcHcpjioBmr 

aeTajib 

c l imax, g r a d a t i o n — Ky;ibMHHaiiHH , HapacTaHHe — KyjibMHHaiiHH 

c o g n i t i v e — aesthet ic act ivi ty — no3HaBaTe.ibHO — scTeTHqecKaa fleHTejibHocTb — 6 H -
JIHUI—SCTeTHK (paOJIHHTH 

c o m m u n i c a t i v e pragmat ic s i tuat ion — KOMMyHHKaTHBHo-nparMarHqecKaa cHTyaiina 
ajio^a;iarn npanviaTHK B33HSIT 

content — f a c t u a l information • coAepMaTejibHo-tpaKTyajibHaa HHdropMaiiHfl—Ma3-
MyHHft cpaKTyaji axSopoT 

content — conceptual information — coAepxaTejibHO-KOHiienTyajibHaa HHCpopMaiiiia — 
— Ma3MyHHH — FOHBHIl axgopOT 

content — subtextua l information — coflepjKaTe.nbHO-noaTeKcTOBaa imcpopMaiiHH — 
TeKCTHHHT HLUHpHHraH Ma3MyHH 

c o n t e x t — var iat ive s e g m e n t a t i o n — KOHTeKcrao-BapnaTHBHoe qjieHerae-KOHTeKCT-Ba-
pH3THB 6yjlHHHUI 

c o n v e r g e n c e of s ty l i s t ic devices — KOHBepremiM cTMHCTimecKHx npneinOB — C T H -

J I H C T H K ycyjuiapHH KOHBepremiHH/iapH 

context — KOHTeKcT — K O H T C K C T 

cultural context — KyjibTypHbiii K O H T C K C T — MaaaHHft K O H T C K C T 

d e c o d i n g — paciiiH(ppoBKa — pacriiHtppoBKa I ^ H J I H U I 

depic t ing detail H3o6pa3HTejibHaH fleTajib—TacBHpHii TacpcHJiOT, AeTaJib 

descript ion — ormcaHHe — TaBciicp, Ta-bpnd), TacBHp, 6aeH 

deta i l s of authent ic i ty — authentic d e t a i l — yraqHsnouiaH AeTa/ib — (aHHKjioBTO) 
aHHiyiHK KHpriTyBiH AeTajib 

detai l s of impl ic i tness HMnjiHunpyiomaH AeTajjb—TyniyHTHpiiiii ( H 3 0 X ) H H K H -
pHTyBqn TacpcHJiOT, aeTajib 

epithet — 3nHTeT,— snHTeT cH(paTjiauj 

explicit , expl icat ion — SKcnjimiHTHbift, SKcruiHKaiiHH—TymyHTHpiirii, H30>;jiam 

express ive m e a n s — Bbipa3HTejibHoe cpeACTBa, SKcnpeccHB — Hdjoaa BocHTajiapn 

f o r e g r o u n d i n g — BbiABHweHHe — cpaojijiauiTHpHUj 

h y p e r b o l e — rnnep6o. ia , iwyfiojiaFa 

i m a g e — o 6 p a 3 — o 6 p a 3 

i m a g i n a t i v e space — xy,no>KecTBeHHoe npocTpaHcTBO — 6a/umft M 3 K O H 

i m a g i n a t i v e t ime — xyfloxecTBeHHoe BpeMa — TacaBByp (6aAHHft) BaiyT 

impl icat ion — HMiuinKau.ua — HMnjiHKauHa, C O J I H L U T H P H L U 

i n t e g r a t i o n — HHTerpaiiHH — HHTerpauHH 

http://HMiuinKau.ua


l e v e l — ypoBeHb — A a p a x a 

m e t a p h o r — MeTaipopa — H C T H C P O , ineTacpopa 

m o d a l i t y — MOAa.ibHocTb — MOAa.i.iHK 

n a r r a t i o n — noBecTBOBaHne — X H K O H ^ H J I H I I I 

p a r a p h r a s i s — ' napacppa3, nepH(ppa3 — i^aftTa Hm.iafi ( c o j ^ a K I L I I I 6 r a n n p i i u ] ) 

p o e t i c d e t a i l ( a r t i s t i c d e t a i l ) — x y A o m e c T B e H H a n A e i a . i b — 6zn\ma TacpcmioT/AeTajib. 

p o i n t o f v i e w — T o w a 3peHna — Hyivraii Ha3ap 

r h e t o r i c a l q u e s t i o n — pHTopHiecKHii B o n p o c — pHTopiiK cypoi^ 

r e p e t i t i o n — noBTop — TaKpop 

r e t r o s p e c t i v e , r e t r o s p e c t i o n peTpocneKTHBHbift, p e T p o c n e K U M — y T M H m r a Ha3ap 

