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OT PEJAKLLHOHHON KOJIJIETUH

Ipenaaraemblfi BhiNyck YueHbIX 3anucoxk Mcropuko-¢unodoru-
yeckoro (¢akyJstera Jlareuiickoro I'ocynapcTBeHHOro YHHUBepcCH-
TeTa fABJSETCs COOPHUKOM CTaTeli Mo BOMPOCAaM AHTIUICKOR U Kaac-
cHYecKkol ¢uaoa0ruy.

B cratbe M. I1. B e 1103 0.4 conocras/isiioTcs OCOGEHHOCTH ap-
THKYJASIUMK AHQTOHrOB B aHIVIMHCKOM M JATHIIICKOM f3BIKaX.

B cBoeii cratbe «CnekTpaJjbHblil aHaan3 AH(TOHrOB COBpPEMEH-
HOTO JATHIUCKOTO W aHrJuickoro AsbikoB» M. A. Helimauge
HArJsaHO MCNOAb3YeT COeKTPa/bHbiii aHaJH3 B KauecTBe HauboJiee
ASHCTBEHHOTO METOAa aKyCTHUECKOrO HCCJeJ0BaHMS AU(PTOHTOB B
ux auHamuke. JlaHHag CcTaTbsl $IBJASETCS YacTbl0 KaHAMZATCKOM
Aucceprauny, Haj KOTopoi paboraeT aBToOp.

B ecrathe A. ®. Tpunb6aarta paccMaTpuBaeTrcs BONpoC 06
IKBHBaJIeHTaX aHCAMHACKOrO TJaroJbHOro TNOCTIO3UTHOIO COYeTa-
HHUsl B JATHILCKOM $I3blK€ M COMOCTABJSIOTCS CXOJHBIE MO JIEKCH-
YECKOMY COCTaBY IJ1aroJibHble MOCTIO3HTHBlE COYETaHHSA B AHTJIHEA-
CKOM #I3blKe C COYETAHMSIMM IJlarojla C HapeyHeM B JIATHIILUCKOM
HA3bIKe. i

Cratea B. M. Aramaxanosoi (Jlareuiickas [ocynaper-
BeHHasi KoHcepBaTopusi) NOCBSILIEHA OJHOMY H3 aKTyaJbHBIX BO-
TIPOCOB JIEKCHKOJIOTHH, 8 HMEHHO, YCTAHOBJEHHIO Hieorpafduueckoit
CBSI3H CJIOB B COBDEMEHHOM aHrJHACKOM s3bike. [laHHas craThs
SIBJISIETCS YACTBIO KAHAWIATCKON JHCCEPTAIMH.

B cratbe T. A. 3anuTe paccMaTpuBaIOTCSi OCHOBHBHIE MPO-
GJaeMb HCKYCCTBa N€peBoa — COOTBETCTBHE, WIHOMATHKA, KOJ1O-
PHT.

B cratbe M. M. 5l Hc0H paccMaTpHBAIOTCSl XapaKTepHbE CTH-
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JIUCTHUECKHE OCODEHHOCTH AHIVIMHCKOH MOAEPHHCTCKOH MO33HU, ee
ColHaJibHOe COofAep¥aHHe M ICTeTHYECKAast KOHUENIus.

M. A Aunepcoue B cBoeil crathe 060011aeT ONLIT B 00.1a-
CTH JIATHIMICKO-aHIIUHCKOR JleKcukorpapuu.

B cratbe JI. M. He p & a ¢ paccMaTpuBaloTcs oCoOEHHOCTH OpP-
dorpadun, MopdoNOruy, CHMHTAKCHCA M JIEKCHMKHM B xponuke [en-
puxa JlatBufickoro.

CAKOJNJIETHs ¥ ABTOPCKHIl KOJJIEKTHB NPOCAT HATIPABAATH KPH-
THYECKHEe OT3bIBb 00 ONyOJHNKOBAaHHBIX B JaHHOM COODHHKE CTaThAX
PEAKOAJIETHH « YUEHBIX 3a1THCOK», T. 42, rop. Pura, ya. T'opbkoro 48.



PETERA STUCKAS LATVIJAS VALSTS UNIVERSITATES ZINATNISKIE RAKSTI,
42, SEJUMS, 1961.
YYEHHE 3ANUCKH JATBHUHICKOIO I'OCYIAPCTBEHHOIO YHUBEPCWTETA
HMMEHH IIETPA CTYYKH, TOM 42, 1961.

M. Vecozola

LATVIESU UN ANGLU VALODAS DIVSKANU FONEMU
ARTIKULACIJAS APRAKSTS

1. SVESVALODAS IZRUNAS APGUSANAS METODE

Padomju Latvijas skolas, kur skoléni apgiist zinaSanas dzim-
taja valoda, sveSvalodas izrunas iemanu attistiSana rada sa-
mera lielas griitibas. Tas izskaidrojams ar to, ka svesvaloda
apgiistama divvalodu maciSanas apstak]os.

Skolens sastopas ar divam dazadam artikulacijas sistemam,
kuras dazi sveSvalodas un dzimtas valodas fonetiskie iidzekji
sakrit, bet kuras tomer lielakais vairums S$o lidzek|lu nesakrit.

Anglu valodas izrunas apgusanu latviesu skolas galvenokart
sarezgi tas, ka vel arvien nav izstradatas anglu valodas 1zrunas
maciSanas metodes.

Otrkart, ne visi ang]u valodas skolotaji pareizi noverte izru-
nas lielo nozimi cilvéku sazinasanas procesa. Macot angju va-
lodu latviesu skolas, skolotaji galvenokart censas dot skoleniem
pareizas gramatikas zinasanas un piever§ uzmanibu vardu kra-
juma apguSanai.

Rezultata skolénos nav attistitas iemagas un maka brivi par-
slegties no dzimtas valodas artikulacijas bazes uz anglu.

Parsleganas no dzimtas valodas resp. no latvieSu valodas
uz anglu ir sarezgits psihologisks un fiziologisks process. Ru-
nas organiem, kas dzimtas valodas iizruna ir pieradusi pie zina-
mas, noteiktas darbibas, jaapgilist jaunas, neparastas kustibas,
kuras nepiecieS8amas jaunajai artikulacijas bazei. L. Scéerba
saka: «... iemacities pareizi izrunat ir tas pats, kas apgit ve-
selu rindu jaunu, neparastu kustibu, pie kam tas jaapgust ta.
lai tas k]atu ta sakot reflektoras. t. i., pierastas, lai tas noritétu
ar visminimalako apzinas kontroli».!

~_Jauno, neparasto kustibu vingrinajumi nogurdina artikula-
cijas organus un palénina darba iempu anglu valodas apgii3a-
nas procesa. Tomer §ada paradiba ir atlaisnojama un anglu va-
lodas macidanas sikuma posma neizbégama.

! L. S¢éerba, «Frantu valodas fonétika» (krievu valoda). Sveg-
valodu literat. izdevn., Maskava, 1948. g.. 48. Ipp.



Izrunas maciSanas pamata liekama apzinata artikulacijas
analize, kam seko atdarinasanas process. Tada veida maciSana
klast merktieciga, ta orienté skolenu izmantot dzimtas valodas
izrunas iemanas, ta palidz apgtt pareizas runas organu kusti-
bas. Runas organu analize veicina noteikt fonému izrunasanas
vietu, to artikuléSanas veidu un virzienu. Analizéjot rodas
izpratne, ka nodarbinat runas organu muskujus. Runas organn
darbibu var kontrolét ar redzi, izlietojot divus spogulisus, ar
iausti un musku]u kustibas sajiitu.

Minétie panemieni dod iespéju apzinati vadit artikulacijas
organus atdarinasanas bridi.

Apzinatu izrunas apguiSanu nostiprina ar vingrinajumu sis-
temu, kas savukar! ietekmé un cel skolénu garigo darbibu vis-
par un interesi par sve§vaiodu.

Svesvalodas maciSanai jabalstas uz dzimtas valodas. Sves-
valodas paradibu izskaidrojumam jaizriet no dzimtas valodas.
Tada macisana savukart veicina dzimtas valodas dzilaku izpra-
Sanu.

Antizinatniskais uzskats par sveSvalodu macisanu, kadu
pauz dazi metodiki un valodnieki arzemeés, neatzist sakuma
perioda izmantot dzimto valodu ka izejas bazi, bet ieteic maci-
Sanu dibinat uz neapzinatibas principa, lai skoléns atkartotu to
pasu uztveres celu, kadu tas jau izmantojis, dzimto valodu ma-
coties. S1 nepareiza, mehanistiska teorija ignoré vecuma ipatnibas
un neievero to, ka skolénam, pirms vin§ uzsak macities svesva-
lodu, jau ir attistitas dzimtas valodas izrunas iemanas.

Protams, skoléns savas dzimtas valodas izrunas iemanas
neapzinas. Tadel, iekams izmantot kontrasta principu izruna,
skolénam vispirms japaskaidro fiziologiskais princips cnemu
veidoSana dzimtaja valoda. Izpétijot izrunas ipatnibas dzimtaja
valoda, skoléns varés apzinati salidzinat fonemu artikulacijas
kopéjas un atskirigas pazimes dzimtaja un sveSvaloda.

Tikai tadas iemanas, kas apgiitas apzinati, pamatojoiies uz
izpildamas darbibas analizi un $o kustibu sistemaliskiem vingri-
najumiem, nostiprinas un palidz pilnveidot un attistit pareizu
izrunu, jo tas ir saistitas cieSi ar apzinas augstakiem procesiem.

‘Padomju psihologija izce] to iemanu parakumu, kas izvei-
dotas, balstoties uz apzinu, bet neatzist iemanas, kas attistitas
mehaniskas darbibas rezuitata.

Uzkradams apzinatas artikulacijas iemanas, skolens sasniedz
tadu izrunas pakapi, kura apzinatas artikulacijas iemanas klust
par automatizétam iemanam, kas tad ari ir izrunas macisanas
metodikas meérkis.
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Zemik sniedzam latvie$u un anglu valodas divskanu fonému
artikulacijas aprakstu un anglu divskanu fonému macisanas pa-
némienus latviesu skola.

2. LATVIESU VALODAS DIVSKANU FONEMU ARTIKULACIJAS
APRAKSTS

Anglu valodas divskanu fonemu artikuiacijas ipatnibas vis-
labak saprotamas tad, ja skoléni ir vispirms iepazistinati ar
latvieSu valodas divskanu fonemu artikulacijas ipatnibam.

LatvieSu valodas divskanu fonému sistéma ietilpst $adi div-
skani: [ei, ai, au, iu, ui, ia, ua], ka ari divskani [0 i}, [0 u]
un [e u], kas sastopami sveSvardos.?

Divskanis [e i]=lei, ei & il.

Divskana fonému [e i] ortografija apzimé ar «e i». Divskanis
[ei] sastopams varda visos stavoklos: varda sakuma, atklata
zilbé (piem.: eikalipts, Eiropa, Eiduss u. tml.), vidi — valgja
un slégta zilbé (piem.: meita, steiga, beigt, teika u. tml.) un bei-
gas valeja zilbe (piem.: pelei, zekei, eglei u. tml.).

Divskani [e i] pirmo komponentu [e] artikulé ar videju méles
pacelumu. Meles vidéja dala pacelas cieto auksléju virziena vi-
déja augstuma. Méles stavoklis ienem vietu starp priek3ejas rin-
das patskaniem [i] ur [&].

Liuipas artikule atbilstosi [e] pozicijai: tas atvilktas uz mutes
kaktiniem, atsedzot maziiet zobu rindas. Atvérums starp zobu
rindam tik plats, ka taja var iebazt maza pirkstina galu. No $ada
stavokla runas organi pariet uz [i] poziciju, augstu pacelot mé-
les vidéjo dalu cieto auksléju virziena. Lipas no vidgji plata
atvéruma [e] izruna pariet uz Sauro [i] atvérumu; abus kompo-
rentus izruna nelabiali.

Lipu stavokla foto attéli apliecina abu komponentu spriego,
go)teikto artikulaciju (skat. liipu stavokla foto attélus Nr. Nr. 9

a).

Divskapa [ei] abu komponentu kopigas ipaiibas ir
tadas, ka tie abi ir priek3gjas rindas simetriski patskani. Abus
komponentus izruna ar spriegiem runas organu muskuliem. Tos
lzruna ar gaisSu toni.

® Par divskanu [ia, u©a], [eu] un fou] artikulaciju skat. raksta
«L.atvw.f;u un anglu valodas divskanu fonému sistémas visparigs rakstu-
rojums», LVU Raksti, XXXII séj., Riga, 1960. g
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Divskana [ei] komponentu atSkirigas ipatnibas: pirmais
komponents [e] ir plataka, bet [i] — Sauraka skana; [e] ir ar
mazliet plataku mutes atverumu neka [i]. Komponenta [e] tonis
ir mazliet tumsaks neka [i].

Runas pliisma literdra izruna divskani [ei] izruna ar
trejadam intonacijam: ar stieptu ~, lauztu A vai kritodu *\,
piem.:

[tei ka] teika,
[meita] meita,
[greéis:] greizs.

Divskanis [e i]visuma nav pak]auts apkartéjo skanu adap-
tacijai; to visos varda stavok|os izruna ar noturigiem runas
organu muskuliem, pieméram:

[nuabéigums] nobeigums,
[sasteikt] sasteigt u. tml

Divskanim [e i] tatad nav pozicionalu alternantu, jo ta kva-
litate pat neuzsvértajas zilbés nav paklauta redukcijai.
Divskana kvalitativas izmainas vieta sastopama intonaciju
tipu maina sakara ar vardu morfologiskam izmainam, pieme-
ram:
[beéikc] beigts,
[[bet gas] beigas,
[steikt] steigt,
[[steiga] steiga,
[teikt] teikt,
[teika] teika.

Divskanis [a i]=[a i, ai, ail.

Divskana fonemu [a i] ortografija apzime ar «a i». Divskanis
[a i] sastopams varda visos stavoklos: varda sakuma, atvérta un
slegta zilbe (piem.: aiziet, aizmigt, aicinat u. tml.), varda
vidii — va)éja un slégta zilbé (piem.: laika, bailes, laiks u. tml.)
un varda beigas valeja zilbé (piem.: tavai, labai, malai u. tml.).

Divskani [a i] pirmo komponentu [a] artikulé ar zemu meéles
pacélumu pret cieto un miksto auksléju robezu. Pacelta tiek ta
méles dala, kas atrodas starp meles pakalejo un vidéjo dalu.
Divskana [ai] izruna mineta méles dala, artikuléjot [a], 3kiet,
mazliet pavirzas uz prieksu, par ko liecina lipu stavokla foto
attels, kur lipas jau pirma komponenta izruna mazliet iezime
[i] linijas. Veérojot foto attélu, redzam, ka lapu atvérums nav tik

12



plats, ka tas ir patskana [a] un [a:] izruna bez [i]. Bez tam li-
pas ir mazliet atvilktas uz mutes kaktigiem.

No aprakstita [a] artikulacijas stavok]a runas organi pariet
uz [i] poziciju: méles vidus dala pacelas cicto auksleju virziena;
lapas ari ienem [i] stavokli.

Lipu stavoklu foto atteéli (Nr.Nr. 10, 10a) rada, ka abiemn
komponentiem ir spraiga runas organu muskulu darbiba, vajaka
ta ir [a] izruna.

Abu komponentu kopiga pazime ir ta, ka to izruna
Iipu stavoklis ir nelabials. Citu kopigu pazimju tiem nav.

Komponentiem ir $adas at§kirigas pazimes:

1) katrs komponents parstav citu patskangu rindu: [a] — vi-
déjo, bet [i] — priek$éjo; [i] ir simetriskais patskanis, [a] — si-
metrisko rindu ievaditajs vai noslédzejs;

2) katru komponentu artikuleé ar savu meéles pacelumu: [a]
ar zemu, bet [i] — ar augstuy;

3) lapu muskulu saspriegums lielaks [i], bet vajaks [a] iz-
runa;

4) komponentam [i] balss tonis ir visaugstaks, bet [a] --
zemaks, tomér ne ar tumsu, dobju nokrasu.

Runas pliisma [ai] izruna ar trejadam inionacijam:
ar stieptu ~ lauztu A un kritosu \ pieméram:

[laiks] laiks,
[baiks] baigs,
[‘aita] aita.

Divskanis {ai] visuma nav paklauts apkartéjo skanu adap-
tacijai: to visos varda stavoklos izruna ar noturigiem runas
organu muskuliem, pieméram:

[[pi aicini:t] pieaicinat.
[[adatains] adatains,
[[drupatains] drupatains u. tml.

Tatad divskanim [ai] nav pozicionalu alternantu, jo to ari
neuzsveértajas zilbés izruna bez kvalitativas redukcijas.
_ Divskana [ai] kvalitativas izmainas vieta sastopam intonaci-
jas tipu mainu sakara ar vardu morfologiskam izmainam, pie-
méram:

lkaist] kaist, [kat té:t] kaitét u. tml.
Divskanis [a ul=[aii, a i, a u].

~ Divskana fonému [a u] ortografija apzimé ar «au». Divska-
nis [a u] sastopams varda visos stavok|os: varda sakuma atverta
un slégta zilbe (piem., auti, augonis, auksts u. tml.), varda
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vidi — valéja un slégta zilbé (piem., lauka, baudit, saukt,
braukt u. tml.).

Divskani -[a u] pirmo komponentu artikulé ar zemu meles
pacelumu. Meles pakaléjas dalas nelielais izliekums cicto un
miksto auksléju robeZzu virziena Skiet mazliet pavirzas atpakai.
ko prasa nakosa [u] patskana faze. Ari lupas [a] izruna jau maz-
liet pavirzitas uz priekSu, to atverums mazliet Sauraks ncka [u]
un [u:] izruna. Artikulejot lal, liipas jau gatavojas iepemt [u]
izrunas poziciju. Tatad tajas jau samanamas [u] liniju iezimes
(skat. foto attélus).

No aprakstita [a] artikulacijas stavok|a runas organi pariet
uz [u] poziciju: meles pakaléeja dala pacelas miksto auksléju vir
ziena; luipas ienem [u] stavokli. Lipu stavokju foto attéli
(Nr.Nr. 11, Ila) apliecina abu komponentu spriegu muskulu
darbibu, kas ir mazliet vajaka [a] izruna.

Abiem komponentiem kopigu pazimju nav.

Pie at&kirigdm pazimém minamas $adas: ;

1) katrs komponents parstav savu patskanu rindu: [a] par-
slav videjo. bet [u] — pakaléjo; [u] ir simetriskais, bet [a] —
simetrisko patskanu rindu ievirzitajs vai noslédzejs;

2) katru komponentu artikulé ar citadu meéles pacelumu:
[a] — ar zemu, bet [u] — ar augstuy;

3) runas organu muskulu saspriegums [u] izruna ir lielaks,
bet [a] — mazaks;

4) balss tonis [a] izruna ir zems, bet ar gaiSu nokrasu, [u] —
tumss, dobjs.

Runas pliisma [au] izruna ar trejadam intonacijam:
~ .~ /plemeram:

[‘a ik a] auka,
[a G ksc] augsts
[tauki] tauki.

Divskanis [a u] nav visuma paklauts apkartéjo skanu adap-
tacijai: [a u] ari visos varda stavok|os izruna skaidri, bez kva-
litativas redukcijas, jo runas organu muskuli ir noturigi ari ne-
uzsverta zilbju artikulacija, pieméram:

[[pabraii ka:t] pabraukat,
[(pa:rbaudi:t} parbaudit u. tml.
Tatad divskanim [a u] nav pozicionalu alternantu. Divskana

[a u] kvalitativas izmainas vieta sastopam intonacijas tipu mai-
nas sakara ar vardu morfologiskam izmainam, pieméram:
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[braukt] braukt,

[braiika:t] braukat,

[satkt] saukt,

['satika:t] saukat, (bet [iasatkums]).

Intonaciju tipi diferencé ari vardu nozimes un formas:

[1ai ks) lauks,

[lauks] lauks (zirgs),
[‘rai gu] raugu, darb. v,
['radgu] raugu, lietv.

Divskanis [oi]=[01i, o).

Divskanis [oi] nav sastopams latviskas cilmes vardos. To
galvenokart sastopam sve§vardos, visos varda stavok]os.

Divskani [oi] pirmo komponentu [o] izruna ar vidéja aug-
stuma paceltu meles pakaléjo daju miksto auksléju virziena.

Pakaléja meles dala artikulé mazliet uz priekSu izvirzita sta-
vokli. Sads artikulacijas veids saistits ar otra komponenta [i!
artikulaciju, ar 328 komponenta pirmas fazes ietekmi.

No [0] pozicijas runas organi pariet uz [i] stavokli. Méles
vidéja dala [i] izruna pacelas augstu cieto auksléju virziena. Lu-
pas no labiala [o] stavok]a pariet nelabiala [i] stavokli (skat.
foto attélus Nr. Nr. 12, 12a). .

Divskana [oi] komponentu kopigas pazimes ir tas, ka
tie ir simetriskie patskani, tos izruna ar spriegiem, noturigient
runas organu muskuliem.

Pie atskirigam pazimém pieskaitamas Sadas:

1) katrs komponents pieder pie savas patskanu rindas:
[o] — pie pakaléjas, [i] — pie priek3éjas;

2) pirmo komponentu artikulé ar vidéju meéles pacelumu,
otro ar augstu;

3) pirma komponenta izruna lapu stavoklis ir labials, otra —
nelabials;

4) pirma kompcnenta tonis ir tumss, dobjs, zems, otra
gaiss. .

Runas plusma divskani [oi] izruna ar kritodu into-
naciju, ka tas ir sveSvardos. Tomeér atseviski runataji artikulé
to ar stiepto intonaciju, pieméram:

['boilers] boilers vieta izruna ['bofler s],

[‘distraxs] vieta [‘of straxs] Oistrahs,

['boikoc] boikots vieta izruna ['boikoc] u. tml.



Divskani [0i] visos varda stavoklos izruna skaidri, noteikti.

Divskanis [o il nav paklauts skanu adaptacijai. Tas tade] ari
nemijas ar pozicionaliem alternantiem.

Bez divskana [oi] sveSvardos sastopami vél divskani {ou]
un [e u], vardos DZouns [d Zouns], Seula [seula] u. tml

Divskani [i u]=[i u, iii] un [uil=[u1i, uii].

Artikuléjot divskani [i u], runas organi resp. méle no augsta
vidéjas dalas pacéluma slid uz augstu pakaléjas dalas paceélu-
mu. Pirmaja komponenta [i] méles videja dala pacelas cieto
auksléju virziena, bet otraja — meéles pakalgja dala pacelas mik-
sto auksléju virziena. Méles kustibas veido pilnigi artikulétus,
noteiktus, spriegus divskana [i u] komponentus.

Vérojot lapu stavokjus [iu] izruna (sk. foto atielus
Nr. Nr. 12, 12a), redzam, ka pirma komponenta izruna lidpas
atvilktas uz mutes kaktiniem ka [i] izruna, mazliet atsedzot abas
zobu rindas. Nonelabiala [i] stavokla liipas pariet labial a
[u] stavokli.

Tatad, ka [i], ta ari [u] izruna meéle, liipas un Zokli darbojas
spilgti, noteikti, ar spriegiem runhas organu muskuliem.

Divskani [ui] artikule ar pilnigi pretéjam runas organu
musku]u kustibam.

Meles pakaleéja dala pirma [u] komponenta izruna augstu
pacelas miksto auksléju virziena, ka jau 1sa Ju] izruna. No $adas
[u] artikulacijas izrunas runas organi pariet uz [i] artikulaciju.

Lipas no labiala stavokia ar mazu, gandriz noslégtu apliti
pariet nelabiala, ka isa [i] izrunz (sk. foto attelus Nr. Nr. 13,
13a). Ka [u], ta arl [i] izruna ar spriegiem runas organu mus-
kuliem.

Ieverojot teikto, varam konstatét, ka divskanus [i uj
un [ui] veido divi komponenti, kas ir Sauri patskani ar augstu
meles pacélumu. Abus komponentus izrunz ar spriegiem runas
organu muskuliem. Abi komponenti ir simetriskie patskani. Bez
3im kopigam iIpasibam abos divskanos iz3kiram ari dazZadas
at8kirigas ipatnibas.

Abi divskani [iu] un [ui] at§kiras ar to, ka $o divskanu
komponenti atrodas mainitas lomas: divskanim [iu] pirmais
komponents ir priek3gjas rindas patskanis un otrais — pakalé-
jas, bet divskanim [ui] — otradi.

Abu divskanu komponentu [u] artikulé ar labialu liipu stavokli,
bet [i] — ar nelabialu.
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Artikulejot komponentu [i] méles sani atstaj nospieduma pédas
uz maksligajam aukslejam, bet artikuléjot [uj — neatstaj pedas.
Komponentam [i] ir raksturigs gaiSs tonis, bet [u] — tumss
dobjs tonis.

Abi divskani atskiras ar to, ka $ie komponenti ar attiecigam
pazimém atrodas mainitas lomas.

Runas pliisma [iu] un [ui] sastop ar divéjadam inio-
nacijam \ vai ~ Ka raksturiga paradiba minama ta, ka art
runas pliisma vardos, morfemas, citu skanu vidi tie nav pa-
klauti kvalitativam izmainam; tie ari nereducéjas neuzsvértajas
zilb8s, ka tas vérojams ari citos latvieSu valodas divskapos un
patskanos.

[ui] visbiezak sastopam morfémas vardu vidi lidzskanu
priek3a, piem., no libieSu valodas aizgiitos vardos: [puika]
un tml.

Divskani [iu] galvenokart sastopam atseviSkos darbibas

%\Elrdos, ka [’plitakSheé:t] pliuvkskel, ['smi kshé:t]
iuksket.

Ortoarafna tos raksta ar burtu savienojumiem «i u» un «u i»,

Par [1\] ie un [ual o sk. 11. Ipp.)

€6

3. ANGLU VALODAS DIVSKANU FONEMU ARTIKULACIJIAS
APRAKSTS

26¥-

Anglu valodas divskanu fonému sistema ietilpst pieci paras-
tie divskani: [e 1, ou, a1, au, 3 1] un tris centralie [ 13, €9, Va.

Parastie divskani
Divskanis [e1]

[e 1] artikulé ar nolaistu meéles galinu aiz apak§gjiem zobiem.

Pirma komponenta [e] izruna meles videja dala artikule
mazliet augstak neka [e] izruna. Sads [e] arti ijas sta-
voklis mazliet jaiztur un tad melei javirzas uz [1 /
Sejais Zoklis virzas saskana ar meles pacélumu
ir atvilktas uz mutes kakhmem
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Metodiski noradijumi anglu divskana [er]
ievieSana

IevieSot anglu valodas divskani [e1] latvieSu skolas, par
pamatpatskani noder latvieSu [e}, jo to latvieSu valoda artikule
mazliet 3aurak neka anglu [e]. Parasti [e] latviesu skoléniem
seviskas griitibas nerada.

Griitak veicas ar otra komponenta [1] izrunu, jo to latviesSu
skoléni censas .izrunat ka latvieSu simetrisko augsta pace-
luma § a ur o paveidu [i] (asimetriska, plata paveida [1] vieta. Bez
tam skoléni parnes ari latviesu shepto vai lauzto intonaciju uz
anglu [e 1] izrunu. Rezultata anglu [e 1] vieta skoléni izruna [e 1]‘
pieméram: ["te 1k it 3’ wei] take it away klist par [‘teik it
e’ve i), vai ari

[hiz ’sku:lmert] his schoolmate kliist par [his sku:!
meit] || [his ’skr:1meit)].

Lai apgiitu pareizu anglu divskana [ei] izrunu, sl\olemeqx-
pirmais komponents [¢] mazliet japastiepj — ka [e ] noturo‘ *
vienada platuma mutes atvérumu resp. nepacelot méli. Péc tanh
[e :] janobeidz ar loti platu [1] (sk. foto attelus Nr. Nr. 1, la). _ »

Labakai izpratnei skolotajs demonstré latviesu un anmu

divskana [e ij tipu $adi: +
S

LatviesSu Anglu
7*

[ei] [e:!]

Bez tam skolotajs artikule divskani [e 1] fonétiski vienados
vardos

anglu un latviesu
[lenq lay [1&i] lej
[m e1t] mate ['meita] meita
[terk] take [teika) teika

Lai apgutu divskani [ei], ieteicams to izrunat vispirms ar
lupeniem [m, b, p]. tad ar [s], tad ar [k, g] un beidzot ar api-
kali-alveolariem [1, d, n, |, r], pieméram:

mel ser dei
bei kel ler
pert gel rel
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Latviesu skoleni deforme anglu [e1] arl par garo [e:].
Ta [l e 1k] lake vieta skolenu vida biezi dzirdam[l&:k],[m e 1k]
vieta — [m €:k] u. tml.
Tada gadijuma labak ieteikt izrunat augstaka paceluma [1]
otra komponenta vieta.
Anglu valodas divskani [e 1] sastopam varda visos stavok-
los: sakuma, vidi un beigas:
[e 1t] eight, [l e 1] late, [se1] say u. tml
Ortografija to raksta ar Sadiem burtiem un burtu kopam:
«ai», «ay», <«a», «aly», «au», «ao» «ei», «ea» «ey» pie-
méram:

[te1]] tail,
[se1] say,

[le1] lay,

[b e 1s] bass,
[ge1m] game,
["he1p ani] halipenny,
[gerd3] gauge,
[d3e 11] gaol,
[verl] veil,
[we 1] weigh,
[brer1 k] break,
[0 e 1] they.

Divskanis [cuU).

Divskana [ou] artikulacija méles gals atrodas aiz apaksejiem
zobiem, tas var biit ari mazliet atvilkts no tiem.

Meles pakajeja dala pacelas miksto auksléju prieksejas dalas
virziena, mazliet augstak neka [o:] artikulacijai, bet ari ne tik
augstu ka [u[ artikulacijai. Tada veida meles stavoklis div-
skana sakuma veido izvirzitu pakaléjas rindas vidéja paceluma
Saura paveida patskani. Talak seko slidetana uz [v] kas uz-
svértaja zilbe diezgan skaidri sadzirdams.

Zok|u attalums divskana sakuma Sauraks neka [2:] bet pla-
taks neka [u] patskanim.

Liapu apalojums sakuma nav liels, bet divskana beigas
sasniedz gandriz [u :] apalojumu (sk. foto attéelus Nr. Nr. 2, 2a).
_Akustiska zina pirmais komponents atstaj [3:] iespaidu.
Sads variants anglu valoda dzirdams saméra bieZi.

Dialektos ir dazadi citi varianti, ka: [ev, [@u], [av], [aU],
[0:], bu] u. tml,
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Ja anglu divskanim [ov ] seko patskanis, vai ari ja to atri
izruna, tas parver8as par [o], pieméram:

[fo (U) 'netiks] phonetics,

[folo (v)}] following,

[no (U)’vemba] November [na’vem ba).

Metodiski noradijumi anglu divskana [ou]
ievieSana

Anglu diskanis [ov] ir zinama méra latvieSu savrupstavosa
divskana [u A] pretstats. Anglu divskanim lidzigu [ou] dzir-
dam latviedu izloksnés, pieméram, [pu:rs] piirs izrunda ka
[poursl], [caurs] caurs ka [cours] u. tml.

Latvie§u literaraja izruna divskanim [ou ] lidzigas skanas
nesastopam. Tade! skoléniem divskapa [o U ] izrunas iemanas ir
sveSas. Divskani [o U] parasti deformeé vai nu par [0:], [=U]
vai ari par [e u],

piem., tados vardos ka:

[nouy] no, kas klist par [no:], [neu], [neu].

[s 0 U] so, kas kluist par [so:], [seu], [seu].

b o ut] boat, kas klast par [bo:t], beut], [b & ut] u. tmi.

Divskana [ou] ievieSana jabalstas uz [3:], bet jacen3as tc
izrunat ka [o]: ar patskani [3] pamata lipas jaatver platak un
viegli jaapalo, bet nav jaizstiepi uz prieku. Divskana beigas
jadzird [v].

Artikul&jot [ou ], jacensas ieverot léna divskana izrunu: me-
lei jaslid no kodola fo] uz glaidu (glide) [v], lipam nesavel-
koties parak strauji. Liipas sasaurinoties paliek lidzenas. At-
vilktais un lidzenais liipu stavoklis sakuma palidz noturet izvir-
zito méles stavokli. Diftonga [ov] kodolam jabiit patskana [o]
un nevis [e] veidam. Tadeé] lapu kontiiram jabat viegli apajotam.
Lipu stavoklis jakontrole ar spogulisa palidzibu.

Pirmais komponents ir [3:] ar tendenci uz [o] izrunu.

Skoléniem: ieteicams pirms divskana [o U] ievieSanas izdarit
attiecigu lipu vingrinajumu. Skoléniem jaliek energiski atvilkt
lipas uz mutes kaktiniem un tad ar strauju kustibu tas savilkt
caurulite: tas jaizdara vairakas reizes no vietas.

Péc tam skolotajs izruna vardu ['windou ] window vaira-
kas reizes, skoléni atkarto. To izdara ar parspilétam lipu kus-
tibam:

Vardam «windows seko teikums ['wi: ‘gou ] we go, kura
abus vardus uzsver; tos ari izruna vairakas reizes, péc kam sko-
léni atkarto.
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Skoléniem iepriekd apgustot attiecigas Ilupu kustibas div-
skana [oU ] ievieSana gritibas nesagada.
Vingrinajumiem ieteicams dot 3adus vardus:

gou lowv ko ut
nou slowu nov t
SOU SNoU SO U p

Divskanis [ou ] anglu valoda sastopams visos varda sta-
voklos: sakuma, vidit un beigas:
[o uk] oak, [no v t] note, [nou] no.
Ortografija to apzime dazadi:
[n o U t] note,
[novu | know,
[sou p] soup,
['j o uma n] yeoman,
[dov ] dough,
[rou 1] roll.
[tou d] toad,
[k ovu ] coat,
[roU ] roe,
[souUj sew,
[broutf] brooch,
[oU ] oh,
[m o U v] mauve,
[bjua ‘r o uU] bureau.

Divskanis lar |

Anglu divskana [ar1] izruna meles galin$ artikule aiz apaksé-
jiem zobiem. Pirma komponenta izruna meéles kermenis pavirzits
uz priekSu. Mele gul lezeni, tonis ir gaiSaks neka lat-
vie3u [a] patskanim. Zok]u atvérums ir plats, lupas atvilkias ar
tendenci uz [1], zobi, ka apaksejie, ta ar1 augsejie — mazliet at-
segti (sk. foto attélus Nr. Nr. 3, 3a).

No §ada stavok|a runas organi pariet [1] pozicija, bet to pil-
nigi nesasniedz, tadeé| [1] vietd parasti dzird [e] vai le] resp.
[2]) vai [a).

Metodiski noradijumi [a1] ievieSana
Latviesu skoléni deformeé anglu [a:] par latviesu [z1i] ar
sauro simetrisko [i] asimetriska, atvirzita, plata[1], vai pat ari
[e] vai [e] vieta.
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Skoléni deformé ne tikai otro komponentu [1], bet ari pirmo
komponentu [a], ko vini izruna Saurak. Anglu [a1] jaizruna ar
zinamu fonacijas kritumu (decrescendo). Tas panakams, ja
pirmo komponentu izruna energiski, uzsvérti, ar platu mutes
atvérumu, ar atvilktam lapam, mazliet atsegtiem zobiem. Otrais
komponents jaizruna pilnigi, nesaspriegti un Zokl|i janotur pus-
virus, lipas saglaba savu atvilkto stavokli.

Ja skoléniem demonstirésim un paskaidrosim, ka ang!u [a]
ir plata, atvérta skana, bet fl] neizteikta, ar nepilnigu artiku-
laciju, lidziga [e] skanai, skoléni iegiis pareizu prieksstatu par
divskana [a 1] biutibu.

Latviesu: Anglu:
[ai] [a']

Sadi divskanu atteli palidz izprast, ka latviesu valoda div-
skani [ai] abus komponentus izruna pilnigi skaidri, noteikti,
turpretim anglu valoda jaizce| pirmais, toties otrais jaizruna
nepilnigi.

Skolotajam izrunajot abus divskanus foneétiski- vienadi vei-
dolos vardos, skoléni vingrinas atgkirt latvieSu vardus no anglu
vardiem. :

Latviesu: Anglu:
[laiks] laiks (she) [larks] (me) likes (me)
[maile] maile [mail] mile :
[kait ] kaite [k a 1t] kite
[’bailes] bailes [barl] bile
[tai] {ai [t ai] tie
[1ai] lai [lai] lie
['m aina] maina [m a 1 n] mine
['raiti] raiti [ra 1t] write
[raidi] raidi [raid] ride

Ari skoleniem jaizruna Sie vardi un japaskaidro atSkiribas
izruna.

Teikumu {
[# ‘gud ’sa
deformé par [

gy d ‘sait] a good sight skoléni deformeé par
it, un far mart ‘rr: dit] I might read it tie
ai ‘mait ‘ri:d it].

Izrunajot pareizi attiecigus lidzskanus, skoléni izrunas pa-
reizi ari divskani [a 1]. Energiski izrunatie lapeni [m, p, b] pa-
lidz plati izrunat pirmo komponentu: ari apikali alveolarie lidz-
skani [t, d, n, 1] veicina pareizu [ar] izrunu.
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Vingrinajumus ieteicams iesakt ar lupeniem divskana [a 1]
priek3a un tad pariet uz apikali alveolariem lidzskaniem, piem.:

mal tar kart
ba1 lat lart
pal dat nart

Divskanis [a 1] anglu valoda sastopams varda sakuma, vida

un beigas:

[ar]] isle,

[ta 1] tie,

[nartlart] nightlight,

[d 1“na1] deny.

Divskani [ai]ortografija atzime ar daZadiem burtiem un burtu

kopam:

[k ar] kite,

[k a 1n d] kind,

[h a1 t] height,

[g a 1d] guide,

[s a1n] sign,

[frarl iry,

[b a1} buy,

[natt] night.

[ral] rye,

[1ar] lie.

[ar] eye,

[a 1] isle,

[a 11] aisle.

Divskanis [au]

Izrunajot pirmo komponentu [a] anglu divskani [au], meéles
gals artikulé pie prieksSejiem apakszobiem, bet tas mazliet at-
vilkts otra komponenta izruna.

[a] izruna méle atrodas videjas rindas [a] stavokli, kads tas
ir latvieSu 1sa [a] artikulacija. '

Anglu divskana [au] artikulacija mele netiek pavirzita uz
priek3u pirma komponenta [a] izruna, ka to dara divskani [a1
kura [a], salidzinot ar latviesu [a], ir vairak priek3éjs.
Péc [a] artikulacijas mele slid pakapeniski uz [U] poziciju, to
pilnigi nesasniedzot. Meéles pacélums daudzu anglu runataju
mute paliek [o] stavokli (skat. foto attelus).

Liupas no plati atverta stavok|a pariet uz Sauri apalotu sta-
vokli, bet ne tik Sauru ka [v] izruna. Ari apak3ejais Zoklis virzas
Iidz ar meles pacel$anos uz augsu (sk. foto attelus Nr.Nr 4, 4a).
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Divskana [au ] pirma komponenta [a] izruna atskiras no
divskana [a1] pirma komponenta izrunas ari ar to, ka divskani
[au] — [a] izruna ar aizsegtiem zobiem, bet divskani [a1] — ar
mazliet atsegtiem. Visa liipu izteiksmeé veérojamas [o] iezimes,
tendence uz [o] artikulaciju, bet divskani [ar] pirma komponenta
izruna verojam [a] lipu stavokli [e] ifezimies, tendenci uz [e]
artikulaciju.

Otrie komponenti abos divskanos nesasniedz piinigu [1] un
[u] stavokli. Akustiska zina iegustam |oti nesaspriegiu [1] un [U]
iespaidu, jo liipu stavoklis iezime tikai virzienu uz [1] un [v] po-
ziciju.

Metodiski noradijumi divskana [au ]
ievieSana

Skoleni latviesu skolas anglu [au ] deforme par latviesu
[a u].

Ta. pieméram, skoléni parasti feikumu [douv ni “fa vf]
don’t shout izruna ka ['dd:nt §$ aft] bet[’go u ‘aut] go out
klast par ['g & :afit] u. tml. LatvieSu aivskani [au] pirmo
komponentu izruna $auradk nekad anglu, bet otro komponentu
[u] izruna ar augstaku meles stavokli, jo tas ir simetriskais, Sau-
rais, pakaléjas rindas patskanis.

Turpretim anglu divskani pirmais komponents jaizruna plati,
ar vairak atvertam liipam neka latvieSu [a] izruna, un otrais
komponents [u] jaizruna ar izvirzitu meéles stavokli, plati, jo
tas ir asimetriskais pakaléjas rindas izvirzitais paiskanis.

Macot ang|u divskani [a v ], skoléniem janorada uz divskana
(av ] un [a1] pirma komponenta [a] atSkiritbam lopu stavokli,
par ko jau augstak minéjam. Paskaidrojot jademonstre abu pirmo
komponentu izruna gan paSa skolotdja izruna, gan ari radot
lupu stavokla foto attélus. Var arl zimét uz taleles galvenas
lipu kontfiras. Abu komponeniu pilnigu artikulaciju latviesu
[au] izruna var attelot ar attiecigu transkripciju, tai pretstatol
anglu plato, ovalo [a] un nepilnigi izrunato [U] ar Sadam
skanu zimém:

LatvieSu: Anglu:
[a u] [aV ]

Skolotdjam jademwnstré ar foneétiski lidzigiem vardiem lat-
vieSu un angju divskanu [av] un [au] atSkiribas.
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Latviedu: Anglu:

[n au] nav [n a U] now
[auns] auns [2Un s] ounce
[§a@t] Saut [J aut] shout
[aal] aut |aut] out
[radt] raut [raut] rout.

~Sie ir dzirdes demonstrejumi. Skoléniem var ari sniegt re-
dzes demonstréjumus, péc kuriem janoteic latvieSu un angju
divskani — Ja u] un [a U]. Redzes demonstréjuma skolotajs iz-
runa attiecigos divskanus bez fonacijas, tikai ar mutes un liipn
mimiku. Sada veida demonstréjuma [a u] un [au ] lipu kustibas
mazliet japarspile.
Anglu divskana [a U ]izrunas iemanu nostiprinasanai dodami
sadi vingrinajumi:

bauv — mauvs kavnt
kavu — kavz pavnd
nav — daut mauv nt
avt — daun bauvnd
lavs — laud

pavt — tavnt

stauvt-— klavud

‘savndil

‘kavntih

‘pavutrh

Anglu divskani [au ] sastopam varda visos stavoklos — sa-
kuma, vidii un beigads: [av t] out, [d au t] doubt, [na v] now
u. tml.

Ortografija divskani [a U[ apzimé ar $adu burtu kopam:

[dau n] down '[s'taut] stout,
[h au s} house [b au] bough.

Divskanis | o1 ]

Anglu divskana [21] izruna meles gals ir mazliet atvilkts no
apaksejiem priek$zobiem, bet tikiidz méle artikule [1] tas
gals ienem stavokli pie apaksgjiem zobiem. _

Runas organi [o1] artikulacija sakuma ienem starpstavokii
starp [p] un [5:] bet tuvak [5:] Péc tam méle slid uz [1]
poziciju, tas pilnigu artikulaciju nesasniedz un artikulé fe]. Ta-
tad [or] iegust [de] nokrasu.
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Liapas [2] izruna ir apalotas, ovalas, bet pakapeniski pariet
uz izstieptu [1] stavokli (sk. foto attélus Nr. Nr. 5, 5a).

Kustibam [ o1] izruna, ka jau vispar visu anglu divskanu
izruna, jabuit pakapeniskam (decrescendo). bet ne straujim un
asam.

Metodiski - noradijumi divskana [o1]
ievieSana

Latviskas cilmes vardos nesastopam divskani [21]. Divska-
nis [ o1} sastopams sve$vardos, ka [’b o1k o ¢ ] boikots, ['bo -
ler s] boilers, [’stoik a] stoika. Tomér $o divskani latvie3u
valoda neizruna ka anglu [ o1, bet ka [o ] — uz latvieSu artiku-
lacijas bazes.

trais komponents divskani [oi] ir Sauraks neka anglu [i]
un pirmo kemponentu [o] izruna ar augstaku pacélvmu neka
anglu [o]. Tatad anglu divskanim [21] latvieSu valoda nav
tiesi atbilstosa divskana.

Divskana [21] ievieSana galvenais noteikums ir pareizi arti-
kulét [o].

[5] veido ar dzili atvilktu méles stavokli, ar platu Zoklu at-
vérumu, ar apalotam, platam, bet lidzenam ltupam.

Liipu stavokli var kontrolét ar spoguliSa palidzibu. Lai pa-
naktu pareizu meles stavokli, ieteicams ka pamatpatskani izve-
leties anglu [o] bet liipas veidot mazliet Sauraka apalojuma
neka [»] izruna.

Péc pareizas [o] veido3anas runas organu muskuliem ja-
pariet uz {1] stavokli, to izrunajot bez sasprieguma lidzigi pat-
skanim [e].

Pareiza lidzskanu (lapepu un alveolaro) izruna veicina arl
[o1} pareizu izrunu.

Vingrinajumi jasak ar lapeniem, tad japariet uz [51] izrunu
atklata zilbe un péc tam uz alveolariem un paréjiem lidzska-
niem.

Pieméram:

bo1
boil
o1l
tor
VoIS

Divskanis [21] sastopams varda sakuma, vidd un beigas,
pieméram: [a1 1] oil, [bat ] boil, [t o1] toy.
Pareizrakstiba to apzimé ar «oi» vai «oy».
[bor1 {] boil,
[to1] toy.



Centrialie divskani

Centralo divskanu[i2], [ea] un [v3] izruna mele ir vai
nu pacelta augstu vai ari vidéja augstuma priekSéjas rindas
patskanu [1] vai [e] veidojumam, bet divskana[ua] iziuna ir
pacelta méles pakaleja dala [u] veidojumam. Péc tam meéie slid
uz centru, veidojot lidzenu virsmu. Meéle pacelta videja aug-
stuma neitrala [3] izrunai.

Galvenais noteikums — neizlietot neitralo [3] ka pilnas ar-
tikulacijas palskani fe], [e] vai [&].

Divskanis [19]

Meles gals pirma komponenta artikulacija ir nolaists pie
apaksejiem zobiem. Méles videja dala, artikulejot [1], ir pacelta
pret cietajam aukslejam, péc tam ta slid leja un mazliei atpakal
centrala stavokli [s] izrunai. Apaks$ejais Zoklis mazliet nolai-
Zas lidz ar apaksSejo liipu (sk. foto attléus Nr. Nr. 6, 6a).

Metodiski noradijumi divskana [19] ievieSanai.

Anglu valodas divskanis [19] mazliet atgadina latvieZu sav-
rupstavoSo divskani [ia ], seviski tad, ja anglu divskani [19]
izruna valeja zilbe varda beigas, ka [nia] || [nra] near,
[k119] | fklwa] clear, [hi3] || [h1a] here.

Tomer anglu [19] atSkiras no latvieSu [ia] ar to, ka anglu
[r9] pirmo komponentu izruna ar zemaku meles paceluria, bet
latvieSu — ar augstaku.

Bez tam latvieSu |[ia] atS8kiras no anglu [19] ar attiecigu
intonaciju, ka jau ari visi paréjie divskani latvieSu valoda.

Divskana [13] pareizu artikuldciju veicina pareiza lidz-
skanu izruna.

Vingrinajumi iesakami ar alveolariem lidzskaniem divskana
[ 19] prieksa:

t b 19

dn pR ar‘dra
nmn mIia ‘SI9T19 S
lia k113

Ortogralfija divskani [13] raksta [d 193] deer, [13] ear, {m13]
mere, [w e d] weird, [ar ‘d1a] idea, [p19s] pierce.

Divskani [13 ] sastopam visos varda stavok|os: sakuma, vidii
un beigas, piemeram:

[19] ear, |[dia] dear. [’k l1311] clearly, [h 15] here.

27


file:///veird

Divskanis [e9]

Izrunajot divskani [e3] meles gals artikule pie apaksejiem
zobiem, bet péc tam tas mazliet pavirzas atpaka| [e] izruna.
Méles videja dala [e] izruna ir vidéja augstuma, bet zemaka
neka [e] izruna. No $ada stavokla meélé slid uz centru, veidojot
lidzenu virsmu. Méles atvirziSanas saistita ar vieglu apakseja
zokla kustibu uz leju. Ari apak$éja lipa mazliet nolaiZas. Méles
gals neveido asu smailumu, bet tas ir izpladis, biezs, nocirsts,
kads tas ir ari visos citos divskanos. Méles gals atrodas vienada
limeni ar apak$ejam zobu $kautnem.

Metodiski noradijumi divskana [e3]
ievieSana

Sada veida divskanis latvieSu valoda nav sastopams.

Ja skoleni ir labi apguvusi anglu [e] un [2], tad divskana
pirma komponenta [e] artikulacija meles pac&lums janoregule
starp [& ] un [e]. To var panékt, ja skoleniem liek izrunat
[£]. pec tam [e], cendotie uztvert starppakapi [e } izrunai.

