1.Science cognizes the world analytically – by taking things of the same sphere and class apart and establishing  logical connections between them and their constituents, i.e. by creating concepts (intellectual work). 
Art cognizes the reality synthetically – through comparing things from different spheres and by way of associations ascribing similar features to them, i.e. by creating images (the work of imagination).  

An artistic image may be viewed as some model or generalised form that reflects the author’s subjective vision of either existing or fictitious reality. 

Images presuppose an artistic presentation of the general through the individual, of the abstract through the concrete and the sensuous.

To create images artists use different materials (marble, clay, paints, sounds, etc.) . 
E.g. the statue of David by Michelangelo (marble, 1501- 1504). 

In verbal art imagery is embodied in words used in a figurative way to attain a higher artistic expressiveness.

Unlike the words in literal expressions which denote, or say directly what they mean according to common verbal practice or dictionary usage, words in figurative expressions connote, or acquire additional layers of meaning in a particular context. 

Thus, the literal (dictionary, logical) meaning is the one easily restored irrespective of the context, while the figurative (contextual) meaning is the one materialised in the given context. 

So, the verbal image is a pen-picture of a thing, person or idea expressed in a figurative way, i.e. by words used in their contextual meaning.   Images – due to their frequent use – often become recognized symbols.
E.g.  a bridge for ‘transition from past to future, from bad to good, from danger to rescue’ (‘Old Man at the Bridge’ by E. Hemingway).Linguistic figurativeness or linguistic imagery can be found in various lexical lingual means that are termed either tropes (Ancient Gk. tropos ‘to turn’), or – like in our course – lexical stylistic devices.
A trope can be defined as a sort of transfer based on the interplay of lexical meanings of a word that results in establishing connections between different or even opposite notions or things, which are understood to have some similarity in the given context.NB! Imagery can be created by lexical SD’s only. 

The rest of stylistic devices (morphological and syntactical, phonetic, graphic) do not create imagery, but serve as intensifiers: they can add some logical, emotive, expressive information to the utterance. 

In rhetoric the verbal image is described as a complex phenomenon, a double picture generated by linguistic means, which is based on the co-presence of two thoughts of different things active together:

· the direct thought – the tenor (T). 

· the figurative  thought – the vehicle (V).

E.g.  She (T) is a bird of passage (V).The tenor is the subject of thought, while the vehicle is the concept of a thing, person or an abstract notion with which the tenor is compared or identified.

As I.V. Arnold points out, the structure of a verbal image also includes:

· the ground of comparison (G) — the similar feature of Т and V;

· the relation (R) between Т and V;

· the type of identification/comparison or, simply, the type of a trope. 

	
	T
	G
	R
	V
	TROPE

 

	
	She
	is transient
	like
	a bird of passage
	(simile)

	
	She
	–
	is  like
	a bird of passage
	(simile)

	
	She
	–
	is
	a bird of passage
	(noun metaphor)

	
	                  –
	The bird of passage flew away
	(noun metaphor)


Images may be:

· general (macroimages), e.g. ‘The Moon and Sixpence’ by W.S. Maugham

· individual (microimages), e.g. that great ocean of deep depression. (Priestley)

I.R. Galperin divides images into three categories:

· visual, e.g. It was a feast of colour. (Maugham)
· aural (acoustic), e.g. He sprang to the machine, which was now going pocketa-pocketa-queep-pocketa-queep. (Thurber) 

· relational, e.g. a man of figures, a man of great dignity. (Priestley) 
2. The problem of classification of tropes has existed for centuries going back to antique schools of rhetoric. 

But the majority of scholars have not been interested in presenting tropes as a generalized system.

Most authors propose purely subjective classifications.Some of them describe tropes and other stylistic devices in an alphabetical order.Some split them into 2 groups: metaphor and metonymy.
I.R. Galperin's classification of lexical stylistic devices (adopted in our course) is based on the 3 following criteria:
Group 1:Interaction of different types of lexical meaning

· Dictionary (logical, literal) and contextual (figurative) meanings: Metaphor, Metonymy, Irony.
· Primary and derivative logical meanings (of a polysemantic word): Zeugma, Pun. 
· Logical and emotive meanings:Oxymoron, Epithet. 
· Logical and nominative meanings:Antonomasia.
Group 2:Intensification of a feature

Hyperbole (intensification of quantity, size, emotions, etc.), Simile (intensification of affinity), Periphrasis (intensification of an inherent property). 
Group 3:Peculiar use of set expressions

Clichés,Proverbs, Epigrams, Quotations,Allusions,Decomposition of set phrases.