C O . I H 6 e3HJiraH, yTMHiuHH Kypn6 qH^nm 

s i m i l e — cpaBHemie — y x m a T H i u , ^ n e c j i a m 

s t y l i s t i c d e v i c e s — cTHJiHCTHqecKHe n p n e M H — C T H J I H C T H K y c y j u i a p 

t h e s a u r u s —Te3aypyc — Te3aypyc 

t i t l e — 3arojioBOK — c a p j i a B x a , H O M 

u t t e r a n c e — BbicKa3HBaHHe—d)HKp 6 H J I A H P H U I , r a n 

v e r b a l , v e r b a l s i g n a l s — Bep6a.ibHbift, B e p S a j i b H b i e ciirHaJibi — Bep6a.i ( O F 3 3 K H ) 

CHFHaAAap 

v o l u m e — p r a g m a t i c — s e g m e n t a t i o n — 06-beMHO-nparManiqecKoe qjieHeHHe — 

^a>KMHHHr nparMaTHK CyjiHHHiiiii 

w h o l e n e s s — ueJiocTHOcTb — 6yTyHAHK (TeKCTHHHr 6yTyH.iHrnHii Ta-bMHHjiaiu) 

C O N T E N T S 

PREFACE . . 3 

I. Theoretical Introduction 

I . I n t e r p r e t a t i o n o f the t ex t a s a s u b j e c t . I t s a i m s a n d t a s k s . I t s l i n k s w i t h 
o t h e r s u b j e c t s ( 5 ) . 2 . I n f o r m a t i v i t y of the Tex t ( 9 ) . 3 . M o d a l i t y of t h e 
T e x t ( 1 2 ) . 4 . I m p l i c i t n e s s of t h e T e x t ( 1 7 ) . 5 . W h o l e n e s s of t h e l i t e r a r y 
Tex t ( C o h e s i o n ) ( 2 1 ) . 6 . C o m p o s i t i o n of t h e Tex t ( 2 9 ) . 7- S e g m e n t a t i o n of 
t h e T e x t ( 3 2 ) . 8 . P o e t i c De ta i l ( 3 8 ) . 9 . F o r e g r o u n d i n g ( 4 3 ) . 10. Role of 
t h e T i t l e in r e v e a l i n g c o n c e p t u a l I n f o r m a t i o n o f the Tex t ( 4 6 ) . 11. T e x t in
t e r p r e t a t i o n a n d l i n g u o p r a g m a t i c s ( 4 8 ) . S u m m a r y . ( 5 4 ) . 

II. Brief Instruct ions for Seminars . gg 

1. M e t h o d s a n d W a y s of I n t e r p r e t a t i o n ( 5 8 ) . 2 . S c h e m e of I n t e r p r e t a 
t i o n ( 5 9 ) . 

III. Spec imens for text interpretat ion 6( 

T r i b u t e by A . C o p p a r d ( 6 1 ) . A r r o w s m i t h ( f r a g m e n t s ) by S . L e w i s ( 7 1 ) . 
I n A n o t h e r C o u n t r y b y E . H e m i n g w a y . ( 8 1 ) . T h e m a n o f P r o p e r t y b y 
J . G a l s w o r t h y ( P a r t 1 . c h a p t . 1 ) ( 9 7 ) . T h e C h e r r y T r e e by A. C o p p a r d 
( 1 0 3 ) . Wi ld F l o w e r s b y E . C a l d w e l l ( 1 0 8 ) . 

IV. Texts of short stories suppl ied wi th tasks for independent interpretat ion H6 

Rec ipe for M u r d e r by C . P . D o n n e l ( 1 1 6 ) . The B r o k e n B o o t by Q . G a l s 
w o r t h y ( 1 2 0 ) . T h e H a p p i e s t M a n o n E a r t h b y A . M a l t z ( 1 2 4 ) . The S t a n d a r d 
o f L i v i n g by D. P a r k e r (128). P i a n o by W. S a r o y a n ( 1 3 2 ) . The C a n n i b a l s 

by S . H e y m ( 1 3 5 ) . T h e L a s t Leaf by O . H e n r y ( 1 3 9 ) . R e u n i o n by J . C h e e v e r 
( 1 4 4 ) . The E n d o f S o m e t h i n g by E . H e m i n g w a y ( 1 3 7 ) . The L u n c h e o n by 

S . M a u g h a m (151) 