Ar spogulisa palidzibu var atrast tada lieluma zobu rindu
resp. zoklu atverumu, kas ir starp [e] un [®3]. Ari liipu stevoklis
palidz kontrolét attiecigo tembru. Lipas atvilktas smaidam uz
mutes kaktiniem. Zobi atsegti. Pa mutes spraugu var vérot meles
stavokli: videja augstuma pacelta méle padodas mazliet uz
mutes dibenu un uz leju [3] izruna, saglabajot lidzenu méles
virsmu. Lipas vidéji platas (sk. foto attélus Nr. Nr. 7, 7a).

Skoléni parasti deformeé anglu [e3] par latvieSu [e.] vai

[e :].

Ta teikumu 'w ed r1z da ‘brg ’‘bes ] where is the big
bear? LatvieSu skoléni izruna ka [‘ve:r iz dze ’‘big
‘be:(r)] vai [vae:r iz dze big 'ba: (r)].

Tiem, kas anglu [e3] izruna plati ka [& :], janorada [e3]
izrunat mazliet Saurdk. Turpretim tiem, kas [ea] izrund ka
[e :], janoradda, lai [e3] izrund mazliet platak.

Bez tam, ka vieniem, ta ari otriem janorada, lai péec [e]
izrunas vigi atvilktu un mazliet nolaistu méles pacélumu [3]
izrunai.

Japaskaidro, ka [e3] ir divskanis un nevis gar$ palskanis.
To var panakt ar energiskaku Zoklu kustibu no [e] uz leju uz
(3] poziciju. Vingrinajumiem dodami $adi vardi:

pes tea 03ed
ded dea tdesd
mea WED kea
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Divskani [ea] sastopam visos varda stavoklos: sakuma,
vidii un beigas, pieméram:

[ea]air, ['kea fuli] carefully, [hea] hair.

Ortografija divskani [ea] apzimé ar $ddiem burtiem:

[wea] where.
[kea]care,

[t 2] tear,

[0 ea]there,

[0 9] their,
'fear] fairy,
’ear1] eyrie.

Divskanis [va]

Artikulejot  divskani [va], pirma komponenta izruna
méles gals ir aiz zobiem, bet mazliet atvilkts. Méles pakaleja
dala [u] izruna ir pacelta miksto auksléju virziena, bet ne tik
augstu ka latvieSu [u] izruna. No $ada stavokla méle siid uz
centru, lai veidotu [2]. So slidoSo kustibu uz leju pavada
apakséja Zokla neliela nolaiSana uz leju. Liipas sakuma inazliet
apalotas, bet tad pamazam pariet nelabiala stavokli (sk. foto
attelus Nr. Nr. 8, 8a).

Divskana [va] artikulacija ir |oti vaja, muskuli nav sa-
spriegti, ka jau visu centralo divskanu izruna. Ari divskanim
[va] meéles gals nav ass.

Daudzu anglu izruna [vd] skan ka [oa] vai [29] kas
izskaidrojams ar ta vajo izrunu.

Metodiski noradijumi divskanalua]
ievieSana

Divskanim [uva] ir neliela lidziba ar latvieSu savrupstavoso
divskani [ua] varda beigas valejas zilbés, piemeram, tados
vardos ka [pua] poor, [f U 3] sure u. tml .

LatvieSu [ua] savukart ir lidzigs [usa] ja [ua] varda, ko

kua]izruna atri, neverigi, piem., teikuma [’k u A tu ‘teici] ko
tu teici?

IevieSot divskani [us] janorada, lai skoléni pirmz kompo-
nenta izruna parak augstu nepaceltu méles pakaléjo dalu.
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Vingrinajumiem dodami $adi vardi:
pU3
kjua
pjus
L
fjua

Ortografija divskani [ue] apzimeé ar Sadiem burtiem:

[/v3] sure, [njus newer,

[pua] poor, ["a:djuas]arduous,
[tvo] tour, [influans] influence, -
[d v doer, [’stjvad] steward,

[trua]  truer.

Divskani [ua] sastopam varda vida un beigas valéjas zil-
bes, ka to liecina augseéjie pieméri.

Divskanu fonému artikulacijas apraksta rezultata varam se-
cinat, ka nav neviena divskana, kas batu pilnigi lidzigs abas
valodas, kaut gan divskanu skaits ir vienads. Tadé] ari katra
valoda divskanu apziméjumi fonetiskaja transkripcija atskiras:

anglu valoda: latvieSu valoda:
er el
ovu -
ar al
av au
21 01
19 —
€9 —
U3 —
— iu
— ui
i ia
= ua
Kopa: 8 Kopa: 8

Viena no visatSkirigakam ipatnibam latviesu valoda ir zilbes
intonaciju veidi divskanos, garajos patskanos un sonantos
tautosillabiska stavokli aiz isajiem patskaniem. Sadas intona-
cijas latvieSu literaraja valoda ir tris: stiepta ~, lauzta A\
un kritosa \, kuras ari divskanu apraksta jau minéjam.

Ari anglu valoda divskanus, garos patskanus un sonantus
intoné zilbés, gan ar to starpibu, ka sonantus intoné arl aiz

30



divskaniem tautosillabiska stavokii, ka ari tiem atrodoties zil-
biska pozicija.

Svarigi atzimet, ka anglu valoda salopams tikai viens zilbes
intonacijas veids resp. krito3ais, protams, iznemot tos gadiju-
mus, kad vards intonejams ar kapjosu intonéciju frazes sakara
bexgu pozicija.

Anglu valodas krito$a zilbes intonacija atSkiriba no latwe;u
krito$as balss kritumu pavada papildu balss modulacua (\V)
minétajas fonémas. Si papildus balss modulacija pavada ari
kapjoSo toni vardos, kas intongéjami frazes sakara beigu pozi-
cija. (/).

Latviesu valoda turpretim papildu balss modulegana kritoso
zilbes intonaciju nepavada, bet minétas fonémas izruna vien-
kar§i, kritoSi (\\). S1 atSkiriga ipatniba anglu valoda metodis-
kiem noliikiem apziméjama teikumos $adi:

Out of sight, out of mind.

4 \‘

\
[aut-av ’sart |2 “aut-ev’/maind |

We were standing at the window.

\ 8 A

[wi wa ’stendih—at do’windou |/t
My raft lurned over.
'\ \\ \ A\

[mar ‘ra:ft ts:nd-"ouva |

Latviesu valod2 sastopam tris intonaciju veidus:

Stunda jau beidzas.

[[stufida jau ’‘béidza:s |!

Aitai iekaisusi méle.

[aitai iakaisusi ‘mé:ie |t

Pari plavam aizlidoja lidmasina.

[‘[pa:ri ’‘plava:m ‘dizliduaja ‘lidmasSi:na |t

leverojot abu valodu divskanu fonému izrunas ipatnibas

raita runa, tas apziméjamas Sadi:
anglu valoda: latvieSu valoda:

\\
er
\\
0U i

'\

al



\\

avu

au, afi, ad
R Y
21 oi, ol
\
19 4=
\\
ed 1
\
U9
— iu, i 0
— ui, ui
- ia, ia, iA
— A, ua UA
Kopa: 8 Kopa: 21

Lai apgiitu pareizu divskanu fonému izrunu, skoléniem vis-
pirms janoskaidro divskanu fonému izrunas ipatnibas dzimtaja
valoda. Skoléni jaiemaca ari atSkirt visas tris intonacijas péc
dzirdes un tad jaizkopj te izrunas iemanas Rezultata skoléniem
nebiis griti apgiit ari ang|u valodas divskanu izrunas ipatnibas,
ja tas salidzina ar dzimto valodu.

Izrunas iemanas nostiprindmas un autematizéjamas, izdarot
daudz vingrinajumu:

1) klausotics magnetofona pareizi lerunatus vingrinajumus

(drills) un tekstus;

2) atdarinot dzirdeto runu;

3) ierunajot to mikrofona;

4) salidzinot originalu ar atdarinato;

5) noskaidrojot kliidas;

6) klausisanos un atdarinasanu atkartojot.

M. I1. BELO30.1

XAPAKTEPUCTHKA APTHUKYJSILUH NJHPTOHTOB
B JIATBIICKOM H AHIJIMHCKOM $13bIKAX

KPATKHE BbIBO bl

B neisx u3yuyeHUs NpPaBUIBHOTO MNPOUIHOLUEHHS AHTJIHHCKHX
JIMPTOHIOB B MIKOJE C JATHIIICKUM SI3LIKOM OOyYeHHS HeOOGX0IHMO
BBISIBUTh OCOOEHHOCTH aPTHKYJISIIIHH JaTHIICKHX AU(TOHTOB. Yua-
1uecss A0JXKHB YMeTb pasjMiyaTh TPU THIA CJOTOBOII HHTOHALMH
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8 JATHIIICKOM $3blKe, KOTOpbie BCTPEYAlOTCS B JOJTMX TJaCHBIX,
AHPTOHrax H COHAHTAX; Pa3JUYalOTCHA: AJUTEJNbHAs ~, MPEPLIBH-
€Tad /\, 1 HUCXoAAWasi / HHTOHAUMA. DTHM JIATHILCKHH S3HIK OT-
JUYAETCst OT APYTUX SI3BIKOB.

B aurauiickoM sidbike MHGDTOHIH NPOH3HOCATCS C HHCXOAAHIEH
WHTOHAllMeH, KOTopas B TO XKe BPeMsl COIPOBOXKAAETCS MOLY/IAIHEH
TOJIOCA, UTO He $BJIAETCS OCOOEHHOCTBHIO JIATHIICKOTO sI3blKa TNPH
NPOH3HOIIEHHH JTH(MTOHTOB C HUCXOASLIEH HHTOHAUHEeH.

Kpowme TOro, B JIaTHILCKOM 53blKe 002 KOMIOHEHTa B AU(TOH-
Tax NpOU3HOCATCHA cuanabuuecky, 4eTKo, MOJAHO. B aHruicKAX xe
AMQTOHrax TOJBKO NEPBbIH KOMIOHEHT MPOU3HOCHTCS YeTKO, NOJHO,
a BTOpOI $BJAAETCS HENOJHBIM, HEeCHJITaGHUECKHM, CKOJb3SIIHM
3JIEMEHTOM.

ComnocraBisis 0COGEHHOCTH APTUKYJNANMH AHPTOHTOB B OGOMX
fi3blKaX, yualiuecd Jiyylle OCBAaHBAIlOT MPaBUJLHOE NPOH3HOILIEHHE
AHTJIMACKHX MUGTOHTOB.

IIponanocuTesHEIE HABHIKM MOTYT OBIThb 3aKpenJieHbl M aBTO-
MaTH3HPOBaHB NPH YNPAXKHEHUAX W MPOCAYIIHBAHHH MarHUTO(OH-

HOH 3amHCH MPaBHJAbHOM aHTJIHACKON pedd B GoHETHUYECKOH Jabo-
paTopui.

M. Vecozola.

Description of the Articulation of the Diphthong Phonemes
in Latvian and English

ANNOTATION

In order to master correct articulation habits in pronouncing
the English diphthongs in Latvian schools, pupils should, in the
first place, examine and study the peculiarities of the articulation
of Latvian diphthongs.

They should be taught to distinguish the three types of Latvian
syllable intonation in long vowels, diphthongs and sonants, which
make the Latvian language so peculiar. These intonation types are:

1) The stretched ~ ,

2) The broken, A and
3) The falling, \. ’

The English diphthongs (likewise the long vowels and so-
nants) are usually pronounced with a falling intonation, and at
the same time with a voice modulation. On the other hand, in Lat-
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vian, the falling intonation is not accompanied by an additional
voice modulation.

In Latvian, both components of a diphthong are syllabic and
must be pronounced distinctly and fully, whereas in English, the
first component of a diphthong is a nucleus, but the second — a
glide, which is not syllabic.

Only by confronting the peculiarities of the articulation of
diphthongs in both languages can Latvian pupils master a correct
pronunciation of English diphthongs.

. The pronunciation habits are consolidated and automatized by
drilling and listening to good English texts, spoken by native-born
English people, and recorded on the tape-recorder.
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PETERA STUCKAS LATVIJAS VALSTS UNIVERSITATES ZINATNISKIE RAKSTI,
42, SEJUMS, 1961.

YUBHHIE 3ANUCKH JIATBHFICKOIO roCYIOAPCTBEHHOTO YHHBEPCUTETA
HMEHH TIETPA CTYYKH, TOM 42, 1961.

M. Neilande

MUSDIENU ANGLU UN LATVIESU VALODAS DIFTONGU
SPEKTRALA ANALIZE

[z8kir vairakus valodas skanu fonétiskas analizes veidus. Seit
pieminesim divus: 1) fiziologisko un 2) akustisko. Par galveno,
vissvarigako jauzskata pirmais, tradicionalais, jo tas dod fiziolo-
gisku kustiga runas mehanisma analizi. Valodas skanu akustiska
analize ir visplasak izlietota lingvistisko pétijumu metode mist
dienas. Tas rezultati — fizisks raksturojums -— rada interesi no
tehnikas, fonetikas un fiziologijas viedokla: vairaku tehnisku jau-
tajumu sekmigam atrisindjumam, kuri saistiti ar runas ierakstu,
parraidém un atskanojumu, nepiecieSams valodas un tas atsevisku
skanu fizisks raksturojums: valodas skanu fiziska raksturojuma
(formantu sastava) izpeéte palidz noskaidrot kadas valodas skanu
ipatnibas; valodas skanu fiziska analize spéj dot nozimigu infor-
maciju par cilvéka runas organu fiziologisko darbibu.

Raksta merkis nav sniegt latviesu un anglu valodas diftongu
foneému spektru analizes rezultatus, kuru publicéSanai nepiecieSa-
mi vél daZi precizejumi. Autora noliiks dot isu parskatu par jau-
nakajam atzindm patskanu teorija, kuras radijusi elektroakustikas
attistiba, ilustréjot ar daziem piemériem, kadu informaciju var
iegiit, analizéjot spektografa ierakstus.

Isuma apskatisim dazZus skanu akustiskads teorijas jedzienus,
kas nepiecieSami diftongu spektralas analizes izpratnei.

Radio attistiba miisu gadsimta 20. gados veicinaja jaunas
akustikas nozares — elektroakustikas rasanos, kas ienesa daudz
jaunu atzipu patskapu teorija. Misdienas patskanu akustiskas
ipasibas labi izpélitas ka aizrobeiu, ta padomju valodnieku
darbos.

Valodas skanu akustiska analize vispirms jasaprot ka skanu
spektrala sastava — formantu analize.

Ki zinams, patskani rodas balss saiSu periodisku svarstibu
rezultata, kuras rada no plausam izpliistosa gaisa strava. (T. Oms
pirmais izteica domu, ka vieniga svarstibu forma, kas rada dzir-
des uztveri, ir skapu vijna sinusoidala forma. Skanas ar sinusoi-
dali mainigiem skanu vijpiem sauc par vienkarSiem toniem). Tacu
balss saites, ka ikviens skanoSs kermenis, neizdara vienu, bet vai-
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rakas svarstibas. Svarstas ne tikai balss saites (kermenis) visuma,
bet ari to puse, ceturta, astota dala utt., kam katrai ir savas svar-’
stibas. Ta notiek skanu vilpu sapliidana, kur katram ir sava svar-
stibu frekvence. (Frekvence ir pilnu svarstibu skaits 1 sekunde.
Frekvences vienibu — vienu svarstibu 1 sek. sauc par hercu).!
Balss saiSu vibréSana sava visuma rada pamattoni —
viszemako toni. Balss saiSu raditais tonis ir diezgan vajs. To
pastiprina faringa, mutes un deguna dobuma rezon€josie apvidi.
Parejo balss saiSu dalu svarstibas rada virstonus (parciilos
tonus).
«No virstonu skaita un no virstonu augstuma un stipruma
attiecibam pret pamattoni ir atkariga ta skanas nokrasa, ko
sauc par tembru».?

Pastiprinot, pavajinot vai izsledzot kadu no parcialiem toniem,
izmainas skanas tembrs (kvalitate). Tas notiek galvenokart re-
zonatoros.

Balss saiSu vibréSanas rezultata radusids periodiskas svarsti-
bas (ka pamata, ta parcialas) nonak faringa, mutes un dazreiz
deguna dobuma rezonéjosos apvidos, kur katram dobumam ir savs
raksturigs tonis. Ja skanas vilpi plust cauri rezonatoram, kura
raksturigais tonis vienads vai lidzigs ar kadu no skanas parcia-
liem toniem, tad rezonators pastiprina So savam raksturigajam
tonim atbilsto$o skanas toni un izmainas saliktas skanas nokrasa
(tembrs). Fiziologs Hermans nosauca raksturigos rezonan3u ap-
vidus patskani par formantam.

Vairaku pétijumu rezultata konstatéts, ka patskapi atSkiras
cits no cita ar savam formantam, citiem vardiem, «katram patska-
nim ir savs tembrs vai tam raksturiga formanta».? So rezonéjoso
apvidu vai sastavdaju grupu sadale uz frekvenéu skalas nosaka
katra patskana spektru un lidz ar to ta akustisko.kvalitati.

Viens no akustiskas fonétikas teorijas pamatlicéjiem M. DZoos
raksta:

«Mes uztveram daZadas valodas skagas. Par 3is atSkiribas
akustisko bazi var bt tikai spektrs».4 '
Un talak:
«patskanu artikulacija biititba ir rezonatoru apjomu un for-
mu reguléSana spektru iegiidanai katram patskanim».5

! K. Putilovs. Fizikas kurss. M. 1949. g. 295. Ipp.

2 M. U MaTtyceBuu. Beeaenne B obuyio douetnky. JI. 1948, cTp. 14

# JI. P, 3uupgep. O6was ¢oneruka. (moxr. muec.) 1 u. 1954, crTp. 351.

i M. Joos. Acoustic Phonetics. Supplement to «Language». Monograph
No 23/24, No 2, 1948. p. 37.

® Turpat, p. 50.
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Skanas uztverama kvalitate atbilst skapas spektram. Ja for-
mantas ir dazadas, tad ari spektri un paSas skagas ir dazadas.

Cilveku balsis ir dazadas, atSkiras zinama meéra arl vienas
un tas pasas valodas skanas spektri. Tomér dazadu cilvéku ieru-
nato patskanu spektri uzrada ievérojamu lidzibu. Tas izskaidro-
jams ar to, ka vienas valodas runatajiem ir diezgan stabilas arti-
kulacijas iemanas, citiem vardiem, cilvéku runa vairdk lidzibas
neka atskiribas.

«DaZos gadijumos var konstatét at$kiribu formantu joslu
platuma, un nezvai iespéjams iegiit spektru lidzibu vairak
neka divu formantu frekvencés».

Biitiska nozime skapas tembra noteikSana ir tiesi spektra pro-
filam, t. i., sastavdalu izvietojumam uz frekvendu skalas, bet ne
spektra sastavdalu skaitam (kvantitatei). Ta, piem., (al tipa skanu
raksturo intensivaks centralo frekvenéu apvidus (centrala for-
manta), bet [il un [ul tipa skanu — izteikti malgjo frekvencu apvidi.

Sakot ar 19. gs. otro pusi, valodnieki ir nodarbojusies ar for-
mantu skaita noteik$anu patskanos, saprotot ar terminu «forman-
ta» stingri noteiktu frekvenci. Sakuma $im noliilkam izmantoja
galvenokart dzirdes metodi (péc dzirdes, ar rezonatoriem un ka-
mertoniem). Uzskatija, ka kadas valodas patskani raksturo for-
manta, kas ir viens noteikta augstuma tonis.

Lidz ar elektroakustikas rasanos kluva skaidrs, ka formanta
nav viens noteikta augstuma tonis, bet gan rezongjoss apvidus,
t. i. frekvencu zina tuvu togu josla.

Zinamu laiku valodnieki uzskatija, ka visus patskanus rak-
sturo ne mazak ka divas formantas.” Tadu ped€jo gadu petijumi
veselai rindai patskanu noteikus$i tris un pat Cetras formantas.
Vairums aizrobezu valodnieku, akustiskas fonétikas specialistu,
uzskata, ka pirmo divu® vai triju® formantu kombinacijam ir iz-
skiroSa nozime patskanu paziSana. leverojams zviedru valod-
nieks G. Fants!® kada no saviem jaunakajiem darbiem ari atzist
divu formantu buitisko nozimi patskanu raksturojumam, izgemot
priek3éjas rindas patskanus, kuru noteikSanai nepiecieSama vél
tresa formanta.

Interesantus rezultatus deva padomju zinatnieku L. VarSav-
ska un I. Litvaka eksperimentalais darbs'!, kuri, pétot krievu

1

5 G. Fant. Acoustic Theory of Speech Production. 1958. p. I4.

7 R. Paget. Human Speech. London, 1930, ch. V

8 M. Joos. Acoustic Phonetics, p. 46.

® G. Fant. Modern Instruments and Methodes for Acoustic Studies of
Speech. 8th Intern. Congress of Linguists, Oslo, 1957.

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

N JI. A. Bapwasckuit n U. M. JInteak. Mecaenosanne dopmant-
HOFO COCTAaBa H HEKOTOPHX ADPYrHX (H3HYECKRX XapaKTePHCTHK 3BYKOB DYCCKOA
peun. Tlpobaembr ¢uanonornd, akyctuk, tom I11, 1955.
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valodas patskanu formantas ar spektralas analizes metodi, iegii-
tos rezultatus parbaudija ar sintezétiem patskapiem un to pazida-
nas procenta noteikSanu. Sim noliikam eksperimentétaji izman-
loja zagveida generatoru. Vini secinaja, ka krieva valodas pat-
skapiem [y], [o], l[al. [u]l nepiecieSams tikai vienas formantas apvi-
dus, lai skanu pazitu.

Ir bijusi meginajumi noteikt korelaciju starp patskanu forman-
tu skaitu un to veidojodiem rezonatoriem. Artikuléjot patskanus,
lidz ar méles kustibu mainas priek$eja un pakaleja rezonatora
apjoms un vienlaikus — formantu frekventu raksturojums.

Attiecibas starp formantu frekvencém un rezonéjoSo apvidu
dimensijam (parametriem) ir |oti sarezgitas un veél nepilnigi iz-
pétitas. M. DZoos kada no «Acoustic Phonetics» nodalam nosaka
relativas attiecibas starp patskanu pirmo un otro formantu un me-
les paceluma pakapi.’? Pirmo formantu vig$ nosauc par faringa
rezonansi, (throat resonance), otro — mutes rezonansi (mouth
resonance). TreSo un ceturto rezonéjoSo apvidu spektogramma
Dzoos pieraksta runas mehanisma mazaku dobumu rezonansém
vai iespéjamam neregularitatém galvenajos rezonatoros.

No skanas teorijas zinams, ka, lai gan méle pardala balss
traktu divos dobumos (mutes un faringa), formantu rezonanses
nav $o divu dobumu individualas rezonanses, abu dobumu rezo-
nanses savienojas un rezoné ka viena vesela sistéma. Lielu iegul-
dijumu balss trakta daZado dalu funkciju noteikS8ana devusi
G. Fants'® un, sprieZot péc vina atzinam, japagu zinatnieki C. Ci-
ba un M. KadZijama, («The Vowel, Its Nature and Structure»,
Tokio, 1941).

G. Fants sava monografija atzimé ari sareZgitas attiecibas
starp skanu vilni un artikulaciju.

«The classical description in terms of two coupled simple
resonators is of limited use only. In general every cavity
or section of the vocal tract contributes somewhat to the tun-

- ing of the frequencies of all formants».!

Fonetiskaja literatiira sastopamais noradijums, ka pirma for-
manta attiecindma uz pakaléjo rezonatoru, bet otra — uz priek-
$8jo, acim redzot balstas uz korelaciju starp mazaku mutes rezo-
natoru un attiecigu faringa rezonatora palielinaSanos, ka tas ir
patskanu sérijas [a], F&} [e], lil artikulacija. Si saglabajusies teo-
rija 8kiet ne visai pareiza un maz pieradita. A

Pédéjos gados skanu spektralajai analizei izlieto dazadus au-
tomatiskus analizatorus. Dota pétijuma eksperimentala materia-
la ieraksts izdarits ar I. Maskavas Valsts sve$valodu pedagogiska

2 M. Joos. Acoustic Phonetics. pp. 57--61.
2 G, Fant. Acoustic Theory.
* Turpat, p. 194.



instituata eksperimentalas fonétikas laboratorijas konstruéto
32 filtru spektrografu, par kura tehniskajiem datiem un analizes
metodi skat.!s
Japiezime, ka spektralas analizes metode izradijusies par visno-
derigako diftongu fonému akustiskajai analizei fonétiskos nolii-
kos. Spektrografa ieraksts dod objektivu diftongu spektru ainu
dinamika, nosaka ne tikai formantu sastavu, t. i., spektralas pazi-
mes, kas atSkir vienu diftongu no otra, bet ari diftongu skanéjuma
visas detalas.
Spektrografs, ka valodas skanu fizisko ipasibu analizators,
guvis augstu novertéjumu daudzu aizrobeZu zinatnieku darbos:
«Spektografs ir viena no visvertigakajam miisu riciba
esosajam aparaturam valodas skanu pétiSanai. Tas palidz
fonétikim un lingvistam sastatit dazadu dialektu un valodu
skanu elementus . . . un noskaidrot valodas skanu un to arti-
kulacijas korelaciju».!6

Korelacijas noteikSana ir |oti sarezgits process.

Spektografs méri valodas skanu spektru frekvences. legiitie
spektri dod skanas akustisku aprakstu. Valodas skanu spektri uz-
rada Joti noteiktu struktiiru, kas ir raksturiga artikulacijas pro-
cesam Vispar. :

Pielikuma sniedzam 9 valodu (krievu, bulgaru, &ehu, albanu,
armeénu, latvieSu, vacu, franu un anglu) piecu patskanu lal, [o],
[ul, fil, le] spektru raksturigo rezonéjo$o apvidu (formantu) tabu-
las, kas, sprieZot péc spektra lidzibas, uzskatami liecina par atse-
viSku - patskanu lidzigu artikulaciju 8ajas valodas.!?

Oscilografa ieraksta izmanto$ana ir mazak noderiga diftongu
analizei. Oscilogrammas ierakstito balss saiSu svarstibu raksts
ir sarezgits, tapec ka mutes un faringa rezonators nemitigi maina
savus izmerus. Viena un ta paSa patskapa svarstibu raksts uz
oscilogrammas ir atskirigs atkariba no ta, vai patskani ierunajis
virietis vai sieviete, kada vide izrunats patskanis utt. (patskapa
raksts ir visvairak atkarigs no balss augstuma). Tas apgriitina
skapu analizi.

Valodnieku vidii izplatitais priek3stats par to, ka patskagus
var vizuali at3kirt péc to svarstibu raksta uz kimogrammas, ir
maldigs. L. Zinders sava doktora disertacija'® noraida tadas ele-

5 B. A, ApTreuo0B. JKcnepuMeHTabHas (oneTnka. M. 1956, ctp. 186—
189.

18 C. Cherry. On Human Communication. London, 1957, p. 146. .

7 Gandriz visu tabuld minéto valodu patskagu spektrala analize veikta
1. Maskavas Valsts svedvalodu ped. institita eksperimentalas fonetikas labo-
ratorija, ko vada prof. V. Artjomovs. Tabula publicéta V. Artjomova raksta:
«IKCIEePHMEHTaNbHO-(POHETHYECKOe H3YYeHHe 3BYKOBOrO COCTaBA M HHTOHAIANM
siabika, T6uaucn, 1959. :
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mentaras vizualas analizes iespéju. Lai izvairitos no kjudam dif-
tongu analize, salidzinami kimografa un spektograia jeraksti.

Pareizi norada H. Flecers'?, ka svarstibu raksta maiga oscilo-
gramma vél nenorada uz skapas izmainam tada mera, ka to uz-
tvertu ka cjtu skapu. Par to meés parliecinajamies, méginot sa-
griezt diftonga ierakstu magnetoiona lenta pa sastavdalam,
kuru garums bija iepriek$ aprékinats uz magnetoiona lentas,
nemot veéra svarstibu raksta izmaigas vz kimogrammas.

Ta, piem., katram anglu valodas diftonga [el] komponentam
savs svarstibu raksts kimogramma. Diftonga [el] kimogrammu
ieguvam, parrakstot ar kimografu $i diftonga ieprieksSéju ierakstu
magnetofona lenta. Aprekinajam anglu valodas diftonga [el] abu
komponentu garumu kimogramma, nemot veéra tikai svarstibu
raksta izmainas taja. Zinot kimografa un izmantota magnetofona
linedros atrumus, aprekinajam diftonga [el] komponentu garumu
magnetofona lenta. Saja nolika vispirms samekléjam diftonga
[el] sakumu un beigas magnetofona lenta. Aprékinatos diftonga
lel] komponentu garumus magnelofona lenta vispirms atziméjam
ar zimuli, tad izgriezam katru komponentu atseviski, lai ar dzirdi
parbauditu komponentu kvalitati un garumu. Katru izgriezto mag-
netofona lentes gabalu ar diftonga [el] komponentu ierakstu uzli-
meéjam uz cita neaprakstita magnetofona lentes gabala, Sos gabalus
savukart saliméjot un ta izveidojot lentas aplus. Sos aplus atska-
nojam. Magnetofona lentas apliem grieZoties, atkartoti klausija-
mies uzlimeto ierakstu un méginajam to identificet gan ar anglu
valodas diftonga [ell pirmo, gan otru komponentu.

Veikta eksperimenta rezultata parliecinajamies, ka diitonga
svarstibu raksta izmainas kimogramma nav objektivs kriterijs
diftonga sadaliSanai ta sastavdalas.

Noklausoties magnetofona reproducéto pirmo lentas apli ar
mums Skietamo anglu diftonga [el] pirma komponenta ierakstu,
ka eksperimentatajs, ta laboranti to identificéja ar [el. Turpretim,
klausoties diftonga [el] otra komponenta atskapojumu (ko kimo-
gramma var at$kirt péc nedaudz citdda raksta), klausitaji [[ sa-
kuma vel konstatéja mazliet [e] nokrasu, kam, nemot véra svar-
stibu raksta izmaipas kimogramma, nevajadzeja bat. Lai gan [II
svarstibu raksts kimogramma diftonga beigas stipri sadrumsta-
tots un at$kiras no [I] svarstibu raksta komponenta sakuma, auss
to konstateja ka viengabalainu [IL

Patskanu [il, [ul un bieZi [ol svarstibu raksti kimogramma vie-
na diktora ieruna var bat stipri 1idzigi, kas izslédz to vizualas pa-
zi8anas iespéju. Ta aprékinajam ari anglu valodas diftonga laul

18 JI. P. 3ud nep. OGuasn doreruxa. I, 1954, crp. 360.
¥ H Fletcher. Speech and Hearing in Communication, New York-To-
ronto-London, 1953. g. ch. 3, p. 48.
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komponentu garumus kimogramma, nemot vera svarstibu raksta
izmainas, atradam to ierakstu magnetofona lenta un to sagriezam
pa sastavdalam. Patskanim [al ir sava ipatnéja, viegli identifice-
iama svarstibu forma, tade|, klausoties izoléta diftonga [aul pirma
komponenta atskapojumu, klausitaji to tilit pazina par [al

Péc diftonga [aul otra komponenta svarstibu raksta kimogram-
ma to varétu identificet par [ul. Bet, noklausoties otru komponentis
izoleti, uztvéram to par lol, kas atbilst anglu valodas fonétiku pie-
nemumam. (Anglu valodas diftongus izrunajot, uzsveram to pir-
mos komponentus. Ta rezultata meéle bieZi nesasniedz diftonga
otra komponenta artikulacijas vietu. Tade| ari anglu valodas dif-
tonga [aul otrs komponents var izskanét ka lol, ko artikulé ar ze-
maku meles pacélumu neka [ul.)

Fonétiskam pétijumam spektogramma ir vertigaka par citiem
laboratorijas ierakstiem ne tade|, ka ta dod plaSaku un precizaku
informaciju. Dazkart ar spektogrammu var iegiit mazak neka ar
labu oscilogrammu. Spektogrammas parakums ir tas, ka ta dod
tikai to, ko auss sadzird.?0

Jautajums par misdienu anglu un latvie$u valodas diftongu
fonému eksperimentalu izpéti ir viens no visgriitakajiem fonétika.
Diftongu probléma maz pétita. Par diftongu deve savdabigu fone-
tisku vienibu, kas sastav no diviem dazadiem komponentiem. Dif-
tongs ir divu dazadu patskanu fonému savienojums, ko izruna
viena zilbe, un ka atsevisSka foneéma patskanu sistema tas sasto-
pams tikai nedaudz valodas: latviesu, lietuvie$u, ang|u, vacu u. c.
Diftongu artikulaciju raksturo nemitiga akustiski motoriska kus-
tiba. Miisdienu angju un latviesu valodas diftongu fonému fiziska
raksturojuma izpéte rada saviSku interesi tade|, ka tas pieder pie
diviem daZadiem diftongu tipiem. Tomer dazas no tam izruna
lidzigi, piem., [el], [ai], [au] u. c. Saskana ar M. Matusévicas doto
diftongu klasifikaciju?® anglu valodas diftongi pieder pie neistiem
kritoSiem diftongiem, t. i, tikai viens no ta komponen-
tiem — pirmais ir uzsverts un veido zilbes centru. Otrs elements
ir neuzsverts, nesaspriegts un zilbi neveido, piem., anglu valodas
diftongos [ell, [oul, [aI], [aul, [ 51]. LatvieSu valodas diftongi par-
stav samera reti sastopamo isto diftongu grupu. To abus kom-
ponentus izruna vienlidz spriegi un skaidri, un tie abi ir zilbes
veidotaji. Dazadas ir ari $o divu tipu diftongu komponentu attie-
cibas. Liela dala aizrobeZu valodnieku polemizé par anglu valo-
das diftongu fonematisko raksturu (to vienzilbes vai divzilbju
struktiiru), kam pamata ir pasu autoru dazadie uzskati par fo-
némas butibu.

Arzemju literatira fonétikas jautajumos atrodam pretrunigus

20 M. Joos. Acoustic Phonetics, p. 66.
2 M. M. MatyceBuu. Bpeagenne B o6y donernky, JI. 1948, crp. 60.
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uzskatus par anglu valodas diftongu slido$as artikulacijas raks-
turu un komponentu attiecibam. Aplitkosim daZu autoru atzinas.

Padomju un vairums aizrobezu fonétiku ir vienis pratis, ka
katru no anglu valodas diftongu komponentiem izruna dazadi:
pirmo komponentu — pilnigi, otru — ka slidskani, nepilnigi. Otra
komponenta nepilnigo izrunu D. DzZounzs??, O. Jespersens?,
I. Vords?, E. Kruisinga?, V. Ripmans® u. c. aizrobeZu autori iz-
skaidro ar to, ka méle bieZi nesasniedz otra komponenta artikula-
cijas vietu diftongos [al], [aul, [0 1] un meés Sos diitongus biezi
izrunajam ka [ael, [aol, loel. Padomju valodnieki tam piekrit. No
mingto autoru uzskatiem izriet, ka neisto kritoSo diftongu ipat-
niba ir ta, ka més neizrunéjam divas noteiktas skanas. Diftongs
[al] biitiba nesastav no [al un [I], bet to grafiskie simboli vairak vai
mazak precizi apzimé diftonga sakuma un beigu skanu. Isteniba
mele slid no [al caur virkni slidskanu pie [I], ko méle bieZi nesa-
saniedz. Tada gadijuma diftongs sastav no patskana un sérijas
slidskanu.?”

Sis uzskats velreiz apstiprina H. Svita tézi, ka diftongs sastav
no viena pilna patskana (full vowel) un slidskana (a glide).

Lai gan diftonga artikulacijas laika notiek runas organu ne-
mitiga slideSana, tomer mes uztveram divus atSkirigus diftonga
komponentus angju valoda. Anglu valodas fonetikis prof.
D. DZounzs?® 1923. g. iznaku3aja gramata «Pronunciation of Rus-
sian (liekas bez eksperlmentallem pieradijumiem) it ka atkapjas
no tradicionalas diftonga «a full vowel and a glide» izpratnes, ko
vin$ formuléja ka «a nucleus and a glide», kas biitiba izsaka to
pasu.

«A true diphthong», raksta D. DZounzs, «is a monosyllabic
glide-sound in which the organs of speech start in one vo-
wel-position and immediately proceed by the shortest route to
the position of another vowel of equal or less sonority, without
remaining for any perceptible length of time on any vowel».??

Ja tas ta, ka izskaidrot cilveka speju atskirt divus komponen-
tus diftonga?

Spriezot péc ¢ehu lingvista J. Vaheka monografija® minéta-

2 D. Jones. An Outline of English Phonetics, Cambridge, 1936.

28 0. Jespersen. English Phonetics, Copenhagen, 1950, pp. 136—145.

% | Ward. The Phonetics of English, Cambridge, 1939, ch. XIL

% E. Kruisinga. A Handbook of Present Day Enchsh 1925, p. 79.

26 W. Ripman. English Phonetics, 1947, p. 115. ,

2 E }\ruxslnca “A. Handbook of Present Day English, 1925, p. 79.

8 Trofimov, D. Jones. Pronunciation of Russian, Cambridge, 1923,
. 83.

2 2% Trofimov, D. Jones. Pronunciation...p. 83.

3% J. Vachek. «Ober die phonologische Interpretatlon der Engllschen
Diphthonge mit besonderer Beriicksichtigung des Englischen», Studies in
English by Members of the English Seminar of the Charles University, Vol. 4.,
1933, s. 108.
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jiem citatiem, ir ari citi, uz eksperimentaliem petijumiem pama-
toti uzskati par sameéra lenam izmainam anglu valodas diftongos.
Sie uzskati Skiet daudz realaki. Sada uzskata paudéja A. Erentrei-
ha monografija «Zur Qualitit der Tonvokale im modernen En-
clischen», Berlin, 1920, cik mums zinams, neatrodas Padomju
Savienibas biblioteku fondos. J. Vaheks3! atrod par piepemamu
A. Erentreiha izteikumu, ka anglu diftongizetais slidskanis ar-
tikulacijas sakuma un beigas lenak izmainas neka vidi, bet pie-
bilst, ka 8is vel atklatais jautajums pétijams eksperimentali.

Vienigais mums zinamais eksperimentalais pétijums, kura
doti anglu valodas diftongu [ef], [all, [oI], [au] un [oul spektri,
ir autoru kolektiva P. Potera, G. Kopa un G. Grina gramaia
«Visible Speech», New York, 1947. Ka jau norada pétijuma virs-
raksts, skanu spektri taja atteloti enu veida, kuras projekte uz
ekrana. Spektru ieraksti izdariti ar ipasa veida spektografuy, t. s.
sonografu. Sniedzam augS$minéto diftongu «Visible Speech»
spektru foto attelus.

el (came) a1 (I 21 (boy)

av (out) ou (go) n (new)

Formantas (patskanu rezongjoSie apvidi) patskanu spektros
attelotas horizontalu liknu veida. Visskaidrakas un nozimigakas
ir divas zemakas formantas. Ka redzams, katram diftongam ir
savs raksturigs formantu izvietojums. Liknu novirziSanas uz aug-
Su vai leju rada runas mehanisma pareju uz citu artikulacijas
stavokli.

31 Turpat, s. 109.
43



«Visible Speech» |oti skaidri saskatamas parejas no viena
diftonga komponenta uz otru. Tacu §i izlaiduma sonografa mo-
delim ir ari savi tritkumi. Lai gan zinams, ka spektra attélotas
formantas atrodas 70—3500 hz diapazona, tas ir griti izskaitlot
(salidzinasanas nolitkos esam to veikusi). Izskait]ot intensitati
Sajos spekiros nav iespeéjams. «Visible Speech» spektrus izlieto
tiri praktiskos nolitkos Amerika, proti, kurlméemo bérnu maci$anai.
Sava darba autori maca spektrus lasit. Péc neilga apmacibas
kursa apmacamie var skanas tekoSi lasit no kustiga ekrana péec
to spektru izmainam. Spriezot péc aizrobezu valodnieku pédéjiem
publicéjumiem, aparata «Visible Speech» modelis pédéjos gados
ieverojami uzlabots.

Latviesu valodas diftongu eksperimentala izpéte mazak sarez-
gita. Diftongu abi komponenti eksisté ar1 ka patstavigas fonemas
valodas patskanu sistema. Diftonga abus komponentus izruna
spriegi, vienlidz uzsveérti un skaidri, kas |auj vieglak noteikt par-
ejas posmus no diftonga pirma komponenta uz otru. Domajams,
ka «diftonga sastavdalas saglaba savu akustisko raksturojumu
ari diftonga».3?

Anglu valodas diftongu macisana skola, it ipasi diftongu arti-
kulacijas apgiiSana, prasa teoretiski zinatnisku bazi diftongu ma-
ciSanas metodikai.

Nepieciesams ari parbaudit un sikak analizet ar musdienu teh-
nikas palidzibu tas atzipas ,kuras par latvieSu valodas diftongiem
izteikusi J. Endzelins, A. Abele, R. Ekbloms, A. Laua, M. Vec-
ozola u. c. valodnieki.

Nemot vera spektiralas analizes sareZgito raksturu un to, ka
pétijuma merkis nebija izpetit diftongu variantus (latvieSu valoda
to nav), spektrografa ierakstijam izoléti un starp nebalsigiem

* slédzeniem [p]...[p] izrunatus anglu un latvieSu valodas difton-
gus. (Latviesu valodas diftongus ierakstijam ar 3 intonacijam.)
Pavisam izanalizéjam 116 spektogrammas. Anglu valodas mate-
rialu ierunaja 2 Maskavas radio diktori (angli), latvieSu —
2 Latvijas PSR ZA Valodas un literatuiras institita zinatniskas
lidzstradnieces.

Diftongu spektralai analizei izlietojam metodiku, kuru izstra-
dajusi 1. Maskavas Valsts sveSvalodu ped. institiita eksperimen-
talas fonétikas laboratorija patskagu spektru analizei, piegemot
par pamatu G. Fanta atzinu, ka pietiek divu pirmo formantu, lai
noteiktu akustiskas attiecibas.

Pielikuma sniedzam angju valodas diftonga [al] un latviesu va-
lodas diftonga [ail spektrogrammas; abi diftongi izrunati starp
[p]l...[pl, lai redzétu, kadu informaciju tas dod.

2 A. Laua. Muasdienu latvieSu literaras valodas fonetnsl\x fonologiska
sistéma. Kandidata disertacija, 1954. g., Il dala.
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Aplukosim angju valodas diftonga p[allp spektrogrammu dik-
tora W. izruna.

Spektrogramma sastav no 11 kadriem, t. i., skapas garums ir
220 m sek. (milisekundes).3

Anglu valodas diftonga plallp spektrogramma (sk. pielikuma)
rada diftonga slidoSo artikunlaciju. Vertikalas linijas, kas attélo
rezonéjoSo frekvences apvidu intensiiati, nemitigi mainas. Tomer
difionga fonacija sameéra skaidri ieziméjas divas pirma kompo-
nenta kvalitates.

I {a] — 60 msek. Ta intensivakas sastavdalas atrodas centralo
frekvencu 956 hz, 1687—2382 hz un 3937—5187 hz apvidi.

Il [a] — 60 msek. — nedaudz atvértaks ar sastavdalam
1119—1295 hz, 1902—2652 hz, 3252—3937 hz apvidd.

Tatad var piepemt, ka diftonga pirma komponenta garums ir
120 msek., t. i. 54% no diftonga kopgaruma (220 msek.). Sakot
ar 7. kadru, spekira struktiira straujak mainids (més to pienemam
par slidskana sakumu). Intensivaki klust maléjo frekvenéu
apvidi, kas ir raksturigs priek$ejas vai pakalejas rindas augsta
pacéluma patskagiem.

Diftonga [al] otra komponenta [I] garums ir 40—60 msek., t. i.,
18—209% no diftonga kopgaruma. Diftonga otrajam komponen-
tam [I], sprieZot péc spektra sastavdalam, ir [e] vai |oti atverta [I]
nokrasa, jo intensitates zina aktivaks ir 536 hz apvidus.

LatvieSu valodas diftonga (p[ailp) (sk. piel.) garums diktores
R. izruna ari ir 220 msek. Pirma diftonga komponenta [a] garums
ir apm. 100 msek. (5 kadri), i. t., 45% no diftonga kopgaruma.
Ta kvalitate ir noturigdka ar raksturigiem rezonéjoSiem apvidiem
956 hz, 1687—1902 hz, 2652—6905 hz diapazona.

Pareju uz otru komponentu iezimé pirmas sastavdalas paze-
minasanas lidz 666 hz un tas intensitates pieaugums, ko redzam
6. un 7. kadra. Paréjo sastavdalu intensitate krit. Japiezime, ka
kadas skanas spekiralas sastavdalas atrodas noteiktas likumsaka-
rigas attiecibas viena pret otru. Diftonga otra komponenta [i] ga-
rumu var pienemt par 60—80 msek., t. i., 27,36% no diftonga kop-

3 Uz spektografa sukas izvietoti 32 filtri, kas uztver frekvences 60—
12000 hz diapazona. Suka izdara vienu apgriezienu 20 msek. Katrs no filtriem
noskanots noteiktas frekvences uztverei. Spektogramma 3im laika posmam at-
bilst 1 kadrs. Aktivie filtri zim& noteiktas intensitates liknes uz kinolentas.
Paliekot 30 kinolentu zem projekcijas aparata, ar speciala lineala palidzibu
nolasam aktiva filtra numuru un liknes intensitati milimetros. Spektogram-
ma frekvenéu intensitates amplitidu palielinam divas reizes, lai varétu taja
atlikt 0,5 mm amplitidu. Frekvenéu intensitati apzimé ar vertikalam linijam,
parakstot zem katras no tam atbilsto3a filira frekvenci.

Intensivikie frekvenéu apvidi ir attiecigas skapas galvenas rezonanses
(forlmantas). Spektrogramma filtru frekvences atliktas péc logaritmiska li-
neila.
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TABULA

Raksturigakie intensivie apvidi dazadu valodu piecu patskanu (a, [0], u, i, [e) spektros.

(a] [o] {u] [i] [e]
vt Pardl wclor e bem [wo v e L fivc] o o Tad e D (] e | e
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garuma. Ta spektralo struktiiru raksturo intensivas maléjo irek-
ventu sastavdalas 415 hz un 1687, 2382 hz apvidos.

So divu spekirogrammu analize lauj secinat, ka akustiski mo-
toriskas kustibas diftonga artikulacija, seviski tas sakuma, ir
saméra lenas.

M. DZosa akustiska teorija apstiprina So piegémumu:

”...Relatively speaking the relation between tongue
position and vowel colour is a fairly close proportionality.
Accordingly the always smoothly changing vowel innervat-
ions must result in smoothly changing acoustic vowel colour.

... within the range of vocalic articulation the acouslic
quality must change relatively slowly” .3

Secinajumi

1. Spektrografa fonétiskie principi ir ciedi saistiti ar fiziolo-
gisko fonétiku. Spektrografs dod iespéju radit pamatu valodas
skanu teorijas talakai attistibai.

2. Diftongu spektrografisks ieraksts un ta analize dod iespeju
objektivai diftongu izpetei foneétiskos noliikos.

3. Patskanu akustisko kvalitati nosaka intensivi komponenti
samera Saura frekvencéu josla. Visnozimigakie frekvenlu apvidi,
kuriem ir noteicéja loma skapas pazi$ana, ir divi zemako frek-
venéu apvidi (skanas spekira sastavdalas). Citam frekventu jos-
lam ir sekundara nozime.

4. Fonetiska nozZme ir So frekvencu apvidu izvietojumam
spektra resp. to profilam, kas raksturo patskagu tembru.

5. Raksta sniegtais diftongu spektralas analizes veids ir miisu
meginajums sikak analizét diftongu raksturu. Ta ka diftongu
spektralas analizes metodika vél nav izstradata, nepiecieSami veél
talaki meklejumi.

M. A. HEXJIAHIE

CrnexTpanbublit anaau3 auTOHrOB COBPEMEHHOTO JATHILICKOro
M AHIJHMHCKOro SI3bKOB

KPATKHE BbiBOJ bl

B HacTosiuiee BpeMsi aKYCTHYECKHH aHAJ/M3 3BYKOB peuH fIB-
Jasiercss HauGosee NPUMEHHMBIM MeTOJOM JIHHIBHCTHYECKOrO aHa-
Ju3a. Pe3aynbrar aKyCTHUECKOTO aHAJIM3a 3BYKOB peuH, uX (usu-

3% M. Joos. Acoustic Phonetics, p. 117.



YecKdsi XapaKTepUCTHKA NPeJACTaB/sieT HHTepeC ¢ TeXHHUecKo#, ¢o-
HeTHYEeCKOH U (PH3HOJOrHYECKON TOUKH 3peHHA. AKyCTHYeCKHR aHa-
7143 3BYKOB, BO-NIEPBHIX, SIBJISIETCS aHAJH30M CnekrpaJjbHoro (dop-
MaHTHOTO) COCTaBa 3BYKOB peud. CylleCTBeHHOE 3HAYEHHEe B OIO03-
HABaHUH 3BYKa HMeeT NpoduUAb CHNEKTpa, T. . paclpefiesieHue Co-
CTABJAIOMIUX CIEKTpPa Ha YACTOTHOH lIKaJje.