Lexical stylistic devices are also classified according to the degree of originality into trite and genuine.  
Genuine devices are original, full of imagery.Trite devices are ready-made, fixed in dictionaries clichés. Imagery seems faded there. Such cases are mainly dealt with in lexicology.
E.g.  a root of the quarrel (trite metaphor). 

3. Metaphor (Gk. metaphora ‘transference’) as a term was originally and is still often applied indiscriminately to any kind of figurative use in art.It is often treated as parable or allegory that traditionally expresses abstract ideas through concrete pictures.

E.g.  The texts of the Bible, ‘The Divine Comedy’ by A. Dante (in verbal art).
As a SD metaphor is an imaginative identification of one concept (Т) with another (V), or a hidden comparison of two objects with no real connection. It is a transfer by similarity (likeness, affinity) resulting in the violation of normal correspondence between concepts and words. Function. Metaphors make descriptions concrete and vivid.  
Metaphor and simile.Metaphor like simile is based on the mental process of comparison, but, unlike in simile, in metaphor the ground of comparison is never stated openly. 

E.g. She is like a bird of passage (simile). She is a bird of passage (metaphor).

Metaphors can be embodied in all the basic parts of speech – nouns, verbs, adjectives and adverbs.
V.A. Maltzev isolated certain structural patterns of noun metaphors, depending on the type of identification of Т and V, the most frequent among which are the following:

· Т is V: E.g. ‘… Love is a disease. Women are the instruments of my pleasure …’ (Maugham)

· Т turns into V: E.g. The fine autumn afternoon was losing its bright gold and turning into smoke and distant fading flame, so that it seemed for a moment as if all London bridges were burning down. (Priestley)

· Something makes Т into V: E.g. Lights were flickering on along the wharf, immediately giving the unlit entrances a sombre air of mystery. (Priestley)

· V replaces Т: E.g. The little devil raged in. 

In non-noun metaphors the vehicle is hidden and must be identified by properties or actions denoted by adjectives, adverbs and verbs.E.g.  The passion that held Strickland was no less tyrannical than love. (Maugham) 

        Young Turgis … intimidated everyone by sneezing explosively.
     Some books are to be tasted, others swallowed, and some few to be chewed  and digested. (Bacon)

Metaphor has no formal limitations: it can be a word, a phrase, any part of a sentence, or a sentence as a whole. Simple metaphors contain only one vehicle.E.g. His life was a tragedy.
Sustained (extended, prolonged) metaphors occur whenever one metaphorical statement, creating an image, is followed by another, containing a continuation, or logical development of the previous one. 

Hence, in a sustained metaphor the central vehicle is supported by one or more vehicles contributing to the same image.
E.g. His life was a tragedy written in the terms of knock-about farce. (Maugham)

According to the degree of originality metaphors like all the rest of the stylistic devices may be subdivided into: 

· Genuine (authentic, 'living'). They are original, full of imagery, and therefore are treated as SD’s proper.

· Trite (etymological, dead, traditional, stereotyped, hackneyed, dictionary). They are fixed in dictionaries clichés with faded imagery. Thus, they are viewed as expressive means of the language. E.g. a foot of a mountain, a mouth of a river, a root of the quarrel. 

Stylistics deals preferably with 'living' metaphors whose function is not a mere nomination of the object in question, but rather its expressive characterization. 

Cases of trite metaphors are dealt with in lexicology. 

Having become standardised through overuse, metaphors may also exist as idioms. 

Today they have a literal meaning that differs from their original literal meaning because they have passed through a metaphorical stage. E.g. to add fuel to the fire/flames.

Metaphor is also a common lingual means of occasional denomination that provides us with a means of explaining the unknown in terms of the known.Similarity on which metaphorical renaming is based may concern any property of the thing meant. It may be colour, form, character of motion, speed, value or anything else that shows a resemblance. 