CuekTpaJbHBIH aHa/IU3 sIBJAsIETCsi Haubosee NEHCTBEHHBLIM Me-
TOJOM aKyCTHYECKOTrO HCCJIeOBAHHsl AH(TOHOrOB B HX JHHAMHUKE.

B craTbe paccMaTpUBAIOTCSi MHEHHS HEKOTOPBIX 3apyGesHBIX
(hOHETHCTOR O XxapakTepe AapTHKYJSUHH AaHTJAHHACKHX JH(TOHIOB.
B crathe nomeuieHsl u OGBSCHEHB! (POTOCBHEMKH CIEKTPOB HEKOTO-
PBIX aHPJMICKHX JAH(QTOHrOB, KOTOpBIE MOJYy4YeHbl amnnapaToM
«Visible Speech».

B xoHue cTaThd aBTOP NPUBOAHT 0Opa3ell CneKTPajbHOrO aHa-

J113a anrauiickoro nudroura {al] u aarsimckoro [ai] 1 menaer kpat-
Kle BbIBO/AbI.

M. NEILANDE
Spectrum Analysis of Latvian and English Diphthongs
ANNOTATION

At present acoustic analysis of speech sounds is (he most
irequently applied method of phonetic investigation. The result
of acoustic analysis of speech sounds, the definition of their
physical character is of interest from technical, phonetic and
physiological view points. Acoustic analysis of speech sounds is
primarily the analysis of the spectral (formant) structure of speech
sounds.

The profile of a spectrum, i. e. the distribution of its constituent
parts on a frequency scale has vital importance in recognizing a
sound.

Spectrum analysis proves to be the most suitable method of
acoustic investigation of diphthongs in their dynamics.

The article gives a survey of different view points held by
some foreign phoneticians with regard to the manner of articu-
lation of English diphthongs. The article explains the spectra of
some English diphthongs obtained by means of "Visible Speech”.
The author offers a pattern of spectrum analysis (English diph-
thong [al] Latvian diphthong [ai]).
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PETERA STUCKAS LATVIJAS VALSTS UNIVERSITATES ZINATNISKIE RAKSTI.
42, SEJUMS, 1961.
YUYEHBIE 3ATNMCKH JIATBUKICKOTO TOCYIAPCTBEHHOTO YHMBEPCHUTETA
UMEHM IETPA CTYYKH, TOM 42, 1961.

A. GRINBLATS

MUSDIENU ANGLU VALODAS VERBALAS POSTPOZITA
KOPAS EKVIVALENTI LATVIESU VALODA

~ Viena no miisdienu lingvistikas svarigakam problémam ir da-
zadu valodu izteiksmes lidzeklu ekvivalence. Miisu valodniecibas
sasniegumi paver celu dazadu valodu frazeologiju salidzinamai
pétisanai.

Anglu valoda plasi izplatita frazeologiska postpozita kopa,
kuras pirmais komponents ir verbs, bet otrs — adverba vai prie-
varda «homonims», piem.,

Often the impetus to go on and have it out with him surged up

and was beaten back. — BieZi vina uzbangoja velésanas vaj-
sirdigi izrunaties ar Uilfridu, bet ta atkal saplaka.
(Glsw. Mnk. 119).

Si raksta uzdevums — izsekot, kadi ir postpozita kopas ekvi-
valenti latvieSu valoda.

Verba — adverba kopa latvieSu valoda

Latvie$u valoda sastopama anglu verbalajai postpozita kopai
lidziga konstrukcija, kur verbs biedrojas ar adverbu vai ta ekvi-
valentu.

Sadu konstrukciju pirmie komponenti parasti ir latvie$u cilmes
verbi, otrie komponenti var buit:

1) vietas vai virziena adverbi, kam valoda ir atbilsto$i prie-
vardi: apkart, cauri, garam, ieksa, lidzi, (lidz), pari, preti (pre-
tim), prieksa, virsa u. c.; prievardiem salidzinajuma ar atbilsto-
Siem adverbiem ir pavajinata semantika;

2) vietas un virziena adverbi, kam nav atbilstoSu prievardu:
alpakal, augstu, augsa, gala, iepakal, klat, kopa, lauka, nost, pro-
jam (prom), rinki, talu u. c.;

3) adverbiali veidojumi no prievarda ar lietvarda locijumiem:
uz aru, uz augsu, uz leju, uz priekSu u. c.

Sadas vardkopas palaikam sastopamas sarunvaloda ari par-
nesta nozime.
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Més varam cauri krist un skriet pakaj bez kritiena vai nemaz
neskrejot, Skiroties aiznest drauga sirdi lidzi, bloda var iet pari,
sirds var plast pari, prats sirdij runat pretim, mucina var spert
preti, roku iespéjams sniegt preti pari plaSumiem un tad atvilkt
atpaka], cilveks var nakt preti, nemt priekSa pa radio, turéties
preti nesaskaroties, celt priekSa to, kam nav svara, skatities atpa-
kal uz dzivi ar aizvértam acim, dot priekSa punktus, asaras vai
miegs var makties virsi utt. _

a) ...eksamena cauri kritis, slepus atbraucis, slapstijas aiz

Gailenu pirtinas durvim.
(A. Up. Kpt. 1V/27 588).
b) Vins... Jurgos aiziedams, lidz ar savu algu Marijas sirdi

aiznesis lidzi.
(BL. Kpt. 1 23).

¢) Un tad atkal bija ta ka jaiet uz teatri. Bet ka tas izskati-
sies, kad vin$ ta skries pakal?
(A. Up. Kpt. V/27 285).

d) Sal€ju visu spaini bjoda. Bloda gaja par:.

(Jns. Vj. 18).

e) ...man ir slikts ieradums izvéleties tikai to, kas stav
pari, ne apaks manis. _
(Ez. Nv. 213).

f) ...vipa sirdij vajaga bit ar to vairak neka pilnai, un ta

dro8i vien pludis pari . . .
(Jng. Dz. 11 333).
g) Un ja jiis... mums nedaritu pari, . . . tad més nekad jums
neka neparmestu. . .
(Pr. St. 80).
h) Prats sirdij runaja pretim.
(Bl. Kpt. I 71).
i) Mums $ai apstakla varai ir jastajas kopigiem spekiem
preti . . .
(Pr. St. 81).

j) ...% mucina vél nav ielaista, un varbiit sper preti.
(Jng. Dz. 11 310).

k) Noreferéju. Jilis, protams, augsa. Es cérfu $im prefi.
(Ndr. St. 232).

1) ...Tu man patic. Mans ieradums ir krietnam cilvekam atri
sniegt roku preti... Ja esmu parskatijies, nekas jau nav
vieglak ka roku atkal atvilkt atpaka.

(Bl Kpt. I 137).



m) Kamér berns dzivo mates aizvéja, tikmeér ir nevarigs ka
calens, bet tiklidz k|iist patstavigs, macas pretim knabt.

(Sks. KL 13).
n) ...nebitu vind pratis...lietu pienaciga karta celt priek-
$a... ...ar1 viniem buitu izgajis tapat ka DidzZim.

(Jns. Dz. Il 282).

o) Asaras macas virsi, diiras acis ka ugunigas adatipas.
(Br. Tr. 19).
p) Naca jau ari vakars virsa. ... Macas virsa snaudiens. ..
(Astr. Ps. 168).

r) ...tad iet vaja balsu varza.
(Ndr. St. 235).

Visuma verba-adverba kopa latvieSu valoda, atSkiriba no Ii-
dzigas kopas anglu valoda, nav tik polisemantiska: celf priek$a
aptuveni atbilst nozimei izk!astit, ierosinat, iesniegt priekslikumu,
makties wvirsi — uzmakties, iet vald — sakties, runat preti —
iebilst utt. Retos gadijumos kopai var biit vairakas atskirigas no-
zimes, piem., [ikt prieksa ieveiet kadu un likt priek$a kaju u. tml.

Atskiriba no postpozita anglu valoda, latvieSu valoda adver-
bialais komponents var asocieties ari ar prefiksétu verbu:

a) Bet Ulis ... aizrava savas acis tik atri prom. ..

L (Br. Tr. 549).
c) Eriks klusi aizslidéja projam
(Sk. Kl 45).
¢) Tad llze atsminéja pretim un satvéra Japa roku.,.
(BL. Kpt. 1 75).

Akadémikis J. Endzelins latvieSu valodas gramatika sini
sakara raksta:
«...ari salikteni var pastiprinat ar adverbu; un tas notiek
loti biezi — laikam sakara ar to, ka piedeklim ir ari perfek-
tivéSanas nozime».
(skat. piezimi pie 746. §).

Adverbialais komponents, asociéjoties ar prefiksétu un to pasu
meprefiksetu verbu, var veidot kopas ar at$kirigam nozimém:
stadit prieksa nozimé oficiali ievadit, iepazistinat,
nostadit priek$a nozime izvirzit prieksgala;
dot preti nozime atlidzinat,
sadot preti nozime atmaksat ar uzviju,

skriet kadam paka] nozimé censties iegiit kadas personas
labvelibu,
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aizskriet kadam pakaj — dot zinu, lai kads atnak,
sisties cauri nozimé dzivot no rokas mute,
izsisties cauri — parraut aplenkumu u. tml.

Sadu kopu komponenti latviesu valoda at$kiriba no anglu va-
lodas saglaba konkrétas saistibas. Komponentu konkrétas nozi-
mes veido noteiktu télu, kas ir pamata kopas parnestajai nozimei.
Ta rodas frazeologiska, visuma motiveta verba-adverba varkopa.

Adverbiala komponenta funkcijas var bat dazadas:

1) tas var pieSkirt verbam virzienu:

a) ...gaz apkart visu pasauli...
b) Lizina izaicino$a un pargalviga pasvieZ tam preti savu
cirtaino galvu.

(Br. Tr. 484).
¢) ...drukna kundze nemierigi grozijas apkart . ..
(Zg. Br. 8).
d) ...tada elpa dves preti no austrumu pilsétam . . .
(Zg. Br. 52).

2) tas var limitét verbu, noradot darbibas noslégumu:
Tu esi beidzis vidusskolu, divi gados ticis gala ar tautsalm-

niecibas fakultates pirmo kursu .
(Lc. Vir. 1 9).

3) tas var limitét verbu, noradit vai pastiprinat darbibas sa-
kumu:
Bet tad vinas spruka vala un mala, ka putéja vien.
(Ez. Nv. 205).

4) tas var pastiprinat prefiksa ietverto virzienu:
) Dilak par visu tas iegulusas atminas dzilés un arvien, ar-
vien uzsit augSup nemierigus burbujus.
(Sks. Kl 19).
b) ... dzives prieks izlauzas uz aru.
(Astr. PS, 236).

5) tas var pastiprinat stavokla attistibu gadijumos, kad verbs
biedrojas ar homonimisku prefiksu, kapinat intensitati, pieskirt
kategoriskaku nozimi salidzinajuma ar atbilstoSo prefiksu. Sa-
lidz.

a) Es tadu nevaru salt nost. (Stipri izteikta modalitate.)
b) Es tafu nevaru nosalf. (Biezak ka apgalvojums, ka nav
iesp€jams nosalt.)

¢) llgas pec dzimtenes maca nost.
(A. Up. Kpt. V/27 72).



dj ligas mani nomaca.

) Mulkibas, manticibas un neapzinibas prauli javac nost,
lai varetu iesaknoties patiesas zinatnes un dzives atzinas
stads.

(A. Up. Kpt. IVM47 592).
f) Prauli janovac.

Pieméros ¢ un ¢ salt nost, makt nost izsaka pastiprinatu sta-
vok]a attistibu salidzinajuma ar periektiviem nosalt, nomakt; pie-
mera e javac nost bez tam vél ir kategoriskdks par janovac.

6) tas var pastiprinat stavokla attistibu gadijumos, kad verbs
nebiedrojas ar homonimisku prefiksu:

Ja vini mil viens otru, tad lai precas nost.

(Le. Vir. 1 191).
7) adverbs var pastiprinat reizé prefiksa piedkirto virzienu un
aspektu:

Acis bija pilnas visa skatitd un smagas ka pukes no rita
rasas. Vaki aizkrita ciet.

(Br. Tr. 22).

Aspektu Se verbam pieskir prefikss aéz, darbibas virzienu no-
saka verba iek$gjais virziens, adverbs cief pastiprina virzienu un
limité darbibu. Vaki krite ciet vel nenozimetu perfektivu darbibu.

Atskiriba no perfektivo verbu prefiksa, adverbialais kompo-
nents nemaina verba aspektu. Salidz.

a) Gadu simtenos iecietéjusus sakarus vins jauca lauka.

(A. Up. Kpt. V/27—14).
b) Vin$ izjauca sakarus.
c) Vel citi &irkstéja, ka Zemlis izmeklé$anas iestadem aiz-

gridis naudu prieksa . ..
(Jns. Dz. IV 662).

d) Grast naudu prieksa.
Jaukt laukd vel nenozimé izjaukt.

Grust prieks$a izsaka procesu, darbibas norisi;
aizgrast prieksa ir pabeigta darbiba.

Paraléli pastav perfektivo prefikséto verbu un imperfektivo
neprefikséto verba-adverba kopu laiki, kas viens otru papildina:!

! Par salikto verbu perfektivo nozimi un aizstajejiem skat. J. Endze-
lina Latviedu valodas gramatika. R., 1951, 746. §.
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Nenoteiksme pielipt noslapét lipt klat slapet nost
Nepabeigta darbi-

ba tagadné . . — — lip klat slapé nost
Pabeigta  darbiba

tagadne . . . . pielip noslapé == =
Nepabeigta darbiba

pagatne . . . . — — lipa klat slapéja nost
Pabeigta  darbiba

pagatné . . . . pielipa noslapéja — =
Nepabeigta darbi-

ba nakotné . . . — — lips klat slapés nost
Pabeigta  darbiba

nakotné . . , , pielips noslapés = —

a) Saubas ki ... putnu rindas éna slid pari.
(A. Up. Kpt. 1V/47 595).
b) Vins strauji griezas lauka, bet vecim dzelzs nagi.
(A. Up. Kpt. 1V/47 646).
¢) ... klusums vinu slapé nost . . .
(A. Up. Kpt. 11/27 52).
Salidz. ar parslid, izgriezas, noslapé.

Ari perfektivo prefikséto verba-adverba kopu vienkar3as ta-
gadnes formam nav nepabeigtas tagadnes nozimes, to vieta var
lietot neprefikséta verba-adverba kopu. Salidzini aiznes (prom),
nes prom; ielaiz (iek$a), laiz iek$a; aizvelk (projam), velk pro-
jam; atraisa (vala), raisa (vala), pielej (klat), lej klat; apgaz
(apkart), gaz apkart; parplés (pusu), plés pusu.

Ka perfektivo prefikséto verbu, ta ari perfektivo verba-adverba
kopu lietokda praesens historicum.

Neprefikséta verba-adverba kopa var ari semantiski atskirties
no atbilsto$a prefikséta verba:

tikt pari nav tas pats, kas partiki;
upe var parplist, bet sirds — pliist pari;
sapes var pariet, bet nevar iet pari u. tml.
Salidz.
a) Ja esmu parskatijies, nekas jau nav vieglak ka roku at-
vilkt atpakal.
(Bl. Kpt. Il 137).
a;) Un pasa déli, ... tiek arvien lutinati un tadé| tiem vairak
skatas pari . . .
(Jns. Dz. 700}
b) Man liekas, ka vina pardzivo kadu garigu kapinajumu.
(Le. Vir. 1 134)
b,) Jo pari saviem lidzek]iem més tomeér dzivojam.
(Le. Viro | 177).



c) Vins lika pari laipu.

c') Vins parlika visu un tagad zina, kas darams.
d) Tas stav pari vina spekiem.

d,) Vin$ parstav miisu kolektivu.

Piemeéros a—d parskatities un pardzivot, parlikt, parstavet i
prefikséti verbi ir citam nozimém neka verba-adverba kopas ska-
fities pari, dzivot pari (saviem lidzekliem), likt pari, stavet pari

Adverbialais komponents var mainit verba semantiku tada
mera, ka kopa sastopama vienigi parnesta nozime:

a) Vai vins dara tev pari?

(Jns. Dz. 716).
b) Ka var stradat pretim tautai?

(Le. Vtr. 1 179).
Adverbialais komponents var veidot kopu ar verbu, kur§ pat-
stavigi nav lietojams vai lietojams reti:
a) Macas virsi snaudiens . .
(Jng. Dz. Ul 229).
b) Vins plijas virsa.
¢) Vina metas tilin virsd un apkoZ visas.
(Brz. St. 467).
Atskiriba no anglu valodas, intransitivie verbi latvie$u valoda,
saistoties ar virziena vai vietas adverbu, nevar kliit transitivi
a) ...Zemlim stavéja priek$a izlik§8ana no majam. ..
(Ins. Dz. 615).
b) lesim tava kabineta... Tur mazak staiga garam.
(Le. Vtr. 177).
¢) Stavi klat mums Sajas griitajas stundas . . .
(Sks. Kl. 37).
d) ...vai jums vél ir palicis kaut kas pari .. .?
(Lc. Vtr. 218).
e) Apsi, tev ief nost spalva!
(Zg. Br. 69).

Verba-adverba kopas stavet prieksa, staigat garam, stavet klat,
palikt pari Se nav kjuvusas transitivas.

Transitivie verbi latvieSu valoda, saistoties ar virziena vai
vietas adverbu, '

1) paliek transitivi:

Bet Ulis . . . aizrava savas acis tik atri prom . ..
(Br. Tr. 549)
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2) paretam var k|it intransitivi vai tikt lietoti bez papildina-
taja:
a) Pamate barenim daudz darijusi pari.
b) — Vai tu nelasiji avizes?
— Laikam biiSu palaidis garam.
(Lc. Vir. 1 189).

LatvieSu valoda verba un adverba kopai paretam var sekot
fiksets prievards. Salidz.

a) Jus neskataties atpakal, un tas ari citus maca skafities
pamazam uz prieksu.
b) Vins skatas atpakal uz dzivi.

Pieméra a neskatfities atpaka] var nozimét neraudzities pa-
gatne, skatities uz prieksu, biit progresa pusé. Pieméra b skatities
atpaka] uz dzivi nozimé pardomat dzivi, pagadjuso, kavéties at-
minas. :

Salidzinajuma ar analitiskajam valodam latviesu valoda ir
saméra briva vardu kartiba. Si vardu kartiba atlauj teikuma bei-
gas vai sakuma likt semantiski nozimigako vardu. Neemfatiska
runa frazes uzsvars izce| teikuma vai logiski noskirtas teikuma
dalas pedéjo vardu.

Verba-adverba kopas lie$a vardu kartiba ir verbs-adverbs. Ne-
emfatiska konstrukcija finitai verba-adverba kopai ir tiesa
vardu kartiba teikuma:

a) Kad mes viens olru iemilejam un sagajam kopa, tad nekas
mums nebija par gritu.

(Pr. St. 89).

b) Tagad kads lika prieksa 1aimes liet.
(Bl. Kpt. 1 29).

¢) Mates zZel, bet sirds raujas prom . . .
(Sks. KL 51).

d) Bet vestures rats grieZas uz prieksu . . .
(Le. Vtr. T 29).

Merena neemfatiska izrunas stila $ados gadijumos uzsverts ka
verbs, ta adverbs: teikuma vai logiski noSkirtas teikuma dalas
beigas vairak uzsverts adverbs.
Neemfatiska konstrukcija ari infinitai kopai ir tieS8a kom-
ponentu kartiba:
a) Esmu meéginajis viniem darit paka.
(BL. Kpt. 11 139).
b) Skolas vél vienmér nedoma vérties vaja. '
(Zg. Br, 42).
¢) Svaru kauss tiolin bija sacis svérties uz leju Buntem par
labu.
(Le. Vir. 1 191).



Salidz.
a) ...vienai gruti bija ikt gala. ..
(Ez. Nv. 212).
b) ...ar tik delikatu jautajumu bis gruti gala tiktf. (ibid.).
Piemera b verba-adverba kopa stiprak uzsverta.
Infinitai kopai ir tieSa komponentu kartiba:
1) kad verbs biedrojas ar prievarda adverbu:
Vecais Zemitis ilgaki negribeja tfureties pretim meitas sapre-
cesanai. ..
(BL Kpt. 1 35)
2) kad adverbialais komponents pastiprina prefiksa nozimi:

a) ...kad tak jel kddam ieSautos prata vinu no smédes talak
noraut nost.

(Bl. Kpt. 1 264).
b) Kas to vairs vareja atsaukt atpakal?
(Br. Tr. 549).
¢) Augusts... skieda kupenu uz visam pusem, lai. varetu
man piekjit klat un palidzet izrausties lauka.
(Grg. Dz. 398).
3) ja pasivais divdabis cie$i saistits ar taja izteiktas darbibas
daritaju. Salidz.
... naids likas it ka véja aizpiusts projam.
{(Jns. Dz. II 30t).
Minetaja gadijuma adverbialais komponents nevar nostaties starp
pagatnes pasivo divdabi un daritdju véju.
Starp verbu un vietas vai virziena apstakli nostajas:
1) pastiprinajuma partikulas vien, tik, vaiu. c.:
a) Dzivoja vien projam, ne iri maksaja, neka.
(A. Up. V/27—307).
b) Anna parausta plecus un mauc tik nost no pirksta...

gredzenu.
(A. Up. Kpt. 11/27—352).
¢) ...spolet tik projam un meZa ieksa.
(Jns. Dz. X 1703).
) ...sisties vai nost . ..

2) tiesais papildinatajs, 1pasi ja to izsaka pronomens vai ne-
uzsverts lietvards:

a) Olga ... pakerusi virsjaku, vilka to virsi . . .
(Sks. K. 14).
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b) ...Zemlis izmekleéSanas iestadém aizgrudis naudu priek-

§G...
(Jn§ . Dz. 662).
¢) Bet tad uznaca tadas Zelabas. . . karaudaju acis no pieres
lauka.
(Br. Tr. 486).

3) netieSais papildinatajs, ipasSi ja to izsaka pronomens vai
neuzsverts lietvards:
a) Nu, vai tad tu faisisi mums lidzi to streiku?
(J. Lémanis Kalpu taka, 19).
b) ...kalpa dels... macibu, ka ari uzve$anas zina bija pa-
celies visiem pari.
; (Jn§. Dz. X 1773).
c) Es certu $im preti.
(Nr. St. 232),
d) Zimzarimza nerungja vina vardiem preti . . .
(Jn§. Dz. X 1777).

e) Katra ve! gudroja, ka ... jautajumus vislabak ceif savam
viram prieksa. ..
(Jns. Dz. Il 301).

Sacitais attiecas ari uz frazeologiski saistitu kopu:
Vips jau staiga arklam pakal.

(Br Tr. 486).
4) laika vai veida apstaklis:

a) Nelaid vinu atrak va/a, kamér nav kartiba.
(Le. Vir. 1 19).
b) ...tade] ticis tik viegli cauri.
‘ (Jns. Dz. 663).
¢) Annele turéjas visiem spékiem preti tumsam, aklam bai-
lém.
(Br. Tr. 19).

Salidz.
a) Vipa nezinaja, ka no $§a neveikla stavok|a tikf pa godam
ara. ..
(Jns. Dz. {I 222).
a)) ...ka no $a neveikla stavok|a fikf ara pa godam. ..
a;) ...ka no §a neveikla stavokla pa godam tikt ara. ..
b) ...kur vien sadzirda kaut ko neatzitu, lipa ka pikis klat.
(Ez. Nv. 189).
by) ... lipa klat ka pikis.
bs) ...ka pikis lipa klat.



Veida apstaklis stipri izcelts péc adverbiala komponenta
(plem. a; un b,) un pirms verba (piem. a, un by).

Ari teikuma priek8mets, ja tas nav uzsverts, palaikam nosta-
jas starp kopas komponentiem:

Ja turpnak naktu vélreiz tads gadijums prieks$a,
... vina laikam neiztur&tos citadi. ..
, (In&. Dz. 11 333).

Paligteikums nemédz atdalit verbu no adverbiala kompo-
nenta:

Tas nu gan tiilin redzés cauri, kur Eidis... sestdienas va-
kara iet.
(Grg. Dz. 390).
Emfaze, kad galvenais dinamiskais un logiskais uzsvars krit
uz adverbidlo komponentu un visu kopu izruna ar kritosu intona-
ciju, infinita verba-adverba kopa adverbialais komponents
niostajas pirms verbala:

a)- Un tad sak uz aru lauzties ilgi valditas, ilgi groZos turé-
tas ilgas.
(Ins. Vj. 105).
by ...tuvaréji priekSa stadities ka znots.
_ (Bl. Kpt. 1 255).
¢) ...eksamena cauri kritis, slepus atbraucis, slapstijas...
(A. Up. Kpt. 1V/47—588).
d) ...jums mazakais zinama mera japilda tas, kas priek$a
rakstits . . .
: (A. Up. 11/27 601).
f) ...ar tik delikatu jautajumu biis griiti gala tikt.
(Ez. Nv. 212).
g) Vinps ... juta, ka galvai vajag rinki iet.
(Ez. Nv. 203).
h) Velnam noplist devini pari pastalu, méles apkart nesa-
jof . . .
; (Bl. Kpt. 1 255).

Emiastiska runa ari finita verba-adverba kopa adverbialais
komponents var nostaties pirms verba, ipasi ja adverbialo kompo-
nentu modificé kads cits vards:

Sviklinu uzgéma ne labprat, bet taisni projam ari nedzina.
(A. Up. V/27—286).
Salidz.
a) Biitu vismaz sakusi... gemt nost...

(Grg. Dz. 477}.
b) Nevis nost nemt, bet saudzet. (ibid.).
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Piemera b nost ir uzsvérts un nostajas pirms verbala kompo-
. nenta.

Verba-adverba kopa izrunajama ka vienots vesels, pauze. ne-
médz skirt komponentus.

Salidz.

a) Bet publikas vairakums...sekoja lugas darbibai, juz-
dams lidzi varoniem vinu godigajas, ka negodigajas gai-
tas.

(Lc. Vir. 133).

b) Bet publikas vairakums . . . sekoja lugas darbibai, juzdams
lidzi varogiem télojuma spriegumu.

Pieméra a just lidzi ir verba-adverba kopa un izrunajuma bez
pauzes starp komponentiem, pieméra b nav verba-adverba kopas,
un lidzi neietelp viena ritmiska grupa ar verbu just.

Latviesu valoda verba-adverba kopas adverbialais kompo-
nents ir adverbs vai prievarda adverbs.

1) Adverbiala komponenta funkcija ir ierobezota: tas finita
forma parasti atrodas postpozicija, var zaudet savu patstavigo
nozimi, tam ir zinama tendence sapliist ar verbu nedalama se-
mantiska vieniba;

2) Adverbialajam komponentam, no otras puses, saistijuma
ar verbu piemit ipatnéjs raksturojums un savdabiga funkcija: ver-
balais komponents

a) ir parasti uzsverts,

b) saglaba savrupéju noforméjumu,

¢) lauj citam adverbam wvai pastiprinajuma partikulain
modificet sevi, _

d) var modificet verba aspektu vai pieSkirt verbam virzie-
na raksturojumu,

e) saistoties ar verbu, iegtiist pats un pieskir verbam jaunu
semantiku, saglabajot izteiktu vai nojauSamu saisti-
jumu ar savu pamatnozimi,

f) saglaba zinamu kustibas brivibu postpozicija.

Adverbiala komponenta vietas maina attieksmé pret verbu,
netieSo un tieSo papildinataju noder par izteiksmes lidzekli kon-
teksta. Ta fonétiskais aspekts — uzsvars un tonalais noforme-
jums ir nozimigi izteiksmes lidzekli: tos var izmaniot satura nian-
seSana, precizesana.

Tapat ka postpozita kopa sastopama ang|u sarunvaloda, ver-
ba-adverba kopa palaikam sastopama latvieSu sarunvaloda.

Atskiriba no ang|u verbalas postpozita kopas, verba-adverba
kopa latvieSu valoda nav tik plasi izplatita, tas komponenti nav
tik ciesi saliedéti; adverbialais komponents var asociéties ne vien
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ar neprefiksetiem, bet ari ar preliksetiem verbiem, pie kam tada
cela izveidotam kopam var but atSkirigas nozimes; latviesu va-
loda adverbialais komponents nemedz parveidot transitivu verbu
intransitiva un otradi.

Anglu valoda verbalas postpozita kopas aspektu noteic as-
pekta — laiku gramatiskas formas, postpozits, verbala kompo-
nenta ieksSejais aspekts un konteksts. Latviesu valoda adverbialais
komponents nevar mainit verba aspektu, perfektivo prefikseto ver-
ba-adverba kopu nepabeigtds darbibas apzimeéSanai lieto nepre-
fiksétas verba-adverba kopas atbilstoSo laiku formas.

AtSkiriba no anglu valodas, kur parnesta nozime lietotd post-
pozita kopa nereti pieskaitama frazeologiskajiem saaugumient, jo
to motivacija zudusi vai ari nav pilnigi izsekojama, verba-adverba
kopa latviesu valoda visuma ietelp frazeologisko vienojumu (lie-
dejumu) kategorija. Latviesu valoda neprefikseta verba-adverba
kopa var nozime atskirties ne vien no atbilsto$a prefikséta verba,
bet ari no atbilsto$as prefiksetas kopas.

Ka redzéjam, anglu postpozita kopai ir kopéjas raksturigas
ipasibas ar verba-adverba kopu latvieSu valoda, tomer Se ir tikai
dalgja atbilstiba. Galvenie celoni, kade] leksiskaja sastava vie-
nadas postpozita un verba- adverba kopas biezi neatbilst viena
otrai, ir sekojosi:

1) postpozita kopa anglu valoda un verba-adverba kopa lat-
vieSu valoda semantikas zina atlistijusas dazados virzienos;

2) nozimju diapazons postpozita kopai anglu valoda daudz
pléééks ta ir polisemantiska, palaikam ar vairakiem semantiskiem
blivejumiem: verba-adverba kopa latviesu valoda parasti nav tada
mera polisemantiska;

3) postpozita kopai ir plasi sazarota rekcija, fiksetie prievérdi
biitiba kliist par transitivuma formalo raditaju; kopa var saisti-
ties ar vairakiem fiksetiem prievardiem, veidojot atSkirigas idi-
omas.

Misdienu latvieSu realistiskaja proza, kas ietver aprakstu un
dialogu, plasi izmanto prefiksetus verbus un mazaka mera verba-
adverba kopas.

Bralu Kaudzisu «Mernieku laiku»? 2 lappuses
atrodam 58 prefiksetus verbus (to starpa 12 telainus) un 3 ver-
ba-adverba kopas.

A. Upida stasta «Brivais vards» 8 lappuses’® sa-
stopami 188 prefikséti verbi un 23 verba-adverba kopas.

V. L acaromana «Veéetra» pirmajas 9 lappusés sastopam 15
verba-adverba kopas un 250 prefiksétus verbus (to skaita pardes-

2R un M. Kaudzis3i, Mérnieku laiki, R., 1949, 167.—168. Ipp.
3 A Upits, Kopoti raksli. V séjums. Riga, 1927. g. 265.—271. ipp.



mil télainus prefiksétus verbus un tikpat daudz prefiksétu verbu,
kuru pamatvardi nav atseviski lietojami vai sastopami reti).

A. Grigula «Mazo stastu»* dialoga viena lappuse
sastopam 2 verba-adverba kopas un 32 prefiksétus verbus (to
starpa vairakus telainus un paris frazeologiski saistitu prefiksetu
verbu).

Apskatitajos latvieSu valodas tekstos 1 lappuseé sastopami caur-
mera 26 prefikseti verbi un tikai 2 verba-adverba kopas. Taja
pada laika Gr. Grinaromana «The Quiet American»®
I dalas Il nodala sastopami 3 prefikseti verbi un 40 verbalas post-
pozita kopas, bet R. Aldingtona romana «Death of a

Her o»® 434 lappusés sastopams apm. 1400 verbalas postpozita
kopas.

Ari prozas tulkojumos atrodam prefiksétus verbus. Ta Grehe-
ma Grina romiana «<Ramais Amerikanis» pirmo tris
lappusu tulkojuma’ sastopami pari par 70 prefiksétu verbu, ka-
mer originala ir tikai 6. Visas vienpadsmit postpozita kopas un
visi prefiksetie verbi tulkoti ar prefiksetiem verbiem.

Originala 153. lappuse ir LatvieSu tulkojuma ir

5 postpozita kopas, 3. verba-adverba kopas,

1 prefikséts verbs, 27 prefikséti verbi

(b vésturiski prefikséti verbi, (to starpa 5 télaini prefikseti
kuros prefiksa jéga notuse- verbi),

jusies, un verbi uzskatami
par pirmatnejiem),

2 postpozita kopam tulkojuma atbilst verba-adverba kopas,

1 postpozita kopai tulkojuma atbilst prefiksets verbs,

1 postpozita kopai tulkojuma atbilst vesturiski prefikséts verbs,

1 postpozita kopai tulkojuma sniegta parafraze ar verba-adverba
kopu.

...1t always gains...tulkots tas vienmer aizskrien prieksa.
Gramatas pédéja nodala ir 12 postpozita kopas:

4 A. Grigulis, Dzejo]i Stasti Lugas, R., 1956., 401. Ipp.

5Graham Greene, The Quiet American, Moscow 1959, pp. 35—45.

5R. Aldington. Death of a Hero. London, 1932.

7 AtseviSkos gadijumos meés nevaram piekrist aspekta laiku tulkojumam
(norises laiks «was kneading» tulkots ar perfektivo bija izplinojusi — 25.1pp.),
wverba — atribiita — objekia interpretéjumam ar perfektiva verba palidzibu
{«had pronounced...views» fulkots ...izteica...uzskatus... — 24. Ipp.)
1. tml



1 no tam (pull down) tulkota ar verba-adverba kopu pievilkt
klat,

7 no tam tulkotas ar prefiksetu verbu,

I go back tulkota ar télainu preflksetu verbu atgriezties,

3 kopu kept on laughing (visu 'aiku sméjas), called out (saka
kliegt), stood out (régojas) norisi izsaka adverbials veidojums,
aspekta verbs, verba iek$€jais aspekts.

Originala sastopami 7 vesturiski prefikséti verbi, bet tulkojuma
pavisam 68 (to starpa 14 télaini prefikseti verbi).

Sniegtie skait]i var noderét ka ilustracijas. To ir parak maz,
lai mes varétu gut pilnigu priekSstatu par postpozita kopu resp.
verba-adverba kopu un prefikséto verbu izlietoS8anas apmeériem
un veidiem anglu un latvie$u valoda.

Meés varam vienigi secinat, ka

1) postpozita kopa atbilst anglu valodas analitiskajai struk-
turai un prozas darbos tai ir jau tendence giit parsvaru par pre-
fiksetiem verbiem (misu piemércs 1 lappusé ir caurmeéra 4 post-
pozita kopas un 2—3 prefikséti verbi, ieskaitot vesturiski prefik-
setos verbus);

2) ‘latvieSu prozas darbos prefikséti verbi ir liela parsvara par
verba-adverba kopam (masu pieméros lappusé ir caurmera 26
prefikséti verbi un 1—2 verba-adverba kopas);

3) anglu prozas darbos ietilpstosas postpozita kopas visbie-
zak tulkotas ar prefikseto verbu palidzibu (misu piemeros 849%),
tad ar verba-adverba kopu (12%) un beidzot — parafrazi (4%).

Apskatot jautajumu par idiomatiskas postpozita kopas ekviva-
lenci latvie$u valoda, bez salidzinamo vientbu nozimju dia-
pazona, motivacijas pakapes un stilistiska
raksturojuma vel janoskaidro to struktiras, leksis-
ka sastdvaunfunkcionalo nozimju atbilstiba.

Mes parasti varam runat tikai par postpozita kopas vienas
nozimes atbildibu verba-adverba kopa:.'

Postpozita kopas ekvivalentiem latvie$u valoda jaatspogulo
kopas funkcionalas nozimes: virziens, transitivums vai intransiti-
vums, darbibas intensitate un aspekts (limitéts sakums vai bei-
gas, robeZas parvaréSana, darbibas norise — momentana,
ilgsto8a, vienreizéja, daudzreizéja, periodiski atkartota darbiba).

Postpozita kopas aspekts anglu valoda ir atkara no postpo-
zita, neprefikséta verbala komponenta iek3éja aspekia, aspekia
laiku gramatiskas formas, darbibu modificéjosiem adverbiem, kon-
teksta.

Apskatot jautajumu par verbalas postpozita kopas ekvivalen-
tiem latvieSu valoda, janoskaidro salidzinamo konstrukciju no-
zimju diapazoni, motivacija, stilistiskais raksturoiums, struktiira,
leksiska sastava un funkcionalo nozimju atbilstiba.
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Verbu aspekta-laiku formas latvieSu un angju valoda nesakrit.
Ka anglu, ta ari latviesu valoda aspekta formas neeksisté patsta-
vigi, bet izpauZas laiku kategorijas ietvaros. Nenoteikto laiku
(Present, -Past, Future Indefinite) formam anglu
valoda nav savu noteiktu aspektu nozimju, vienigi aspekta —
laiku. (Continuous, Perfect, Perfect Continu-
ous) formas norada uz norises raksturu. Latviesu valoda nav
atseviSkas formas ilgstoSiem laikiem; anglu valodas nenoteiktiem
un ilgstoSiem laikiem var atbilst vienkarsie laiki (tagadne, pagat-
ne, nakotne) latvieSu valoda. Si iemesla d€| angju valodas per-
fekta ilgstoSai tagadnei var atbilst verba salikta tagadnes forma
ar adverbu. Ka anglu, ta ari latvieSu valoda katrai aspekta -
laiku formai var biit dazadas nozimes atkariba no verba aspekia
nokrasas. Tomer atbilstoSo ang]u un latvie$u valodas verbu as-
pekta nokrasas nesakrit. Piem., limitétiem procesualiem verbiem
(to come, to reach u. tml.) un !imitétiem verbiem, kam nav skaidri
izteiktas norises nozimes (fo put, to raise), var atbilst ka neper-
fektivi neprefikséti verbi (nakt, sniegt, likt, celt), ta ari perfektivi
prefikséti verbi (atnakt, sasniegt, nolikt, pacelt) latvie$u valoda.

Neperfektivas latvieSu valoda ir neprefikséta verba-ad-
verba kopas, kam savukart var biit ipasas leksiskas aspekta nozi-
mes nianses un kas var apzimeét:

1) darbibas sakumu:

a) Nu tik iet jandalin$ vajfa:
b) Lize, kuras mele pirma spruka vala, pukojas. ..
(Bi. Kpt. 265}.

2) darbibas noslegumu:

a) Ka nejausi satiku, ta pielipa un nevaru tikt vaja.
(Br. Tr. 521 ).
b) Tam pari ticis, vins ... nobeidza teikumu. ..
(A. Up. V 27—235).
3) momentanu darbibu:
a) Vina metas tiilin virsii un apkoZ visas.
(Brz. St. 476).

b) ...S8i mucina...varbut sper preti.
P (Jng. Dz 310).
4) vaji izteiktu norisi:
a) Tagad kads lika priek$a laimes liet.
(Bl. Kpt. 1 29).
b) ... nebiitu vips pratis. . . lietu pienaciga karta celt priek-
Sa..., ari viniem butu izgajis tapat ka DidZim.
(Jn3. Dz. 11 282).
¢) ...tavam gara acim stdadas priek$a tava milaka tels...

(B1l. Kpt. I 255).



‘ 5) atkartotu vai ilgstoSu darbibu:
a) MusSas jau ta krit virsa.
(A. Up. V 27—151).
b) Ko tur dauzies lidzi. Nac, sésties ratos.
(A. Up. V 27—240)
¢) Ja, tas dzive...kaps augsiu ...
(Jns. Dz. VI 1045).

Neperfektivas var buit dazas prefikséta verba-adverba kopas
vienkarsaja tagadne:
1) ja neprefikséta verba-adverba kopa nozimeé atskiras no
atbilstoSas prefikséta verba-adverba kopas. Salidz.
a) Vigs celas pari upei.
b) Tornis pacejas pari galotném.

2) ja kopa nozimé at$kiras no verbdla komponenta nozimes:
a) ...paliek pari tikai rakumi.
(Grg. Dz. 188).
b) ...lai vigs ko gribétu sacit, vinam viss paliek iek3a.
(Br. Tr. 549):

Perfektivas latvieSsu valoda parasti ir prefikséta ver-
ba-adverba kopas. Lai noteiktu to darbibas raksturu un virzienu,
japem véra atsevidko prefiksu daZadas funkcionalas nozimes. Sa-
da kopa vienkarSaja tagadne izsaka pabeigtu darbibu, ja kopa
nozime stipri neatSkiras no verbala komponenta:

a) RobeZnieks caur karSu sétu pamef atpaka| drimu skatu.
(A. Up. IV 57—9).
b) Kapec aizvakar neatnaci — vina atjauta preti.
(A. Up. IV 57--649).
¢) Janis ... spie# sievastéva roku. Meijers tikpat sirsnigi at-
spiez preti.
(A. Up. 1V 57—766).
Limitéts neprefikséta verba-adverba saaugums var biit
perfektivs; Sadai kopai nav atbilstoSu kopu ar prefiksétu verbu:
... kads lika prieksa laimes liet.
(BI. Kpt. 1 29).

Konstrukcija

*. .. kads aizlika prieksa laimes liet.
nav iespejama, «aizlika priek$a» nevar tikt lietots nozimé «iero-
sinaty.
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Vienojumos tomeér iespejamas paraleles ar konkrétiem
prefiksiem. Salidz.

a) Kads lika priek$a kaju.
b) Kads aizlika prieksa kaju.
Atkariba no konteksta viena un ta pati neprefikséta verba-ad-
verba kopa var biit:
1) imperfektiva:

Ko lai dod preti par tik daudz laba? »
! 3 (Br. Tr. 547).

2) péc perfektiva prefiksa verba — perfektiva:

Es uzsaucu labdienas, vind dod man preti roku.

Kopas aspekts atkarigs no tas neprefikséta verba nozimes,
kada tas stajas sakaros ar adverbialo komponentu. Aspekta ad-
verbs var niansét verbala komponenta aspektu.

Baltgailis lasija talak.
(A. Up. V 27—244).

Raksturojot neprefikséto verbu darbibas veidu, J. Endzelins
konstate:
«Ja daZi nesalikti verbi var biit perfektivi, tad tas atkarajas
vienigi no saknes nozimes».2
Anglu postpozita kopai latviesu valoda var biit -
1) struktiira lidzigs ekvivalents — verba-adverba ko-
p a; So kopu pirmie komponenti ir verbi, otrie ir cilmes zipa rad-
niecigi;
2) struktiira atskirigi ekvivalenti:
a) prefiksets verbs,
b) neprefiksets verbs,
c) parafraze.

Struktiira lidzigiem ekvivalentiem resp. verba-adverba kopam
var biit:

1) vienads leksisks sastavs; verbala postpozita kopa anglu va-
loda un verba-adverba kopa latvie3u valoda ir transitivas resp.
atbilstodi intransitivas: fo go in — (ie)iet ieks3, ieiet, fo pass by—
(pa)iet garam; fo drive on — braukt uz prieksu, fo fall through—
cauri krist, izkrist (cauri) u. tml,;

a). .. he elbowed his way on ... —...vin$ ar elkoniem lauza
sev ce|w uz priekSu . . .
(Glsw. Prp. 1—I1V 97).
b) And people hurried by. — Un laudis steidzas garam.
(Mnsf. Sle. 122).

8J Endzelins, LatvieSu valodas gramatika, Riga, 1951, 741. 4§



‘¢) ...those three were coming in...— . .. tie tris naca

| lekSa. :

(Glsw. Lt. I—I 25).

d) ...that I wouldn’t be able {0 hang back if you set a fast

. pace. — ...ka es nevareSu vilkties nopaka], ja jus iesit

strauji uz prieksu.

(Wls. Lght. I—VII 143).

2) vienads leksisks sastavs, postpozita kopa asocigjas ar tiefo
papildinataju, verba-adverba kopa ar netieso:

a) ...yowll find it funny, but we must get it over. — . ..
Tev liksies savadi, bet mums jatiek tam pari.
_ (Glsw. Chne. [11—X 267).
b) Do help me live it down. — Nu, palidziet man tikt gala
ar viesibam.

(Glsw. Mnk. 1I--11 17).
3) ats8kirigs verbilais komponents:

a) ...I think we shall pedal through yet. — ... Skiet, més
tiksim vel cauri.
' (Glsw. Mpk. 11—XI 179).

b) I'll come back in a moment. — .. .tdlin biasu atpakaj . ..
(Bld. 42).
¢) ...they...melted away to other slums. — ...vingi...

klida prom uz citiem nabadzigiem kvartaliem.
(Glsw. Sw. II—IV 129).
d) ...the...vulgar Corsican adventurer comes ouf inyou...
— ...vulgarais Korsikas piedzivojumu meklétajs spiezas
jusos uz aru . . .
(GBS, Pls. 223).

e) «Miss Forsyte», he said: «let me puf you across». —
«Mis Forsait», vin§ teica, «laujiet man parcelt jus pari».
Glsw. Lt. 1—XIT — 100).
f) «He had relied on the word «motive», but the fellow pas-
sed it by. — Vin$§ bija palavies uz vardu «motivsy, bet
§is zens palaida to garam.
(Glsw. Mnk. II—I 107).
g) ...a shadow files over. — ...ena skrien pari.
(Mr. Prs. 27).
h) All during this time we had got through on our own. —
Visu laiku mes kaut ka pasi bijam situsies cauri.
: (Wlsch. Nt. 88).
. i) She moved on. — Vina gaja uz priekSu.
: (Glsw. Lt. 1—1 19).
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4) at8kirigs adverbidlais komponents: fo falk back — runat
preti, fo come about — nakt prieksa, go behind — atpalikt, slidét
lejup u. tml.

a) Yet he had been ’going behind’ ... for years — Ta vipa
uzpémums bija gadiem ilgi gajis lejup.

(Lck. Gd. 148).

b) ...he'll be so relieved at the cost of a deuteron tube that

he’ll come across. — ...uzzinajis deiterona lampas iz-

maksu, vin$ sajutis tadu atvieglojumu, ka naks tev preti

(atvérs maku).
(Wls. Lght. 11—II 278).

c) I'll put it up to Mr. Desert... — Es [ikSu to priekSa De-
zerta kungam . . . : :
(Glsw. Mnk. I—VIII 50).

5) at8kirigi abi komponenti, piem., fo hang on — turéties klat,
to answer back — runat preti, fo carry away — aizraut (lidzi),
to tell off — nemt prieksa u. tml.:

a) Phyl had meant fo tell Kath off very severely. — Flla bija
nodomajusi bargi nemt prieksa Kati.

(Lnds. Spr. III—XIII 325).

He thought fo jockey him out with a jest...— Vips§ gri-
béja dabiit Dzounsu prom ar joku . . .

(Lek. Gd. 25).

¢) ...they were our friends and we could not /et them down,

— ... més bijam ar viniem draugos un nevaréjam pielaut,
1ai vini ietu posta.
(Wish. Nt. 70).

d) ...she answered him back at last... — ...vina beidzot
saka runaf vinam preti.
(Lnds. Spr. 1II—XIII 319).

Ari postpozité kopai ar fiksétu prievardu palaikam var atbilst
verba-atdverba kopa:
a) Danby and Winter, however, were bearing up against
him,... — Denbi un Vinters, tomer, furéjas vigam pre-
. .
(Glsw. Mnk. T—VIII 49).

b) ... he did not wish fo run up against him ... — Vins ne-
gribéja uzskriet vinam virsa . . .
(Glsw. Prp. I1I—V 328).



Prefiksetais verbs latvieSu valoda

Verba prefiksam latvieSu valoda ir vairakas funkcijas:®

Prefiksi: aiz-, ap-, at-, ie-, iz-, no-, pa-, par-, pie-, sa-, uz-, var
pieskirt verbamvirzien u:

I} uz augsu, piem., uzkapt, pacelt,

2) uz leju, piem,, nolaisties,

3) uz aru, piem., izklist,

4) uz ieksu, piem., iespiesties,

5) klat, piem., pieplakt,

6) prom, piem., aiziet, noklist,

7) uz prieksu, piem., izvirzit,

8) atpakal, piem., atlaisties, parnakt,
9) sanis, piem., novirzit,

10) apkart, piem., apvilkt, izstaigat,

i1) vala, piem., atvert,

12) ciet, piem., aizcirst,

13) pari, piem., parcelt,

14) -virsii, piem., uzmaukt,

15) apaks, piem., palist,

16) aiz, piem., aizlist u. tml.

Prefiksi norada ari

1) atgrieSanos iepriekséja stavokli, piem. atplaukt,

2) stavokla mainu, piem., parverst,

3) sadali$anos: saskelt, pargriezt,

4) darbibas vai stavok]a mainas intensitati: nosarkt, piesarkt,
parkarséties u. tml.

Visi prefiksi var parveidot intransitivu verbu transitiva: braukt,
sabraukt (gajeju); iet, apiet (kalnu) u. tml. Pabeigtas darbibas
raksturu verbam var pieskirt visi minétie prefiksi (3e nav ieskai-
titi no'ieguma prefikss ne- un vajadzibas izteiksmes prefikss ja-):
aizsniegt, apstaties, ataust, ierasties, izpléenét, nokavét, pazinot,
parmest, piestat, saskaitit, uzskaitit u. tml.

Darbibu var padarit momentanu prefiksi aiz-, ie-, aizdrazties,
iesakt.

Darbibu var padarit momentanu prefiksi ap-, ie-, no-, pa-, pie-,
sa- u. c.: apmulst, iesaukties, noskanet, paraut, pieminét, sarau-
ties.

Saskana ar prefikseto verbu aspektu Jaapskata arito seman-
tik a. Prefikseta verba prefikss var

1) ietekmeét galvenokart verba aspektu, piem., saplakt pazau—
det;

¢ Salidz. LatvieSu valodas izteiksmes lidzekli. Sakartojis J. Broka, R,
1935. :
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2) ietekmét galvenokart darbibas aspektu un virzienu: par-
skriet, nolauzt.

Telaina prefikséta verba nozime veidojas prefiksa un verba
savstarpéja iedarbiba. Verbs var

1) saglabat savu nozimi: prefiksétam verbam var biit briva
un parnesta nozimes; salidz. iekrist (bedr€), iekrist (slazda) —
tikt apcietinatam — un iekrist (runa); nokert (spari) un noperf
(draugu majas);

2) zaudet savu nozimi: pardot, pateikties, atceréties, pieradit,
piedot, aprunat, pavelét, palikt, iztureties, parmest, parverst, pa-
nakt u. c.

a) Es vinai piekritu.

. (Pr. St. 81).
b) Ka pret vinu izfureties? (ibid.). :
¢) ...mes domas paliktu viens pie otra. (ibid.).
d) ...meés nekad viens otram neparmetam. (ibid.).
e) Tas mils parvers, mis pacila . .. (ibid.).

i) Ko jis...esat panakusi? (ibid.).

Télainiem prefiksétiem verbiem visuma saglabajusies moti-
vacija.

Nemotivéti ir prefiksétie verbi, kuru verba'ajam kompo-
nentam nav patstavigas nozimes: atbildet, azmirst, pazit u. tml.

Nemotivetie un tie télainie prefiksetie verbi, kuru verbalie
komponenti zaudéju$i savu nozimi, bieZi var biit imperfektivi, ta-
tad aspckta zina var atskirties no paréjiem prefiksétiem verbiem.
Imperfektivi gan vel var bt prefiksati verbi, kuru verbalie kompo-
nenti atsevidki lietojami retak, piem., saplakt, sarukt, patikt u. tml.

Prefiskéiie verbi var but polisemantiski: kadu pardzivot nozt-
meé dzivot ilgak par kadu; kaut ko pardzivot — kaut ko dzili izjust
- u. tml.

Prefiksetie verbi latvieSu valoda ir ipasi svarigs izteiksmes
lidzeklis, kas noder, mekléjot angju postpozita kopu ekvivalentus:
latvieSu prefikséto verbu perfektivais aspekts zinama mera at-
bilst anglu postpozita kopas aspektam, latviesu prefikseto verbu
nozimes un idiomatika var segt daudzu postpozita kopu nozimes,
nozimju noskanas.

LatvieSu valoda anglu postpozitiem

away palaikam atbilst prefiski aiz-, ap-, iz-, no-, par-, sa-,
down atbilst prefiksi aiz-, ap-, iz-, no-, par-, pie-, sa-, uz-;
in atbilst prefiksi aiz-, ap-, ie-, ne-, pa-, pie-, sa-, uz-;
off atbilst prefiksi aiz-, at-, ap-, iz-, no-, pa-, par-, sa-;
on atbilst prefiksi aiz-, ie-, no-, pie-, sa-, uz-;

out atbilst prefiksi ap-, at-, iz-, no-, par-, sa-, uz-;



over atbilst prefiksi ap-, at-, no-, pa-, pie-, par-, sa-;

round atbi!st prefiksi ap-, at-, ie-, iz-, pa-, pie-, sa-;
up atbilst prefiksi aiz-, ap-, at-, ie-, iz-, no-, pie-, sa-, uz-
uft.

Atseviskos gadijumos postpozitam vienas vienigas kopas ietva-
ros var atbilst liela da]a latviesu valodas preiiksu. Ta postpozi-
tam up kopa fo pick up var atbilst prefiksi: aiz-, ap-, at-, iz-, no-,
pa-, pie-, sa-, uz-: aizturét, apgiit, atrast, iemicities, izraudzit,
novakt, pacelt, pievilkt, uzlasit, uzlaboties, uzkapelét u. tml.

Tulkojumos'® postpozita kopai ekvivalents ir tads prefikséts
verbs latvieSu valoda, kam ir tads pats aspekts.

Anglu postpozita kopai latvieSu valoda parasti atbilst per-
fektivs prefiksets verbs:

1) ja anglu valoda nelimitéts verbs asoci€jas ar postpozitu,
kas pieSkir kopai perfektivu aspektu:

a) I'll just drink this up and be off. — IzdzerSu 3o glazi un
iesSu.

(Gr. Gr. Qt. 11— 91. Tlk.)

b) You’ll have fo live that down. — Jums biis ar to jasamie-
rinas.

(Glsw. Mnk. [1I—IIT 205).
¢) ...Granger’s party was warming up. — ... GreindZera
kompanija arvien stiprak iesila.
(Gr. Gr. Qt. IV—I1 192).
d) ...the car pulled up...— ...auto pieturgja. ..
{Mnsf. Slc. (20).
e) The practised inhaler can draw a whole pipe down in one
breath ...— Pieredz€jis pipmanis var izpipét visu pipi
viena vilciena . . .
(Gr. Gr. Qt. I—I 26. Tlk.).
f}) One trishaw driver pedalled slowly by ... — Veloriksa,
lenam minot pedalus, pabrauca garam. ..
(Gr. Gr. Qt. 11 23. Tlk.).
g) This furned out to be a three-story brick building ... —
Izradijas, ka ta ir trisstavu kiegelu maja. ..
(Sx. Mdl. 14).
h) Some of my enthusiasm ebbed away. — Mana sajisma
mazliet saplaka.
(Wish. Nt. 126).

10 Tulkojumi, saprotams, var bit vairaki, vienu domu var daZkart iz-
teikt, izmantojot dazadus izteiksmes lidzek|us. Se apskatisim katra pieméra
{ikai vienu no atbilstoajiem wvariantiem.
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i) Reactionaries try...to do down the very idea of higher
education on an adequate scale. — Reakcionari cengas no-
spiest paSu domu par augstako izglitibu pienacigi plasa
meéroga.

(D. W. 22/1V 58).

1) ...was it that she was really thinking back? — ...var-
biit vina patiesi piil€jas atcereties?

(Gr. Gr. Qt. I1I—I 151).

k) ...he seemed fo shrink up within himself .. . — ... Pails
Skita ieraujamies sevi.

Gr. Gr. Qt. I—II 35).

2) ja anglu valoda limitéts verbs asociéjas ar postpozitu, kas
piedkir virzienu un pastiprina verba iek3éjo aspektu:
a) And now they expect me fo come out as a merry master —-
of — ceremonies ... — Un tagad vini gaida, lai es uzsta-
tos ka jautrs ceremonijmeistars. . .
(Lck. Gd. 202).

b) ...he was sure he could put in the time working in the
garden...—...vin§ domaja, ka varés pavadit - laiku,
stradajot darza . ..

. (Lck. Gd. 263).

¢) He paused to let my reply sink in — to my mind, not to
his ...— Kadu bridi vigs klus€ja, lai mana atbilde aiz-
sniegtu mani pasu, nevis vigu . . .
(Gr. Gr. Qt. I—11 — 42. TIk.).
d) 1 don’t catch on ... — Es jis laga nesaprotu.
(Gr. Gr. Qt. I1I—I 158).

- 'Kad postpozita kopa lietota saitinas funkcija, to var tulkot ar
saitinu kfat, vai ari visu predikatu tulko ar prefiksetu verbu:

a) ...those...streaky creations ...hat {furned out such
trumps. — ...gleznas...bija kluvusas tik ieverojamas.
(Glsw. Lt. 1—I 18).

b) ...you never know when they’ll come in useful. —

griiti pateikt, kad tas noderes.
: (D. W. 29/1 59).

Ang|u postpozita kopai latvie$u valoda atbilst imperfektivs
prefikséts verbs:

1) ja anglu valoda nelimitéts verbs biedrojas ar postpozitu,
kas:kopai pieskir virzienu un palaikam pastiprina verba imper-
fektivo aspektu: ;
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a) .-.he lay awake turning over those precautions — ...
DZoljons guléja nomoda, parlikdams, kdda piesardziba
biitu jaievero.

: (Glsw. Lt. I—III 40).

b) ...I am'staying on at Green Street... —...es palieku
Grinstrita . ..

(Glsw. Sw. 11—XII — 197).

¢) ..:they seemed fo set...one another off...—...vigi
sklta viens otru lzdallo_]am '
(Mnsi. Slc.: 35).

2) ja anglu valoda limitéts verbs biedrojas ar postpozitu, kas
kopai pieSkir imperfektivu nozimi:
a) I wish you’d tell me why our families don’t get on? —
Vai jis nepatelktu kapéc milsu gimenes nesatiek?

(Glsw. Lt. JI—-II — 121)

b) Well, they get on all right, anyway! — Nu, vini galu gala
labi saprotas!
(Glsw. Prp. I-—VHI 133).

Ari tulkojumos no latvie$u valodas ang]u valoda prefiksétiem
verbiem biezi atbilst verbala postpozita kopa:
©a) ...mednieki aiziet uz vinu pusi...— The huntsmen cross
over to the far side. . .
(A. Up. Outs. 40).

b) ...visu acis iedegas. . nepametlba — All eyes flare up
with impatience.
- (A. Up. Outs. 39).
¢) «Lej te...te», vipa maca mani un piegrieZas klat.
«Pour it in», she said, as she sidled close up to me. —

(Ak, Klp. Bld. 133).

d) ...asinis man savilpojas galva, un es eju. — The blood
surges up to my head and I go away . ..

(Ak. Klp. Bld. 137).

Periektivam (1mperfekt1vam) postp021ta kopam var atbilst
ari perfektivi neprefikséti verbi:
a) ...he must hang on to the line he had taken ... vi-
. nam jaturas pie ta, ko bija izvélgjies. .

(Glsw Sp. INI—XI 267).

b) ... F.leur. ..went off into a bubble of laughter. — . . . Flé-
ra ... saka rotaligi smieties.
: g ] (Glsw. Lt. 1—XI:94).
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c) As for the others, tbey must look out for themselves now.
— Paréjiem tagad pasiem ja(pa)rupejas par sevi,
(Glsw. Mnk. ITI—XII{ 267).

d) I kept on chuckling away quietly ... — Es turpinaju klu-
sitipam smieties pie sevis. ..
(Lek. Gd. 101)

Iterativo postpozita kopu aspektu latvieSu tulkojumos izsaka

1) ar izskapam -ai, -it u. c. atvasinatie neprefiksétie verbi ar
vai bez pastiprinatajiem:

It’s quite a sight to see him furn it over and over ... — Ir ko

noskatities, ka vin$ testamentu skirsta viena Skirstidana. ..

(Glsw. Lt. [V 49).

2) ar izskapam -at, -it u. c. atvasinatie prefiksétie verbi, tada
veida iepriek$éjo piemeru varétu tulkot ari ar imperfektivo prefik-
seto iterativverbu parskirstit:

Ir ko noskatities, ka vins parSkirsta testamentu ...

3) ar neatvasinatu iterativu resp. ilgsto$u verbu:

...he joked back and Jorth with the landlady. — ...vins

trieca jokus ar saimnieci.

(Sx. Mdl. 17).

Izvéloties ekvivalentus, janem véra iterativverba aspekts.

«Seviski iterativverbi ari salikuma — ja ari ne vienmer —
paliek imperfektivi. .. »!!

Verbs parsSkirstit ir imperfektivs (salidz. ar perfektivo par-
Skirt), izSkirstit ir perfektivs; sagraizit ir palaikam imperfektivs
(salzdz. ar perfektivo sagriezt) u. tml.

Svarigakais, kas jaapskata, runajot par postpozita ko-
pu ar fikséto prievardu, ir ekvivalentarekcija.

Ekvivalenta rekcija latvieSu valoda var $ad tad saskanét ar
postpozita kopas rekciju angju valoda vai biit tai |oti tuva:

“a) Yes, that chap would get off on some hobby-horse or
other; — Ja, tas zéns novirzisies uz kadu no saviem iemilo-
tiem tematiem.

(Glsw. Mnk. 11— 100).

b) Get down fo bedrock before it’s too late. — Centies
ieurbties lidz pasiem pamatiem, pirms nav par velu.

(Lnds. Spr. [1I—XI 254).

1 J Endzelins, Latviesu valodas gramatika, R., 1951, § 742.
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¢) ...l was prepared fo put up with that. — ...es biju
gatava samierinaties ar to.

(Wlsh. Nt. 145).

d) I'll write vou a cheque fo go on with ... — Es izraksti-
Su jums ceku sakumam (=ar ko iesakt).

(Glsw. Sp. 11—V 133).

Ekvivalenta rekcija latvieSsu valoda parasti nesaskan ar
postpozita kopas rekciiu anglu valoda:
1) at8kiras prievardi:

a) June had flown out at him, or something ... — DZiine
laikam bija ta ka izlekusi pret vinu . ..

(Glsw. Prp. 1I—VII 211).

b) ...a light broke in upon us...— ... gaisma uzausa

par mums . . .
(Lck. Gd. 151).

2) intransitivai postpozita kopai atbilst intransitivs verbs
vai intransitiva verba-adverba kopa latvieSu valoda, fiksétajam
prievardam — lociiuma fleksija:

a) ...one must keep up with things. — ... jaseko laika
garam.
(Glsw. Sw. 11—XII — 202).
b) ...it was getting on for six o'clock. — ... pulkstenis
bija tuvu sediem.
(Glsw. Sw. ITI—XIV 308).

¢) He tried by indulgence to the grandson fo make up for

harshness to ... George. — Ar iecietibu pret savu maz-
dé'u vind méginaja kompensét skarbo izturésanos pret
DZordZu.

(Thek. Vi, LVI).

3) intransitivai postpozita kopai atbilst transitivs verbs
latvieSu valoda:

a) ...he did take on about that at first. — ...no sakia
ga'a vin$ néma to pie sirds.
(Glsw. Lt. 1—1V 49).
by Kit managed fo catch up with Jill ... — Kitam izdevas
panakt Dzilu . ..
(Lnds. Spr. § 19).

¢) Then I dropped in ...upon one of my friends. — Tad es
apciemoju vienu no saviem draugiem.
(Lck. Gd. 175).
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d) ...we fall in with some iriend of ours...— ... més ne-
jaUSl sastopam kadu no seniem draug1em
(Mr Prs. 167).

e) my pursuers had closed in on me. — ...mani vajataji
bija ielenkusi mani.
(Lck. Gd. 182).
Salidz.
.. Winifred closed in on her. — Uinifreda pienaca vinai klat.

(Glsw. Lt. H—IV 143).

Dazi principi, kas liekami jaunis anglu-latviesu frazeologiskas
vardnicas sastadiSanas pamata

Mausu riciba lidz §im vél nav teoretiski pamatotas anglu —
latvieSu frazeologiskas vardnicas, bet vajadz’ba péc tadas ir.
Anglu-krievu frazeologiskaja vardnica brivas verbalas postpozita
kopas nav ietilpinatas, ang|u izskaidrojo$as frazeologiskajas vard-
nicas kopas nav sistematiski ietilpinatas un nav paradita to polise-
mija. Sastadot anglu-latviesu frazeologisko vardnicu, $ie trikumi
janovers. Tade] se formulesim dazus principus, kas atfiecas uz
postpozitu kopu un kas butu liekami tadas ang|u-latvieSu frazeo-
logiskas vardnicas pamata, kas domata studejoszu jaunatnei, vi-
dusskolas vecdko klasu skoléniem un visiem, kas tulko vai lasa
originailiteraturu angju valoda.

Kopu izlase

Anglu-latvieSu [razeologiskaja vardnica ietilpinamas:

1) frazeologiskas verbalas postpozita kopas, kas biezi lieto-
jamas literaras valodas stilos un sastada visu postpozita konstruk
ciju kodolu;

2) biezak lietojamas frazeologiskas verbalas poatpozua kopas
literaras valodas periferija;

‘3) postpozita frazeologiskie salikteni, kas konversijas celz
radusies no verbalam postpoz_ta kopam;

4) nominalas postpozita kopas piem., a way out — izeja;

5) postpozita kopai tuvas Irazeologlskas fikseta prievarda
kopas;

6) tadas frazeologiskas postpozita kopas, kam lidztekus pa-
stav grafiski vienadas postpozita kopas ar fiksétiem prievardiem,.
piem., to-make up, to make up for something;

7) frazeologiski saistitas idiomatiskas postpozita kopas, piem.,
to make up one’s mind, to keep up with someone’s pace u. tml.
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No minétam vispirma karta jaizvelas kopas, kam nav lidziga
ekvivalenta latvieSu valoda:

a) postpozita saaugumi, :

b) polisemantiskas postpozita [razeologiskas vienibas, 1paal
tadas, kam ir antonimiskas nozimes.

Postpozitu kopu izlasé biitu jaievero kontrasta prin-
cips, ko metodika, pamatojoties uz Pavlova macibu, apzimé par
diferenceéSanu ka analizes elementu. Starp postpozita kopam ir
viena dala t. s. tulkotaja «neisto draugu» (les faux amis du tra-
ducteur, J0XHble npy3bsi MepeBOAUYHKA), piem., kopas ar tadiermr
postpozitiem, kuri kontrasté ar latvieSu literaraja valoda lietoja-
miem prefiksiem vai adverbiem.:

fo start out — apnemties, iesakt, uzsakt;

to shoot up — saSaut, noSaut;

to burn up — nodegt, sadegt;

to pour out — ieliet,;

drink up — izdzert (viena vilciena) u. tml.

a) The only real danger was ...being shot up by a naval
patrol ... — Vienigas briesmas bl_]a .sapemt lodi mu-
gura no jiiras patrujas . . . :

(Gr. Gr. Qt. 11V 69. Tik.}

b) TI'll drink this up and be oif — IzdzerSu So glazi un iesu:

(Gr. Gr. Qt. 1I—I 91. le)

LatvieSu valoda shoot up tiesi asociejas tikai ar $is kopas vie-
nu nozimi iz$aut (ies); drink up — izdzert, iztukSot viena vilcie-
na — nepareizi asociejas ar jedzienu wzdzert (laimes) utt. Litk,
kade] pilnigi jaatsedz $ada veida kopu nozimes.

Kopu izvietojums

Lidz Sim frazeologija ietilpinéta frazeologiskas vardnicas:

1) péc pirma nozimiga varda (alfabétiska metode),

2) pec vadosa varda (ligzdas metode)

3) péc pirma nozimiga varda vai vado3a varda (kombinecta

metode)

4) izdalot vadoSo vardu, kas reize ir konstante.

Alfabétiskas metodes galvenais triitkums ir tas, !\1
materials atrauts no valodas frazeologiskas sistemas;

Ligzdas metodes trikums ir tas, ka netiek 1zdahtn
vardu Skiru ekvivalenti, homonimi.

Kombinéta metode nevar noderét, jo nav pamata iz-
vietot materialu viena gadijuma alfabetiska kartiba, otra gadi-
juma ligzda.



Konstanta vado$8a viarda metodei, kuru izlie-
to A. Kunins!? frazeologiskaja vardnica, ir savas labas puses un
trukumi.

Pozitivais $aja metode ir tas, ka frazeologija sakartota sis-
téma un sniegti to varianti. Galvenais tritkums ir tas, ka metode
neparedz iespéju konstantei frazeologijas atfistibas gaita klat par
mainigo elementu, un tas, ka frazeologismi ar kadu nozimigu
vardu {piem., fo step) ka pirmo komponentu izkaisiti dazadas
vietas (A. Kunina vardnica kopas ar vardu fo sfep ka verbalo
komponentu mekléjamas 6 vietas).

Verbalas postpozita kopas ietilpinasanu vardnica pec $i prin-
cipa apgriitina tas, ka kopa vadoSais vards bieZzi vien nav kon-
stante, un tade| liela dala postpozita kopu biitu izvietojamas pie
postpozita.

Ta ka anglu-latvie$u frazeologiskaja vardnica ietilpinamas ne
vien frazeologiski saistitds verbalas postpozita kopas (ka to pa
dalai dara A. Kunins), bet visas zimigakas «brivas» kopas, frazeo-
logisms ar variantiem un izklastu sniedzams pie pirma nozimiga
varda; pie semantiska zina vado3a varda tas pats frazeologisms
sniedzams ar noradi, kur atrodams izklasts.

1. Verbalas postpozita kopas frazeologiskaja vardnica snie-
dzamas pirmam kartam pie verba, jo visa kopa ir verba ekviva-
lents, un verbs visbiezak ir kopas vado3ais komponents.

2. Verbalas postpozita kopas sniedzamas ar? pie postpozita,
ja postpozits ir semantiska zina lidzvértigs verbam vai paraks par
to. Saja sakard minamas «pretrunigis» verbalas postpozita ko-
pas, kuru verbiem un postpozitiem ir preteji virziena raksturo-
jumi.

3. Frazeologiski ierobeZotas verbalas postpozita kopas snie-
dzamas vardnica pie verba un vado3a komponenta ar noradi,
piem., fo keep up with someone’s pace — turét kadam lidz izvieto-
jamas pie keep un pace, to put one’s best foot forward — paradit
sevi laba gaisma — pie put un foot.

Ka tie varianti, kuru konstante ir verbs, ta ari tie, kuru kon-
stante ir postpozits, sniedzami pie verba un zimigakos gadijumos
pie postpozita.

Vokabuli, pie kuriem sniegtas verbalas postpozita kopas, gru-
pejami alfabétiska kartiba. Visas verbalads postpozita kopas, ieskai-
tot ari sekundaras un fikseto prievardu kopas viena verba ietva-
ros, sniedzamas alfabetiska kartiba pec paréjiem frazeologismiem.
Tada veida homorfmiskas postpozita un fikséta prievarda kopas
atradisies lidzas. Konvertéjumi sniedzami atseviSka izklasta.

2. A B. KyHnuHn Anrno-pycckuii ¢pazeoornveckuii caosapb, M., 1955,
crp. 7.
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Kopu izklastis

Izklasta sniedzamas kopas un konvertéjumi, to gramatiskais
raksturojums, stilistiska nokrasa, ekvivalenti latvieSu valoda un
zimigos gadijumos — etimologija.

Stilistiskais raksturojums sniedzams ne vien originala, bet ari
tulkojuma, ja tulkojuma un originala stilistiskie raksturojumi ne-
sakrit. Atseviskos gadijumos sniedzami diferencéti stilistiskie raks=
turojumi: literars, sarunas, retorisks (fo pass away),
eifemitisks, arhaisks, neologs, vienkars$s (fo
pegout), vulgars. '

Izklasta jaatspogulojas kopas un konvertéjuma polisémijai.

Ekvivalenti latvieSu valoda sniedzami péc nozimju grupam —
blivejumiem, sakuma — tie$as nozimes, tad — parnestas. Ja
kopas ekvivalenti ir verba — adverba kopa un prefikséts verbs, iz-
klasta sniedzami abi. Parafraze jasniedz tikai gadijumos, ja post-
pozita kopai nav ekvivalentas verba-adverba kopas vai ekvivalenta
prefikséta verba, ka ar1 gadijumos, kad sniegtais ekvivalents ja-
precize. Infinitas verba-adverba kopas vardu kartiba var bit
adverbs-verbs.

Ekvivalentiem seko ilustracijas, etimologija, paralélas kons-
trukcijas citas valodas.

ISINAJUMU SARAKSTS

Ak. Klp. Bld. — J. Akuraters, Memories of Summer. «The Builders»
Transl. by L. A. Marshall. L., 1924.

Astr. P3. — A. Austrip$, PuiSkans. R., 1959.

A. Up. Kpt. 47 (27) — A. Upits, Kopoti raksti. R, 1946.—-951.; 1927.

A. Up. Outs — A. Upits, Outside Paradise. Transl. by T. Zalile. M.,
1959.

Bld. — L. A. Marshall, transl.,, The Builders ... and other Let-
tish Tales. L. 1924.

Bl. Kpt. — R. Blaumanis, Kopoti raksti. R., 1958.—1959.

Br. Tr. — A. Brigadere, Trilogija. R.. 1957.

Brz. Si. — E. Birznieks-Upitis, Kaukaza stasti. R., 1957.

Ez. Nv, — J. Ezerin§, Novelu izlase. R., 1955.

GBS. Pls. — B. Shaw, The Four Pleasant Plays. Leipzig, 1935.

Glsw. Chne. — J. Galsworthy, In Chancery, M., 1956.

Glsw. Lt. — J. Gaisworthy, To Let, M., 1956

Glsw. Mank. — J. Galsworthy, The White Monkey. M., 1956.

Glsw. Prp. — J. Galsworthy, The Man of Property. M., 1956.

Glsw. Sp. — J. Galsworthy, The Silver Spoon. M.. 1956.

Glsw. Sw. — J. Galsworthy, Swan Song. M., 1956.

Gr. Gr. Qf. — Graham Greene, The Quiet American. M., 1956.

Jns. Vi — J. Jaunsudrabins, Véja ziedi. Césis, 1921.

Jns. Dz. — J. Jan3evskis, Dzimtene. R., 1933. 4

Lek. Gd. — S. Leacock. Perfect Lover’s Guide and Other Stories,
M., 1958.

6 — 3847 81



Le. Vitr. — V. Lacis, Vetra, R., 1946.

Lnds. Sp. — J. Lindsay, Betrayed Spring. M., 1955.
Musf. Sle. — K. Mansfield, Selected Stories. M., 1957.
Mr. Prs. — R. Moore, Prose at Present. L., 1938.
Ndr. St. — J. Niedre, 33 stasti. R., 1959.

Pr. St. — I. Poruks, Stasti. R., 1959.

Sks. KL — A. Sakse, Pret kalnu. R., 1955.

Sx. Mdl. — A. Saxton, The Great Midland. M., 1951.
Thek. Vr. — W. Thackeray, Vanity Fair. London.
Wish. Nt. — J. Walsh, Not Like This. M., 1955.

Wis. Lght. — M. Wilson, Live with Lightning. M., 1957.
Zg. Br. — D. Zigmonte, Bérni un koki aug pret sauli. R., 1959.

A. ®. TPHHBJIAT

S KBHBAJEHTH COBpPEMEHHOTO AHIJIHACKOro rjaroJbHOro
NOCTIIO3HTHOrOo COYETAHHA B JATHILLCKOM SI3biKe

AHHOTALLUA

B cratee paccMoTpeH Bompoc o0 3KBHBAJEHTAX aHIVIHIICKOrO
IJ1aTOJIBHOTO MOCTIO3UTHOTO COYETaHMS B JATHIMICKOM si3bike. [Ja-
FOMHOMY NOCTIIO3UTHOMY COUYETAHHIO MOXKET COOTBETCTBOBATb B
JIATHILICKOM SI3BIKE!

1) cTpyKTypHO OMHOPOAHBIN 3KBUBAJEHT — COYETaHHe rJaroqa
C Hapeuuew;

2) CTPYKTYPHO PasHOPOAHLIH SKBHBAJEHT:

a) TIPUCTABOYHBIA TJIaroJ,

6} GecnpuUCTaBOUHBIN I1arod,

B) mapadpasa.

[naronbHBIE MOCTIIO3UTHBIE COYETAHUS Yallle BCEro nepeBOAsiTCS
Ha JIATBIICKUHA fISBHIK MPUCTABOYHLIMHU IJ1ar0J1aMH, pexe — coyeTa-
HHUSIMH [J1aroJia ¢ HapeyueM W napadpasamu.

BrisiBJIeHB! rJ1aBHble NPHYMHLI HECOOTBETCTBHS CXOAHBIX TIO JIeK-
CHYeCKOMY COCTAaBY TJIArOJbHBIX MNOCTNO3UTHLIX COYETAHHH B aH-
TJHACKOM s3bIKe W COYETAHHMH IJIaroja C HapeyueM B JATHILICKOM
sI3bIKe:

a) yKasaHHBle COUeTaHUSl B CEMAHTHYECKOM OTHOUIEHHU DPa3BH-
BaJCh B Pa3JIHYHbIX HaTNpaBJEHHUSIX;

6) nAunanasoH 3HaYeHHMH IJ1aroJIbHOTO MOCTAO3UTHOrO COYETAHHS
1upe;

B) TJIaroJbHOE TOCTIMO3UTHOE COYETaHHWe B AHIVIMICKOM si3blKe
o6aagaer Gosbuiefi coCOGHOCTBIO COYETAThCs ¢ HUKCHPOBAHHBIMHU
npepjoramMi — ¢GopMaJibHBIMH TOKa3aTensiMi ePEXORHOCTH i 06-
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pa3oBaTh Takum 06pa3oM G0JbIIOE KOIHYECTBO (Pa3eosorHuecKHx
eIIHHIL.

FyaaronbHOMY NOCTHIO3HTHOMY COUYETaHHIO COOTBETCTBYeT B Ja-
THIIICKOM $I3bIK€ NMPUCTABOYHBIH TJAro/l COBEPHIEHHOTO HJIM Heco-
BEpLIEHHOTO BHAA.

TIOCTIO3UTHEIM COYETAHHAM COBEPIUEHHOTO HJ/M HeCcOBepIUeH-
HOTO BHAA MOTYT COOTBETCTBOBATh TaKiXKe OeCHpPHCTaBOUHblE TJa-
TOJibl COBEPIIEHHOTO UJIH HECOBEPIIEHHOrO BHAA B JIATHILICKOM SI3bI-
Ke. BuoBoe 3HaueHue AJUTeNbHOTO MOCTIIO3HTHOIO COYETAHHS BBbi-
paxkaercs B JATHILICKOM SI3bIKE

a) NOCpPeACTBOM OECnpPUCTABOUHBIX INIaroaoB Ha -at, -t w ap.
C YCHJAMTEJSIMA UIH 0e3 HHuX;

6) MOCpeACTBOM NPHCTABOYHBLIX V1arosos Ha -at, -it 4 ap.;

B) MOCPeACTBOM HENpPOH3BOAHBIX AJMTEJbHBIX TJIAaroJOB.

YnpasnieHHe JaTHIICKOrO 3KBUBAaJeHTa OGBIYHO HE COOTBETCT-
ByeT YHNPAB/JEHHIO [V1arOJIbHOTO NOCTIO3HTHOTO COYETAHHS:

a) OTJMHYAINTCS TPEAJIOTH;

6) HenepexojHOMY I'IarOJbHOMY MOCTIO3UTHOMY COUETaHHIO CO-
OTBETCTBYET HENepeXOAHBIN IJaros WJd HenepexojHOe coueTaHHe
rJIarojia ¢ HapeuueM B JIATHIICKOM SI3bIKE;

B) HenepexogHOMY TJIaroJbHOMY MOCTIOSHTHOMY COUYETAHHIO
COOTBETCTBYET NEPEXOAHBIH NPUCTABOYHKEIA TJ1aroa B JATHIICKOM
sI3BIKE. ‘

B saknioueHne BHISIBASIOTCS MPUHUUOBL, KOTOPHIMH CIEAYeT py-
KOBOJACTBOBAThCS NPH OTOOPE U BKJIIOYEHHH TJ1ar0JIbHBIX NOCTIIO3HT-
HBIX COUETAHHU B AHTJO-JATHIUCKUA (pa3eosoruyecKuit cj10Bapb.

A. GRINBLATS
Equivalents of the English Postpositive Collocation in Latvian

ANNOTATION

The article treats of the following types of equivalents of the
English postpositive collocation in Latvian:

(1) Structurally homogeneous equivalents:

verb-adverb collocations;

(2) Structurally alien equivalents:

a) Prefixed verbs,

b) Non-prefixed verbs,

¢) Paraphrases.
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The English postpositive collocation in more often rendered in
Latvian by means of a prefixed verb and a verb-adverb collocation
than by means of a paraphrase, the latter being used but rarely.

The main differences between postpositive collocations in En-
glish and structurally homogeneous verb-adverb collocations in
Latvian, in spite of their lexical similarity, are as follows:

(a) Their meanings have developed in different directions;

(b) The range of meanings of the postpositive collocations is
wider;

(c) The postpositive collocation has a greater capacity for
associating with fixed prepositions, the formal indicators
of transitiveness, thus forming new idiomatic colloca-
tions.

The equivalents of the English postpositive collocation may be
both perfect and imperfect, prefixed and non-prefixed verbs in
Latvian.

The iterative and continuous aspects of the postpositive col-
location are expressed in Latvian:

(a) Through the medium of non-prefixed verbs ending in -at,

-it etc., with or without intensifying words;

(b) Through the medium of prefixed verbs ending in -at, -it
etc.;

(¢) By means of simple iterative or continuous verbs.

The government ot the Latvian equivalent usunally differs from

that of the postpositive collocation:

(a) The prepositions do not conform;

(b) Intransitive verbal postpositive collocations in English
have as their equivalents intransitive verbs or intransitive
verb-adverb collocations in Latvian;

(c) Intransitive verbal postpositive collocations have corres-
ponding transitive prefixed verbs in Latvian.

In conclusion, the article outlines the principles of selecting

and arranging postpositive collocations in an English-Latvian
Phraseological dictionary.
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PETERA STUCKAS LATVIJAS VALSTS UNIVERSITATES ZINATNISKIE RAKSTI,
42. SEJUMS, 1961.

YUEHBIE 3AIMCKH JIATBUFICKOTO TOCYIOAPCTBEHHOTO YHWBEPCHTETA |
HUMEHH IIETPA CTYYKH, TOM 42, 1961.

B. H. ATAMJI)KAHOBA

O JIMHIBUCTUYECKOH NMPUPOJE UIEOTPA®UYECKOHN
CBsI3U CJIOB (HA MATEPHAJIE TPYNNbl CJIOB
C JOMHHAHTOMA LIGHT «CBET» B COBPEMEHHOM
‘ AHTJIMACKOM $13bIKE)

HccnenoBanne JHHIBUCTHUYECKOH IPHPOAbLI HaeorpaduiecKon
CBSI3H CJIOB NPEACTaBJsieT 60/bIIONH TEOPETHYECKHH H MPAKTHYECKHH
HHTEpec, TaK KaK pacKphiBaer HauboJlee CYIECTBEHHYI0 CTOPOHY
JaHHOTO THNIA CBSI3H CJIOB H TeM CaMBIM CIOCOGCTBYET CO3IaHHUI0
TEOPETHYECKOH OCHOBHI -AJIs1 COCTaBJIEHHSI HAEOrpapHUECKUX CJIO-
Bapei.

[ToauepkuBasi BaXKHOCTb H3yUEHHS] TPYNI CJOB, CBA3aHHBIX
uneorpacuueckd, B. B. Bunorpanos roeopur: «HeoGxonumo mon-
BeprHyTh OTAEJBHOMY PaCCMOTPEHHIO BONpOC 00 uaeorpaduuecKux
(n  MpeaMEeTHO-CMEBICJIOBBIX, ONpefe/sieMbix OOLIHOCTbIO, 6JH-
30CTHIO HJIH B3aMMOACHCTBHEM 3HAUEHHH) ... CBA3HAX CJOB...»!
JlanHoe ompeneneHue ykasbiBaeT Ha HAeorpaduuecKyIO CBS3b Kak
Ha B3aMMOOTHOIIECHHE 3HAYEHHH CJIOB BOOOINE H He paCKphIBaeT
ocob6eHHOCTell HAeorpaUuecKoil 3aBHCHMOCTH CJ0B. B mauHOn
CTaThe JeJIaeTCs MONBITKA NPOAHAJH3UPOBATL KOHKPETHhe (HOPMBI
NpOSIBJICHHs] B3aMMOAEHCTBUS 3HAUEHHH CJIOB, KOTOphle ONpee/sioT
cnenu(UKy paccMaTpHBaeMOro THa CBSI3H.

Onpenenenye uaeorpadnyeckoil CBsi3H KaK CBSI3H NpPeAMETHO-
CMBICJIOBOH, OCHOBAHHOH Ha OOIIHOCTH, OJH30CTH HJM B3aHMOIEH-
CTBHHM 3HaueHHH, koropoe naer B. B. Bunorpanos, yuuthiBaer aBe
CTOPOHBI HAEOrpa(HUIeCKOro NpUHIHUNA 00beJUHEHHS CJI0B, 2 HMEH-
HO: 1) mpeaMeTHYI0 COOTHECEHHOCTb C OJHHM H TeM Xe Mpeame-

TOM, SIBJICHHEM W T. 4., 2) OOIIHOCTH 3HAUEHHS CJIOB, 0ObEIHHEH-
HBIX uaeorpaduyecKu.

JleACTBUTENIBHO, CJIOBA, OGbeAHHEHHbBIE HAeorpadyecKH, BCeraa
COOTHOCSITCSI C OJHMUM M TeM e NpeaMeToM HJHu siBjieHHeM. Tak,
HanpuMep, Bce CJOBa HAeorpagHuyeckod rpynmnbl ¢ AOMHHAHTOH
light (cBer) coorHOcsiTcs co cBeToM, clioBa ¢ goMuHaHTOH earth

! B. B. Bunorpanos O HeKOTOpHIX BONpPOCax PYCCKOM HCTOPHYECKOH

Jaekcurkogorun. HM3sectua AH CCCP, otnen. s3. u aut., 1. XII, Bun. 3, 1953 r.,
cTp. 203.
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(3eMJI1) COOTHOCHTCSL C 3eMJel, cJoBa C JOMUHAHTOH water
(Bona) — c Bono#t u T. 1.

DTo 3HAYHT, UTO caMa OOBEKTHBHAs ACHCTBUTENIBHOCTD, TAE BCe
B3aHMOCBSI3aHO, OPraHH3YeT e€IWHHILI S3LIKA.

Co0THOCSICh C OTHAM ¥ TEM IKe NPEAMEeTOM HJIH iBJEHHEM, CJI0Ba
CBOMMH 3HAYEHHSMH MOTYT OTpPaXaTh PAa3JIHUHBIE CTOPOHBI 3TOrO
npefMeTa WM SIBJEHMS, TOTAA OHH WAeorpadHYECKH He CBS3aHHL.
Hpeorpaduueckasi cBsi3p CyIieCTBYeT TOJBKO IPH YCJIOBHM, 4YTO
CJIOBa, HasbiBasi OAWH W TOT XK€ NIpPEAMET, COBNANAalOT B ONHOH H
Pa3MyaloTCcsi B APYrofl YaCTH CBOEro JIEKCHYECKOTO 3HAUYEHHS.

CaenoBaTesibHO, yCTaHOBJIEHHE HaeorpaduyecKkoil CBA3H — 3TO
npexae BCero yCTAHOBJIEHUE TOXHECTBA M Pa3JIHYHS JIEKCHIECKUX
SHa4eHu# C/10B. 3AeCh HAaM NPeNCTaBJsSETCS HEOOXOAUMBIM YKa3aTh
Ha TO, 9TO TMOJ JIEKCHYECKHM 3HAaYeHHeM CJIOBA B CTaThe NOAPas-
yMeBaeTCs NOHAITHE, PeaH30BAHHOE CPeNCTBAMH HAHHOH SISHIKOBO#H
cucteMbl.? DTo onpejeseHHe He OXBAThiBaeT BCEX CTOPOH JIEKCH-
YeCKOro 3Ha4eHHsl CJIOBa, HO OTpa)kaeT HanbGoJjiee CYIIECTBEHHYIO
CTOPOHY JaHHOTO SIBJIGHHSI, KDOME TOTO, OHO ‘HauGoJiee NOJHO OTBe-
yaer UeJH HacTodmel cratbH. B no6aBjeHue K NpHBEAEHHOMY OM-
pele/ieHHI0 JEeKCHYeCKOro 3HaUeHHs CJOBa CJeAyeT CKa3ath, 4YTO,
6y1yuH MOHATHEM, JIEKCHUECKOE 3HAUEHHE eCTh MBIC/Ib B MPU3HAKAX,
cJIel0OBaTebHO, IOHUMAaHKHe NPH3HAKA TaK XKe CYIIECTBEHHO, KaK U
NOHHMaHHe JeKCHYeCKOro 3HadeHust cioBa. [loa mpu3HakoM TpH-
HATO NMOHHMAThb OTOOpPAaXKEHHEe KAueCTB, CBOWCTB, OTHOIIEHAR 00BeK-
THBHOT'O MHpA; NPU3HAK XapakTepusyeT ONHY Belllb B OTJIHYHH OT
NPYTOH.

«ITpnu3HakoM sIBJIsIeTCS BCE TO, B YeM NpeIMEThl CXOMHBI HJIH OT-
JINYHBL APYT OT Apyra. Ilox npu3HakoM caenyer pasyMeTb He TOJBKO
CBOMCTBA U COCTOSIHUS TIpeAMETOB (KpacHoe, TBepHOe, KHCJOe, CTO-
HT, JIEXKHUT, YHTAET W T. [.), HO H OTHOIIEHHUS] NPEIMETa CYXKIAECHHS
K JPYTHM NpeiMeTaM, a TakXKe H CaMO CYIIEeCTBOBaHHE NpeaMera
CYXIEHUs] B NeHCTBHTEIbHOCTH».3

TepmuHOM «npH3HAK» B YKa3aHHOM CMBIcje omepupyer ¢op-
MaJlbHasl JIOTMKA, NpY 3TOM, KaK MPaBWJO, HE YYHTHIBAETCH KOH-
KpeTHas dopma ero peasmsanuu. Kak 6uu10 yke ckasano, hopmofi
peanu3alund TNPH3HAKOB SIBJISIETCS] JEKCHYECKOe 3HAUeHHEe CJIOBA.

Crnenudury NeKCHIECKOTO 3HAYEHUS CIOBA COCTABJAET MONBIXK-
HOCTb COCTaBa NPH3HAKOB B HeM. A CABHT B COCTaBe NPH3HAKOB
CJI0BA HENOCPEICTBEHHO 3aBUCUT OT BJHAHHA COUETAIOIUXCS CJIOB.

Hanpumep, npusHak «j1enaTb MHD BHAMMBEIM» BXOIHT B COAEp-
manue cyosa glitter, xotopoe peanu3ayer npusHaKu: Mepuaromus +

2 Cm. . B. Apnoabn. JekcuKoNorHsi COBPEMEHHOTO —aHIJIHACKOro
aAspka. M., 1959 r., cTp. 49.

3 Joruka. Akagemus Hayk CCCP. Hucturyt dunocoduu, Mocksa, 1956 r.,
ctp. 69—70.
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cBet, B covetanun xe c light cioBo glitter yrpaunBaer npusnax
«CBeT — T0, 4TO Aeniaet Mup BuguMbiM» (cp. glitter of moonlighgt),
Tak Kak ¢J0Bo light peanusyer npusHak «CBeT» ¥ HCKJIOUAET €ro
noBropenue B caoBe glitter.

Taxkum 06pa3oM, JUHrBHCTHYECKAs! XAPAKTEPUCTHKA NPH3HAKi
CBOJIHTCS K ClleAyIoleMy: NPH3HAK eCTh YacTh JIEKCHYECKOro 3Haye-
HUS CJIOBA, KOTOpasi XapaKTepH3yeT Belllb WJAH fBJCHHE, Ha3hlBae-
MOe JaHHBIM CJIOBOM, H peasiH3alusi KOTOPOH HeNoCpencTBEHHO 3a-
BHCHT OT BJHMSIHUS COYETAIOIHXCS CJIOB.

Hs ckaszannoro Cjaenyer, 4YTO pasJ/oXeHHe 3HauYeHus CloBa Ha
€OCTaBHblE YaCTH W BbIYW/JICHCHHE IpH3HAKa, TOXKOECTBEHHOrO BO
BCEX CJIOBAax rpynmnol, 6e3 uero HeMbICJAHMa KOHCTATalHs uaeorpa-
(pH‘IECKOff’I CBSI3H, BO3MOXHO TOJIBKO HA OCHOBE JIMHIBUCTHYECKOIO
aHaJip3a, T. €. Ha OCHOBE aHaJIu3a B3aHMOBJHAHHS COUYETAIOWHXCS
CJ0B.

Ecau Hcc/ef0BaTe/lb HTHOPHPYET BJHSIHEE COYETAIONIMXCS CJIOB,
OH mepecraer GEITH JMHTBHCTOM, He CyMeeT TOYHO YCTAHOBHTH MpH-
HaJAeXHOCTh TOTO MJIH MHOTO CJOBa K ONpeleJeHHON mueorpadu-
YecKO# rpymnmne cJIoB H TeM 60Jiee OKaxeTcsi GECCHIBHHIM Onpeje-
JIHTH MECTO KaMKJ0ro CJI0Ba BHYTPH T'PYIIbL

Kak yjaajnoch yCTaHOBHTb, B COBPEMEHHOM AaHIVIMACKOM f3bIKe
B HaeorpauuecKyio rpynmy cJOB, CBSI3aHHBIX HauGojee OOUIHM
NIPH3HAKOM MOHSATHA «CBET», BXOAHT GOJiee COPOKa CJIOB.

OcHOBOW CBfI3H SIBJISIETCSI NPH3HAK: «CBET — TO, YTO JeJIaeT
OKpy2KalOWMi MHpP BHAHMBIM, JOCTYNHBIM 3DHTEJBHOMY BOCHpPHS-
THIO». (YKa3aHHBI NpPU3HAK sABjAsSeTCS HauOojee OOWIHM NpU3HA-
KOM TOHSTHSI «CBET»: OH — OTPaKEHHe HEeNoCPeNCTBEHHOrO, YyBCT-
BEHHOTrO OMbITa YeJ0BeKa, 003aTebHOr0 U OJHHAKOBOTO 1151 BCEX
Joneii). i fi

CuioBa, cBs3aHHEIE 5THM HauboJee OOLIUM NMPH3HAKOM NOHSTHSA
«CBeT», 06pa3yloT BHyTPH rpynnel 6o.Jiee y3kue o0beAHHeHHs. Ya-
JIOCh OOHapyXuThb HeBATH Takux mnoarpynn. O6GbeauneHue CJIOB
BHYTPH HccJ/lenyeMoll Tpynnbsl HAET N0 JHHHH NMPH3HAKOB, KOHKPETH-
3youux Haubogee o6UIHI NPH3HAK MOHATHS «CBET». TakUMH npH-
3HAKAMH SBJSIOTCS: OTPAIKEHHBIH, PEPHBHCTHIH, SAPKHIl, NOSABJIAIO-
uiicad B onpefejieHHOe BpeMs U T. A. [Ipw 3TOM 4ieHn noarpynn
OTJINYAIOTCS 10 YCTONYHBOCTH HauGolee o6Iero NpU3HaKa NOHATHS
«CBeT» B UX COCTaBe.

Huxe naercs ananus uneorpaduueckoil CBS3H HEKOTOPHIX MOM-
TPynN JIOB, BBIAEJIEHHBIX B COCTaBe BCefi Haeorpaduueckof rpymnmnol.
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HNoarpynna cios, oG benHHEHHBIX HauGONIee O0UWHM NIPHIHAKOM
NOHSATHS «CBET» H NMPH3HAKOM, XaPaKTEPH3YIOUHM NPEPHIBHOCTEL
NOSIBJICHHA CBeTa

O6renunenue cios glimmer, shimmer, glitter, flicker, twinkle
B IPYIIy ONpedelieHO ABYMS NPHU3HAKaMH: [eaTh OKPYKaOUHH
MHP BHAUMBIM - NOSIBAATHCH NPEPHIBUCTO.

B coueraHun Co CJOBaMH, HE BHI3BIBAIOLIMMH YTOUHEHHS HX CO-
NepKarus, CJOBa NMOAIPYNNLL KMeEIOT: 1) npu3Haku, XapakTepHaylo-
uiHe pazjdynbie GOpPMbl TPOSIBAEHUS CBeTa (OT HCTOYHHKA "HJH
OTPaXKeHHOro), 2) TNpU3HAKH, XapaKTepuaywlue AeficTBHe, BbI3bI-
paemoe cserom. CoCTaB NMPH3HAKOB [AHHBIX CJOB OY€Hb OOIIHDEH,
MO3TOMY YaCThb H3 HHMX HCKJIOYAETCH BJHSHHEM COUETAIOILHXCH
CJIOB.

Glimmer

MakcuManbHbI AHanasoH cocTaBa NpuU3HakoB cjoBa glimmer
NPOABJISIETCS, KOTAA OHO ynoTpe6/jeHo B COYETAHHM CO CJIOBAMH, He
CNIOCOBHBIMK YTOUHUTH €ro coaepxanusi. B Takux cayuasx glimmer
(PYHKUMOHUPYET CO CJASAYIONINM COCTABOM MPHU3HAKOB: 1) TycKawil
cBeT, 2) TYCKJALll MepLalomui ceet, 3) MepuaHue, 4) TYCK/BIR OT-
paXeHHBIT Mepllaomuil cBeT, D) Mepuanue. Hanpumep:

Not a glimmer, not a shape, not a sound. (Con. Jim. 124).
The white glimmer in the far distance (n. e. d.).