E.g. What was the name of the barking creature?

Personification is a variety of metaphor in which human properties are attributed to lifeless (or inanimate) objects — mostly to abstract notions (thoughts, actions, emotions, seasons of the year, etc.).
The formal indication of personification may be:

· capitalising: 
E.g. If you can meet with Triumph and Disaster


  And treat those two impostors just the same ... (Kipling)

·  the use of pronouns he or she instead of it: 

E.g. Life is hard, and Nature takes sometimes a terrible delight in torturing her children. (Maugham)

· the use of verbs and adjectives that originally stand for the actions and qualities of people:

E.g.  The Tower Bridge raised its two arms. (Priestley)



 a low and fat arm-chair. (Priestley)There are a lot of cases of trite personifications.

E.g. The English ship is traditionally substituted by the pronoun she.
Function. Personification adds dramatic power to the description, it expresses the author's vision of the (possible) world, or reflects the attitude of the characters to the things described. 

Zoonimic (animalistic) metaphors are the opposite of personification. It is the ascription of the traits of beasts to people, usually with the intention of negative characterization or creating humour.
E.g. a fox, a cow, a snake.     Turgis … almost snarled his reply to any civil question. (Priestley)

4. Metonymy (Gk. metonymia 'changing of name') is a trope based upon contiguity – upon a real connection (inward or outward) – between the object of nomination and the object whose name by way of associations is used to replace it. (Cf. with metaphor where this connection is non-existent.)

Metonymy can also be defined as a nomination of the object through one of its inherent properties.

E.g. ‘Hulloa, fatty. What do you want?’ (Maugham)

Function. Metonymy usually creates an ironic or even sarcastic effect, sometimes it serves intensification. 

According to the relation between the tenor and the vehicle the following types of metonymy are differentiated:

· the abstract stands for the concrete:
E.g. But then he did not really want any of these people, did not want company for company’s sake. What he really wanted was Love, Romance, a Wonderful Girl of His Own. And these had lately all been assuming the same shape in his mind, that of Lena Golspie. (Priestley)

· the container is mentioned instead of the contents:
E.g. He sipped one more bottle (of whisky).

· the material instead of the thing made of it:
E.g. She was glancing through his water colours.

· the maker stands for the thing made:
E.g. The Rembrandt turned out to be fake. 


   He adores Mozart.

· the instrument is put for the agent:

E.g. His brush can be easily recognized.

· a part is put for the whole (synecdoche): 
 E.g. There were long legs all around.

Metonymy in many cases is trite. E.g. to cite Byron, hands wanted. 
Synecdoche can as well be expressed grammatically. An example of traditional (stereotyped) synecdoche is the use of the singular (the so-called generis singularis) when the plural (the whole class) is meant.

E.g. ‘A woman can forgive a man for the harm he does her’ he said, ‘but she can never forgive him for the sacrifices he makes on her account.’ (or: The woman ...). (Maugham)

The opposite type of synecdoche (‘the whole for a part’) occurs 

· when the name of the genus is used in place of the name of the species:

E.g.  Stop torturing the poor animal (instead of the poor dog); or

· when the 'plural of disapprobation' is resorted to:

E.g.  Reading books when I am talking to you! (while one book is meant). 
5. Zeugma (Gk. zeuguana 'joining, uniting') or syllepsis (Gk. sullēpsis: sul- SYN - ‘with or together’ + lēpsis ‘a taking’) is the blending together of two or more semantically incompatible word groups, having an identical lexical item (usu. a polysemantic word), into a single construction where this item is used only once.

E.g.  … it was a perfect purgatory of dust and confusion and gritting of teeth and soft, sweet and low profanity. (Twain)  

In the resultant cluster the identical lexical item is in the same grammatical (syntactical) but different semantic relations with the adjacent units, which pertain to semantic spheres inconsistent with each other. 

Thus, without being repeated the lexical unit is used in a literal and in a transferred meaning. 
E.g. With tears in her eyes and a Gucci bag she appeared at the door of his apartment.    
Function. The effect produced by zeugmatic combinations is humorous or ironical.