«There was not a glimmer-not a glimmer,» he protested.
(Con. Jim. 141).

Ho uame Bcero coueraroliyecsi cJoBa OrpaHHYHBAIOT YKa3aH-
HBIi COCTaB NpPH3HAKOB.

B Tex ymorpe6aenusix, rie €CTbh yKa3aHHe HA HCTOYHHK CBeTa,
peanusylotcss npusHagu: 1) Tyckawlil cBer, 2) TYCKAbIH Mepiuaio-
IUA cBeT, 3) MeplUaHUe — M YTPAYHBAIOTCA NpPH3HAKU: 4) TYCK-
Jbli OTPa)KeHHBIH MepUAIOIIUil cBeT, 5) cBepkanue. Hanpumep:

This glimmer proceeded from a lamp of silver (n. e. d.),
... their (lights’) glimmer lost in the darkness of the cloud
would have had the mysterious power . .. (Con. Jim. 142)

B mpumepe: By the glimmer of the half-extinguished light ]
saw the dull yellow eye of the creature open (n. e. d.)

cojepaHnue glimmer NOAHOCTBIO 3aBUCHT OT 3HAYeHus CJOBa
light u MOXeT GHITH HCTONKOBAHO ABOSIKO: HJM KaK TYCKJBIH Mep-
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watouiuii ceer (ecau the ... light nasbiBaer ucrounuk cmera), ujay
kak mepuaHnue (eciau halfextinguished light naseiBaer noaynoryx-
wufi ceer). B ToM m apyrom cayuae glimmer ¢GyHKUHOHHDYET C
YTOYHEHHBIM COCTaBOM NPH3HAKOB, Tak Kak the haliextinguished. . .
light, 6ynp To «moJaynoTyXmuii HCTOUHHK CBETa» WJIH KOOMYNOTYX-
KA CBET», MCKJIOYAeT TAaBTOJOrHUECKOe TOBTOPEHHE MPHU3HAKOB
«TYCKJBIA cBeT», W glimmer peanusyeT OAMH U3 COCTABOB NMpU3HA-
KOB — «MeplaHue».

B Tex cayuasax, rme glimmer HaxomuTCsi B ONpPEAEIUTEIbHON
CBSI3H CO CJIOBAMWH, HA3LIBAIOIIHMMH NpeaMeThl He M3Jyuyaiollpe, a
OTpaxalolliie CBET, OHO CyXKaeT CBOIl cOCTaB A0 NpH3HakoB: 1) OT-
paxeHHHl apoxaimuii (cBepkaloniuil) ceer, 2) ceepkanue. Ha-
npuMep:

Both the young men at once recognized the glimmer of the
small white feather (n. e. d.).

Glimmer of pearls (n. e. d.).

The liquid seemed to have lost its luminous quality except z
little glimmer floating at the top (n.e. d.).

Caosa feather (mepo), pearls (kemuyr) orpaHHuHBaIOT COCTaB
MNPU3HAKOB B CJIOBE H CYXKAIOT €ro NPeAMETHYIO COOTHECEHHOCTb A0
dopM nposiBJieHHS OTPa’kKeHHOTO ApPOXKallero ceeta. B mpumepe:

The painting was remarkable for the actuality of brilliant

moonlight and the marvellous imitation of its glimmer on the
leaves of the laurels (n. e. d.)

cI0BO glimmer CORepPKHT TOJBKO OJHH TPH3HAK «CBEpPKAHHE», TAK
KaK COYETAaercsl C NMPUTSKATeJbHBIM MeCTOHMeHHeM its, cTosmum
BMecto cyuectsutenboro moonlight (nynmbiii ceer). Tlpushax
«cBeT» peaJjusyercsi cjioBoM moonlight u B ycjoBusix onpegesiu-
TeJNBHOH CBsI3M NMOBTOPHTHCS B cjoBe glimmer ne moxert.

Shimmer.

CnoBo shimmer BkJaoYaeT ABa PasHbIX COCTaBa MPH3HAKOB!
1) cnaGuiit ot6aeck, 2) MArKHil apoxkauiuii cBer. B Tex caywasx,
rhe coYeTalomiHecsi CJ0Ba YKa3blBaloT Ha To, uro shimmer cooTHO-
CHTCS C OTPaKEHHbIM CBETOM, €ro CojAepKaHHe COCTOHT M3 OMHOro .
cocraBa: 1) cnabwii orbaeck. Hanpumep:

The first shimmer of the moolight was silvery on the water
(n. e. d.)

...the furnaces of Stilbro’ iron-works threw a tremulous
lurid shimmer on the horizon (Ch. Br. Shirley p. 18).
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I shut the closet to conceal . .. the strange, wraith-like appa-
rel ... which, at this evening hour...gave out...a most
ghostly shimmer through the shadow of my apartment (Ch.
Br. Jan. 351).

Gnats, knowing nothing of their brief glorification, wandered
across the shimmer of this pathway. (Th. H. Tess p. 215).

B Tex ciayyasx, Korga ecTb ykKas3aHue Ha MHCTOUYHHK CBETa,
shimmer COOTHOCHTCSI CO CBETOM OT MCTOUHHKA CBeTAa M BKJIOYAET
TIpU3HAKM: CBET + MArKUH (cnabblil) + mpoxkaimui (Mepuaromuit).
Hanpuwmep:

Twe silver lamps, fed with perfumed oil, diffused...a trem-
bling . .. twilight-seeming shimmer through the quiet apart-
ment (n. e. d.)

Glitter

MakcnmadbHblii noteHuuana glitter cocraBasior npusHaku:
1 — 6aeck = cBer + orpaxenHsl, [ — cBepkanne = npepniBH-
CTOE MOosiBJeHHe oTpaxKeHHoro cmera, IIl — cBer + Muraromut,
IV — cusinue = sipruii CBeT, H3/yuyaeMblil yeM-Ju60.

Couerasich CO CJOBAMH, HA3biBAIOMYMHU MPEAMETH, Ha CHOCO6-
Hble H3JIyuaTh, HO OTpaxKalwuiue cBet, caoBo glitter ocBoGoxknaercs
OT MPHU3HAKOB: MHUTAIOIIUI CBET, CUSIHUE — H OTPAaHHYUBAET CBOH
€OCTaB [0 MNpH3HAKOB: OJiecK (OTpPaKEHHBIH CBeT); CBepKaHHe
(npeprIBHCTOE NOsIBJIEHHE OTPaXKeHHOro ceera). Hampumep:

the black ships-laden ... with the dark glitter of coal — are
borne along to the town ... (The Mill on the Floss, p. 21).
the glitter of gold (n. e. d.).

A water-pool in which my lantern made the glitter (n. e. d.).
A dazzling mass of gems, and gold, and glitter (Don J. p.
211).

Glit)ter is the key-note of smart outdoor dress at the moment
(n.e.d.).

My eyes were too dazzled by the glitter of the sea below his
feet to see him clearly (Con. Jin., p. 230).

He had globular eyes starting out of his head with a fishy
glitter (Con. Jim., p. 170).

that glitter of the vast surface (Con. Jim., p. 136).

B npuseneHHblx mpumepax cJjosa coal — yroas, gold — 30-
Jioto, water-pool — npya, eyes — rJasa, sea — mope, surface —
TOBepHOCTh, dress — mJaThe, yKasplBas Ha HCTOYHMKH OTpaiKeH-
HOro CBeTa, MCKJIOUaloT npusHaku: I — cer + wmuratouui, 11 —
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CHSIHHEe — M YTOUHSIOT COCTaB NPH3HaKoB B cjaose glitter go — I
G6neck = cBeT + oTpaxeHHwlll, Il — cBepkaHue = mnpepuiBHCTOE
TIOSIBJIEHHE OTPAXKEHHOTO CBETA.

B coueraHmu co cioBaMH, Ha3bLIBAIOWIAMH HCTOYHHKM CBETA,
glitter yrpaunuBaer coennHeHHe npuaHakoB: I — 6Gaeck (oTpaXkeH-
Hbifi cser), I — cBepkanme (npepriBACTOE MOSIBJIEHHE OTPAXEH-
HOro cBera) M (YHKUUMOHHDYET, ¥Mesl B CBOEM COCTaBe OJHOBpe-
MEHHO TOJIbKO [BA COeIHHEHHS TPH3HAKOB: | — cusommil cBer u
Il — cusanue. Hanpumep:

Overhead the stars were polished to a high glitter (Cron.
Cit, p. 179).

but all those scenes had lacked the glitter of air filled with
billions of suspended droplets of water, each making minute
refractions and reflections to create this brilliant hard sparkie,
(Live with L, p. 146).

Flicker.

Caoso flicker sacay)XuBaeT crneuuaJbHOrO BHUMaHHSA, TaK Kak
B OTJIHYMEe OT paccMoTpeHHbix cio glitter, glimmer, shimmer ero
NPHHAJJIEIKHOCTb K HCCAeAyeMOH MOArpyMNe CJAOB HOCHT HEYCTOH-
YHBBIA Xapakrep.

Hau6oJsee obiiee comepxkanue caosa flicker cocrapnser npu-
3Hak «kojebauues. Hanpumep: The flicker of the leaves — xoae-
Ganve auctbes, flicker of twilight — mepuanune cymepex (cBera
nocJie 3axoja COJHIA).

B atpuGyruBnbix couertanusix flicker of the leaves, flicker of
twilight caoso flicker ¢yHrRUHOHHpPYeT ¢ comepkaHHeM: «KoJela-
HHEe, MepLlaHHe» W He MPOSBJIAET KAKHX-AHOG0 TNPU3HAKOB CBSISH C
TIOHSAITHEM «CBeT», HO oHO (cJioBo flicker) wHOrza peaJsiusyer npH-
3HaK «cBeTa». Tak B npumepax:

flicker of my pork-fat lamb (n.e. d.)
I had seen him . . . in the last flickers of the candle (Con. Jim.
p. 155).

After some delay there was a flicker through the fanlight of
the street door (n.e. d.).

The sustained and dazzling flickers seemed to last for an
unconscionable time. (Con. Jim., p. 176).

conepxande cjaosa flicker cocraBiasioT NpH3HaKH: KoJebanue -+
CBeTa = MeplaHue.
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INosisnenue mpu3naka «cser» B coctase flicker — peayaerar
BausHus cioB lamp u candle, a B apyrom ciyyae — pesyJabTat
Bausinus coueranus through the fanlight of the street door u on-
pepesienus dazzling.

PynkunonupoBaHue ciosa flicker nokasmiBaer, uto HauboJee
o0uIMl IPU3HAK NOHSATHS «CBET» HEYCTOHYMB, NOSABJSETCA B COCTaBe
flicker Tonpko TOrma, XOraa coueTaloUIHecsi CJI0BA YKa3biBAIOT Ha
TO, YTO UMEETCs B BUAY MepliaHHe, IPepPhIBUCTOE MOSIBJIEHHE CBETa.
HeycToAuuBOCTD H MOAUHHEHHOCTh (HauGoJee OGIIUi MPU3HAK NO-
HSITHSL «CBET» OIpefelisieT MPU3HAK <«KoJeOaHue») Haubosee 06-
1IeTo NpU3HAKA NMOHSATHA «CBeT» B cioe flicker craBut ero wa ne-
pubepuio HeeieyeMoi TPYNILL CJIOB.

Cnoso glow, B KoTOpOoM HauGoJice oGLIMI NPH3HAK TOHATHA
XCBET» CONMPOBOXKAAETCS LBETOBOH XapaKTEPHCTHYECKOH

Crennguky caosa glow o6pasyer npusHak «06/agalolul LBe-
TOM IJIaMEHH, 3aXOSALIETO COJNHIA, CBeYd U T. A.» (T. €. OTTeHKAM¥
KPACHOTO 1BETA), KOTOPbIi KOHKpeTH3UpYyeT HauboJsee oOmuil NpH-
3HAK NOHNTHSA «cBeT». Glow OTHOCHTCA K TeM CJIOBaM, KOTOphe B
YCJIOBHSX COOTBETCTBYIOLIErO KOHTEKCTA YTPAUHBAKOT CBsI3b C UIEO-
rpaguueckoll rpyiimoi /0B, CBA3aHHBIX HaHOoJee OOUIAM NpH3HA-
KOM fIOHATHs «cBeT». [l/1s MOJOGHBIX CI0B KOHTEKCT ONpesie/isieT ux
NPHHAAIEKHOCTD K Uccjaefyemoli rpynne. Tak, B nmpumepax:

Ruddy with the glow of a bitter cold wind

... the young miner tossed careless greetings ... (DC. p. 45)
He felt a tremulous inner glow, and he wanted to enjoy its
warmth as long as possible. (Live with L. p. ii4)

The glow experienced in coming out of a cold bath. (n. e. d.)

cojepxkaHue glow cocraBiaser «xap, nblia». B mepBom cayuae ue-
KJIoueHue Haubosiee OOLIEro NpH3HaKa MNOHSATHS <«CBET» BHI3BAHO
BausiueM onpenenenusi of a bitter cold wind — xryuero, xoJsoxn-
HOro BeTpa. ATpUGYTHBHOE COUETAHHE «IKTYYero, X0JIOJHOTO BETpar
He MOXKeT XapaKTepU30BaTh CBET H, onpeneass glow, uckiawovaer us
ero cocTaBa MPU3HAKH, XapakTepHhie JJsi CBeTa.

Bo BTopoM mpumepe 3Ty poJib BbinoJHsIeT raaroa felt — uyser-
BOBaJl (Cp: 4yBCTBOBaJ Xap, TemJo, HO yBuAed, Bugena ceetr). B
TpeTbeM NpHMepe coueranue in coming out of a cold bath «xap.
HCTILITBIBAEMHBIT NIPH BHIXOAE M3 XOJOAHON BaHHLI» TOBOPHT O TOM,
uTO coaepxXanue glow cocraBJseT «xkKap, MObII».

B couveranun the glow on the cheek (Th. H. Tess, p. 321) co-
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lepxanneM glow AB/SETCS «pPYyMsIHEN», H OHO HHKAK HE CBA34HO
C TIOHSITHEM «CBET».

Ho caoBo glow nposiB/isier ueTKyio NPHHAAJNERHOCTh K HCCJe-
JlyeMOll rpynne, Korja OHO peaJM3yeT NMpH3HAKH «CBET + Kpac-
HbIf» (WM KPACHOTrO OTTEHKA).

B npuwmepe:

But as she did not rise he sat down with her in the firelight,
the candles on the supper-table being too thin and glimmering
to interfere with its glow. (Th. H. Tess, p. 238)

TIPUTSIKATe1bHOe MeCTOUMEHHe its yka3blBaeT Ha TO, YTO peyb HieT
O CBeTe ropsllero KaMHHa, a yKa3aHHe HA KOHKPEeTHLIH HCTOYHHK
cBeTa coobuiaer Haubosgee obuleMYy TPH3HAKY MOHATHS «CBET» B
cJioBe glow L[BETOBYIO XapaKTepPHCTHKY. B npumepe:

They look’d up to the sky, whose floating glow spread like
a rosy ocean; vast and bright, (Don. J., p. ii4)

cpasHenue like a rosy ocean — Kak poO30BbHIE OK€aH — MOAYEDPKH-
BaeT YTO B COCTaB Zlow BXOAST MPU3HAKH CBET -+ pPO3OBLI».

B coueranusix sunset glow — «3apeso 3akara», The glow of
burning streets (Don. J. p. 321) «3apeBo ropgiux yauu» conep-
XKaHHue glow cOCTaBJSIOT NPH3HAKH «3apeBO = CBeT + KpPacHOro
1BeTay, cJoBa sunset «3akara», of burning street «ropsimux yanmy,
Ha3bIBasi HCTOUHHKH 3apeBa, NMOAUYEPKHBAIOT YKA3aHHBI COCTAB NPH-
3HaKoB cJaoBa glow.

Wiorna KOHTEKCT BHI3bIBAET YTPATy NPH3HAKA, COOOLLAIOLIEro
"KOHKPETHYIO I[BETOBYIO XapaKTepHCTHKY HauboJiee 0OLieMy OpH-
3HAKy HOHSTHA «CBeT», H TOTHAa Ccolep)kaHHe glow cocTasisioOT
«CBET, T. €. TO, YTO AejaeT OKPYKaWU(yl0 AeHCTBUTENbHOCTh BUIH-
Mol + oGJaanaromuii uBeroM BooOuie». B npumepe:

The ashes under the grate were lit by the fire vertically, like
a torrid waste. Imagination might have beheld a Last Day
luridness in this redcoaled glow, which fell on his face and
hand, and on hers, peering into the loose hair about her brow,
(Th. H. Tess, p. 241)

cnoso glow ynorpe6ieHo Kak 4acTb aTPUGYTHBHOrO COYETaHUS
redcoaled glow, B KoTOpoM nepBbIfi KOMIOHEHT BbIPaXKaeT MPH3HAK,
XapaKTepH3YIOWHH LBeT (KpacHoro, packajeHHoro yras). Bropofi
BEIpaKaer Haubosee oGuinii Mpu3Hak nouaTus «ceer». Cioso red-
codled, peanusys npH3HaK, XapaKTepH3YIOUMH IBET, HCKJIOuaer
TOBTOPeHHEe [aHHOrO KOHKPETHOrO TpH3HaKa B cjoBe glow.
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Boobuie eciu glow onpenesisieTcss CJIOBOM, COOGHIAIOIIUM L(BETO-
ByI0O XapakKTePHCTHKY, OHO BBIpa)KaeT HauOoJiee OOLIHH MPH3HAK
HAOHSATHSE «CBET», 0€3 KOHKDETHOH IBETOBOH XapaKTepHCTHKH.

B npumepax:

The high-blown haze of the smelter smoke, fanning out from
Deep Rock in its perpetual, limitless curtain, caught the warm
slanting sunlight and spread it evenly over the sky in a pale
golden glow (DC., p. 17).

....the...sun glared up from the river, under a bridge,
with a molten-metallic glow that dazzled their eyes... (Th.
H. Tess, p. 209).

Fox shrugged in the small glow of yellow lamplight by his
pillow (Live with L. p. 485).

Finally, the moon rose, and the pale glow returned the world
to a gentler life (Live with L. p. 145).

In the dim glow of the office, he saw that along the walls
were dusty glass cases of apparatus for student demonstrati-
ons (Live with L. p. 21).

the faint glow of the hall lamp left on for Jody. (Live with
L. p. 314).

a candle was casting a dull glow upon the curtain of a second-
-story window (Tw. Tom. p. 46).

— onpepenenusi pale golden — «6.eaH0 30J40THCTHIHY, molten
metallic — «nBera pacnsaeneHsoro meramia», of yellow lamp-
light — «xearoit namnb», dim ... of the office — «ryckumi. . .
KoHTOpHI», faint... of the hall-lamp «ryckawiii... mamnon 3ana»
HCKJIIOYAIOT MOBTOPEeHHe NPU3HAaKa, COO6IIAIONIero KOHKPETHYIO IBe-
TOBYIO XapaKTePHCTHKY B camoM cJjoBe glow. Tak, npunatex-
HOCTh K HMCCJAEAYEMOH Irpynme HJd yTpara CBfi3U C HeH NOJHOCTBIO
3aBHCHT OT BJIHSIHHSI COYETAIOIIHXCS CJIOB.

B nponecce (yHKUMOHHPOBaHHS CJIOBO glow TpOSiBASiET CBOIO
NPHHALJIEXKHOCTS K ABYM HAeorpaduyeckuM Tpymnnam: K rpynne,
CBSI3aHHOR HanbGoJee OOLIMM IIPH3HAKOM NOHATHS «CBET», U K IPyII-
ne, CBA3aHHON NOHATHEM «Kap, TMbLI».

Moarpynna caos, 06beAMHEHHBIX HanGoJee OGLMM NPH3HAKOM
TIOHSITHSI «CBET» W MPH3HAKOM «B ONpeleieHHOe BpeMs CYTOK»

Cnosa dawn, morning, day, twilight o6Gpasyior moarpymiy
CJIOB, KOTOpbIE NpOSIBJSIOT CBOIO MPUHAAJEKHOCTH K paccMaTpH-
BaeMOH Ipynne CJOB B TeX KOHTEKCTaX, Tleé OHH BKIWOY3IOT Haubo-
Jlee OOMIMI NPU3HAK MOHATHS «CBET» M TNPU3HAK, COOOLIAIOMIUK
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CBETY BPEeMEHHYIO XapakTepucTuky. Iljis 3THX C/JIOB XapakTepHO TO.-
YTO MPU3HAK «CBET — TO, YTO AeJlaeT MUP BHAUMBIM» KOHKpPETH3YeT
onpeneneHHoe BpeMs cytok. Tak, dawn — «pacceer», morning —
«ytpo», day — «geub» twilight — «cymepku» peanusyior mpu-
3HAKH «ONpeJeJieHHOe BpeMsi CYTOK + XapaKTepH3yeMoe Ha/luuHeM
CBETa».

[Tpamepsr:

Save on the dead long summer days, which make

The outstretch’d ocean glitter like a lake. (Don J., p. 112)

On a beautiful fall day. (J. Lond. M. E., p. 285)

ABJIAIOTCA yNOTpeGJeHASIMU, B KOTOPHIX cJI0BO day pea/usyer 00a
NPU3HAKA: «ONpENeJeHHOe BpeMsl CYTOK -+ XapaKkrepusyemMoe Ha-
JnuheM cBeTa.» Peanusanusa 060X NPH3HAKOB 00ycCJIOBJeHA BJIHSA-
HHEM OTpeAeNsIoNMXx CJ0B: long — «IJUHHBIE» XapakTepuayeT
BpeMs, summer — «JETHHe» = XapaxkTepusyer 00a INpH3HAKa.
Ilpunarounoe onpegenutesnpHoe npeptaoxenne which make the
ocean glitter — «koTopnie 3acTaBJAIOT OKeaH CBEPKATb» XapaKTe-
puayer days kak cBer. Beautiful — «xpacusbifi» XapaxkTtepusyer
cBet, fall — «oceHHu#l» XapakTepusyeT H CBET, H BPeM4.

Ilpu 3TOM COOTBETCTBYIOIIEE BIAUSHHE COUYCTAIOMIUXCS CJAOB MO-
XeT Bbl3aBaTh alCcTparupoBaHue MNPH3HAKa «ONpefie/leHHOe BpeMs
CYTOK» OT NpHU3HAKA «CBET», B TAKOM CJyuyae OHH pea/H3yTCH
YKa3aHHBIMH CJIOBaMH nopo3Hb. Hanpumep:

on his thin worn cheek a purple hectic play’d like dying day
(Don J. p. 104).

B stom npumepe caoso dying «notyxalomuii», onpeaess day,
KOHKPETH3HPYeT NPU3HAK «TO, YTO AEJAeT MHDP BHAMMBIM> H BhI3bl-
BaeT a0GCTparupoBaHHe MOCJENHEro OT MPH3HAKA «B ONpEIE]EHHOEe
BpEMs CYTOK>.

B npumepe:

A whole year has gone by since we learned we loved each
other, and our wedding day is no nearer (J. Lond. M. E., p.
285)

onpenensiomee cjopo wedding — «cBagbGe» YTOYHSIET NpPH3HAK
«OIpejie/ieHHOe BpeMS» U MCKJIOYaeT U3 coctaBa day npusHax «To,
YTO Jie/laeT MHP BHIMMBIM»,

Tak xe nposiBasier ce6s ca0Bo morning.

B aTpuGyTHBHLIX COYETAaHHSIX CO CJIOBAMH, KOHKPETHIHPYIO-
IIHMH ONpefle/IeHHOe BpeMsi CYTOK CJIOBO MOrning peajiusyer npu-
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3HAK <«ONpeneJeHHOE BPEMSl CYTOK», OTBJEYEHHBIl OT MpH3HAKa
«cBer». Hanpumep:

Monday morning found Tom Sawyer miserable. (Tw. Tom.
p. 62).

It was one of their happy mornings (The Mill on the Floss.,
p. 60).

... and the next morning Maggie was trotting with her own
fishing-rod . . . (The Mill on the Floss., p. 59).

Onpenenenusi next — «ciaexyromnii», happy — «cuactinBoe».
monday —— <«NOHeIeJbHHK» BEHI3HIBAIOT OTBJIEUEeHHE OT NPH3HAKa
«TO, 4TO JeJiaeT MMP BHIHMBIM», H CJIOBO mMorning B JaHHHIX coye-

TaHUsAX pealiu3yeT NPH3HAK: ONpede/lEeHHBIE OTPE30K BpeMeHH, a B
npuMepe

and Haidee met the morning face to face (Don. J., p. 103)

COYeTAIoIHecs CJOBA He BHI3BIBAIOT CABHIA B COCTaBe NPU3HAKOB
CJI0Ba MOrning, ¥ OHO Bbipa)kaeT ABa NPH3HAKa: «CBET — TO, YTO
AeJlaeT OKPYXKaWOWHWH MUP BHAMMBIM -+ B ONPEREJICHHOE BpeMsi».

B caosax twilight u dawn peannsanus naubosee obmiero npu-
3HAKa MNOHATHS CBeT», YTOYHEHHOrO BPEMEHHON XapaKTepHCTHKOM.
nposiBJseTcss HauGoJee YeTKO, NOITOMY YKa3aHHbIe CJIOBa NOABEPr-
HeM No1pPOOHOMY aHaNu3y.

Twilight

Cnoso twilight o6agaer HauGojee 6oraThiM COOEPKAHHEM,
KOrZla ynoTpebsieTcss KaK M30JHPOBAHHOE CJOBO HJH B COYETAHUH
CO CJIOBaMH, KOTODble He MOTYT BLI3BAaTh CIBHIA €ro BHYTpPeHHed
CTPYKTYpe. ;

B rakux cayuasix cocras coBa twilight cocrasasior npusnaku:
1 — cBer (TO, YTO AGJAeT OKPYXKAUIMA MHP BHAHUMBIM) + 2 —
TYCKABIH, + 3 — 10 BocXona coJHIa + 4 — [mocJe 3aKarta COJHIA.
Janublli cocTaB MPU3HAKOB onpenensier HanGosee WMHPOKYIO chepy
coornecenHocty twilight. C ykasanHeIM cocraBoM npu3Hakos twi-
light coorHocutcs ¢ moGoH GopMoOil NPOsBIEHUSA TYCKJOrO CBETa
nocJie 3aXofa U A0 BOCXOJa COMHIa (CP. B PYCCKOM SI3blKe CYMEpKH,
pacceer). Hanpumep:

Sweet hour of twilight . .. How have I loved the twilight hour
and thee (Don J., p. 153).

Against the twilight rises the . .. tip of the stack (Th. H. Tess.
p. 341).

and twilight saw them linked in passions ties (Don J., p. 161).
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B npusexennnix npumepax twilight oqHoBpeMeHHO COOTHOCHTCS
C TYCKJBIM CBETOM CYMEPKOB H DacCBeTa H BKJIOYAET IPH3HAKH:
CBeT -+ TYCKJABIH + [0 BOCXOZA COJHUA ++ MOCJe 3aKaTa COJAHuA:

OrpanpyeHre cocraBa MPHU3HAKOB TNPOUCXOAHT B pe3yJbTraTe
BJIHSIHHSI COYETAIOLIHXCsl CJIoB. B Tex cayyadx, rie ecTb yKasaHue
Ha To, 4To AelicTBHe nmpoucxoaut yrpoM, twilight yrpaunsaer npu-
3HAK «IMOCJe 3aKaTd COJIHUA» M Ha3blBaeT TOJbKO TYCKJBIH CBeT
J0 BOCXOZa coJHLa. B mpumepax:

In the twilight of the morning light seems active, darkness
passive; in the twilight of evening it is the darkness which
is active and crescent, and the light which is the drowsy
reverse. (Th. H. Tess, p. 143.)

in the morning twilight (n. e. d.)

At once the bright-effulgent sun Rising direct, swift chases
from the sky The short-lived twilight (n. e. d.)

the cocks crew and twilight dawned clear (n. e. d.)

conepanue twilight cocraBasior npusHaku: cBer. + Tyck-
Jbifi + 70 BOCXOAA COJHUA. YTpata NpH3HAKa <«IOC/e 3aKara

COJHIIA» — pE3yAbTAT BJAMAHHS CJIOB morning — «yrpoy, sun
rising — «nogHuMalomieecs: cosHue», dawned — «paccseJo, Ha-
CTYNHJI,

1lpu Hamuyuy Kakoro-inGo yKasaHHsI Ha TO, YTO peub HOET O
JIEHCTBHH NOcJle 3aKara cosHua, twilight ¢ynkuuonupyer ¢ cocra-
BOM MNpPU3HAKOB: CBET + TYCKJIbli + mnocjge 3axoxa coJHua (cp.
CYMEpKH).

Hanpumep:

Through the doorway she saw against the declining light a
figure with the height of a woman and the breadth of a
child, a tall, thin, girlish creature whom she did not recognize
in the twilight till the girl said «Tess» (Th. H. Tess. p. 360).
It was twilight and the sunless day went down (Don J., p.
80).

In the gathering twilight (n. e. d.). :

Like twilight rosy still with the set sun (Don J. p. 97).
When the sun was down, They just arrived by twilight at a
town (n. e. d.).

First in the dim twilight, and then in the bright dawn, he had
seen the touch of cruelty round the warped lips. (Osk. W. The
Picture of Dorian Gray, p. 123).

Twilight faded into the darkness (Al. Saxton The Great Mid-
" land, p. 114).

Cnosa declining — «noryxatommuii», gathering — «crymaro-
muecsi», fading — «motyxaomasi», faded — «notyx, nepemen>,
7 — 3487
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evening — «Beuep», set sun — «3anieaiee COJHLE», CAOBOCOYETA-
Hue and then in the bright dawn — «B sipkoM paccsere» cBowuM
NPsAIMBIM HJIH KOCBEHHBIM YKa3aHueM Ha BpeMsi NOCJIe 3aKaTa COJIHIA
HCKJIOUaloT M3 cocraBa twilight mpusHak «10 Bocxona cosHHa».

Kpome Toro, HabJrofaeTcs TUN yNOTpe6/eHHH, B KOTOPHIX NpH-
3HaKH «CBeT + TyCKJbH» B ciose twilight coBceM He conpoBoxk-
JaloTCsl BPEMEHHOH XapaKTePUCTHKOH. DTO OOBIYHO NPOHCXOAUT B
Tex caydasix, korga twilight ynorpebasiercs njs HasbiBaHHSI TyCx-
JIOTO CBETa, HaNOMUHAWOLIEro CyMepKH MJH paccBeT. B npumepax:

The soft green twilight of an avenue of trees. (n. e. d.)
The faded moon Made a dim, silver twilight. (n. e. d.)

the twilight of the clustering leaves. (Hawth. Sc. Let. p. 251).
the twilight of the woods. (Hawth. Sc. Let. p. 222)

twilight cooTHOCHTCSI C TYCKJIEIM CBETOM, He CBSI3aHHBIM C ONpejie-
JIEHHOW BpeMeHHOH xapakrtepucTukoi. CoueTaHusi U cJIoBa: avenie
of trees — «annesi nepeBbeB», the . .. moon — «ayna» the leaves—
«JIUCTbsI», Woods — «Jjleca» — CHHUMAIOT CBSI3b IPU3HAKOB «CBET+
TYCKJBbIH» C NpH3HAKaMH <«A0 BOCXOAa COJHIA», «MOC/Je 3akaTa
COJIHIIa».

B coueraHusix, yCTPAHSIOIHX BPEMEHHYIO XaPAKTEPUCTUKY, CO-
nepxanne twilight cocraBisiior NpH3HAKH <«CBET -+ TYCKJIBIAY».
Wrak, pynkuuonuposanue ciaoBa twilight nokassiBaer, uro HauGo-
Jiee o6IUII NPU3HAK TMOHSATHS CBET» Peajii3yeTcsl B COYETAHHH C
KOHKPETH3HDPYIOUIMMY NpH3HaKaMH: «TYCKJbIH -+ moc/e 3akara
COJHLIA <+ 10 BOCXOAa COJHIA» B TE€X CJyYasX, KOrjaa OHO (CJIOBO
twilight) ynorpe6sieHo Kaxk H30JHpPOBaHHOe CJIOBO WJIH B COYeTa-
HHSIX, He BJIMSIOIIMX HA COCTaB ero NPH3HAKOB.

Ecin coueraromuecsi cJoBa yKasbiBalOT HA TO, 4TO AEHCTBHC
NPOUCXOAUT YTPOM [0 BOcxoja cosHua, twilight yrpaunsaer npu-
3HAK «IOCJe 3aKaTa COJHUIA» H OCHOBHOH, HaHOOJee OOLHE npH-
3HaK MOHATHSA «CBET» PeasIH3yeTcsi B COCTaBe: «CBET + TYCKJABIA +
IO BOCXOZa COJIHLIa» H, HabOpOT, eC/lM CodeTaloUIHecs CJ0Ba yka-
3HIBAIOT Ha TO, YTO JellCTBHe NpoucxonuT BeuepoM. twilight yrpa-
YyHBaeT NPH3HAK «JO BOCXOJAA COJIHIIA» M HauGosee OOWIMH mpH-
3HAK TOHSITHSI «CBET» peaJju3yeTcd B COCTaBe: «CBET -+ TYCKAbl +
nocJie 3aKata COJIHILAY.

B coueranusix, CHUMAIOUINX BPEMEHHYIO XapaKTePUCTHKY, HaH-
6oJee OOIIMA TNPHU3HAK HOHSATHS «CBET» peajIu3yeTcsi B COCTaBe:
«CBEeT -+ TYCKJBIH».

DAWN

Conepskanne dawn npH OTCYTCTBHH BHELIHEro BJIHSHHS, CiO-
COGHOrO M3MEeHHTb €ro BHYTPEHHIOI CTPYKTYPY, COCTaBJSIOT NpH-
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3HaKH: «CBET -+ BIEpBble MOABHBIIHACH + JO BOCXOAA COJIHIA =
paccser». :

B npumepax:

The dawn of the March morning is singularly inexpressive,
and there is nothing to show where the eastern horizon lies.
(Th. H. Tess., p. 341)

The bright dawn flooded the room, and swept the fantastic
shadows into dusky corners, where they lay shuddering. (Osk.
W. The Pict. of D. Gr., p. 118)

The heads of the groups were enjoying sunrise while their
feet were still in the dawn. (Th. H. Tess. p. 99).

dawn was just beginning to steal on night, to penetrate with
a pale ray its brown obscurity. (Ch. Br. Shirley, p. 59)
They met daily in that strange and solemn interval, the twi-
light of the morning, in the violet or pink dawn; (Th. H.
Tess., p. 143).

CJ0BO dawn COOTHOCHTCSH CO CBETOM, BOEPBbIe MNOABHBHMIHMCH A0
BOCXOnAa CoJHHA B COACPXKUT BbHILICYyKasaHHbIE TIPDH3HAKH.

Coueralominecss cJoBa MOTYT BBI3BaTb OrpaHHYeHHE COCTABa
npu3HakoB B cjaoBe dawn. Tak, B coueranuu the dawn of day —
«Hauano nus» (He will not see the dawn of day (n. e. d.) cozep-
JKaHue ciosBa dawn cocTaB/sieT TOJIbKO OAMH NpPH3HAK, «HAYaJ0».—
OGennenne conepxaHus cjaoBa dawn (B XaHHOM cayyae OHO yTpa-
YHBaeT NPH3HAKH: «CBET -+ [0 BOCXOJa COJHIUA») BLI3BAHO TEM,
yro caoso day, Haxoxsiueecs ¢ dawn B ONpeneSUTENBHON CBA3H,
Geper Ha ce6s peanu3alMIO NMPHU3HAKA CBET», H STUM HCKJIOUAeT
ero nosTopenue B caoe dawn. B npumepax:

Glare arose in the light of a dawn that was ashy and furtive,
as though associated with crime. (Th. H. Tess., p. 251)

He was still so wide awake at dawn that he got up, slipped on
tennis shoes, (Gal. To Let., p. 68)

The dew is as the dew of the dawn (n. e. d.).

comepxkanue ciosa dawn cocTaBisieT TOJBKO OAWH MPHU3HAK «Bpe-
Ms + [0 BOCXOJa COJHUA».

Yrpata HauGoJsiee OOLIEro npu3HaKa MOHSATHS «CBET» B CJOBe
dawn BHI3BaHa BJusHHeM coueralomuxcs ciaos: light, dew. B nep-
BOM NpHMepe dawn HAXONUTCH B ONpPeAe]UTEIbHOH CBS3H CO CJIO-
BoM light — «cBer». Coueranne the light of a dawn — «ceer 10
BOCXO/ia COJIHLIA» COOTHOCHTCSI C PACCBETOM U PeaJIH3yeT HpH3HAKH!
«CBeT + J0 BOCXHJa COJIHIA», IPH 3TOM NPOHCXOAHT pacrpenede-
HHEe YKA3aHHBIX NDH3HAKOB MEXIY KOMMOHEHTaMH CJIOBOCOUYETA-

—
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nid: light npuniimaer Ha ce0s peaju3alluio NPU3HAKA «CBET» W Ha
10110 dawn ocraercs NPH3HAK A0 BOCXOAA COJHUAN.

B tpetpem npumepe B coueranun the dew of the dawn — «poca
paccBera» yTpaTa NpH3HAaKa «CBeT» M3 cocTaBa dawn Bbi3BaHa
c/oBoM dew — «poca», Kotopoe TpebGyeT BpeMEHHOR xapaKTepH-
ctuku (cp. poca -paccBera, T. €. poca YTpPeHHSis, 10 BOCXO/la COJH-
11a) # 6e3pasHYHO K TMPHU3HAKY <CBET>.

Urak, nauboJsiee 0OLINE NMPH3HAK MOHATHS «CBET» MOINBHIKEH B
csioBe dawn H COMpOBOXKIAeTCSI BPeMEHHOH XapaKTepHCTHKOH. YT-
paTa IPU3HAKa «CBET» BBHI3LIBAETCS BJAMSIHHEM COUYETAIOIIUXCS CJIOB.
Bausnue: coueTaroIHXCsl CJIOB OINpefesisieT BO3MOXHOCTb peaJiu3a-
iluu npusHakoB: I — cBer, II — 1o Bocxoma cosHia — BMmecTe U
MOPO3HBb.

NMoarpynna cioB, o0beAUHEHHBIX HanboNee OGUMM NPHIHAKOM
NMOHATHA «CBET» W NPH3HAKOM, XaPaKTEPH3YIOLIUM
KPaTKOBPEMEHHOCTh NOSIBJICHHSI CBeTa

CaoBa gleam, flash, blink, glint BXonar B rpynny cjios, 06be-
AUHEeHHYIO0 HauGojee OGLUMM NPU3HAKOM NOHSATHA «CBET» M NpH-
3HAKOM, XapaKTEpH3YIOLUM MTHOBEHHOCTb NOSIBJIEHHS! CBETA.

JanHas NOArpYNNa HHTEPECHA TEM, UTO CBSI3b YKA3aHHBIX CJIOB
C paccMaTpuBaeMoil nieorpapuyeckoil rpynno# HOCHT C TOYKH 3pe-
Hus: light npuauMaer Ha cefa peanu3anuio NPHU3HAKA «CBET» U Ha
cJ10B, Kak glint, Tak HeycToflYHBa, YTO CTaBUT MOJ COMHEHHE CaM
GdaKT NpuHAJEKHOCTH IaHHOrO CJOBa K HCCHAeNyeMOH rpyiie.
HeycroliuuBocts cBA3W B onpeneyieHHON Mepe OODBSCHSAETCH TeM,
uTo HaubGoJsee OOUIKI NMPH3HAK IMOHATHSI «CBET» B COCTAaBe BHILIE-
YVKa3aHHBIX CJIOB SIBJSETCS MOAYHHEHHBIM, OH KOHKPETH3HPYeT IpH-
3HaK «MTHOBeHHOE MOSIBJICHUEY.

[lpoananuaupyem HeKoOTOpble M3 3THX cJoB. Ananus flash mo-
KasbiBaeT, YTO OCHOBY €ro CoJepP>KaHHS COCTABJISIET IPU3HAK «MIHO-
BEHHOe MOSBICHHEY.

Hanpumep:

Waiting for the flash of the fire (n. e. d.)

— «OJKHAAsT BCMHLIIIKH OTHSI»,

Three flashes of blue lightning (n. e. d.)

— «TPH BCMBIKH TOJAyO0H MOMHUMD —

Our men saw plainly the three flashes of the guns. (n. e. d.)
— «Hall{ JIIOAY ICHO BHAEJH TPHU BCHHIIKH PYyXKeH»,
flashes of steam (n. e. d.)

— «MTHOBEHHHE NOSIBIEHHs] Napa»,

A flash of water (n. e. d.)

— «MTHOBEHHOE NOSIBJEHHE BOAbI».
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Bo Bcex npuBeleHHBIX npuMepax cJioBo flash siBasiercst ompe-
Ae/ISieMbIM CJIOBOM B aTPHOYTHBHBIX COYETAHHSIX, NPEAMETHAs CO-
OTHECEHHOCTb KOTOPHIX CyXK€Ha MO CPABHeHHIO ¢ NpeaMeTHOH co-
OTHeCEHHOCThIO caMmoro cJjosa flash. CyxeHne Kpyra npeaMeroB H
sIBJIEHUH, C KOTOPBIMH COOTHOCsATCSl coueranus the flash of fire —
«MTHOBEHHOE NOsiBJieHHe OrHsi, BcnbimiKay, flashes of lightning —
«BCIBIIKA MOJHUEY, flashes of guns — «Benwiuku pyxeii», flashes
of steam — «MHOTBeHHbIe MOSIBJEHHS Mapa» H T. I. ONpeaessercs
TeM, UTO COCTAaB NPHU3HAKOB, PEaJM30BAHHBIX JAHHBIMU ATPHOYTHB-
HEIMH- cOueTaHusiMH, Gorade cojepXaHus CoOCTBeHHO cjosa flash.
Cozepxanue cyoBa flash B ganHbIX caydasix cocTaB/IsieT OJUH NpPH-
3HaK: «MIHOBEHHOE MOsIBJICHHE», BhIDAXEHHE NPYIHX MPH3HAKOB
(«OrHsI», «MOJHUHUY, «mapa, «pyXeii» u T. 1.) 6epyT Ha ceGs BTO-
pble KOMIIOHEHTHI COYeTaHHH.

B npumepe:’

A blinding orange — white flash, instantly smothered in
 dense white smoke, ringed the open pit. (D. C. p. 74)

conepxanue ciaoBa flash, Gnaronaps BIAMSHHIO KOHTEKCTa, 06ora-
LIEHO TPH3HAKOM <IlJIaMEHM>.
B ynotpedsieHuax, NOXOOHBIX:

To make a long flash, the flag is waved from A, to C (n.e. d.),
Flashes to help them over the shallow places (n. e. d.)

caoBo flash yrpaunBaeT Kakyio-1H00 CBA3b C MOHSITHEM «CBET.
[IpunapnexHocts caoBa flash k rpynne ciaoB, cBsi3aHHBIX HaH-
6oJsiee OGIIMM MPH3HAKOM TOHSITHS «CBeT», NPOSIBJASETCS B YHO-
TpebieHusx, B KoTophix flash mon BausiHMeM coueTalouIuxcsi CJIOB,
o6oraitaer CBoe COLEpXKAHHe NMPH3HAKOM «CBET» H COOTHOCHTCH C
«MTHOBEHHBIM MOsiBAeHHEM (BCMBIIIKOHA) cBeTa».
Hanpumep:
It is a Fixed White Light, varied by a Red Flash every halt
minute (n. e. d.)
When she looked straight at him, there was a-little flash in
her eyes (Lind. Betr. Spr. p. 215)

B nepBoM npumepe caoso flash peanusyer npusHaku: «MrHo-
BeHHOe MosiBlleHue + cBeTa», a Bo BTopom npuMepe flash cocras-
JISI0T NMPH3HAKH: «MTHOBEHHOe MOSABJIEHHE + CBeTa + OTpaKeH-
HOTO>.

B nopoGHuIX ynorpeGienusix ciioso flash Bkouaercs B cocras
HCClleyeMOi TpyNNEl, HO MpH 3TOM HauGojee OGUIMA TMPH3HAK MO-
HATHS «CBET» 3aHHMaeT NOAYHHEHHOE MOJIOXKEHHe: OH SB/SeTcH
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(PU3HAKOM KOHKPETH3UPYIOIIUM TpPH3HAK «MTHOBEHHOE TOSBJE
HHe».

®yukunonupoBanue cyaopa flash mokaswiBaer, uro HauGosee 06-
Uil TIPH3HAK NOHSITHS «CBET» NOSABJSETCH B €ro COCTase TOJbKO
B Tex CJydYasdx, KOria CovyeTaloliMecs CJIOBa YKa3hBAWOT HA TO,
uyro flash coorHOCHTCS C MrHOBeHHBIM NosiBJeHHeM cBera. Hey-
CTOHYMBOCTb CBSI3H C MCCJEeLyeMOH rpynmno# U MOAYMHEHHOE MOJIO-
JKeHMe HauboJjiee o6iiero npu3Haxka «cser» crasur flash Ha camyio
oTAaJieHHy10 nepudepuio NaHHOH HAeorpaduuecKoil rpynnbl.

Glint

OcHoBy conepxaHusi caoa glint oGpasyer NpH3HAK: «KpaTKO-
BPEeMeHHOe, MIHOBEHHOE I0sIBlIeHHe, KPAaTKOBPeMEeHHas JOCTYNHOCTh
3PUTENBHOMY BOCHPHATHION.

Hanpumep:

light (n.e. d.)
— «BCIHIUKA» KPAaTKOBPEMEHHOe NMOsIBJIeHHe CBeTa.
Glints of blue sky come through the tall open window. (n.
e. d)
TlpoGneckn (kpaTkoBpeMeHHOe MosiBjeHHe) rojyboro Heba nposn-
KaJau yepe3 BEHICOKOe OTKPHITOE OKHO.

The detached groups of... birches and firs, and the lovely
glints of sea between them. (n. e. d.)

IaoTHble Tpynnbl Gepes u €Jiell © oyapoBaTeJbHbIE TPOOJECKH
(KpaTKOBpEMEHHOe TOsBJEHHE) MOpPS MeXIy HHUMH.
With the glint of those dark eyes (Gal. To Let. p. 67)

MHUMOJIETHBIM B3TJ810M TEMHBIX I'J1a3.

Couerasicb ¢ TAKHMH CJOBaMH, Kak lamp — «ramna», mor-
ning — «ytpo», glint oboramaer cBOoe COIEPXKAHHE NPH3IHAKOM
«CBETY.

B npumepax:
The last glint of the lamps as we drove off showed me the
face of my husband (n. e. d.)

TMocnexnss BCnbliKa (MrHOBEHHOE TOSIBJEHHe CBETa) JaMilbl,
KOraa Mbl OTHE3Ka/IH, OCBETHJAa MHe JIHIO MOEro My»a.

the earliest glint o’'morn (n. e. d.)
-~ Camas paHHsia BCObIUKAa (MTHOBEHHOE ToOfBIEHHE CBeTa)
yTpa
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copepxanue ciosa glint cocraBiflOT npH3HAKH: «KpaTKOBpeE-
MeHHOe nosiBleHne + csera». Coyerasich €O CIOBaMH eyes — «IJia-
3a», dollars — «nossiapbi» u metal — merann u T. 1., Ha3bIBaIO-
IMMH TIpeAMeTH, oTpaxaiomue cBer, glint umeer conepkanune
«KPAaTKOBpPEMEHHOe MOsIBJSHHE OTPAaXKEeHHOro cBeTa = G6JecK».

Hanpuwmep:

But her dark eyes, whose southern glint and clearness often
almost frightend him, met his with perfect innocence. (Ga!l.
To Let. p. 55).

Ho ee TeMHBle 171233, yell 10XKHBIH 6JIeCK M YHCTOTA MOYTH My-
TaJiu €ro, BCTPETHJIU ero (rJasa) ¢ aGCoJIOTHOH HEBHHHOCTBIO.
the cold, hard glint of new dollars from the mint (n. e. d.)
XOJIONHBIH, SIPKHH 6J1eCK HOBHIX HOJJIAPOB W3 MOHETHOTO ABOpA.
he had seen the glint of metal (Lond. M. E. p. 157).

Takum o6pa3oM, HaJinuHe HauboJsiee OOLIEro NPU3HAKA NOHSATHSA
«cBeT» B caoBe glint — sBJeHHe mepexojsiiiee, BHI3BBAHHOE BJIHS-
HHEM COYETAIOUIUXCH CJIOB.

HeycrofuuBOCTh M NMOAYHHEHHOCTb HauboJee OOLIEro NpH3HaKa
TIOHATHSA «CBET» B cocTase glint craBut ero, kKak u cjoso flash, Ha
OTjaJleHHyI0 nepHbepuo HccleayeMod HaeorpaHyeckod rpynnbl
CJIOB.

DyHKUHOHHPOBaHHE NOKa3wBaeT, uro cioBa flash, blink, glint

HAXOAATCS Ha OTAaJeHHOH mepudepun rpyinmsl CIOB C JOMHHAHTOM
light.

NMoarpynna cioB, 06 beAHHEHHBIX HanGoJIee OGIHM NPH3HAKOM
NMOHSATHA «CBET» H NMPH3HAKOM «OTPAXKEHHBIH»

Lustre, gloss o6pa3yior noarpynmny c/ioB, B KOTOPHIX HanboJjee
OOIHA TPU3HAK IIOHSTHA <CBET» KOHKPETH3HPYeTCs INpPH3HAKOM
«OTPaXKeHHBbIH».

B kauectBe npumepa mnpoananusupyem cioeo lustre. ®@ynkuuo-
HHpPOBaHHe cJioBa lustre B pa3/iHuHBIX CJOBOCOYETaHHAX 3aKPennjo
3a HHM CJeAyIoLlMe COCTaBbl NMPH3HaKoB: I — cBer -+ OTpaxeH-
Hul, I — cnoco6uoctp oTpaxarte cBer — raanen, 111 — ceer +
OT HCTOYHHUKA CBe1a.

Cnoso lustre cyxkaer cBoe cojepxaHHe A0 OIHOro COCTaBa
«CBeT -+ OTpaXeHHBIN» B TeX cjydasiX, KOrjaa coueTalouuecs cjJoBa

NpsMO WJIU KOCBEHHO YKa3hIBAalOT Ha cBsi3b lustre ¢ npenmeramu He
H3JY9alOIHMH, a OTPaXKalOUIMMH CBET.
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~ Hanpumep:

He had seen the light shine a moment full in her face, which
gleamed pallid white with a strange opaline lustre playing
round her eyes. (Lind. Betr. Spr. p. 165)

When a fire glowed, banks of smoke blown level along the
ground, would themselves become illuminated to an opaque
lustre screening the workpeople from one another and the
meaning of the «pillar of a cloud» which was a wall by day
and a light by night could be understood. (Th. H. Tess, p.
364).

But her eyes smiled, smiled with that strange and shmmg
lustre towards him (Cron Cit. p. 105)

The dark and dazzling lustre of her eyes frequently shone
in tears. (n.e. d.)

His eyes burned with a strange, comprehending lustre; (Dr.
T, p. 499).

B npuBeaennrpix npuMepax lusire 0653aHO CBOMM YTOUHEHHEM
COJlepIKaHUs CJIOBaM eyes — <«raasa», banks of smoke — «kijy6nl
ZIbIMa», KOTOPhIe YKa3bIBAlOT Ha TO, 4TO peuyb HUAeT 06 OTpaeHHOM
ceere.

Qco6uiit BUn ynorpeb/ennii cocTaBsioT cayvan, rae lustre co-
OTHOCHTCSI CO CBORCTBOM OTpa)KaTb CBET, H TOrga B coctaB lustre
BXOJAAT MPU3HAKH «CMOCOBGHOCTH OTPaXaTh CBETY.

Hanpuwmep:

Curriers give a lustre, or gloss to their leather, several ways,
according to the colour to be illustrated. (n. e. d.)

All stones of lustre shoot their vivid ray. (n. e. d.)

A coating of a hard glossy substance with a pearly lustre.
(n.e. d)

The wool appeared very long, soft, fine and of a silky lustre
n.e. d.)

B couetanusix €O CJOBaMH, HA3LIBAIOWMMH HMCTOMHHKH CBeTa,
_lustre cootHocuTCcs CO CBETOM OT MCTOYHHKA, H B €ro0 COCT2B BXO-
llﬂT npusHaku: I — cser, II — cusinue. :

:And now the seorching Sun was mounted high in all its
»Justre, (n. e. d.)

Obstructmc the lustre of the sun’s beams. (n. e. d)

:AB npnseneﬂﬂux ApUMepax .CJI0BA. stars — «3BE3ABI», Sun =
«COJHUe», beams -— ' «cOJHEUHBIe JydH» YTOUHSIOT COJEPIKAHHE
cnoBa lustre no npusnakos: 1 — cBer, I — cusHWe, HO OHW JiH-
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IIeHHl BO3MOXXHOCTH BBI3BaTh JaJbHeiilllee OrpaHHYEeHHE COCTABa
npu3HakoB B ciaose lustre. Oxnako nasbHejiniee yrouHeHue coaep-
XkaHus lustre BosMOXHO.

Tax, B npumepe:

The sun was shining with uncommon lustre (n. e. d.)

CoJHlle CHSIJI0O HEOOBIYHBIM CBETOM, — COJIEpIKaHHe cJoBa lustre
COCTaBJASET TOJBKO NPH3HAK «CBeT». CJIOBO SUN — «COJIHIIE» YCTPa-
HSIET COeJMHEeHHe MPHU3HAKOB: «OTPaXKEHHHIl CBET», «CIOCOOHOCTH
oTpaxaThb cBeT». JlanbHelimee yTOuHeHWe conepxkanus lustre Bbl-
3piBaloT ryaroa to shine — «cusate». [naros «cuaTe» HcK.II09aeT
NIOBTOpEHHe NpH3HaKa «CHsHHe» B cjose lustre, Tak kak shining
with . . . lustre (kax cusiio cusiHHEM) HOCHJIO GBI TABTOJIOTHYECKHHA
Xapakrep.

Anaau3 QyHKUMOHMPOBaHUS cloBa lustre nmokasbiBaer, 4To BO
BCEX YNoTpeb/eHHSX OHO TaK WJIM MHAuye CBA3aHO ¢ Hauboaee o6-
DIMM NPH3HAKOM TOHSTHS «cBeT.» B/MsHME KOHTEKCTa CBOAMTCH K
TOMY, YTO B HEKOTODHIX yNnoTpelJeHHAX OHO CMellaeT poJb Haubo-
Jiee 0OIEero MpuU3HaKa MOHSATHSI «CBET», MpeBpalllaeT ero U3 IJaB-
HOTO B MOAUYHMHEHHBIH, KOHKpeTHaupyouui npusnak. Cp. I — ceer+
OTpaxKeHHBIl = OJiecK, IJIsiHel, = KayeCTBO -+ OTpPaXKkaTb CBET (n ne-
CTETh); CHAHHe = HU3JyyeHHe + cBeTa.

Yeroftunsocts HanGosee o6IIero nNpuU3HaKa NOHSTHS «CBeT» Xa-
pakrtepuayet lustre kak cnoBo, BXoasIiee B SIAPO H3yuaeMoit Hiaeo-
rpafuyeckoit Fpynnml.:

Moarpynna caos, 06beauHEHHbIX HanGoMee 06LUM NPU3HAKOM
MOHSTUS «CBET» H NPH3HAKOM <SIPKHH»

OcHoBanuem o6Gbeaunenus cioB glare, blaze B moarpynny
cayKuT HaubGonee OOIIMII NPU3HAK TMOHATHS «CBeT -+ spKHH». B
KauyecTBe TpHMepa TPOaHaJu3upyeM caoBo glare.

O61uii nuana3oH NPH3HAKOB, PeajlH3yeMbiX glare, cocTaBasior:
I — cBer + ocsienuresapubli, 11 — cusinue + ocaenuresapuoe, I —
CBET + OTpPaxKeHHBIH + SApKHH.

OrpanuyeHue CONEpIKaHHUs B ClI0OBe glare mpoMcxoauT TaM, rae
coyeTalouIuecs: ¢0Ba YKasblBalOT Ha To, uTo glare coorHocuTcs ¢
OCJeNUTENbHBIM CBETOM OT MCTOUHMKA; B TAKOM CJayyae ero. Coaep-:
JKaHHe COCTABJSIOT [BA COefHHeHHs] mpu3HakoB: I — cmer 4+
ocienuTesbHb, II — cusnue + ocaenurenapHoe.

B npumepax:

At a bend of the line the red glare of a foundry flashed into
- sight illuminating a score of workmen stripped to the waist.
(Cron Cit., p. 3)
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At a little before midday, when the heat and glare were be-
coming intolerable. (n. e. d.)

The frequent glare of the lightning had prevented the explo-
sions, from being observed. (n. e. d.)

cnopa foundry — «autehinmii 3aBon», heat — «xkapa», light-
ning — «MOJIHHS», coyeTasich ¢ glare, HCK/IIOYAlOT U3 €ro COcTaBa
COeJHHEHHe NMPH3HAKOB: «CBET -+ OTPaXXE€HHHIA -+ SPKHA», HO OHH
{3Th cjoBa) GeccuJibHEI MPOH3BECTH AaJbHelllee yTOUHEHHE, M03-
TOMY B JaHHOM ciydyae glare gyHKUMOHHDYeT C OBYMs COeqHHe-
HUSIMK Tpu3HaKoB: I — ceer + ocnaenurenpHnidl, I — cusiHge +
OCJIETIHTEJIBHOE,

B npumepe:

The comet .. .shone over the land with a fearful glare (n.
e. d.)

cojep:xaHue cjoBa glare orpaHHYeHO A0 OJHOTO COCTaBA: «CBET +
SPKHE (OCJIeNHTENBHEBIN) ». )

B nanHom cayuyae cioBo glare 065s13aHO CBOHM YTOYHEHHEM CJIO-
BaM; comet — «komera» u to shine — «cusitb». I'1aroa to shine,
couerasicb ¢ glare, He nonycKaeT BO3MOXKHOCTH LyGJHPOBAaHHS B
cocraBe glare npusHaka «cusinug» (CoueraHHe «KOMeTa CHAJA . ..
CHSIHHEM» HOCHJIO OBl TaBTOJIOTHYECKHH XapakTep). CyliecTBHTENb-
Hoe comet, yka3biBasg Ha HCTOYHHMK CBeTa, HCKJIIOUYAeT M3 COCTaBa
glare coeaHHeHHe NMPH3HAKOB: «CBET -+ OTPaXKeHHHH -+ sApKufi».

B npumepax:

A glistening haze hung in the sunshine, giving a watery
character to the light filling it with glare. (Live with L. p.
22).

Apollo shin’d amid the glare of light (n. e. d.)

The glare did not continue long before it rained again (n.
e.d.)

In the lone glare of day, the snows descend upon that Moun-
tain; (Sh. Pr. p. 299).

~— glare uMeeT B CBOEM COCTaBe TOJIBKO OXHO COEIMHEHHe NpH3Ha-
KOB «CHfiHHe -+ ochenuTebHoe». OcTajibHble COEJHHEHHS NpPH3HA-
KOB YCTP@HSIIOTCS BJHSIHUEM COYETAIOUIHXCsl CJIOB.

CocTtaB «CBeT + OTpPaXKeHHHIH + sipKHi» HCK/IIOYACTCS NPSIMBIM
HJH KOCBEHHBIM YKa3aHHeM Ha HCTOYHHK CBeTa, COCTaB «CBeT -+
OCJIeNHTeMbHbIH» HCKIAOYaeTcsi: 1) B mepBOM M BTOPOM CJydasxX
BausHHeM cnoBa light — «cBer» (caoBo light, peanusys npusuax
«CBET», MCKJIOUaer B JaHHbIX COUETAHHSX MOBTOPEHHE 3TOrOC NpH-
3Haka B caoBe glare), 2) B TpeTbeM ciydae BJHSHHEM raaroda to
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continue — «IpoONOJAXKATh, NPOROJKATbCA». [leficTBHE <«NpPOAOJ-
XKaThCA», C KOTOPLIM COOTHOCHTCH rjarod to continue, B JaHHOM
KOHKPETHOM YNOTpeOJeHUH MOXET XapaKTepH30BaTh TOJIBKO JeH-
CTBHE — CHSIHHeE, a He caM CBeT (NPU3HAK «NPOAOJIKAIOMIUNACS, CIO-
COOHBIiI NPORO/IKATLCA» XapaKTepU3yeT [eHCTBHE HJHM sBJEHHE,
BOCIPHHHMAEMOe KakK AeliCTBHE).

Ecan caosa, coueratomuecs ¢ glare, npssMo WM KOCBEHHO yKa-
3bIBAIOT HAa TO, YTO peub HAeT 00 OTPAaXKEHHOM CBeTe, OHH (3TH
CJ0Ba) CBOHM YTOYHSIOIIMM BJHSHUEM HCKJIIOYAIOT M3 COCTaBa
glare npusnak: I — cser 4+ ocaemuresbHblil ¥ 11 — cusnue +
ocJienuTeasHoe W glare (yHKUHOHHUPYET C CONEPIKAHHEM: CBET -+
OTPpaXXeHHbIH + SPKHH = spKul OJeck.

Hanpumep:

The frame of burnished steel, that cast a glare from far
(n.e. d.).

Anann3 ¢yHRUMOHHPOBaHNS cjoBa glare mokaseiBaer: I) urto
OCHOBHOU, HanGojee oOIIni NpPH3HAK NOHATHA «CBeT» 00s3aTesieH
He BO BCEX, HO B NojaBJsioneM GOJbIIHHCTBe yNOTpe6GJeHHA U CBH-
AETeNbCTBYET O NPUHALJIEKHOCTH cjoBa glare K nepudepun Hecie-
AyeMoi uaeorpa@Huyeckoi rpynmnsl.

CocTar npuU3HaKoB, peajndyeMbix caoBom light B pasinyHbix
COYETAHHIAX.

O6bem CTaThbH JHIIAET HAC BO3MOXKHOCTH JaTh NOAPOOHEIA aHa-
JH3 Jekcuueckoro sHauenus ciaopa light. Tlostomy orpanmunmcs
yKa3aHheM Ha TO, YTO COCTaB NPH3HAKOB, peajusyembix light, us-
MEHSIeTCS] B 3aBHCHMOCTH OT BJIMSIHHSI COUETAIOUIHXCS CJIOB.

Tak, B coueranusx ¢ glimmering, winking, twinkling, flick-
ering, flashing, expanding, to appear, to wane, to fade, to mingle,
to sweep, to increase etc. light  peanmsyer npusHaku «cBer -+
obnafaloUil CBOHCTBOM JABHIAThCAY.

B coueranun ¢ warm, cool, cold light peannsyer npusnaku
«cBeT -+ o0Jiafaloluil pasJnYHON TeMIepaTypoi».

B coueranuu ¢ strong, powerful, dull, dim, faint, bright, hard,
etc. light peanusyer npu3HakH «cBeT -+ 06Janaloulnil pasHofi CH-
JIOH .

B coueranuu ¢ yellowish, white, red, gray, pallid etc. light
peajnsyeT NPH3HAKH «CBeT + 006J1afalolui LBETOM>.

B coueranuu ¢ of day, of dawn, of morning etc. light pea-

Ju3yeT NPH3HAKH «cBeT -+ 006JafaiolHii BPeMEHHOH XapaKTepH-
CTHKOM». g
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B coyeranuu ¢ electric, of stars, neon, of the lamp ete. light
peaJiu3yer NPU3HAKH «CBET -+ OT HCTOYHHKA CBETa».

B coueranuu ¢ affectionate, friendly, fighting, fierce etc light
peaJsiu3yer NPH3HAKH «CBET + OTpaxKeHHHIH = 6Jieck (rja3s)».

B couerannu ¢ his-sun, her-moon, its-torch, its-lamp,: its-
luminary etc. light peanusyer npusHaku «CBeT + OT HCTOYHHKA
CBETAa». :

B coueranuu ¢ to twinkle, to linger, to glimmer, to pulse, to
sparkle light peanusyer npusHaku «cBeT + MepHAIOIIHN.

B coueranun ¢ to see, to gaze light peasusyer npusnaku
«CBET ~+ CNOCOGHBIH CTaThb CaMOCTOSITEJbHBIM OOBEKTOM 3pHTE/b-
HOTO BOCIIDHSATHSI>.

B couerannu ¢ to extinguish, to turn on, to switch on off
light peanusyer npu3HakH «CBeT -+ OT HCTOYHHKA CBeTay.

B couerannu ¢ to carry, to remove, to sway, to burn etc.
light peanuayer npu3Haku «HCTOYHUK -+ CBeTa».

B coueranuu ¢ one, twe, single, each light peanusyer npusxnaku
«CBET -+ B BHJE CBETSUIMXCH TOYEK = OTHHY.

HaunGousee o6uiuii npu3Hak NOHSITHST «CBET» ob6sizatesieH B light
B JmoObix coyeTaHUsiX. Bee ocTasbHble NPH3HAKH, KOHKPETH3HPYIO-
mue light, — pesysbTaT BJANSIHHSA COUETAIOMIUXCS CJOB.

®

Jlast Toro, 4ToOK KOHCTAaTHPOBATh pPa3MelleHHe PACCMOTPEHHbBIX
CJIOB, BHYTPH TPYIIBl, HEOOXOAHMO CPaBHEHHE NPU3HAKOB, KOTOPhIE
3TH .cjioBa peanu3yior. Heo0xoauMo CpaBHEHHE YCTOHUYHBOCTH H
posiu HauGoJsiee OOUIEro NpU3HAKa MOHATHA «cBeT». [las 3T0# wenu
MBIl CYMTAEM IEeJeco06pasHbIM YCJIOBHO 0003HAUYHTh NPH3HAKH, pe-
ajiM3yeMbie CJOBaMH IPYHNBL, H NaTh HX B CBOJHOH Tabiule, HA-
IJISIIHO NOKAa3aTh TOXKIECTBO U pPasjuyMe CJIOB, CBSA3aHHLIX onpene-
JIEHHBIMH TIPH3HAKaMH.

- .BeonuM cienylomee o603HaueHHe NPH3HAKOB, XapaKTEPHU3YIO-
IHX: CBET:

A — cBeT — TO, UTO AeJaeT OKPYXKAIOIHI MUD BUIUMBIM (HaH-

6oJiee OGIIMI MPH3HAK MOHATHS «CBeT»)

— OT HCTOYHHKA CBETa;

— OTpaXKeHHBIH;

— TIOIBHXXHBIH, NPEPBIBHCTOE MOSABJIEHHUE, npepblam,ro nosB-
JAIONHHCS; :
KpPaTKOBPEMeHHOe MNMOsIBJIeHHe, KPaTKOBPEMEHHO NOSBASAN0-
LIHHACSH;
00J1aal0LHil Pa3HOIO CHJIOIO;
~—— OCJIENUTEJbHBIA;

— cJaabbid, TYCKJBIH;
obsafaomuii BpeMeHHOR XapaKTepPHCTHKOM, BpeMs CYTOK;

—aMT M Uowm
l
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— MOCJIe BOCXOJA COJIHIZ;
— [ocJie 3aKata COJIHLA;
J0 BOCXOJla COJIHIIA;
— H3JYYeHHE;
~— o6Jiajaouui UBETOM MM KPACHBIM HBETOM, C OTTEHKAMH
KpacHOro 1BeTa;
O — B Buje Kpyra WJH 0004Ka, KPYT KOJbUO;
P — B BHIe HCKPSIIUXCS TOYEK, HCKPSAIIASACH TOUKA;
Q — B BHAe NpsMO# JHHHH, NpSAMast JUHHUS;
S — obsagamonuil pa3HON TeMIEpaTypou;
T — ycuieHHBI, KOHTPACTHPYIOIIHA C TEMHOTOM.
CocTaB MPU3HAKOB, PEasH30BAHHBLIX CJOBAMH TPYNMbl, yCJIOBHO
OO03HAYCHHOH, MpEACTaBJsIeT CAENYIOULYI0 KapTHHY!:

Zz R
i

‘Moarpynna cioB, 06beuHEHHBIX NPU3HAKAMM «CBeT -+ NPEPHIBHCTO

NOSIBJISAIOIHACS»

Ilpu3nak

Crone CocTaBbl NPH3HAKOB, peasin3o- Metadopu-

23 BAHHBLIX B Pa3JIHYHBIX COYETAHHAX 4ecKoro mne-

peHoca

glimmer AG ADG DA ADGC DAC DG
shimmer ACG ADG DCGA AGB DG
glitter AC DAC AD DA MAF DF
flicker D DA E D
twinkle D DA D
flare AFDB naams F'D E D

Caoso «GLOW», peanusyioliee NMPH3HAKH: «CBeT ++ KPaCHOrO LBETa HJH
C OTTEHKAMH KDaCHOroO IBETa».

AN AC A MAN MAN
#ap, pyMsiHel, mbii

glow

4 Caeayer oroBOpHTb, YTO HE BCe CJIOBAa, MpeicTaBleHHbie B TabJuue,
fIOAPOGHO PACCMATPUBAIOTCH B AAaHHOR cTaThbe.

floarpynna cjoB, 00beAHHEHHBIX NPU3HAKAMH «CBET B ONpefeJeHHOe
BpeMsi CYTOK»

Ilpu3HakH,
CocTaBhl NpH3HAKOB, peasiu3o- JieXalllie B
$=hoBo BaHHHX B PA3JHYHBIX COYETAHHAX ‘;g;’ﬁﬁe:‘g‘_‘g
! nepexoca
day 1A Al
morning A IJ AJ Al
twilight AGLK AGL AGK AG KLG
dawn AL L A prnepBble mosBHBIIHITCA




Hoxrpynna cn0B, 00beAHHEHHBIX NMPU3HAKAMH «CBET + KPATKOBPEMEHHO

MOSABASIOIHAC»

CaoBo

CocTaBbl NPU3HAKOB, PeaH30-
BAHHBIX B PA3JIHUHBIX COUETAHUAX

TIpusnaku,
Jexaulie B
OCHOBE MeTta-
opHyeckoro

nepexnca
%}eaﬁn A ABG ACE EA AC E

in EA E E
glint E EA EAC E
flash E E naamenn EA EAC E

Moarpynna caoB, 00beAHHEHHBX NPH3HAKAMH «CBET - OTPAXKEHHHH>

Cnoso

CocTaBbl NPH3HAKOB, peaH30-
BAHHBIX B PA3JIHYHBIX COYETAHHAX

[Mpuauaky,
fAexaline B
OCHOBE MeTa-
dopuUecKoro

nepenHoca
lustre AC DA A DA AC
TagHel, CHoCOGHOCTh OTPAXKATh CBET
gloss AC BHemnui AC
Noarpynna cnoB, 06beAHHEHHBIX NPU3HAKAMH «CBET -+ OCJENHTENbHMA»
CocTaBst TIPHSHAKOB, peajin3o- Aggg?ﬁ;?;_
Caoso BaHHHX B p:::;x:ﬁux couera- TR O e
pedoca
glare AF! MAF! ACF FIA
blaze naams F AF AFC E E AF E
MJIaMeH#
shine ABF MAF AC AF coaHeyHBIi} FAM
sheen ABF MAF AC FAM

Caoso LIGHT ocHoBy xoroporo coctaBaser HauGojee oGUiHA RPH3HAK

NOHATHA <CBET»

CocTaBbl NPH3HAKOB, peajH30- \ggﬁﬁ)};_
Cnoso BaHHHIX B paang;x:ixx couera- Pty e
pexoca
light A AD AS AF AN AI AB AC AT A

BA




Ha ocHoBe yCTOHUMBOCTH M TJIaBHOH HJM NOJYHHEHHOR poaH Haubo.ee 06
Imero NPH3HaKa INOHATHS «CBET» — OCHOBH AHAJHM3HPYeMOH TPYNNbl CNOB —-
MBbl CYHTaeM BO3MOXKHBIM KOHCTATHPOBATH CJeAylolllee pa3MelleHHe C10B BHYTPY
rpynns:

CBer — T0, YTO AelaeT OKPYIKAIOUIHH
Ipnanaxu, MUD BUAMMBIM
KOHKpeTH3HpYiollHe
HauGosee OGIIHA NPH3HAK
TOHATHS «CBET» Anpo Nepudepun
1. IlpepHBHCTO NOSBJSIO- glitter flicker
wuitcs glimmer twinkle
shimmer
2. C oTTeHKaMM KpacCHOro glow
nBera
3. Tlossasiomuiics B on- twilight dawn
peneseHHoe BpeMsi cy- morning
TOK day
4. KpaTkoBpeMeHHO  no- gleam blink
ABJAIOLIHACH glint
flash
5. OrpaxeHHHA lustre
gloss
6. Spkuit shine glare
sheen blaze

31ech Ka)ercs yMeCTHBIM yKa3aTh Ha OJHOCTOPOHHOCTb B OMH-
CaHMH uaeorpaguyeckux rpynn cJoB B CHHOHHMHYECKHX H HIeorpa-
(buyecknx cioBapsix. B kayectse mpuMepa npuBeneM aHTIHACKHIX
Haeorpaduyeckuit crosapb Ponxera.’ Roget’s Thesaurus of Eng-
lish words and Phrases or/inuaercsi 60raTcTBOM NpeacTaBJEHHOTO
Marepuasiia. ABTOp CTpeMHTCs COGJIOCTH [PeAMETHO-CMBICIOBON
NPHHLHI, HO KJaccH(HKalLHS NOATPYINN NMOCTpoeHa 6e3 yuera JIMHT-
BHCTHYECKOH XapaKTePHCTHKH CJIOB, H 3TO NMPUBOAMUT K TOMY, 4TO
CTaThsl He OTPa)kaeT NEHCTBHTEJNbHYIO PAaCCTAaHOBKY CJIOB BHYTPH
rpynnsl. Ecan 661 onpenesieHtio coctaBa rpynnsl noa ciosom light

8 Roget’s Thesaurus of English Words and Phrases London, New York,
Toronto, 1935.
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[pefillecTBOBAs JHHIBHCTHYECKHH aHa/ i3, OCHOBAHHBIH Ha H3yue-
HAH B3aUMMOBJMSIHUS COUYETAIOIIHXCH CJIOB, aBTOP He MOr OBl He
KOHCTa1HpOBATh TOTO, UTO TakKue cJjosa, Kak light, ray, gleam.
dawn etc.® 3aHWMaloT pasHble MeCTa B MHTEPECYyOIlel Hac rpymmne
CJIOB! 3

Hx pasauuHoe mnoJioxkeHHe OGBACHSETCS PA3JUYHON YCTOHYM-
BOCTbIO H pOJIbI0 HauboJee o6lIero nmpu3HakKa NOHATHS «cBeT». B
light Han6osiee o6iMii NPH3HAK TOHATHA «CBET» 0Os3aTeseH BO
BCeX CJIOBOCOYETAaHHSIX. Ray peasnusyer nmpusHaK «JIyd», NPHU3HAK
«CBETa» IOSBJSETCS B €ro COCTaBe B pe3yJbTaTe BJHUSHUSA COYe-
“TAIOUIHXCS CJIOB M MPH 3TOM $fBJseTcsl MOoAuHHeHHBIM. Heycroiiuu-
BOCTh Il IIOAUYMHEHHOCTb Haubojee oO61Iero npusHaka TNOHATUA
«CBeT» OTOABHTaeT ray or sapa K nepudepun. Caoso dawn ¢yHk-
IHOHNpPYET B Kpyre ABYX NOHATHA: 1) cBer -+ B onpeaencHHOe
BpeMms, 2) BpeMsa — M BXOLUT B cocTaB nepudepuiiHblX CJOB rpyll-
nol. B orauune ot ray u dawn gleam nocTosHHO COREPKHT B CBOEM
cocraBe HaubGojee OOUIHE MPH3HAK MOHSITHS «CBET», H 3TO CTABHT
€ro B SIIPO HCCJAEAyeMO# IDYNNbl C/0B.

YKasaHue Ha MeCTO CJIOB BHYTPH FPYNIbl OTCYTCTBYeT HE TOMBKO
B cioBape Pojxxera, HO H B OCTa/IbHbIX aﬂmnﬁcxux cnosapﬂx, o-
CTPOEHHBIX 1O HAeorpaduueckKoMy NpUHIMILY.”

Tostomy moJiaraem, YTo JaHHas CTAThs MOKET B KAKOH-TO Mepe
TOMOYb CO3/7aHHIO HAYYHOH OCHOBBL /il TIOCTPOEHHS CJIOBapHOIL
CTaThil U HaeorpaHyecKux CIoBapax.

OcoGoro BHUMaHHSA 3aCJyXKHBaeT ycraHosjeHue mecta light B
rpynie c/ioB, 06 beJHHeHHBIX Hanboaee OOLUINM NPH3HAKOM NOHSTHS
«CBET».

Hmeromniics B HaleM pacrnopsiKeHHH MaTepHaJl nokasas 60Jb-
miyjo nosropsiemoctsb light, uto nocayxuno ocHoBauuem s npes-
NOJIOXKEHHS O €ero JOMHHHDYIOLIEM MOJOXKEHHH B rpymnne. 1o npex-
NOJIOKEHHE JIOJIKHO GbITh MOATBEPXKAEHO HJH OTBEPHYTO CPaBHH-
TeJIbHBIM aHaJH30M COCTaBa MNPH3HAKOB, pEaJH30BaHHBIX BCEMH
CJIOBaMH TPYNMBlI B Pa3JHYHBIX COYETAHHAX, TAK Kak cama 4acTtora
BOCIPOH3BEEHHST — TOKa3aTeldb KOJHYECTBEHHBI H B ONpeneseH-

¢ Cp. cratbio noi caoBoM Light B ykasansoM chosape.

7 'Cp. CHHOHUMMHYECKHE CJOBapH:

Soule Richard, A Dictionary of English Synonyms, New York, 1946
English Synonyms and Antonyms. Fernald James, New  York, 1947.
Dictionary of Synonyms. Austin R., Gray B. A

English Synonymic. Gustaf Kruger,

Pitman’s Book of Synonyms, Allen’s Synonyms and Antonyms etc Lon-
don, 1956. New York, London, 1938.



HOM CMbICJIe BHEWIHM#, u caMm no cebe He MOXET CJYKHTb OCHOBA-
HHeM JJIs KOHCTATaUWH AOMUHHUPYIOIIEro MOJIOMXKEHHS.

Ilpeanonoxenne o AOMUHUPYIOLLEH, T. €. MOAUHHSIOUIEH POJIH
light o6s3b1BaeT 06paTuTbCsl K TOMY, YTO FOBOPAT JIOPHKH O MOHS-
THSIX, HAXOJSIIMXCS B OTHOWIEHWH nopuuHeHus: «OTHOUIEHHS MOM-
YHHEHMs! MKy NOHATHIMH MMEIOT MEeCcTO TOraa, Korja oGbem ofl-
HOFO, MOHATHA COCTABJISIET JHULIL YacTb 06DbeMa JPYroro MOHSTHS.
Jpyrumu caoBaMu, 3T0 OTHOMIEHHE MEXAY NOHATHSIMH HMEET MECTO
JIMIIB TOTJA, KOTJA BCE 2/IEMEHThl OLHOTO MOHATHA SIBAAIOTCH 3Je-
MEHTAMH MHOXKECTBAa JPYIoro IOHATHS, HO He BCe 3JIEMEHTHI MHO-
JKECTBa APYrOro MOHATHSI SIBJASIOTCS JeMEeHTaMH MHOXeCTBa mep-
Boro»® u «Tperull BUIL COBMECTHMBIX NMOHSITHH — MOHATHA, HAXON -
LiMecs: B OTHOUWIEHUY NomyHHeHUH. Mexny conepKaHHAMH H 00be-
MaMM TaKHX TOHSTHI MMEeT MecTO Cleiyolllee COOTHOLIEHUE: BCe
CYULECTBEHHbIe MPK3HAKU NEPBOrO M3 HUX COCTABJSIOT TOJBKO YacTh
CYLIECTBEHHBIX MPH3HAKOB BTOPOro, 06/1a4a101Iero, KpomMe 3TUX npu-
3H2KOB, ellleé HEeKOTOPhIMH APYTHMU NpPH3HAKAMH, 2 00BEM BTOPOTO
NOHATHSA [OJAHOCTBIO BXOMAUT KaK 4acTb B 00beM nepBoro.»?

Jas Toro uTodbl NpUBEAEHHOE MOJOXKEHHE (HOPMAJBHON JIOTHKK
TIOMOTJI0 onpefesuTh Mecto ilght B naunof rpynne cnos, AUHrBUCTY
Heo6xoauMo: 1) yCTaHOBHTB sBJAdeTcss Ju HauboJsee OOLIMi TIpH-
3Hak cjoBa light, peanusoBanHbili WM B pasJUYHBIX COYETAHUSX,
0053a1e/IbHO# 4ACTbIO NPU3HAKOB, PEAJH30BAHHBIX JAPYTHMH CJIO-
BaMU TPyMNMbL.

2) ¥YcraHOBUTDb, SIBJISETCS JH TPEAMETHAS] COOTHECEHHOCTh CJIOB
Ipynnsl (MHOXKECTBO) YaCTbi0 TNpeAMeTHOH cooTHeceHHocTu light.

3) YcTaHOBUTB, YTO AMANA30H COYETAEMOCTH KaXKAOrO H3 CJOB
TpyNnbl yXe AuanasoHa caosocoyeraemoctd light n uto couerae-
MOCTb CJIOB TpYNMbl COCTaBJAeT 4acTh cjoBocoueraemoctd light.

CpaBueHHe npH3HAKOB, peanu3oBaHHbix light W ocrajpHbEIMH
CIOBaMH TpyNAbl, TNOKasbiBaeT, yTo A, HauGosee oOWMi TPH3HAK
light BxoanT kKak o6s3aTe/bHAsi YacCTh B COCTAB OCTaJbHbIX CJIOB
TPYNNBL, YTO SIBJASIETCA NOKA3aTeJleM OTHOLIEHUs NOAYHHEHHS MEXIY
HUMH.

BropbiM noka3sartesiem OTHOWIEHHS MOJUHHEHHS MEXAY paccMart-
PHBaeMbIMH CJAOBAMH sIBJISIETCSl COOTHOILIEHHE HX NPEeAMeTHOH OpH-
CHTHPOBAHHOCTH.

Bynyun HauGosnee aGCTPaKTHBIM B CBOEM MCXOJHOM TOJIOXEHHH,
light MoXer COOTHOCUTBCA WM COOTHOCHTCH C J000# dopmoil npo-
SIBJIEHHS CBeTa.

OcHoBaHueM A/ NAHHOTO YTBEPIKIAEHHS CJAYXKUT aHAIU3 CO-

CTaEa NPH3HAKOB i npeaMeTHOI cooTHecenHocTH light B pasanunbix
COYETAHHSAX.

8 ILTL Topexuit Jlornka. AH CCCP. M., 1958, crp. 50.
¢ Jlornka. AH CCCP. M., 1956, ctp. 50.
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IlpenMeTHas COOTHECEHHOCTH JIIOGOTO M3 CJOB TPYMibl CYXKeHa
1O CPaBHEHHIO ¢ NpeaMeTHON coorHeceHHocThIO light. Tak, nanpu-
Mep, lustre cooTHocuTes ¢ oTpakeHHbIM cBeToM, twilight — co cse-
TOM NOCJe 3aKaTa HJIH Nepes BOCXOIOM COJIHIA, ray — CO CBETOM
B Buie Jayda, glitter — ¢ MepuarIUM OTpPaKEHHBIM CBETOM,
flare — c sipKUM, KPAaTKOBPEMEHHO MOSIBJSIIONINMCS CBETOM | T. 1.

JinanasoH npeiMeTHOH COOTHECEHHOCTH JIOGOTO CJAOBA TPYIIMLL
COCTaBJIIeT YacTh AHWana3oHa NpeiMeTHOH coorHeceHHocTH light.

JlomuHupyouee nonoxenue ciaoa light nHenocpeacTBeHHO OT-
pa)kaeTcst Ha €ro CJOBOCOYETAEMOCTH.

B kxavectBe npuMepa MIHPOTHEI KPyra CJIOB, COYETAIOLIUXCS C
light, npuBogum atpubyrtusHblie codetanns ¢ light B ponu raassoro
enoBa, ynorpeGJaenHbie B Tess of the d’Urbervilles by Thomas
Hardy FLPH. M., 1950:

light of the moon (76), pale light (84), morning light (143,
266) orange light of the vanished sun (149), feeble light
(200), light of the engine (201), light of a dawn (251) pale
morning light (266), dim light (311), evening light (351),
light of her own little lamp (353), declining light (360), thin
light (377), shining light (403), growing light (414).

Hu oauu u3 4jieHOB rpynfsl HE MOXeT UMETb TAKOro IHPOKOro

Auanasona atpubyroB. Taxk, lustre, gloss, conepkaHne KOTOPHIX CO-
CTaBJSIOT NMPU3HAKH «CBET -+ OTPaKEHHbIH», HE MOrYT OINpeje-
JSThCA cJAoBaMu sun, lamp, moon, Ha3LIBAIOHMIHMH HCTOUHHKH CBETA.
Glare He MoXeT onpejeatbes caoBom feeble — «caa6werit», dim —
«TYCKJIBIH» pale — «Ojeanblfi», TaK KaK OCHOBY €ro Cojiep¥KaHus
COCTABJSAIOT NPH3HAKU «cBeT + sipkuity. Dawn He mMoxer omnpeje-
JIATHCH CJIOBOM €vening, Tak Kak B OCHOBE ero 3HAYeHHs Jexar
TpH3HAKH «CBET -~ 10 BOCXOJA COJIHIIA = paccBeT».
Glimmer He mMoXeT onpeneasitecs shining, Tak Kak B OCHOBe €ro-
COJEpIKaHHA JeXaT NMPU3HAKH «CBeT -+ Mepuawiuui - cjaabslii»
HT I :

Hanee cioBo gleam He mMoxer couerathes ¢ o gleam

twinkle to twinkle
glimmer to glimmer
sparkle to sparkle
flare to flare
beam to beam
flash to flash,

B TO BpeMsl KaK BCe yKa3aHHble riaroJisl coyeratorcs c light.

Cnosa of day, of dawn, morning, electric, neon, onpeznensiouine
light, ne Moryr omnpepensaTb COOTBETCTBYIOUIME CJ0Ba TPYHINbI
twiligt, day, dawn, morning.
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AGerpakTHocTe caoBa light oGecneunBaeT eMy BO3MOXHOCTB
OnucaTeNbHO Ha3BaTh JA00YyI0 (GOpMY NpOSIBJEHUs CBETa, HA3bIBae-
MYIO IPYyTHMH CJ10BaM# T'PYINIHL.

Cp. B COOTBETCTBYIOUIHX CTATBSIX
The Concise Oxford Dictionary by H. W. Fowler, Oxford 1935:

twilight-faint light

glimmer-feeble } light
wavering

faint diffused
gleam-subdued } light

shimmer-tremulous} light

transient

glitter-brilliant } light
tremulous

Bausinve MIHMPOKOro Kpyra COYeTAIOIIHXCH CJOB Onpejesser
GOJIBIIYI0 MOABHHOCTH COCTaBa NpH3HAKoB cjosa light u cnoco6-
HOCTb TIOCJIEJIHETO BHICTYTAaTh SKBHBAJIEHTOM OCTAJbHbIX C/I0B FpyN-
nbl. (CM. HACTOSAIYIO CTATBIO BHIUIE).

Bce cxazanHoe 0 cootHoluenus light ¢ npyrumu crioBaMu rpynnsi
JlaeT BO3MOKHOCTb 3aKJIOUHTh, YTO:

1) Light, c ogHol cTOPOHEI, U BCe APYTHe CJOBa IPYNNH, C APY-
ro#l, HAXOAATCH B OTHOINEHHH NOAYHHEHHS.

2) JloMMHHpYIOLIMM B paccMaTpuBaeMoOH Tpynne sBJSeTCA
caoso light. ’

3) Homunupyoiiee nosoxenue light onpenenser: a) nau6osp-
ulag yacrora ynorpeGJaeHHsi, 6) LIHPOTA €ro CJOBOCOYETaEMOCTH,
B) npenenbHasi abCTPaKTHOCTb (McxoaHoe coiepxkanue light cae-
IEeHO 10 OAHOro TNpH3HAKa), I') MpelesabHas WHPOTA NpeAMeTHOH
coorHeceHHocTH. (IlpenmerHasi coorHeceHHOCTh light B npenenax
pasinuHbix (GOpM NPOsIBJIEHHS] CBeTa HEOrpaHHYeHa).

Ha ocHoBaHnu Bcero paccMOTPEHHOro B CTaTbe MaTepHaia
MOXHO CHeJlaTh CJeayloliHe BHIBOJIKL:

1) Hpeorpaduueckas CBsi3b MO NPHPOAe CBOEH — ABJeHHE
JINHTBUCTHYECKOE, TAK KaK HEMOCPeACTBEHHO 3aBHCHT OT B3aHMOOT-
HOlWeHHUst ¢/ioB. CylIHOCTb HAeorpadHYecKoill CBSI3H MOXeT ObITh
NOHATA TOJIBKO HA OCHOBE H3YYEHHWS B3AaUMOOOYCJOBJAEHHOCTH CO-
CTaBa NMPHU3HAKOB coveralouluxcs caos. Coueraloliuecs cloBa onpe-
AEJNAI0T Ha/JMHYME WM OTCYTCTBHE NpPH3HAKA, JeXallero B OCHOBE
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CB$I3H, H 3THM ONPEEJSIOT yCTOHYUBBIA WM NPEXOASINUN XapaKTep
njaeorpaduyeckoii 3aBHCUMOCTH JaHHOTO CJOBA.

2) YcTaHOBHTb YCTOUYHBOCTb WJH MOABHIKHOCTL Mieorpaduye-
CKOH CBSI3H MOXKHO pasJjarasi JeKCHUecKoe 3HaUeHHe CJ0Ba Ha IpH-
3HAKH.

3) Onpegessisi yCTOHUMBOCTD MM NOJBHKHOCTD TIPU3HAKA-OpTra-
EH3aToOpa (B JaHHOM cJjyuae 3TO HauboJee OOLIKI NPU3HAK TOHS-
THSl «CBET») COUETAIOLLHECS C/JOBA TEM CaMbIM ONPENessiioT MeCTo
CJ0Ba B AJpe WM nepudepun rpynmsl.

4) PaccmartpuBaemas rpynna cjaoB obbeauHeHa HauboJee 006-
IIUM NIPH3HAKOM NOHATHA «CBET».

5) CnoBa rpynnbl HaXOAATCS B OTHOLIEHHU MOAYHHEHHS.

6) omuuaHTO#l paccMaTpHBaeMoOii TPYNIBI CJOB SIBJSIETCS
caoso light, Bokpyr kotoporo rpynnupyercss siapo, a 3atem — Ie-
pudepns.
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ANOTACUA.

V. I. Agamdzanova «Par vardu ideografisko sakaru lingvistisko
raksturu»

Anotejamais darbs ir meginajums aplitkot ideografisko sakaru
atkaribu no vardu savienojumiem, balstoties uz materialu, ko
sniedz to vardu grupa, kuri misdienu anglu valoda saistiti ar
jédziena «gaisma» visparigo pazimi. Sai noliika autore analize
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vardu saturu, izcelot identas un atSkirigas pazimes. Tamlidzigi
tiek analizéta pazimju savstarpéja atkariba vardu savienojumos.

Materiala analize |auj autorei secinat, ka pastav vardu ideo-
grafisko sakaru tiesa atkariba no konteksta. Konteksts nosaka, vai
attiecigo vardu sastava ietilpst vai ne jedziena «gaisma» vispa-
riga pazime, tas nozime ari, ka konteksts nosaka, vai pastav starp
vardiem sakars, pamatots uz jedziena «gaismas» visparigas pazi-
mes identitati.

Nosakot organizéjosas pazimes stabilitati vai kustigumu vardu
sastava, no konteksta izriet, vai vardam ir viela petijamas grupas
centralaja dala vai periferija. Raksla aplukoto vardu «glimmer,
glitter, shimmer, flicker, glow, twilight, flash, glint etc», funkcio-
nesana rada, ka vardu ideografiskie sakari ir lingvistiska paradi-
ba, ta realizejas tiesi valodas paradibu vide.

V. I. Agamdzanova. On Linguistic Character of [deographic Re-
lationship of Words.

ANNOTATION

The present work is an attempt to investigate the role of con-
text in ideographic relationship of words. To fulfil the task the
author takes for analysis the group of words with the dominant
«Light» in modern English. The task of detecting ideographic
links among words demands a thorough linguistic analysis. The
aim of the latter is to determine the signs (npusnaku), which consti-
tute the meanings of the words under discussion and establish
which of these signs are common for the words of the given
ideographic group and which of them distinguish the words
within the group.

The determination of the common and differentiating signs is
entirely based upon the interconnection and mutual influence of
the combined words. The considered material enables the author
to establish a direct connection between the ideographic rela-
tionsship of words and the context. Ideographic relationship of
words and the context are inseparably united. The context con-
ditions the presence or absence of the sign: «light is that which
makes the world visible», that means that the context conditions
the presence or absence of the ideographic relationship of words
based upon the sign «light».
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Fixing both permanent or temporary character of the sign
which organizes the group, the context fixes the place of the word
either in the nucleus or in the periphery of the given group.

The usage of the words-glimmer, glitter, shimmer, flicker,
glow, twilinght, flash, glint etc. shows that-the ideographic
relationship of words is a linguistic penomenon which fully
depends upon the linguistic environment.
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TAMARA ZALITE

SOME PRINCIPLES OF LITERARY TRANSLATION

(Based on the author’s translations of works by A. Upits, V. Lacis,
R. Blaumanis)

The problem of translation comprises all problems of language
study. Hence, translation is a matter of great importance to the
language student from two points of view:

1) Theoretical, a) by helping us to reach certain general,
theoretical conclusions with regard to the language into which
we translate, especially in comparison with the original lan-
guage; b) by helping us toreach theoretical conclusions refer-
ring to the art of translating in general.

2) Practical, since no other method of language makes us |
analyse so thoroughl the language we study (its vocabulary,
range of synonyms, grammar, style etc.), and expand our know-
ledge of it.

Therefore, intensive work on translation on the part of the
language student achieves a double purpose: it raises the level
of knowledge, and it may provide the student with a fascinating —-
though hard! — speciality, that of a professional translator.

There are, broadly speaking, two views on translation: an
«optimistic», positive view, and a «pessimistic», negative one —-
i. e.,, there has always been a certain school of thought maintai-
ning that it is not possible to render a work of literature into ano-
ther language really adequately.

But the progressive, positive school of thought insists upon
ithe opposite — needless to say, with certain essential prerequisi-
tes: it demands Irom the translator deep knowledge, a high cultu-
ral level, as well as a clear idea of his ultimate aim, and of the
criterion according to which he appraises the quality of a trans-
lation.

1. The problem of translatability

Soviet science takes the view that the positive answer to this
question is the only correct one. This is not merely an empirical
conclusion, but it ensues from our approach to language as formu-
lated by the classics of Marxism-Leninism.
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Marx and Engels defined language (German Ideology) as
actual consciousness whih exists for me only because it exists for
other people as well. They point out that like consciousness,
language springs from the necessity, the primary need, for inter-
course with other people. Further, that language is the direct,
concrete manifestation of thought, and both thought and language
are merely manifestations of actual life.

This leads to the inevitable conclusion that translation, i. e,
the rendering of any work of literature from one language into
another, must be possible.

Both Marx and Engels had exceptional knowledge in many
languages, and frequently made references to questions of transla-
tion — sometimes in annotations to their own works, sometimes
in editing and authorising translations. Their positive approach
to this problem was fundamentally, of course, the result of:

1. their own excellent knowledge of languages, with all their
stylistic subtleties and variegated means of expression,

2. their general broad erudition that enabled them to com-
prehend and therefore render into the other language even the
most specific and deeply national references, expressions,
sayings, and witticisms.

3. the fact that they regarded each work of literature as a
single unit of content and form, and not each word as a separate
unit, outside its context,

4. their approach to a translator’s work as creative work first
and foremost. They exacted from the translator the same aptitude
and even talent as they did from an original writer,

5. the aim and purpose of translation was very clearly defined
by them — namely: to enable the reader who is not familiar with
the original language to understand, appreciate, enjoy the trans-
lation; to get a feeling of the original style and national colouring;
in a word, to make the culfsiral tfeasures of each nation part of
human culture. o

Engelsfadvising a translation of Carlyle’s «Past and Present»
(1834), remarked «. .. but on no account must it (the translation)
be done by a mere craftsman. Carlyle's English is rich and subtle,
it has an individual, peculiar style, and the translator, unless he
is thoroughly acquainted with the English language and with
the allusions to English life, is apt to make the most hair-raising
€rrors.»

On another occasion, speaking on translations of Marx, En-
gels stressed ihat the translator must first put out of his mind
the «cumbersome school-room syntax which had been crammed
inlo our heads» in other words, that the translator's language
must flow easily, naturally, and comprehensively.
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Lenin’s remarks on translation are of great interest from the
methodical point of view. Lenin approached the problem of trans-
lation very seriously, never underestimating its difficulties, never
doubting its possibility. He emphasises throughout that we are
not to work mechanically, clinging to hard-and-fast rules, that
our manner and style must proceed from the text in hand, that
the form must be moulded according to the given content. Lenin
also considered {ranslation supremely important in language
study, and himsell studied German by translating back a German
translation of Turgenev. Lenin translated from English, German,
French (to him belonged the first translation of the Communist
Manifesto, which was lost in a police raid), and these transla-
tions exemplily his approach to the problem, especially with re-
gard to preserving the national peculiarity of the original.

For example, «Promises like pie-crusts are leave to be broken:»
he translated into Russian literally, making it sound proverbial..
(on translation of proverbs-see later).

Lenin insisted on simplicity, accessibility of language. As
Aristotle said: «Speak as the common people do, think as the
wise men do!»

The first question that arises is:

What is a correct translation? Will precision, understood lite-
rally, amount to adequacy?