Zeugma is an accepted stylistic device in English literature, in Russian it is beyond the literary norm. 

Pun – the use of a word in such a manner as to bring out different meanings or applications of one polysemantic word, 

        – or the use of words alike or nearly alike in sound but different in meaning (homophones, paronyms), often with humorous intent.It is also called wordplay, play on words, quibble, paronomasia, (Latin, from Gr. paronomazein ‘to call by a different name, to name besides’: para ‘besides’ + onomazein – ‘to name’).
Alongside the English term 'pun', the international (originally French) term calembour is current. 
E.g. It is not my principle ('general rule of conduct') to pay the interest ('money paid for use of money lent'), and it is not my interest ('advantage, profit, or generally, thing in which one is concerned') to pay the principal ('the original sum lent') (a polysemantic word and homophones).

  
She was too beautiful for wards (a ward sounds nearly the same as words, i.e. paronyms).

Function. The creation of a jocular atmosphere caused by the intentional mistreatment of the meaning of the lexical unit either by the speaker.

E.g. – I beg your pardon.  – I am not offended.

The majority of jokes are based on pun
Both zeugma and pun are based on polysemy and create a humorous effect.

The distinguishing feature is mainly a structural one as 

· zeugma is always a structure with two adjacent elements linked with the central element which is used only once; while

· pun 1) is more independent as it needs a broader (than a structure) context for its decoding and there need not necessarily be a word in the sentence to which the pun-word refers; 


         2) pun-words often recur. 

Moreover, pun is more varied as besides polysemy it rests on the use of homophones and paronyms. 

6. Irony (Gk. eirōneia 'feigned ignorance', ‘mockery concealed') is based on the contrast between the literal (dictionary) meaning and the intended meaning: one thing is said and the opposite is implied. 

Irony is generally used to convey a negative meaning (ridicule, contempt) though only positive concepts may be used in it. 

Y.M. Skrebnev suggested the following general scheme of irony – ‘praise stands for blame’. Thus, good used ironically implies its antonym bad.

 E.g. ‘God damn my wife. She is an excellent woman. I wish she was in hell.’ (Maugham)

Very seldom the opposite type of irony where ‘blame stands for praise’ is observed: coarse and accusing words are used approvingly.

E.g. Clever bastard! Lucky devil! Tough son-of-a-bitch! 
Besides, Y.M.  Skrebnev distinguishes 2 kinds of ironic utterances:

· explicit ironical, which no one would take at their face value due to the situation, tune and structure:
E.g. An excellent student you are! (addressing the one with poor results), and

· implicit ironical, when the ironical message is communicated against a wider context:

E.g. ‘The Devoted Friend’ by  O. Wilde.

In oral speech, irony is often made prominent by emphatic intonation. 

In writing, the most typical signs are graphical, like inverted commas or italics. 

Irony can be understood from the context without any special graphical indication.

Irony must not be confused with humour, although they have much in common. 

One of the functions of irony is producing a humorous effect.But unlike humour that always causes laughter, that is friendly and positive by its character, irony presupposes critical evaluation of the thing spoken about and expresses ridicule, mockery or contempt. In this sense irony stands closer to sarcasm when mocking and contemptuous language is intended to convey scorn or insult. 

An ironic effect is frequently achieved by the mixture of styles: the use of the high-flown style on socially low and insignificant  topics or in a friendly talk, etc. 

E.g. Mine is negation (in a kitchen). (Cf.: No!)

Besides verbal (lingiustic) irony, there also exists irony which is produced extralinguistically.  

It is created by contrasting what the character seeks by his actions and what he obtains and may cover the whole literary work. 

Such are  irony of situation or irony of fate (life), and dramatic irony investigated in literary studies.

 Irony of situation is a literary technique based on the contrast between how a set of circumstances looks on the surface and what it actually is in reality. It rests on the discrepancy between what is intended when one acts and what the result is.

Dramatic irony is a literary technique in which the reader understands the actual meaning of what is happening, but the character does not.There is a second variant of dramatic irony when the author adopts the character’s wrong viewpoint to finally ridicule him/her and reveal his/her naivety. 