This is not simple to answer, as we shall see later, in discus-
sing the individual difficulties — e. g. choice of words, synonyms,
grammar constructions etc. The problem of adequacy will arise
mainly in translations of literature. In scientific and political
texts we usually have equivalent conceptions in terminology. But
a work of art, a piece of literature, is a complex texture, a fusion
of text and sub-text, with a definite emotional colouring, mood,
rhythm, tune, ideological trend, with contrasting personages, each
with his own manner of speech and expression and behaviour. Un-
less this whole complexity is rendered, the translation will not be
adequate, hence not correct, though the individual words and
phrases may tally. Adequacy here is a problem that cannot be
solved merely with the help of a dictionary. Each word in a text
has what is called its connotation, is part of a whole, and mav
in its given context stray from its dictionary meaning.

This question has often been dealt with, e. g. by Belinsky, Gor-
ky, Turgenev, as well as by our contemporary Soviet translators,

such as Marshak, Prol. Morozov, Fedorov and others. All their
utterings poini to the most important principle: that translation
is crealive work, and only a iruly creative approach can make a

translation adequate.
To achieve this, to become proper creative translators, we need,
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in addition to thorough knowledge, a clear understanding of the
theoretical principles underlying our work.

Belinsky said that there was one primary rule for translation
of fiction, and that was to «render the spirit of the works». «This
means», Belinsky continued, «that it must be translated as though
the author had written his work in the other language . . . To trans-
late well, you must be a writer.»

Belinsky stresses repeatedlv that the spirit and not the letter
of the text must be rendered first and foremost. Each language
has its own very specific structure, and means of expression, its
individual trend of development; and all this is so essentially part
of it, that to express an image or phrase adequately in another
language, we must frequently change the actual wording comple-
tely. To exemplify this, we could pick almost at random from any
translation of good fiction. A very vivid example of iranslation
from Latvian into English is A. Upits’ exceedingly subtle and ro-
mantic story «Véju Kauja». (A. Upits, Kopoti raksti 111, Latv.
Valsts Izdevnieciba, Riga, 1948; A. Upit, «Outside Paradise and
Other Stories», Moscow, Foreign Languages Publishing House,
1959). Here is an extract from it, showing the difference in wor-
ding: «Vina juta, ka karsts vilnis vipu apnem un rauj atvara. Ka
vins$ zinaja pieskarties tam visdzilak iesleptam un varigakam dvé-
seles stigam. Vinai likas, vina pati sevi tik labi nebija pazinusi.
Vins piesniedzas pat tur, kur duséja neaplausti, neizprasti, sievie-
tes dabas instinkti, kuriem paSas apzina kautri vairidamas, ga-
ram gajusi. Vins ielauzas ka zaglis, ka noziedznieks, kuram nekas
nav svets. Izvandija visus sléptos kaktus, visu izvandija un par-
verta.» (p. 95/96)

«She felt a hot wave gather her up and hurl her into an eddyv
He had touched upon her most carefully guarded, most delicate
heart strings; how did he know them? She, herself, did not know
them so well. He had stirred those subconscious instincts of wo-
man’s nature from which her own consciousness shrank. He had
forced his way into her life like a thief, like a criminal to whom
nothing is sacred. He had rummaged through all her secret little

sanctuaries, rummaged through them and left them transfor-
med...»

Other parts of this story may serve as even better proof to the
above assertion.

Precision in its deeper meaning or, to put it more accurately,
adequacy, comprises several problems, theoretical on the one hand,
and practical and methodical on the other. It is interwoven with
the translator’s approach to his work and method of work.

Gorky, who contributed greatly towards the promotion of
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translation of foreign literature into Russian (1918—19, «Vsemir-
nanaya Literatura»), wrote:

«It seems to me that many translators just go ahead as soon
as they get hold of a book, without reading it through beforehand,
without having the faintest idea of its style and nature. Yet, even
one book, be it ever so thoroughly read, is not enough to acquaint
you with the complexity of the author’s technical devices, his lexi-
cal originality, his musical intonations, the specific ways in which
he turns his phrases — the whole peculiarity of his pen...It is
essential to have the deepest possible knowledge not only of what
the author loves and gladly dwells upon, but also of what he de-
tests and what he shirks. The translator must read everything writ-
ten by the given author, or at least all that is best in it...The
translator must not only know the history of literature, but also
the development of the given author’s personality. Only then
will he be able to recreate more or less adequately the spirit of
the book and find the corresponding adequate form for it in the
Russian language.»

(quoted by Chukovsky, Iskusstvo perevoda, Academia 1936,
Appendix p. 221)

This lays down the methodical principles of translation. The
first step is to gain a complete, thorough understanding of the
original.

To understand the original in the full sense of the word, it is
absolutely nesessary to know not merely each word and its trans-
lation; not even merely every idiom and construction. It is import-
ant to understand every shade of meaning, every nuance in dia-
logue and description, the stylistic flavour of each idiom, and all
the implications a given word or expression carries for the reader
of the original.

To achieve adequacy, we must beware of formalism, of formal
precision. One individual element (word or phrase) has sometimes
no exact equivalent in the other language, e. g. to saunter, giggle,
dignified; many idioms; Latvian synonyms denoting sounds. But
these individual elements must not be dealt with outside the text
as a whole, and can therefore be rendered otherwise.

Examples: Albert Maltz, «Stories», translated by Aldermanis
(Zelta Miraza) — where the translator found ways and means of
rendering very specific, subtle shades of expression. In John
Streinbeck’s «The Pearl», translated by Dresler, (ibid) mistakes
occur by the translator taking words out of their context — e. g.
«to throw caution to the winds: ... translated as «redzéja, ka ara
VEjS».

These individual elements (though they present a great diffi-
culty!) are not decisive. They do not render the text untransla-
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table. They are mainly words with a specific local colouring, or
historic and social implication. In some cases, their function as
a local word may have to be sacrificed in the translation, but
usually a compensation may be found either in a descriptive way,
or by a carefully worded explanation, sometimes by introducing
dialect, slang, colloquialisms, etc. In each particular case the so-
lution must be found by the translator proceeding from a thorough
comprehension of the original. Example: The story «Bezdievis»,
by A. Upits (A. Upisa kopoti raksti 111, Riga, 1949, p. 628), is
not only highly flavoured with Latvian national colouring, but
also reflects in dialogue, idiom, choice of synonyms, a definite
historical period, and definite social relations. Here, not all the
allusions {o events and plays on words can be preserved, and
yet the spirit of the slory can definitely be rendered into English.
The spirit of the time is mainly embodied in Princis’ speech, in his
conversation with the pastor, e. g. p. 630: «Ta jau gan ir viena
nepatikama biiSana ... Bet ja es viniem, tur taja valstiba, ar tiem
pasSiem rakstiem? Vai Noass nebija dieva virs, un vai tapec tas
vinu ka cali ar sauju neizzvejoja no greku plidiem? Un nemaz ne-
néma launa, kad vin$ mileja sad un tad kartigi ietempt. Un tapat
drusku velak, ari Kanas pagasta tika ieSmoréts .. . »

... «Sprici Pagalniek! Tu esi ateists!»

«Es, macitaja kungs? Savu muZu man ar atéjam nav bijusas
dariSanas, to kur$ katrs var apliecinat. Ar Svageri Liepu no pasa
rudens ceértam malku Kaugertam. Ja jums vajadziba, vecais Si-
lin§ brauc no miesta ar visam ieriktem.»

English Text, (A. Upit, «Outside Paradise and Other Stories»,
Moscow, Foreign Languages Publishing House, 1959, p. 349:
«Aye, that,s a nasty business, of course ... But what if I answer
them with their own Gospel, those chaps in the other world? Take
Noah, for example. He was a godfearing man, and didn’t God him-
self fish him out of the flood of sin, like a drowning chicken? And
He didn’t mind it a bit that old Noah liked a good drop now and
then. And when they did quite a lot of drinking in the Canaan
pagast lateron...»

«. .. Spricis Pagalniek! You're an atheist!»

«A what? I don’t know what you mean, but I’ve never had
anything to do with that job. Anybody’ll tell you that. Ask my
brother-in-law Liepa, he was with me all the autumn, felling tim-
ber for Kaugert. Ah, maybe you need that — er, thing installed
in your house? You could get old Silin to come over from the vil-
lage, He'll fix it for you!»

Thus, the existence of certain «untranslatable» elements is not
incompatible with the general principle of translatability. Mar-
shak’s translation of Robert Burns, — -whose language is deeply
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nationalal and very specific in rhythm and idiom, — -can serve
as an excellent example.

This is not an abstract principle, but a very concrete, definite
fact. The loss of one element need not destroy the lucidity and har-
mony of the whole!

This leads to another important problem: how to determine
the role of each individual element in the text? When can a detail
be omitted, or circumscribed, or substituted and compensated for
elsewhere? This questiom can only be solved in relation to the
whole context, by considering the fext in its unity of form and
content.

Example: (irom Morozov, ,Iloco6ue no nepesony*, Mocksa, 1956)
«A tall man entered the room. He wore a tweed coat and a pair
of hobnails».

How to translate «tweed»? Is il an «essential» detail? The
description refers to a Scottish peasant. If we leave «tweed» in
the translation, it loses its significance. How to express it depends
on several circumstances: il the author wanted to underline that
it was chilly outside — it would be most accurate to say «silta
vilnas Zakete»; if he wanted to stress that he is a Scolsman —
«skotu Zakete». It may be best to say simply «vilnas Zaketé». Our
decision depends on the context!

Or: In the translation of Steinbeck’s «Pearl», the first little
episode with the ant was omitted by the translator. However,
careful reading of the book shows that the author repeats this
scene, that it carries a certain weight in the whole structure of
the book. Thus, this was an essential detail, and the omission was
not justified.

Ibid.: repetition of the contrasting adjectives «soft» — «harsh»
is not an insignificant, but an important, detail. The translation
was weakened by the omission.

«Medibas», by A. Upit, contains a description of a barn. «Poun-
ded, earthen floor» would sound too technical. The detail can be
omitted. But in a novel like «Robinson Crusoe» — every little
technical detail is of supreme importance.

Inadequacies in a translation, unless they result from plain
misunderstanding of words or idioms, are usually due to forma-
lism. If the translator turns his attention to separate component
parts, without letting them melt into the context, he invariably
slips into mistakes. Adequacy in style and content can only be
achieved by a broad, creative approach and thorough comprehen-
sion of the text.

Prof. Smirnov says: «An adequate translation is one that con-
veys all the author’s intentions (both conscious and unconscious)
with regard to the emotional and ideological effect the work pro-
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duces upon the reader, and which preserves within the limits of
possibility (by means of exact equivalents, or by adequate substi-
tutions, as the case may be,) the author’s own methods of lending
colour, rhythm, imagery etc. to his style. Yet, this must not be
regarded as an aim in itself, but as one of the means of achieving
the general effect that the book produces. To succeed in this, we
often have to make certain concessions.» (quoted fromA. E. ®e-
nopoB Beenenue 5 Teopuio mepesoja, MockBa, 1952.

In other words, the master-translator must know how to sacri-
fice, and what, as well as how to preserve and retain — and all
this with a view to convey the original as adequately as possible.
The need to «sacrifice» may be called forth by the absence, in
the language into which we translate, of the exactly equivalent
word or phraseological unit, having the same meaning or shade
of meaning.

Any adequate translation is one that renders the harmonious
unity of content and form typical of the given text. This is achieved
by reproducing the specific stylistic and linguistic devices of the
original. Where this is impossible, or proves detrimental to style,
close adequate forms of expression should be found. This can be
exemplified by the excellent Latvian translation of Hemingwav’s
«The Old Man and the Sea», by BelSevica.

The problem of naticnal peculiarity

Goethe wrote that there were two different principles in trans-
lation: one demanded that the author should be transferred to
us — i. e, a German novel, if translated into English, should
read as though it were set in England; the other, that the reader
should be transferred fo the country of the original language and
get a feeling of its peculiarities in mode of life, manner of speech,
style of expression, and customs.

This statement reflects the diverse schools of thought in Goet-
he’s time, butt for us it is an obsolete problem. It is obvious that
the translation should convey the original, that Blaumanis, Upits,
Birze must not be «anglicized» in a translation into English, or the
Forsytes become early XX century Latvian bourgeois. This does
not mean, of cotirse, that the beauty and natural flow of the ori-
ginal language and style should not find its equivalent in the
language into which we translate.

Prof. Morozov quotes a negative example — an English trans-
lation of Krylov’s Fables, in which «Demyanova ukha» has beco-
me «Soup of Master John», and his neighbour Foma — Thomas,
and «sterlyadi kusochek» — a «piece of trouts, and «Trishkin
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kaftan» — «Sammy’s Coat». Here, these fables have forfeited
their original spirit and character.

As a positive example, we may read Marshak’s translation of
Robert Burns, and other translations that have become part of
our literature without losing their national character and flavour.

When we translate a Latvian novel or story, or poem, into
English, we must not detach it from its «native soil».

The problem of national colouring consists of a series of
different problems, some touching upon the very principles of
our approach to literature, others of a purely practical nature.

Every great writer grows from the specific national traditions
of his people’s culture, and has therefore both an individual, and.
a purely national colouring (see Shakespeare, Corneille, Upits —
whatever theme they deal with).

This national colouring is manifested in content as well as
in the form of rendering; the emotional, social and other implica-
tions on the one hand, and the linguistic and stylistic means on
the other. It is impressed upon the manner of behaviour, the con-
ventions and actions of the characters, as well as on the idiom
of their speech. It finds expression in the concrete, actual environ-
ment of the personages, their social conditions, their inter-rela-
tions. The most difficult thing to convey is the idiom of speech
and the idiomatic colouring of the text in general. The idiom
sounds natural to the reader of the original, and must sound
equally so to the reader of the translation.

The problem of retaining the national peculiarity of a text
cannot be solved by any fixed method. It will later be considered
at the hand of examples and in practical work. The principle is,
however, that the solution of this problem determines to a large
degree the adequacy of the translation.

Some practical hinis on preserving the national colouring of a
text when translating into English:

1. Names should be left as they are used in the original —
Janis, Peteris, Anna (not Ann, Peter), Katrina — not Kathieen
etc. But with one reservation. If a character is referred to in a
Russian text as Alexander, and later in various diminutives —
Shura, Sasha, Shurik — this will only prove disconcerting to the
reader to whom the diminutives convey nothing, and who is only
puzzled and annoyed at the variety of names. The most sensible
thing to do here is to transtale the meaning, and find some means
to express the shade of approach:
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«Alexander dear, poor, darling et.», depending on the situa-
tion.

2. Names and patronymics should, as a rule, be retained in
translated fiction, but not used throughout the text. Pronouns
can be used — only very cautiously, since this may often become
muddled! Whatever we choose, there should be no more than one
name used for each hero.

3. The question of fem'nine endings should bas solved in one
definite way. By retaining the Latvian feminine ending, we con-
vey the national custom without confusing the English reader,
for example, say, Lapin and Lapiniete, etc. However, we should
take care, that Anna Karenina’s husband for example should not
turn into Mr. Karenina, as it sometimes occurs.

4. In English it sounds bad if the women are called by their
surnames alone.

5. Realia. In dealing with modern realia, we must proceed
from Karl Marx’ precept that new terms in one language call for
new terms in the language of the translation. Engels stressed the
need of consistency in technical terminology, and condemned
those translators who regarded neologisms as heresy and conten-
ted themselves with hazy translations instead of a definite new
term. We see that now many Russian words — Soviet words —
have found their way into English dictionaries. We must, of
course, take care not to clutter a text with «exotisms», but in
moderation, and where a specific conception is concerned, they
should certainly be used.

These terms must, of course, be unified. The following are
some examples (taken from a «Style Sheet», Moscow, Foreign
Language Publishing House):

Workday unit — not labour day

Komsomol — not YCL, or Comsomol

Agricultural brigade — not team, section

Kolhoz and kolkhozniks — not plural kolkhozniki.

Collective jarm peasant — not just «farmer»

Stakhanov worker or stakhanovite — should be used

Socialist emulation — abstract. socialist competition —
concrete

Sputnik — has taken root on an international scale.

Arm drive — now preferred to «armaments» drive

Designing bureau — for «projektéSanas birojs»

Cadres — should be used sparingly; it may usually be trans-
lated as stafl, personnel, workers and employees, de-
pending on the context.

Platiorm — You invite somebody to sit on the platferm — not
on the presidium.
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6. Realia of the past can sometimes be translated by a corres-
ponding term —e. g.:
Pusgraudnicks — approximately equivalent to sharecropper.
Valinieks — to tenant farmer.
7. Some new conceptions must also be translated, i. ~. we do
not speak of our skyscrapers, but of multistoreyed houses etc.
8. Though the translation ought to reflect the period, with

its relationships — personal and economic — conditions and
customs, it would be fundamentally wrong to transplant speci-
fic terms from one soil to another — e. g. words like esquire,

miss, sir. Nor can we, since each language develops in its speci-
fic ‘way, use, say, XVIII century Latvian for translating Defoe,
or XVI century Russian for Shakespeare. We must find other,
more subtle means of conveying the national colouring of a style
in its historic setting.

Example from A. Upits’ «Jehovas parvérsanas» (Kopoti raksti,
Riga, 1948, p. 409; A. Upit «Outside Paradise and Other Stories»,
Morcow Foreign Languages Publishing House, 1959):

«Ta? Tas ir gan jauki! Un pratam vél macitdjs! Par apikatu
jums vajadzéja Studierét. Zirgu miernieks no jums bitu labs.. .

«You have, have you? A fine thing to do! Why on earth did
you aver pick on your profession, I wonder? You ought to have
studied to be a lawyer. Or vou’d have made a firstclass horse-
coper .. .»

9. It is exceedingly difficult to render words and phrases
that carry certain historic implications, e. g. pastala, pagasts,
majas; or where Upits, for example, makes the distinction between
addressing an inn-keeper’s wife as madame and not cienmate —
perhaps we might say «Ma’m» and «My Lady». It is even more
difficult to deal with «preileine, departaments, apikats» etc. —
which imply the German influence upon our life at a certain his-
toric period!

10. The national colouring of a text is also determined by
references to traditions, known to the reader of the original, e. g.
«Raudupiete»:

«Now, little Matis, throw three handfuls of sand on your fat-
her’s coffin, and take a last look at Daddy . ..» Here — a footnote
is required, that according to Latvian superstition the souls of
the departed parents find no peace otherwise.

Or, ibid,, — the reference to the peas served at the funeral
table wants explanation. On the whole, however, footnotes should
be used very sparingly. Whenever the conception is self-evident
it should be left without any footnote. For instance, in the transla-
tions of stories by Blaumanis and Upits, «pastalas», «pagast»
etc. are left without explanation in the given context. (A. Blau-
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manis — «In the Lap of Happiness», and A. Upit — «Outside
Paradise and Other Stories», Foreign Languages Publishing
House, Moscow.)

Though the national colouring must be retained as vivid as
possible, there are cases where omission brings the text closer
to the reader and is preferable.

11. We must, of course, not use expressions linked too closely
to the country from the language of which the translation is ma-
de — e. g., Hoover, carrying coals to Newcastle, manor house.

12. In translating common names, — from geography, culture
etc. — we must be guided by usage, e. g., «Unter den Linden»
is used, and «Champs Elysees», too. But we say «White House»
and translate it!

Acquired implications of words

We may deal here also with words or expressions that have
acquired a very specific meaning in the language from which we
translate. These implications must be clear to the translator —
or elso the translation will lose in adequacy. The examples quoted
below are taken from «Zelta Miraza», Riga, 1959, and «Ramais
Amerikanis» by Graham Green, Riga, 1958.

«Corduroy Pants» — translated as «svétdienas bikses» is
wrong, since corduroy is a very cheap and common sort of mate-
rial. In «The Company», by Thomas Wolfe: «he would . . . meet eve-
rybody»; this phrase has come to mean «All the important people»
and cannot, therefore, be translated simply as «daudzus cilvékuss.
Public relations — means something like «Sabiedriskas zinasa-
nas», and not, of course, «informésSanas maksla»! (Ramais ame-
rikanis). Or, ibid, «a grim Victorian building» (near Blackfriars)
is translated as «Karalienes Elizabetes laiku driima eka» — the
Elizabethan buildings were far from «gloomy». Thus it is a slip
that changes the sense. Ibid: «<Who's that dame?» cannot be trans-
lated as «dama», since «dame» has acquired a contemptuous me-
aning; «madama, sieviskis», perhaps woulds cover it.

Thus, each word and expression must be understood also in
its conventional, traditional, historical environment.

Humorous examples can be quoted, especially in connection
with idioms, metaphors, similes:

«Khodit kak pava» — in Russian, implies portly pride; in English
«peacock» is associated with pride, bragging, «As proud as a
" peacock».

«Ox» is, in English, associated with stupidity (see Shakespe-

are — «to make an ox of one»). In «Delo Artamonovykh — «rabo-
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taet kak vol» is correctly translated as «hard-working»; or: works
like a cart-horse».

«Peldét» kada jautajuma — in English, «to be at SEA over a
questions; while «swim» is used differently, e. g., «her eyes
swam».

«Sterling qualities», — in this expression «sterling» has lost
its commercial meaning. Ignorance of this has led to a complete
misconception of the situation in the translation of «The Quiet
Americany;

Ka silkes muca — in English «Like sardines»;

To talk business — here «business» has also lost its narrow
meaning!

Or, when we say in English «It was a winter day» — to a
Londoner it will convey bleak, slushy weather — to us — frost
and snow!

Choice of word

Choosing the right word that would express just the required
shade of meaning is, of course, the crucial problem in {ranslating,
as well as in writing. Here, the translator is perhaps at a disad-
vantage compared with the author, since he is not free to follow
his own inclination, but has the task of rendering the author’s par-
ticular manner and style.

In choosing the right word we must weigh each possible syno-
nym not in itself, but in its «lexical environment», and with a
view to the entire setting of the work we are translating.

The problems we encounter here are very serious indeed, and
cannot, of course, be solved by any fixed set of rules. The transla-
tor must bear in mind that his style should perfectly adapt itself
to the original, and the choice of one wrong word may lead to a
distortion of this. The translator must be even more meticulous
in his choice of words than the writer, avoid the trite, the lite-
rary, the stilted phrase,not clutter his text with idioms, not try
to use all the «pretty» words and phrases he has learned, and use
his dictionary intelligently.

1. The first difficulty arises from the fact that words are
polysemantic. The particular meaning emanates from its environ-
ment — usually from the sentence, but sometimes only from the
whole context.

Examples: «estate» may mean land, or fortune, money. In Ro-
binson Crusoe — «my father had a large estate» — it means the
latter, because Robinson was a bourgeois; in Gulliver which opens
much in the same way, it means «land»!
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The same may apply to words like interest
board
regular
rather and numbers of

others. True, the dictionary supplies at least most of these mea-
nings, and it is a question of picking on the correct one. Mistakes
do occur here through failure to understand the text, e. g. Zelma
Stanya’s translation of Goldberg’s «Art for Heart’s Sake» «Zelta
miraza): «There it is,» he snapped. Translated: ...vip3 teica un
sita knipi! to snap your fingers — sist knipi — to snap (at some-
body) — to say crossly, abruptly.

In «Quiet American»: a regular army was translated as «re-
guiars kar3»! Ibid.: Sorry, which may mean «to be sorry for» —
to pity; or merely an apology; or «a sorry sights etc. was
mistranslated, which is particularly  bad at the end where the
author says «I am sorry, Phuong» and the translator. — «Man
tevis zel!»

Or, a simple little word like well. (See «The Company», by
Thomas Wolfe, translated in «Zelta miraza») «Well, I’ll come» —
may mean: «Labi, es nakSu». But «Well, well, well, look who's
here?» is not «Tas ir jauki», but something like «Kas to butu do-
majis?» The same word may imply numerous other emotions and
shades of emotions.

2. Sometimes, however, the dictionary will not furnish us
with the right word, and the context demands a different choice.
Here it will be a question of understanding the connotation of the
word, or of knowing the shade of meaning it may have acquire:l
through usage and habit.

Examples: old boy is used in addressing a young man oniy!

miss, withoubt adding the name is used contemptuously;

Certain turns of speech, expressions, constructions have come
to connote a very specific mood, or attitude, or emotion. Mis-trans-
lations occur very frequently through lack of knowledge here.
Very careful reading of good modern authors is, in addition to
oral practice, the only way of learning and memorizing them.
This knowledge is equally important in translating from the En-
glish as it is in translating into English, for active use.

Examples: «Quiet American»: «I wouldn’t knows» means
«How am I to know», and not «es to biitu zinajis», the local —
means krodzin$ (tuvakais); to get over something — tikt pari kaut
kam; «Two can play at that game!» — not «ikvienam tas var ga-
dities», but «to var izdarit i viens i otrs», vai «Tas ir pa spékam
ka vienam, ta otram.» «As simple as that!» — implies «and that
is all there is to it», and not «Tagad man viss skaidrs». «Now
we're getting somewhere» — means «now we’re making progress,
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beginning to understand. «To brief somebody on ...» — (journa-
lism) meanis «inform», and not «instruét». We could mention here
certain grammar constructions and idioms frequently used and
very significant in their precise shade of meaning, such as: «You'd
better...» — an advice, request. .. «jums labak vajadzétu;» «it
might be»; likely to».

In «The Quiet American» — «It Might have been six months
ago» — means «it was just as it used to be then, the lapse of time
did not seem to matter.»

Choice of synonym

A knowledge of synonyms brings out the finer and nicer sha-
des of the meanings of words, makes the meaning clearer, and
secures a good literary style.

Each language develops in its own very specific way, and thus
words acquire different shades of meaning. The dictionary, even
the synonym dictionary (unless used in combination with an Ox-
ford or Webster) will not always prove adequate. It can be almost
positively stated that there are no two English words that are
perfectly synonymous. The difference may lie in the shade of mea-
ning, or simply in usage, e. g.

Abolish a custom, institution, ete.

Repeal . .. a law

End .. .trouble

Eradicate . . . faults

Exterminate (or put an end to) pests

Obliterate . . . stamps

Subvert . . . liberties

Suppress . . . rebellions

Terminate . . . a controversy

or

Soothe . .. a person, nerves, passions
sometimes same as mitigate — pain

Quench . . . thirst

Assuage, alleviate — all these stand very close, yet not in
every case!

You Inflict — wounds, defeats, sorrows etc.

Render help, a part (here it means give, present, deliver etc.)

Reduce — to tears, despair etc.

Tomashevsky (Literaturnaya gazeta, 2. VI 1951) points out
that the range of synonyms is peculiar to each language, and is
determined by its own laws of development. Thus, we find in one
language a large number of synonyms for a certain conception

-—
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that have no equivalents in another (e. g. sounds in Latvian), and
the translator must try to express the precise shade of meaning in
some different way, in conformity with the text in hand.

We can take, for example, the word «iet», or «pieiets in the
story «Dancis pa trim», by Blaumanis (see «In the Lap of Hap-
pinness», Moscow, Foreign Publishing House, 1958).

It requires, in this story, the English «. ... made fors (p. 97),
«walked» (p. 90), stepped clumsily» (p. 90), «strode» — (p. 91)
ctc. It may be «stalked» («Jehovah’s Transformation, A. Upit,
Outside Paradise and Other Stories, Moscow, Foreign Langu-
ages Publishing House, 1959, p. 178); it may have numerous other
synonyms — such as saunter, strut, plod along, strain; or, in
colloquial speech — hoof it, foot it etc.

Skatities — may have to be translated as: to look, to view, to
eve, to glance, peer, peep, regard etc.

In taking your choice, you must consider a large variety of
factors: the intensity, shade, context, general style, period of ac-
tion.

As a rule, we should again strive for simplicity of style and not
cast about for the most unusul and «pretty» word. Yet, indifferent
choice may lead to toning down the passage, changing its pitch
and mood.

Examples: «The Quiet American», by Graham Green, Latvian
Translation: I had no desire to hurt her — translated as «apvai-
not», although here it is definitely «sapinat». «She must have
loved him. .. Han’t she been fond of me too?» — Here — the
distinction between the two synonyms is lost in the translation.
Conformity to style and character in choosing the right synonym-
is essential, especially in dialogue. Examples: «Money in the stoc-
king», by Blaumanis («In the Lap of Happiness», Foreign Langu-
ages Publishing House, Moscow, P. 64).

«Nu, ka tev iet, mamin?» — not «How’re you feeling, mum?»
which would be too modern, but something like «<How are you,
mother darling?» Otherwise, it sounds too breezy, too urban for
the rhythm and period of the story.

In «Metamorphosis» by A. Upit, on the other hand («Outside
Paradise and Other Stories», P. 289), the story demands quick,
abrupt dialogue, e. g.:

«So you're in Riga?»

«Yes, and you?»

«So’'m 1.»

.. . «Want some more?»

«Not a bad idea. But I've no money.» And so on. The charac-
ters here are life-worn, crude, knocked about by the vicissitudes
of life.
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Sounds, movements, exclamations indicating various emotions
prove a stumbling block to the budding translator. The latter
especially are specific in each language, idiomatic.

Examples:

Suprise: What! Indeed! Well, I never! You could have knocked
me down with a feather! Goodness! Good gracious! Good God!
Bless my soul (heart)! I m damned! Well, 'm damned! Of all
things! etc. etc.

Contempt: Baah! Pshaw! Pish! Shucks! Pooh! Fiddlesticks!
-etc.

Hunting Tally-ho! The story «Medibas» by A. Upits was trans-
1ated as «Hue and Crys».

Calling into distance: Hallo! Hoy! Hey! Oi!

Anger: Hell’s bells. Damn. Zounds. Blast. etc.

Special attention ought to be paid to international words that
do not mean the same thing in English as they do in Latvian or
Russian. Here we frequently come upon gross mistakes that are
actually easy to avoid.

«The Company», by Goldberg «Practically unlimited» — trans-
lated as «praktiski»; «Quiet American» — «regular war» — as
«regulars kar3»; «it sounds pathetic» — patetiski; «just a diver-
sion» — as «diversija».

Attention shoul be paid to such words as:

Actual

Control

Corypheus

Pathos

Pathetic

Assortment (used for range)

Interesting (used for «attractive», from the Russian)

Organise (so often abused, instead of using «get up», <ar-
range», efc. etc.).

Proverbs, proverbiai sayings, similes

These are the most national elements of a language, most inti-
mately linked with its native soil, its historic, economic, social
conditions, traditions, cultural development. They enrich the lan-
guage and lend it national colouring, and must therefore not be
passed over by the translator.

Sometimes, proverbs and proverbial sayings are almost equiva-
lent in several languages; more often, the «almost» proves a trap
to the translator, the image being just a little different.
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For example, «puika ka gurkits» — «as spruce as an onion»
(Blaumanis, .«Odd Man Out», «In the Lap of Happiness», p. 95).
Ibid, «staiga ka lacis» can be translated, although the English
idiom does not coincide with the Latvian — the English say
«like a bull in a china shop», not «you clumsy bear», «Cilvéka
bérns.» — «Man alive» (ibid., p. 21).

«Melns ka velns» — cannot be translated, since the English
devil is not associated with black. «To look through one’s fingers
at something» is the same in Latvian; All’s not gold that glitters,»
also.

But:

To be at SEA over a question — in Latvian, «peldét» — simi-
lar but not equivalent.

You must spoil before you spin — pirmie kuceni jaslicina.

You made the broth, now sup it — pats ievariji putru, paSam
jaizstrebj.

Put it in your pipe and smoke it — is nearly equivalent to
«liec to aiz auss» the Latvian «no3aut buku» — may be to put
one’s foot in it or — to make a botch (mess) of things (of it)

or — to get hold of the wrong sow by the ear.

Measure somebody’s foot by one’s own last, or to measure
someone by one's own yardstick — merit ar savu olekti.

To be at the crossroads — biit strupce]a.

As clear as daylight, or (coll.) as plain as the nose on your
face — skaidrs ka diena.

Sometimes, there is no proverbial saying in the language into
which we translate, and we have to express it differently —
e. g., «Vinam roka necelas» — he can’t bring himself to do it. In
some cases, we may translate a proverb — making it sound pro-
verbial. The English often either extend a proverb, or mention
only part of it, and then it is important that the translator should
know it in full, e. g., you may find in a text «It's going to be cats
and dogs any minute» . .. Or «So you're the early bird» (meaning
«that catches the worm); or «As you sow» ... (so you mow).

Intonation & rhythm

Gorky wrote (Vsemirnaya Literatura, 1918/19) that it is essen-
tial for the translator to acquaint himself with every aspect of the
author’s style, including his musical intonations. A translation is
real literature if the translator recaptures the music and rhythm
of the original.

Every author has his own rhythm and tune — be it Galswort-
hy, or Dickens, or Blaumanis, or Upits. (Marshak compares the
translator with an aerial that catches every kind of voice). .
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However, this must be done with great care and understanding,
since while we must try to preserve the author’s specific rhythm
of speech, we must on no account infringe on the rules of langua-
ge structure. The English sentence has a specific structure, just
as the Latvian or Russian have theirs. This often forces us to
trespass the rule of keeping, in the translation, to the original
length of periods, and to ihe original rhythm.

Where the original has short, abrupt phrases, we should, of
course, not join them into one long period.

Example: «Vistas lidojums» (Andrejs Upits, Kopoti raksti, 111,
Riga 1948,) The length of periods and rhythm of the story changes
from slow and peaceful to quick and racy, together with the he-
roine’s sudden spurts of activity and temperament.

Compare the two passages: p. 84: «Through the dirty glass
she can see the vague outlines of the smooth highroad bordered
with telephone poles. Crows are hopping about on it, cawing.
From a distance comes the jingling of the forester’s bell, but
the drivers are not yet in sight. Far beyond the strip of forest,
from the woodcuttersfires, rises a thin wisp of smoke and dissol-
ves, merging with the grey winter fog...» p. 107: «Let it joit!
Let her teeth clatter with the sudden jerks. ... Her husband? She
won’'t go driving after him. He won’t see her again. Nora and
Helmer? No. Not even its memory. Her heart sings. How light it
is, how free... Free and alone.. .» etc.

Though we usually associate rhythm and tune with poetry, it
is equally important in fiction — yet the translator of prose has
naturally more freedom of movement here.

The translator must be sensitive not only to the rhythm, but
also to the sound of the sentence. He must distinguish where the
sound is important in intensifying either the meaning or the mood.
Example: «Vistas lidojums» (Outside Paradise and Other Stories,
by A. Upit, toreign language publishing House, Moscow) opens
as follows: «Miksta miglaina ziemas diena» here the alliteration
is important; it might be rendered as «A mild and murky winter
morning» ... Or, in Dreiser, such combinations as «the rumble
and roaring», the «clang and clatter», intensify his picture of the
city and ought to be preserved.

These main points on the theory and technique of translating
prose fiction are based upon practical work in this field, and na-
mely, translations of Latvian literature into English. They are
both a resumé of work accomplished, and may at the same time
be of some service to the future translator.
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T. A 3AJIHTE

HEKOTOPBIE MPHHLUHUIBI JIMTEPATYPHOI'O NEPEBOJA

(Ha ocHOBe nepeBoia pacckazos A. ¥Ynura, B. Jlauuca,
P. Baaymanuca) '

Heas 5T0# cTatbit 0606MIATE OCHOBHbIE IPUHUMIIEL, IOJI0XKEHHBIE
B OCHOBY NEPEBONOB XYAOXKECTBEHHOH JIUTEpaTypHl.

B cratbe paccMaTpuBalOTCSl OCHOBHbBIE TPOGJIEMBI HCKYCCTBA
nepeBofa — COOTBETCTBHE, MAMOMATHKA, HALMOHAJBHHIHA KOJODHUT,
A Taxxe JaHbl NDAKTHYECKHE COBETHl NEePEeBOAUHKAM.

Oco6oe BHHMaHHE yNe/NeHO OdYeHb CJIOXKHOH M BaXHOH NpPo6-
JleMé — KaK NnepeBOAUTh MAHOMEBL M (ppa3eosiorHuyeckue o6OpoTHI,
0Cc06eHHO THNHYHblE A1 pa6oT AHapes Ynurta.

B cratke ucrnosnp30BaHB MaTepuadb!, coOGpaHHbIE IPH NepeBoie
Ha aHrJuHCKUE sI3bK pacckasoB Auapes Ynura u Pynoanba Baay-
MaHa, pomana Buanca Jlanuca «K HOBOMY OGepery» H mNOBECTH
MuepBanna Bupse «H nono abmgoM peka Teuers.

OznnoBpeMeHHO B CTaThe NPOAHAJH3MPOBAHO HECKOJBKO Nepe-
BOJIOB C aHTJAUACKOro $i3blKa Ha JIATHIICKUH, Hanpumep, «30J0TOMH
MHupax», «Tuxuii amepukaseu» I'. I'puna u np.

TeopeTqucxue BBIBOAbI CHE/MaHbl Ha OCHOBE MApPKCHCTCKOrO
VUHEHHS O sI3BIKE.

T. Zalite

DAZI LITERARA TULKOJUMA PRINCIPI

(izstradati pamatojoties uz A. UpiSa, V. Laca, R. Blaumagpa
stastu tulkojumiem anglu valoda)

Kopsavilkums

Sa raksta noliiks ir apkopot un visparinat pamatprincipus, kas
ir daildarbu tulko$anas makslas pamata. Taja izmantoti mate-
riali, kas iegiiti, tulkojot A. UpiSa, R. Blaumana stastus, V. La¢a
romanu «Uz jauno krastu» un M. Birzes «Visiem rozes darza
ziedi».

Vienlaikus analizéti vairaki tulkojumi no angju valodas lat-
vieSu valoda, pieméram, «Zelta Miraza», Grehema Grina «Ra-
mais amerikanis» u. c.
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Raksts apliiko tulkojuma makslas galvenas problémas — at-
bilstibu, idiomatiku, nacionalo koloritu, ka ani mégina dot daZus
praktiskus padomus tulkotajiem.

Ipasa uzmaniba veltita griitajai un svarigajai problémai — ka
partulkot idiomas un nacionala kolorita izteicienus, kas tik rak-
sturigi Andreja UpiSa darbiem.

Teorétiskie secinajumi iegiiti, pamatojoties uz marksistisko
macibu par valodu,
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PRTERA STUCKAS LATVIJAS VALSTS UNIVERSITATES ZINATNISKIE RAKSTI,
42, SEJUMS, 1961.
YYEHBIE 3ATNMUCKU JATBHHCKOIO TOCYHAPCTBEHHOIO YHHMBEPCHTETA
UMEHHM IETPA CTYUKH, TOM 42, 1961

M. Janson

STYLISTIC PECULIARITES OF ENGLISH AND AMERICAN
MODERNIST POETRY!

At the end of the nineteenth and beginning of the twentieth
century, writers and poets of different countries made persistent
attempts to break away from established literary conventions.
The new century, heralding the victory of science, the changes
palpable even then in the social scene and foreshadowing the
inevitability of more profound upheavals — all this, the writers
felt, called for a different, a new approach to literary representa-
tion.

These trends gained stronger impetus after the holocaust of
World War I: the Capitalist system had betrayed its weakness,
bourgeois ideology its inconsistency. And those who wanted to
infuse new life into this ideology, as well as those who wanted
to express their disillusionment and hopelessness, their loathing
of the revolting realities of bourgeois society, felt it incumbent
upon them to discard traditional poetical form. Whenever the
creative searchings of the poet were coupled with a progressive
Weltanschauung, with an understanding of the artist’s duty to-
wards society, with a genuine desire to give expression to the
feelings and thoughts of his people, his work became a new invest-
ment in the literary heritage of his country and stimulated its de-
velopment. We find this brilliantly exemplified in the works of
V. Mayakovski, Louis Aragon, Pablo Neruda, Sean O’Casey, Bert-
hold Brecht, Garcia Lorca and others.

For other poets, however, i. e. those deliberately expounding
bourgeois ideology, the disruption of traditional form was no
more than a bait to attract followers and supporters amid intel-
lectuals, an expedient means to disguise the paucity of their ideas
with the screen of formal experimentation. Stressing the priority
of poetical form over rational meaning, they hoped to obstruct
the influx of progressive ideas into poetry.

It is to this sort of poetry that the term «modernism» is being
applied by Soviet critics and progressive critics abroad. In the

! Paper presented at the XX Scientific Conference of the Peter Stuchka
Latvian State University, May 1960.
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following pages, this term will be used in the same sense, i. e. to
denote the work of poets for whom experimentation with form has
become an aim in itself or a convenient device to impart an aura
of novelty to reactionary ideas. Furthermore, it will be applied
to the work of poets who disapprove of many aspects of bourgeois
society, but have as yet been unable to form a clear conception of
how to change things, and therefore limit their protest to extra-
vagancy of form. In either case, attention is focused on questions
of form, the rational meaning is relegated to the background, and
thus the bloodstream of poetry, which alone can make it a living
organism, is disrupted — poetry becomes obscure and ceases to
be the reflection of the people’s mental and emotional world, or
its mould.

Now, in the second half of the twentieth century, modernist
poetry in English and American literature has lost some of the
shock-effect and glamour of novelty attached to it forty years ago,
but its influence has not yet entirely subsided.

The first modernists to put forward a program of some consist-
ency were the self-styled «Imagists» — a group formed shortlv
before World War [ and listing among its members Ezra Pound,
T. E. Hulme, R. Aldington, James Joyce, Hilda Doolittle (who
published her poems under the pen-name H. D.), Amy Lowell,
William Carlos Williams, and later also T. S. Eliot and D. H. Law-
rence. The name was coined by Ezra Pound, the theoretical con-
cepts of the group were put forth in the writings of T. E. Hulme,
a poet killed in action in 1917. Hulme was a dedicated exponent
of Bergsonian philosophy, translated some works of the French
philosopher, and thanks to his violent propaganda Bergsonianism
became a- permanent influence in the aesthetic conceptions of mo-
dernist poetry. Hulme advocated the view that true art must be
religious, anti-humanist and even anti-human. In his essays, pub-
lished posthumously under the title, «Speculations», he main-
tains that

The disgust with the trivial and accidental characteristics
of living shapes, the searching after an austerity, a monumen-
tal stability and permanence, a perfection and rigidity, which
vital things can never have, leads to the use of forms which
can almost be called geometrical.?

Of poetry he demanded the stripping avay of every superfluous
word, the use of concrete detail, strict attention to technique. «The
great aim», he said, «is accurate, precise and definite descrip-
tion.»3

*T. E. Hulme «Speculations», London, 1924, p. 9.
% 1bid, p. 131.
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The Imagists scornfully rejected melodious, thythmically-flow-
ing verse, abounding in poetic imagery and specific poetic words,
in short, all that is commonly understood by poetic diction.
This, they alleged, had been reduced to banality in the writ-
ings of innumerable minor and quasi-poets, and the odium of
sentimental verbiage adhered to it. Most of the members of the
original Imagist group became prominent exponents of modernist
poetry, enjoying the laudatory appreciation of bourgeois critics.
Each of these poets naturally evolved his own individual style. But
common to all remained the rejection of established poetical con-
vention — of elevated poetical tone in particular.

The two most influential modernist poets, Ezra Pound and
Thomas Sterne Eliot, have openly and unequivocally proclaimed
their reactionary views: T. S. Eliot in his numerous critical and
theoretical essays, by his much publicized allegiance to the An-
glo-Catholic Church, the religious and mystical bent prevalent in
his poems and plays, his public declaration that he is «a Royalist
in politics, a Catholic in religion, a classicist in art»; E. Pound in
his essays and poems, and besides, by his active support of Italian
Fascism during World War II, in consequence of which he was
brought back a prisoner to the USA in 1945, charged with trea-
son, and confined to a lunatic asylum having been adjudegd in-
sane and mentally unfit for trial by a commission of psychiatrists.

But at the outset, the reactionary trend of Eliot’s writings was
not so glaringly evident. His first volume of poems, published
shortly before the end of World War I, could even convey the im-
pression that the author was an innovator voicing his protest
against prejudice and philistinism. As E. M. Forster put it, <he
made the slightest gesture of dissent.»* Nor did Pound’s firsi
poems give occasion to predict his future commitment to fascism.
Thus it could come to pass that just these two writers became
the most potent influence on the young poets appearing on the
literary scene after World War L. Their poetical craftsmanship and
extensive theoretical writings at an early stage gained them some
modicum of authority and greatly promoted the spreading of
madernist devices. What mainly attracted the new generation of
poets was Eliot’s and Pound’s poetical diction, radically opposed
as it was to the traditional forms of English poetry. And even writ-
ers who did not hold reactionary views began to employ typical
modernist devices in their poetry.

To regard modernist poetry as the embodiment and expression
of the mental life of the English people as a whole would be ut-
terly mistaken, nor have the apologists of modernism ever put

* Quoted by A. West in «The Abuse of Poetry and the Abuse of Criticism
by T. S. Eliot», the Marxist Quarterly, January, 1954, p. 27.
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forward such a claim. But though this kind of poetry has always
remained alien to the common reader, it has dominated the liter-
ary scene for half a century. Whatever direction the development
-of English literature may take in the future, the prolonged exist-
ence of modernist poetry cannot be erased from the literary heri-
tage — it will always retain some significance as a typical trend
at a certain period. Therefore, Soviet readers might not find it
useless to get a short review of the stylistic peculiarities of moder-
nist poetry and of the trends in literary criticism, that contributed
to the dissemination of modernist aesthetic views and literary
practice, i. e. the so-called «New-Criticism.» The more so, as the
obscurity and often unintelligibility of modernist poetry renders
it a difficult task for the foreigner to grapple with the poems
proper.

It goes without saying that modernist poetry, however different
from established poetical tradition, was not created in a vacuum
but based on tendencies existing in literature before.

What is most striking in a juxtaposition of representative spe-
cimens of traditional and modernist poetry is, of course, the dif-
ference of tone. Here, for instance, are some lines by Lord Alfred
Tennyson, one of the last great representatives of nineteenth cen-
tury poetry:

Break, break, break
At the foot of thy crags, O Sea!
But the tender grace of a day that is dead

Will never some back to me.
(In Memoriam)

And here are some lines from Eliot’s «Love Song of G. Alfred
Prufrock», which was published in 1917:
Shall T say, I have gone at dusk through narrow streets
And watched the smoke that rises from the pipes
Of lonely men in shirt sleeves, leaning out of windows?3

Its is a far cry indeed from the pronounced rhythmical beat,
the insinuating rhyme, the melodious scanning of Tennyson’s li-
nes, to the deliberately conversational tone of Eliot. It is rather
the conversational diction of Walt Whitman that we hear re-
echoed in modern poetry. The diction of lines like these:

A knife-grinder works at his wheel sharpening a great knife.
Bending over he carefully holds it to the stone, by foot and
knee,

5 «A Treasury of Modern Poetry», ed. R. L. Mégroz, Pitman & Sons,
London, 1936, p. 75.
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With measur’d tread he turns rapidly, as he presses with
light but firm hand, :

Forth issue then in copious golden jets,

Sparkles from the wheel.®

Undoubtedly, the new accent which Whitman’s vers libre
brought into poetry is one of the origins of modernist poetic dic-
tion. Indeed, Ezra Pound repeatedly admitted Walt Whitman’s
influence, saying in his early poem, «A Pact», that it was Walt
Whitman who broke the new wood:

I make a pact with you, Walt Whitman —
I have detested you long enough,

I'come to you as a grown child

Who has had a pig-headed father;

I am old enough now to make friends.

It was you that broke the new wood,

Now is a time for carving.

We have one sap and one root —

Let there be commerce between us.?

The preposterousness of Pound’s claim to affinity with the
greatest democrat and humanist in American literature is to be
matched only by the arrogant and condescending tones in which
his apostrophe is couched. And this tone is proof enough that he
was utterly incapable of grasping the essence and greatness of
the poet’s work, whose style he aped and whose heritage he de-
secrated. The only «commerce» possible between Whitman and
the fascist and man-hater, Pound, is the pretence of the usurper
who, like Macbeth, feels

... his title
Hang loose about him, like a giant’s robe
Upon a dwarfish thief

Walt Whitman often used a diction recalling everyday speech,
because he held converse with man — his brother, who, he ar-
dently believed, shared the noble aspirations expressed in his po-
etry and his endeavours to bring nearer the loftiest aims of huma-
nity. For Pound, ‘the conversational diction was a means to
negate — to express his contempt for elevated thought and noble
aspiration.

rom different considerations, most modernist poets have cul-
tivated the conversational tone, because it seemed the most ade-
quate means of avoiding poeticality. Eliot deliberately made the

e WaltWhitman, «Sparkles from the Wheel», The Penguin Book
of English Verse, London, 1956, p. 360.

7 «The Modern Poet’s World», ed. J. Reeves, Heineman, London, 1957,
p. 74
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most of his own propensity for prose diction, elevating it to the
dignity of an essential poetic. principle. He maintained that «to
have the virtues of good prose is the first and minimum require-
ment of good poetry», — an idea which he has stressed in several of
his critical essays, for instance in his essays on Johnson and
Blake.

The prototype which he invokes, however, and which is ac-
knowledged much more freely by modernist poets than the influ-
ence of Whitman, because not encumbered by disturbing associa-
tions with humanism and democracy, is the poetry of the so-called
metaphysical poets. The intonation of the talking voice (as agains:
the declamatory voice) is, of course, much less dominant in me-
taphysical poetry than it is in Whitman’s verse. But the passionate
religiosity of the metaphysical poets appealed to Eliot as strongly
as Whitman’s passionate affirmation of human worth repulsed
him.

Dr. Johnson, who was the first to apply the term «metaphysi-
cal poets» to J. Donne, G. Herbert, A. Cowley, R. Crashaw,
A. Marvell and other 17th century poets, deprecated their extra-
vagant style and tendency to parade their learning. In his «Life of
Cowley», Dr. Johnson says of the metaphysical poets:

The metaphysical poets were men of learning, and to show
their learning was their whole endeavour: but, unluckily resolving
to show it in rhyme, instead of writing poetry they only wrote
verses, and very often such verses as stood the trial of the finger
better than that of the ear; for the modulation was so imperfect,
that they were only found to be verses by counting the syliables.?

Eliot found in the metaphysicals a fusion of thought and emo-
tion which he proceeded, in his 1921 essay on «The Metaphysical
Poets», to proclaim the pinnacle of poetical achievement. And
ever since, the metaphysicals, their extravagant imagery, prefer-
ence for puns and ironical juxtapositions, have been the great
fashion among modernists.

In the modernist hierarchy of poetical merit, the name of
G. M. Hopkins is coupled with those of the metaphysical poets,
though he belonged to a much later age. Indeed, this Jesuit poet
of the late nineteenth century, whose poetry was first published
posthumously in 1918 (thirty years after his death), had much in
common with the metaphysicals of three hundred years before,
above all the self-torment of the divine who struggles against the
temptations of the flesh, and the curious mixture of sensual and
religious imagery. Like the Imagists after him, he struggled for
immediacy and precision of expression. He rejected conventional

8 «An Anthology of English Prose», Everyman’s, London, 1924, p. 183.
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poetical diction and held that poetic language should be «current
language heightened, to any degree heightened, and unlike itself
but not an obsolete one.»® He sought for what he called the «in-
scape» of things, — the unusual word supposed to bring this
inscape out better. These endeavours goaded him into a quite
unorthodox handling of words. For instance, instead of saying —
«brimful in a flash», he writes «Brim, in a flash, full,» («The
Wreck of the Deutschland.»)!?® His syntactical structure is often
also quite unconventional:

Not, I’ll not, carrion comfort, Despair, not feast on thee;
Not untwist — slack they may be — these last strands of man,
fn me or, most weary, cry I can no more. I can;

Can something, hope, wish day come, not choose not to be.!!

He also introduced a special rhythm in his poems, based not on
the number of syllables in a line, but on the number of stresses.
This he called sprung rhythm because it has an abruptness not
common in verse. Hopkins has been a potent influence on mo-
dernist poetry. His practice of wrenching words asunder, his
arbitrary handling of syntax endeared him to modern experimen-
talists, especially to some American poets, and contributed not
a little to the obscurity of modernist poetry.

Another important factor in the formation of modernist poetry
was the influence of the French symbolists Malarmé, Rimbaud
and their followers, who each in their various ways attempted to
create in poetry a new kind of aesthetic pleasure. They sought to
substitute suggestion for thought, to produce with poetry eifects
like those of music, to render elusive shades of feeling, and, as
Rimbaud said, to explore the unknown realms of our conscious-
ness. They maintained that the important thing in poetry is the
form not the content, for as Beaudelaire said: «La poésie n’a pas
d’autre but qu’elle méme», and «Elle n’a pas la Vérité pour objet,
elle n’a qu’Elle-méme.»!?

The concern with form of the French symbolists and of the
aesthetic movement of the 1890’s is one of the factors inspiring
the experimentation with poetical form so typical of modernist
poetry. And Beaudelaire’s dictum: «Aprés tout, un peut de char-

? Quoted in W. H. Gardner’s «Gerard Manley Hopkins — A Study of
l;’ro?tic Idiosyncrasy in Relation to Poetic Tradition» London, 1948, p. 115.
ol. 1. S -
10 «<Modern Verse in English», ed A. Tate, Macmillan, New York, 1958,

11 ¢Carrion Comiorts, Modern Verse in English, etc., p. 94.

12 Quoted by Theophile Gautier in his introduction to «Les Fleurs du
Mals, Paris, 1868. p. 22—23.
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latanerie est toujours permise au génie, et méme ne lui messied
pas. C’est comme le fard sur les joues d’'une femme naturellement
belle, un assaisonnement nouveau pour l'esprit,»'® has been adopt-
ed by 20th century modernist poets with the stress on «charlata-
nerie.»

The quotation comes from Beaudelaire’s preface to his transla-
tion of Edgar Allan Poe, whose profound influence on Beaudelaire
is a commonplace of literary history. It is interesting to note how
the aesthetic views of the great Americam poet, first modified in
the apprehension of his French followers, and then passing
through the prism of contemporary modernist attitudes, were
again re-imported into American literature in a completely
transformed version.

The name chosen by the first English modernist group to
express their aspirations, acknowledges the debt to the French
school, and at the beginnnig was even written in French — «Des
Imagistes». From their French predecessors, modernist poets de-
rived their art of suggested association, of alluding to instead of .
stating, of implying references to mythology, of using symbols.
And that brings us to another no less important influence to be
traced in modern poetry, and one acknowledged by the poets
themselves.

The customary, poetical and religious symbols did not appeal
to the modernists — they seemed either too shopworn or entirely
unacceptable to the modern intellect. The enormous interest arous-
ed by various psychological and anthropclogical theories put
forward during the first decades of the century favoured the in-
troduction of new symbols. The great impact of Freud’s psycho-
analysis on western literature is a well-known fact. In poetry,
the influence of Frazer’s and Weston’s anthropological theories
was perhaps even more important. Thus, for instance, we know
from Eliot's own comments that his major poetic creation «The
Waste Land» derives its title, composition and imagery from
the Adonis — Osiris section of Frazer’s «Golden Bough» and
J. Weston'’s interpretation of the Holy Grail story.

In his book, «The Golden Bough», published at the turn of the
century, J. G. Frazer examined the different forms of folk belief
and practice, tracing their origin to ‘an ancient nature or vegeta-
tion cult, which survived in certain rituals in medieval and even
modern times. He maintains that «there are parallel and overlap-
ping forms of this cult; the name of the god and certain details of
the ritual may differ in different countries, but whether he hails
from Babylon, Phrygia or Phoenicia, whether he be called Tam-

B Th. Gautier, op. cit. p. 256—26.
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mus, Attis or Adonis, it was always in the conception of physical
life, considered in its origin and its action, and in the double
principle which animates it that the whole religious cycle of the
oriental peoples and antiquity resided.»'* Linking the practices
of classical and medieval times with the folk-customs of to-day.
Frazer regards them as actuated by one common intention, the
purpose of stimulating the processes of Nature and of obtaining
an abundant return of the fruits of the earth. Similar investi-
gations had also been carried out by some German scholars,
notably L. von Schroeder, «Vollendung des Arischen Mysteriums»,
and «Mysterium und Mimus in Rig Veda» (1908), and Mann-
hardt’s «Wald und Feldkulte», (Berlin, 1904). But Frazer’s book,
written in English, naturally exercised a greater influence on
English writers.

Miss J. Weston’s book, «From Ritual to Romance», published
in 1919, elaborates Frazer’s theories in their application to the
most ancient forms of literature. Investigating the origins of the
ancient Parceval romance, Miss Weston shows its link with paral-
lel elements in the hymns of the Rig-Veda — the earliest literary
evidence of the religious ritual of the Hindus. She asserts that the
Grail story was not a literary embodiment of Christian belief,
as had long been assumed, but that this medieval legend was a
confused record of a ritual once popular, later surviving under
conditions of strict secrecy. She regards the main elements of the
story, the illness of the Fisherking, the destructive drought that
turns his country into wasteland, the sacred lance and cup, the
restoration of health and prosperity through a young and vigorous
youth, as symbolical manifestations of an ancient fertility cult.
It is these books, with their wealth of information about ancient
symbols and rites, that provided modernist authors with the raw
material for a new system of poetical symbols. Each poet inter-
preted the symbols according to his own lights, showing above
all their sexual import; all used them to enhance the intricacy of
their poetical creations.

The different influences listed here are, of course, only a [ew
of the ingredients that went into the making of modernist poetry,
and may help to show that its «novelty» is, to a certain extent,
conditioned by literary tradition and even convention. Still, the
most comprehensive investigation of literary affinities will not
convey a precise idea of the result such influences brought about —
the poem as such, whether modernist or nof, always remains
unpredictable. Thus, for instance, the influence of the Imagists is

4 J L. Weston, «From Ritual to Romance», Cambridge University
Press, 1920, p. 136
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still tangible in the verse of most modernist poets.'> But how are
the dicta of the Imagists realized? Their main principle was the
demand for immediacy, clarity and precision. But the modernist
poet, trying to render an immediate mental experience in the
shortest and most economical form possible, uses a kind of
shorthand transcription which remains an enigma to the unini-
tiated reader. For example, Hart Crane, writes in his poem,
«Wine Menageriey:

New thresholds, new anatomies! Wine talons
Build freedom up about me and distill

This competence — to travel in a tear
Sparkling alone, within another’s will.

Even an experienced interpreter of modernist poetry, like Black-
mur, is left guessing at the words «wine talons build freedom»,'é

Thus, the Imagist demand for clarity resulted in obscurity. The
most conspicuous quality of modernist poetry might be defined
as a combination of ordinary conversational diction and obscurity
of utterance.

The conversational accent is skilfully handled with a view to
preclude a sensation of poeticality. Though the poem has a certain
rhythm, it is an unobtrusive, almost imperceptible rhythm. Words
and phrases even remotely reminiscent of the traditional poetical
vocabulary are carefully avoided. The absence of end-rhyme
is germane to the conversational tone. But even if end-rhyme
is used, it does not impair the conversational tone. For modernist
poets have perfected the art of smuggling in the rhyme so casually
and unemphatically — giving the muse her due, as it were, half-
grudgingly — that it should not impose poeticality on their poems.
The following lines by A. Macleish illustrate modernist technical
experiments with rhyme and its concealment:

One who has loved the hills and died a man
Intimate with them — how their profiles fade

5 Though some of them make a point of ridiculing the Imagists. Thus
Archibald Macleish, in his «Invocation to the Social Muse», writes:

«There is nothing worse for our trade than to be in style:

He that goes naked goes farther at last than another:

Wrap the bard in a flag or a school and they'll jimml\’rl his

Door down and be thick in his bed — for a month:

(Who recalls the address now of the Imagists?)

But the naked man has always his own nakedness:

People remember forever his live limbs.»

(«New Verse», ed. Geoffrey Grigson, Faber and Faber, London, 1939. p.

112.

18 R, P.Blackmur «Form and Value in Mcdern Poetrys Doubleday
Anchor Books, New York, 1957, p. 277.

150


file:///vithin
file:///Vrap

Large out of evening or through veils of rain
Vanish and reappear or how the sad
Long look of moonlight troubles their blind stones.!’

The rhyme scheme of these lines is not readily perceived by the
ear, for not only do the rhymes occur in run-on lines, but every
rhymeword has a consonant and vowel counterpart: Man rhymes
with the consonant of rain, but the vowel of sad; while fade
rhymes with the consonant of sad, but the vowel of rain, furni-
shing a pattern of a; a, — by b, — by a; — a; bs.

Sometimes, undisguised rhyme is used, quite openly and
unashamedly, so to say, but in a deliberately primitive pattern,
reproducing the monotonous beat of doggerel, which is also a way
of negation, of reducing rhyme to coarse absurdity. This sort of
rhyme is used by T. S. Eliot in his Sweeney cycle:

Apeneck Sweeney spreads his knees

Letting his arms hang down to laugh,

The zebra stripes along his jaw

Swelling to maculate giraffe.!®

The hackneyed metrical pattern and rhyme reflect the inner loath-
ing with which the poet views the represented scene.

Marianne Moore’s, "The Past is the Present”, a short poem
fairly representative of modernist techniques, will illustrate other
devices of rhyme concealment and sustained conversational tone.

The Past is the Present

If external action is effete
and rhyme is outmoded,
I shall revert to you,
Habakkuk, as on a recent occasion I was goaded
into doing by XV, who was speaking of unrhymed verse.
This man said — I think that I repeat :
his identical words:
“"Hebrew poetry is
prose with a sort of heightened consciousness”. Ecstasy
; affords
the occasion and expediency determines the form.!?

Here the conversational tone is unmistakable. The if-clause,
introducing the poem, conveys the impression that we are invol-

17 Quoted by B. Deutch «Poetry in Qur Time», Columbia University Press,
New York, 1956, p. 146.

18 The Oxford Book of Modern Verse, Oxford, 1936, p. 283.
9 Marianne Moore «Selected Poems», Macmillan, New York, 1935.
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ved in the final stage of a longer argument. The very syntactical
structure, i. e., the loosely connected second subordinate clause,
on which again a third subordinate clause is dependent, suggests
the unpremeditated stringing together of additional explanations
as they may come to the mind in spontaneous direct speech. The
tone of prose discourse is further underlined by the reference to
a third opinion and the pedantic specification ”on a recent occa-
sion, I think that I repeat his identical words.” Even the literary
words and word collocations contribute to the general effect of
a-poeticality. Words like:

External action,
Effete,

Recent occasion,
Identical words,
Affords the occasion,
Expediency —

with their dry matter-of-factness recall the tone of business cor-
respondence or technical exposition, amounting almost to a parody
of poetical diction. «Occasion» occurring within a short space in
two slightly differing connotations is, apparently, an instance of
deliberate carelessness of phrasing. The reference to "XY", whose
opinion is quoted as deciding the argument, seems the ironic
counterpart of the mysterious and mystifying initials that formed
a constant ingredient of so much romantic poetry. The recurring
(k] and [ks] sounds, felt as distinctly unmusical in the English
language, particularly in end-syllable position, help to eliminate
poetical melodiousness from the sound pattern, and simultaneously -
form the vocal background for the word "Habakkuk” — the central
image in the poem. The rhyme is, of course, painstakingly con-
cealed — partly in words whose pronunciation or stress is not
completely identical:

is autmoded

I was goaded

identical words

ecstasy affords

partly by being almost entirely subdued with the help of enjamb-
ment, but mainly by the device of placing the rhymes not at regular
rhythmical intervals but in an entirely asymmetrical pattern.
Some more favourite modernist devices are instanced in this
poem. One of these is the allusion to some little known mytholo-
gical or literary personage, in this case Habakkuk, a minor Heb-
rew prophet and poet. Besides, and this is characteristic, the cause
and the meaning of the association are not revealed, the intellec-
tually initiate must conjecture the association for himself, to the
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less qualified reader the import of the allusion remains an enigma.
Equally characteristic is the insertion of more or less modified
literary quotations which remain either unnoticed or unintelli-
gible to the unqualified reader. Here the words:

gt et poetry is
prose with a sort of heightened consciousness”

are reminiscent of G. M. Hopkins’ words:
”Poetical language should be current language
heightened, to any degree heightened . . . . .. M

Similar literary and mythological references, allusions to or quo-
tations of more or less well-known utterances of other authors,
mostly disguised or modified in the way Hopkins’ words are
alluded to in Marianne Moore’s poem, are liberally used by mo-
dernist poets and regarded as a special stylistic device. The Italian
critic Melchiori discerns in this tendency a high measure of poet-
ical craftsmanship, asserting that:

The transference of a passage (references amounting to
quoatations) already well-known and compact with an emo-
tional and intellectual weight of its own, into a different
context, is not just a show of erudition, or cashing in on pre-
fabricated emotion, but serves a very definite creative purpose.
On the one hand it shows definite, emotional patterns in a
new light, modifying them by contrast and association with
the "modern” way of feeling; on the other it conveys a sense
of the modern poets’ consciousness of the past as history and
as poetry.?0

Being favourably disposed towards modernist poetry, Melchiori
fails to notice that these frequent references and allusions, in the
way they are handled by the modernists, greatly contribute to the
obscurity of their poetry. The source of the quotation and its link
with the given context mostly remain unrevealed, and the allusion
thus becomes a sort of freemason sign intelligible only to the
intellectual élite. The habit of allusion and reference has grown
into a mania with some of the modernists and, in spite of Mel-
chiori’s protestation to the contrary, is in fact often ”just a show
of erudition, a cashing in on prefabricated emotion.” Ezra Pound
incorporates entire lines from other writers in his poems, Marianne
Moore uses quotations irom such divers sources as The Literary
Digest, Decameron, The Diary of Tolstoy, Pliny and even the
advertising section of the New York "Times”. C. D. Lewis, in his
“Transitional Poem”, refers to the letters of Spinoza, the Old
Testament, Dante’s Inferno, Wyndham Lewis’ essays, "The Am-

2 Giorgio Melchiori, «The Tightrope Walkers», The Macmillan
Company, New York, 1956, p. 94.
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bassadors” by Henry James, the refrain of a Music Hall ditty. In
a word, modernist poets, as even some sympathetic critics, have
pointed out,?! keep to Kipling’s motto:

When ’omer smote ’is blomin’ lyre,
He’d ’eard men sing by land and sea;
And what ’e thought ’e might require,
e went and took — the same as me.

‘The conversational tone affected by most modernists is emphasized
by the introduction of certain elements, in themselves pro-
foundly antipoetical, such as words of a specific terminological
character, — technical, scientific, etc., foreign place names, words
or entire lines in a foreign language. Ezra Pound adorns his
poetry wich quotations or his own statements in different lan-
. guages — German, Italian, French, Spanish, Latin, Greek, even
Chinese. Other modernists are no less eager to advertise their
polyglot accomplishments, if they have any. Decorative metaphor
is, of course, carefully avoided in modernist poetry. Preference is
given to metaphors devoid of any poetical connotations or emo-
tional undertones, thus producing an image of deliberately prosaic
implications. In Eliot’s ”Prufrock”, we read:

Let us go then, you and I,
When the evening is spread out against the sky,
Like a patient etherized upon a table;

and further on:
I have measured cut my life with coffee spoons;??
In his poem "To Brooklyn Bridge”, Hart Crane
uses images like:
Down wall, from girder into street noon leaks,
a rip-tooth of the sky’s acetylene;??
and in "Lachrymae Christi”

...... benzine
Rinsings from the moon
Dissolve all but the windows of the mill

Revitalization of dead or faded metaphor is a highly valued device
of shocking the reader into attention, as for instance in Eliot’s
lines:

Time for you and time for me,

And time yet for a hundred indecisions,

2! See B. Deutch, op. cit. p. 158.
22 «A Treasury of Modern Poetry», ed. R. L. Mégroz, p. 76.
3 = S;(E;l;ihe Criterion Book of Modern American Verse», ed. W. H. Auden,
-y. 1956.
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And for a hundred visions and revisions,
Before the taking of a toast and tea.2

In modern usage, the words “vision” and "revision” have acquired
such entirely different connotations that the etymological connec-
tion is quite blurred to the contemporary speaker. By this juxta-
position, however, the etymological link becomes again effective,
and “revision” takes on quite a new meanig which connects it
with "vision”, while the ordinary modern meaning of "examining
for the purpose of correcting or improving” is retained as well,
the word thus being charged with the complexity of meaning the
modernists are so desirous to achieve in emulation of their meta-
physical forbears.

The word “maculate”, as used in the lines from “Sweeney
Among the Nightingales”, quoted before,? is also a case in point.
The derivative from the Latin “maculatus”, most commonly used
in contemporary English, is the adjective "immaculate” and the
corresponding noun, which have acquired the additional meaning
of «blameless», «perfects, i. e. the figurative meanig of «spotlesss.
”Maculate” in the concrete meanig of “spotted” is not used in
everyday speech and even not in ordinary literary language. Thus
the word, as used by Eliot, imparts a certain surprise effect to the
line.

The modernist predilection for ambivalence, complexity of
meaning and striking juxtaposition has given a new vogue to
synaesthesia, so highly rated by ’'fin de siécle’ aesthetes, for in-
stance, Oscar Wilde. Thus Hart Crane speaks of «green rustlings»,
a «tower of whispered light», and Allen Tate in his poem «The
Subway” says:

Dark accurate plunges down the successive knell
Of arch on arch, where ogives burst a red
Reverberance of hail upon the dead

Thunder like an exploding crucible!6

In Dylan Thomas’ poem "Twelve” we find the following lines.

And the four winds, that had long blown as one,
Shone in my ears the light of sound,
Called in my eyes the sound of light.?”

Edith Sitwell says:
Hoarse as a dog’s bark
The heavy leaves are furred.

24 "«A Treasury of Modern Poetry», ed. R. L. Mégroz, p. 76.

45 See p. 151 of these transactions.

2% B. Deutsch op. cit. p. 198.

%" Dylan Thomas, «i8 Poems», The Fortune Press, London 1934.
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And in her lecture «Three Eras of Modern Poetry» provides the
explanation that the lines "refer to the sharp way in which certain
leaves jut from their branches — and their rough, furry, yet sharp
quality.”?® The reader, of course, is at liberty to interpret the
image in the sense the actual lines may suggest to him, irrespec-
tive of the author’s intentions. But often enough such lines’ are
difficult to interpret because the reader is given no clue as to the
association which called forth the sense transfer. But the tendency
to use private associations, which the reader cannot be expected
to share, is typical of modernist poets. This is one of the main
factors tending to render modernist poetry unintelligible to the
reader. In cases of synaesthesia the reader may be able to divine
the association, even though finding it unacceptible. The qualified
reader may, with a certain effort, even disentangle “the tangled
chain” of unmotivated allusions to mythological and literary
personages and of quotations altered out of recognition, from
sources not specified. But even he is baffled by the sudden tran-
sition from thought to thought, from mood to mood, quite unre-
lated to each other, characteristic of so much modernist poetry.
The omission of connecting links between the successive ideas
expressed in a poem has become a deliberate device, as exempli-
fied in the lines from W. H. Auden’s, ”The Orators”’:

As a matter of fact the farm was in Pembrokeshire,
The week the Labour Cabinet resigned.

Dick had returned from Germany in love

I hate cold water and am very fond of potatoes
You’re wondering about these scratches?

A comparison with the final lines of the first section of Eliot's
”Waste Land”:

...... he said Marie,

Marie, hold on tight, and down we went.

In the mountains, there you feel free.

I read, much of the night, and go south in the winter.?*

clearly shows that the pupil finds it easy to outshine the teacher
in the matter of stringing together seemingly irrelevant notions.
By the efforts of a sympathetic critic and lifelong student of
Eliot’s poetry, this device has even been sublimized into a poetic
accomplishment of the highest rank:

In the interest of lyric economy or functional intensity he

8 «Trio», by Osbert, Edith and Sacheverell Sitwell, Macmillan & Co.,
London, 1938, p. 167.

2 Modern Verse in English, ed. A. Tate, Macmillan & Co., New York,
1958, p. 322.

156


file:///vhich
file:///vith
file:///vent
file:///vinter.29

(i. e. Eliot) is always concerned with what can be left out; or
rather what can be left implicit rather than made explicit, although
the connections are there. .. their connective function. .. is com-
monly performed by an inference from, or an expectation created
by, the preceding element.?

The lines from the ”Love Song of G. Alfred Prufrock”, quoted
on p. 144 of these transactions, are followed by the words:

I should have been a pair of ragged claws
Scuttling across the floors of silent seas

- without any clue to the reader as to what invoked the association.
The obscurity is aggrevated by the fact that the words "a pair of
ragged claws» seem to bear some sinister and mysterious meaning,
and the reader, divining some elusive link with similar images in
Eliot’s poetry, tries to detect their symbolic sigficance, but can
never be sure whether he is on the right track or not. For, as
already mentioned, symbolisms is one of the means modernists
employ to make their poetry more intricate. Tough we are aware
that many of them re-echo in their imagery the ancient symbols
described in Frazer’s and Weston’s books, this knowledge does
not greatly facilitate our understanding of modernist verse. It is
not a matter of a simple mathematical equation: the lance, the
cup, the fish = sexual symbols; water = fertility symbol, etc. In
fact, each poet adapts Frazer’s and Weston’s theories to his re-
quirements, or merely uses the principle of symbolic substitution,
inventing his private symbols, unrelated to those for which the
books mentioned provide the key. And the reader is not always
able to follow the involutions of the poet’s mind. To understand
Dylan Thomas’s lines:

In the groin of the natural doorway I
crouched like a tailor

Sewing a shroud for a journey

By the light of the meat-eating sun

one must know that «meat-eating sun» refers to an ancient Welsh
fertility ritual,?!, that “tailor” symbolizes the material world as
contrasted to the spiritual world, though in other poems “tailor”
stands for "God”; one must trace the progress of the poet’s image
from the child in the mother’s womb developing a body destined
to perish, to the body = the travelling outfit for the journey of
life, the journey which leads to death, making the body a shroud.

Dylan Thomas was one of those poets who revolt against some

% George Williamson — «A Reader’s Guide to T. S. Eliot»
Thames and Hudson, Londod, 1955, p. 17.
3} This has been pointed out by B. Deutsch, in op, cit. p. 340.
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aspects of bourgeois society without being able to break away
from it entirely. Tending towards progressive ideas, as is evident
also in his poetry, he took an active part in the peace movement
and was deeply concerned with the social problems of his time.
Even a hard-boiled bourgeois like J. M. Brinnin had to admit
reluctantly that:

As long as anywhere in the world there existed groups of
men pilloried by the forces of propertied power, Dylan Thomas
wanted to be counted among their sympathizers.32

In the short span of his life he did, however, not arrive aft an
uncompromising alignment with the progressive forces of society,
and did not find a clearcut aim towards which to direct the great
force of his talent. Therefore he was drawn into the maelstrom of
modernism. The contradictions and obscurity of his poetry reflect
his mental oscillations, his groping for a clearer insight into the
complexities of life, which he sees now as overshadowed by an
inexorable doom, now as an unfathomable biological process.

His talent and exuberant vitality enabled him to bestow a rdew
sparkle on all the age-old resources of poetic diction, including
those which modernists regard as their special domain. He even
breathed new life into that most formalistic of poetical forms —
the pattern poem. But he is one of the knottiest modernists, and
that bane of modernism — obscurity — mars . much of his poetry.
Building up an image through successive stages of increasing
complexity he seems deliberately to court obscurity. He himseli
has described this process as follows:

I let, perhaps, an image be «made» emotionally in me and
then apply to it what intellectual and critical forces I pos-
sess, — let it breed another, let that image contradict the first,
make of the third image bred of the other two a fourth contra-
dictory image, and let them all, within my imposed formal
limits, conflict. ... aut of the inevitable conflict of images —
inevitable because of the creative, recreative, destructive and
contradictory nature of the motivating centre, the womb of
war — 1 try to make that momentary peace which is a
poem.3?

This description seems proof enough that obscurity, with a writer
of Thomas’ artistic integrity, may, partly at least, have its justifi-
cation in an intricate creative process.

2 J M. Brinnin, «Dylan Thomas in America», Harborough Publishing
Co., Ace Books London 1957, p. 28.
3 Quoted by B. Deutsch, op. cit. p. 338.
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The lexical and syntactical extravagances cultivated by some
modernists are also apt to intensify the obscurity of their poetry.
They seem indefatigable in their efforts to extract, from the
remotest corners of the inexhaustible storeroom of the English
vocabulary, words likely to mystify or surprise the reader. The
American poet, Wallace Stevens, has attained an uncommon dex-
terity in the use of quaint and fanciful words. P. R. Blackmur,
American university professor and well-known literary critic,
gives the following selection of words and phrases from Stevens’
writings which he considers unusual in poetry:

fubbed, girandoles, curlicues, catarrhs, gobbet, diaphanes,
clopping, miniscule, pipping, pannicles, carked, ructive,
rapey, cantilene, buffo, fiscs, phylactery, princox, funest,
thrum with a proud douceur; a pool of pink clippered with
lilies scudding the bright chromes.

Blackmur, an ardent admirer of Stevens’, justifies the use of these
words which he himself has selected for their quaintness, making
the following comment:

Not a word listed above is used preciously, not one was
chosen as an elegant substitute for a plain term; each in its
context was a word definitely meant.>*

But the less qualified reader cannot help feeling that the use
of words such as these is, partly at least, a mannerism calculated
to attract attention. Stevens called himself «the man with the blue
guitar» — the «blue guitar» symbolizing the realm of the imagi-
nation. And indeed, in his poetry, sometimes lyrical, more often
extravagant, we feel the working of an inspired phantasy capable
of creating an expressive image with the simplest means, as for
instance when he makes us see a dark water pool flashing up at
the touch of a moonbeam —

like a bracelet shaken in a dance.

But his was the struggle of «the imaginative man in a world or-
ganized by and for the unimaginative,» as he expressed it, and
living in a society where competition and sensationalism reign
supreme even in art, he cultivated a grotesque style of his own in
order to assert himself. Though he often uses traditional metre
and rhyme, the violently unusual words he affected, the disharmo-
nious sound effects and obscurity of meaning, stamp him as a
true representative of modernist poetry. Typical is his much quoted
«Bantams in Pinewoods»:

Chieftain Iffucan of Azcan in Caftan
Of tan with henna hackles, halt!

3 Op cit. p. 183.
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Damned universal cock, as if the sun
Was blackamoor to bear your blazing tail.
Fat! Fat! Fat! [ am the personal.
Your world is you. I am my world.
You ten-foot poet among inchlings. Fat!
Begone! An inchling bristles in these pines,
Bristles, and points their Appalachian tangs,
And fears not portly Azcan nor his hoos.?"

About this poem, P. R. Blackmur says:

If the reader is deceived by the rhetoric and believes the
poem is no more than a verbal plaything, he ought not to
read poetry except as a plaything.36

The reader, thus sternly rebuked and put in his place, humbly
hopes for enlightenment about the meaning of the poem from the
highly qualified and penetrating critic. But he is «deceived» again.
For Blackmur says no more about the poem, scornfully abandoning
the unperceptive reader to eternal darkness. Left to his own de-
vices, the reader timidly tries to pick his way through the internal
rhyme and alliteration of the first lines, after some brainracking
he recognizes the puzzling «Iffucan of Azcan» as «if you can
and as can.» It dawns on him that the poet may have intended
the jarring sound pattern of the first lines as an imitation of the
unpleasant cackling in a poultry yard, in line with the «Bantams»
of the title, and on a higher level symbolizing the molestation
the «ten foot poet» is exposed to in a philistine environment. But
after all this laborious guesswork, the reader is forced to confess
that he can still see no more than a verbal plaything in this poem.

In the arbitrary handling of syntax, morphology and word-
composition, modernist poets have been far more venturesome
than their literary forbears, Apollinaire and Hopkins, ever were.
Among them the American poet E. E. Cummings has, no doubt,
shown the greatest resourcefulness. Wyndham Lewis’ ridicule
of modernist practices seems singularly apposite with regard to
his poetry:

I sabotage the sentence! With me is the naked word ...
Return with me where [ am crying with the gorilla and the
bird.%7

% Modern Verse in English, ed. A. Tate, Macmillan & Co., New York,
1958, p. 218.

% Op. cit. p. 205.

¥ Quoted by George Williamson in "A. Reader’'s Guide to T. S. Eliot”
“Thames and Hudson, London, 1955. p. 14.
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Cummings opens up new, unheard-of perspectives in the sphere
of conversion, using even inflected verb-forms as nouns:

«a world of made is not a world of born»
«blow life to isn’t. Blow death to was.»

He imposes degrees of comparison on participles:

«beingest, growingest
all perfectly dyingest.»

He splits up words without regard for traditional syllable division,
inserts fragments of other words or punctuation marks in the
middle, uses lower case «i» for the personal pronoun, first person
singular, scatters his lines at random over the page, begins a
line with the closing part of brackets, extracts a letter from the
middle of a word and, placing it at the beginning of a line,
makes it do for other words as well:

(0] pr -1

gress verily thou art m

mentous superc

lossal

hyperpr

digious.
In most cases the reader is able to reconstruct the dislocated
words, especially if he has some experience in the solving of
cross-word puzzles. Cummings’ poems become, however, increas-
ingly unintelligible, the more his private grammar gains ascen-
dancy over traditional forms. But the real trouble for the reader
begins when he attempts to discover the poetical necessity that
might have exacted these extraordinary convulsions or to fathom
their deeper meaning.

Even bourgeois critics, favourably disposed towards modern-
ist poetry, are divided in their evaluation of Cumming’s poetical
output. Some compare his poetry to baby-talk, and regard him as
a sentimentalist belonging to the so-called anti-culture group.38
Others admit his behaviour is that of a naughty boy, but consider
his idiosyncrasies the outcome of «a freshness of apprehension
demanding a new technique.»® Others, again, see in Cummings
a poet of ideas, a trail-blazer, who has developed «a conceptual
vocabulary all his own.»* The interest Cummings has evoked
among many American intellectuals may be judged from the fact
that candidate and doctor dissertations have been written about

38 R. P. Blackmur, op. cit. p. 298—312.

% B. Deutch, op. cit, p. 11k

% N. Friedman "Diction, Voice and Tone: The Poetic Language of
E. E. Cummings” — PMLA 1957, p. 1044.
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his language. His clever linguistic eccentricities have inspired his
critics to contrive clever and erudite justifications and interpreta-
tions for them. But in spite of this, the common reader, though
he may greatly enjoy Cummings’ padaroxes and linguistic somer-
saults, still comes to the conclusion that he is one of those modern-
ists whose obscurity is the result of forced originality. Here cryp-
tography is pursued for its own sake and is the major stylistic
device to batter in the defenses of the sophisticated reader in whom
the practices of modernist poets have already developed a certain
shock resistance. It is also another manifestation of the age-old
urge of the decadent to «épater le bourgeois.» But this time the aim
is not only to shock the bourgeois, but to surpass all previous en-
deavours in this field. To discard rhyme, rhythm and harmony —
what an old and shopworn trick. Antipoetical words, slang and
vulgarisms — no less stale and trite. A. new craze is wanted,
something truly sensational and pre-eminently American — so to
hell with punctuation, the entity of words, and the sanctity of
grammar! And in this chase after external effects, which is one
aspect of the bourgeois poet’s fight for survival, Cummings is fore-
ed into clowneries like this:

a thrown a

-way it
with some-
thing sil
-very

bright, & mys (

a thrown a-
way

X

-mas) ter-

i

-ous wisp A of glo-
ry. pr

-ettily

cl (tr)in(ee) gi-

ng‘4l

4 B.Deutsch, op. cit. p. 112.
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The devices mentioned in the preceding pages are no novelty
in literature. Revitalization of dead or faded metaphor is often
found in Shakespeare. The most famous examples of synaesthesia
are drawn from Homer and Euripides. Literary or mythological
allusions and quotations were used by countless poets, e. g. Push-
kin who «HaunHaeT 4epTHTb HOBBIE CTUJIUCTHYECKHE Y30pbl MO Uy-
JKOIl KaHBe»*2.

It is the preference for devices such as these and their deliberate
exploitation for the purpose of enhancing intricacy of utterance
that is typical of the modernists. And in conjunction with other
features mentioned, they contribute to the distinctive tenor of mo-
dernist poetry.

It goes without saying that the essence and significance of
modernist poetry as a trend in contemporary English literature is
not to be explained by singling out some stylistic peculiarities.
These are only the outward trappings. The inner core of modern-
ist poetry, the true origin of its obscurity, resides in the aliena-
tion from life and society which finds expression in all its crea-
tions.

The reader who views the phenomena of literature in their
interrelation with the social and historical background that engen-
dered them, will realize that this fundamental attitude of modern-
ist poets is deeply rooted in the historical and social conditions
in which they found themselves. Their milieu is the capitalist
world, which has long forfeited the stability and security favour-
able to complacent lyricism. Confronted with the crisis of bour-
geois society, the militant reactionary revolts against the nine-
teenth century bourgeois ideals of humanism and democracy and
tries to substitute for them some anti-humanist ideology,"® mosily
based on the assumption that human nature is intrinsically evil.
For, 4a4s T. E. Hulme has put it — «man is endowed with original
siny.

“2 B. B. Buuorpanos, «Ctuas INymkuna, Mocksa, 1941 p. 243.

~ “ In a comprehensive and illuminating article, which came to hand after
this paper was completed, Robert Weimann sums up the brand of reactionary
ideology most likely to attract reactionary aesthetes as ”...die imperialisti-
sche Synthese von Asthetizismus und Gewalttatigkeit, von Barbarei und high
culture”. [Robert Weimann, «New Criticism und biirgerliche Literaturwissen-
schaft”, Zeitschrift fiir Anglistik und Amerikanistik, 8. Jahrgang, 1960, No. 1,
p. 71, footnote 166.] ;

“ This notion is of such absorbing interest to some modernists and
their critics, that special terms even have been introduced to facilitate its
discussion: “prelapsarian” and ''postlapsarian” — denoting the human con-
dition before and after the fall from grace.
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With scornful contempt for what he considers a degenerate
public, he addresses himself to a select audience of aesthetes and
intellectuals, and flaunts his obscurity as the hallmark of superi-
ority. :

The disillusioned liberalist, on the other hand, conceives the
sense of insecurity and impending disaster permeating his social
milieu not as the inevitable condition of bourgeois society at the
period of its decay, but as an inherent attribute of modern life in
general. The convulsive extravagance of his poetry is a kind of
screen to disguise his fear of life and the consciousness of his im-
potence to change this condition. Feeling isolated in the reality
of bourgeois society, where even art and literature are commercial-
ized, where faith in progress seems meaningless and naive, he
is inclined to identify this society with humanity as a whole. The
obscurity of his poetry is the outcome of his precarious position,
of his inner uncertainty, and a kind of protest against a hostile
world. He does, indeed, «. .. learn a style from a despair»*®

In one of his early poems Ezra Pound said:

Some circle of not more than three
that we prefer to play up to,

Some few that we’d rather please
than hear the whole aegrum vulgus

Splitting its beery jowl
a-meaowling our praises.*6

Of course, not all modernist poets share the views of the fascist
and man-hater, Pound. But the tendency to limit their appeal to
a chosen few is charasteristic. The doctrine «art for art’s sake»
has become «art for the artist’s sake.»

This attitude was at an early stage reinforced by the efforts
of congenial critics. The most authoritative among these, 1. A. Ri-
chards, declared in his «Principles of Literary Criticism», pub-
lished in 1924:

In the course of his work he (the poet) is not as a rule
deliberately and consciously engaged in a communicative
endeavour ... He cannot stop to consider how the public, or
even how especially well-qualified sections of the public, may
like it or respond to it...Those artists and poets who can
be suspected of close separate attention to the communicative
aspect tend . . . to fall into a subordinate rank.4”

4% William Empson, "This Last Pain”, Modern Verse in English,
ed. A. Tate, Macmillan, New York, 1958, p. 511.

% B.Deutsch, op.cit. p. 139.

47 1. A. Richards "Principles of Literary Criticism”, Kegan Paul,
London, 1934, p. 26, 27.
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Though Richards intendend this statement as an appreciation of
the essence of literary creation valid for all time, its descent from
and relevance to modernist practices is unmistakable. These words
may, indeed, be regarded as a sort of credo of modernist poets.
From the outset, modernist poetry has called forth a profusion
of critical writing intended to provide the theoretical foundation
for modernist conceptions of poetry. And modernist poetry was
in dire need not only of a plausible theoretical basis but also of
sympathetic vindication. For at the beginning, not only the com-
mon reader, but also many intellectuals met it with hostility or
derision. When first published, T. S. Eliot’s «Waste Land» was
described by «The Times Literary Supplement» as a parody «with-
out sense or skill».*® John Galsworthy in his essays «On Expres-
sion» and «Time, Tides, and Taste» politely but firmly rejected
what he called the «stopless» and «bide-a-wee-thorn» writers of
to-day for their «desire to be unexpected and futuristic at all
costs.»® Even a writer like Virginia Woolf, an experimentalist
herself, admitted how difficult she found it to read Eliot’s poetry:

I think that Mr. Eliot has written some of the loveliest single
lines in modern poetry. But how intolerant he is of the old
usages and politeness of sociely . .. respect for the weak con-
sideration for the dull! As I sun myself upon the intense and
ravishing beauty of one of his lines, and reflect that I must
take a dizzy and dangerous leap to the next, and so on, from
line to line, like an acrobat flying precariously from bar to
bar, I cry out, I confess, for the old decorums . .. »%

Therefore, Eliot, Richards and other apologists of modernism em-
barked on a campaign of enlightenment and interpretation with
almost religious fervour. In certain intellectual circles, their cri-
tical writings secured for modernist poetry the status of the one
and only form of poetical creation consonant with twentieth cen-
tury sensibility. Already in 1936, F. R. Leavis could write:

The work has been done, the re-orientation effected: the heré-
sies of ten years ago are orthodoxy. Mr. Eliot’s achievemeni
is matter for academic evalution, his poetry is accepted, and
his early observations on the metaphysicals and on Marvell
provide currency for university lectures and undergraduate
exercise.5!

4 Quoted by Alick West in "The Abuse of Poetry and the Abuse of
Criticism by T. S. Eliot” — The Marxist Quarterly, January, 1954.

49 John Galsworthy, "Castles in Spain”, Tauchnitz, 1928, p. 124.

% Virginia Woolf "The Captain’s Death Bed”, Londen, 1950, p. 109.

51 F, R. Leavis "Revaluation”, Chatto & Windus, London, 1936, p. 10
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The «re-orientation» was effected along two main lines: vindica-
tion of modernist practices and their representation as the only
possible form of true poetry; denigration of all poetry in form or
content incompatible with modernist conceptions.

Richards’ dictum that the communicative aspect of poetry was
of minor importance was accepted by all critics tending toward-
the so-called «New Criticism.» The obsurity of poetic expression
favoured by modernist poets and rooted in the acknowledged or
unacknowledged atttitudes to life, art, and society, discussed in the
preceding pages, thus received a sort of theoretical justification.

These conceptions were further elaborated by Richards and
others in the direction of stipulating a certain prescriptive quality
of poetic language. In his book «Science and Poetry» (1926),
Richards makes a sharp distinction between the use of langnage
in poetry and in science. He asserts that:

Poetry affords the clearest example of subordination of
reference to attitude, a sharp division can be drawn between
language as a means of reference and language as an «emo-
tive» instrument.s?

These observations in themselves would seem acceptable to poets,
critics, and readers unaffected by modernist convictions, for who
would deny that in poetry language is used as an emotive instru-
ment. But the modernist application of this commonplace truth
amounts to the assertion that in poetry language is no longer
an instrument of communication of meaning, nor a means of
conveying emotive experience, but a slructural material to build
a selfsuificient poetic whole, within which the words assume a
multiplicity of meanings imposed on them by the context. Pushed
to its logical conclusion, this theory reduces all interpretation of
poetry to consideration of poetic diction. Richards’ pupil and dis-
ciple, William Empson, carries this attitude to its final extreme in
his book «Seven Types of Ambiguity.» He tries to prove not only
that the ideas expressed in a poem are of secondary importance,
but that the language of poetry is truly poetical only if saturated
with devices of ambiguity. By ambiguity he means «any conse-
quence of language, however slight, which adds some nuance to
the direct statement of prose»,3 and he asserts that «...the
machinations of ambiguity are among the very roots of poetry.»5*
To substantiate his theory, Empson resorts to examples from
classical poetry. Subtly anticipating probable objections, he does

521, A. Richards, "Science and Poetry”, London, 1926, p.

% W. Empson 7"Seven Types of Ambiguity”, Chatto & Windus,
London, 1930, p. 1.

8 Tbid, p. 3.
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not refer to modernist poetry at all. Instead, he exploits the sug-
gestive power of names like Chaucer, Shakespeare, Milton, Pope,
to insinuate that ambiguity is the main quality of their poetic
language, and hence of poetry in general. Empson’s book, though
muddled and contradictory in its assumptions and exposition, has
exerted an enormous influence on modern bourgeois criticism,
above all on the so-called «New Criticism.» As Elder Olson has
pointed out, «<where he (W. Empson) is mentioned, it (i. e. the 'New
Criticism’) is mentioned, and where it is, he is.»% Henceforth, in-
terpretation of poetry by exponents of the New Criticism could
legitimately be confined to the minute analysis of linguistic as-
pects of poetic diction. Following this line, each of the more promi-
nent critics developed his own approach to poetry old and new,
always proceeding from the tenet that diction, the way a poem
is constructed, is of primary importance. For Empson, what makes
a poem poetry is ambiguity, for Cleanth Brooks it is irony, for
John Crowe Ransom poetic texture, for Allen Tate tension.
The influence of Eliot’'s, Richards’ and Empson’s critical
writings can still be felt in works on literary theory published ten,
twenty, and even more years later. In 1948, CI. Brooks wrote:

The tendency of science is necessarily to stabilize terms, to
freeze them into strict denotations; the poet’s tendency is by
contrast disruptive. The terms are continually modifying
each other and thus violating their dictionary meaning.56

And in 1951, the well-known bourgeois critic, David Daiches, de-
fined poetical language as «paradoxical, ironical, indirect, oblique
— a language far from having a one-for-one correspondence with
what it denotes . .. creates its own meaning as it moves.5”

Thus, from the point of view of criticism as well, the poem
has become a thing in itself. It is not to be regarded as a reflection
of the historical period or the social background of the author, but
only as a specific work of art. The greatest stress is put on the
impossibility, the inappropriateness even, of trying to paraphrase
a poem. Again, a wellknown and generally accepted truth —
that a poem is more than a dry exposition of its content can con-
vey — is pushed to the extreme: to dwell on the content of a
poem, on its rational meaning, becomes «the heresy of paraphrase»
as Brooks has called it.?® Although Brooks himself, of course,

% Elder Olson "William Empson, Contemporary Criticism and Poetic
Diction™, Modern Philology, Vel. 47, 1949/1950, p

o8 C leanth Brooks, "The Well Wrought Urn Harvest Book, N. Y.,
1947,

57p David Daiches, "Critical Approaches to Literature”, London,
1956, p. 166.
* QOp. Cit. p. 201.
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becomes a heretic as soon as he analyses a poem, in this case,
what is symptomatic is not the practice but the principle. And the
principle is unmistakable: the rational meaning should not and
cannot be made into a criterion of the merit of a poetical work
of art.

The necessity to press this point soon becomes evident when
we examine tho so-called revaluation of poetry effected by Eliot,
Brooks, Leavis and others. Ostensiby it is for purely aesthetic
merit that certain poets are acclaimed and others relegated to the
lower rank. But by some convenient accident, it is the poets whose
work is devoid of social criticism, for instance, the metaphysi-
cals, that emerge unscathed from the severe test and are awarded
top marks for ambiguity, irony, complexity, maturity, tough rea-
sonableness, and all the other excellencies which constitute the
standard of merit of the «New Critism». And just as fortuitously,
the poets who launched the most formidable attack against reac-
tion, whose poetry breathes the spirit of humanity and democracy,
are found wanting. Byron is the «great Vulgarisateur»,5® Milton
is magniloquent,®® Shelley is immature — one can be intoxicated
by him at the age of 15, but finds him unreadable when grown
up.8! And when Empson discovers a pun in Shelley’s «Skylarks»,
he considers it rather a creditable thing to have happened to
Shelley .52

To establish a hierarchy of literary distinction on these lines,
it was certainly necessary to eliminate the rational meaning as a
possible element in the evaluation of poetry. For, in the twentieth
century, it would have been hard to prove that Donne’s poetry is
superior to Shelley’s by merely contending that religious thought
is more significant than the fight for freedom and human happi-
ness. Not that the modernists and «<New Critics» demand a poetry
altogether devoid of meaning and thought, as did some of the
extreme symbolists. But it must be the right meaning and thought.
Eliot says:

The view of life presented in a poem must be one which the
critic can accept as coherent, mature, and founded on the
facts of experience.®?

He also makes it abundantly clear what constitutes maturity for
him:

% F.R.Leavis, op. cit. p.
"R T 8 Eliot, Introductory Es>a\ to Johnson's "Satires”.’
o F.R. Leavis, op. cit. p. 23.
2 W.Empson, Op. cit. p. 201.
8 Quoted by Rene Wellek ‘and Austin Warren in "Theory of Literature
Jonathan Cape, London, 1955, p. 257.
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... (the) adult mind is thoroughly realist — — — without
illusions, without day-dreams, without hope, without bitter-
ness, and with an abundant resignation®,

By this definition he not only maps out a firm course for mo-
dernist poetry but also makes another thrust at his abhorred anta-
gonists: for Byron was certainly not without bitterness, nor Shel-
ley without day-dreams or Milton without hope. Incidentally, this
definition of the adult mind reduces Tolstoy to the level of an
infantile simpleton.

But the most devastating weapon Eliot levelled at his eternal
enemies was his theory about the «dissociation of sensibility.» He
failed to annihilate Byron, Milton and Shelley, but he certainly
conquered with it all the exponents of the New Criticism.

Eliot’s theory of the dissociation of sensibility, put forward
by him as early as 1921 in his essay on the metaphysical poets, is
based on the assertion that the metaphysical poets, as for instance
Donne, Herbert, Crawshaw, Marvell, achieved in their poetry a
complete fusion of thought and emotion. The poets of the eight-
eenth and nineteenth centuries, it is further alleged, were no lon-
ger able to do this. Their poetry was either reflective or emotional,
rarely both fused together, and consequently of inferior merit.

This theory was accepted by the New Critics as gospel truth
and their dicta about the merits or demerits of a poet made whol-
ly dependent on it. So thoroughly have they absorbed this theory
and made it their own, that they do not deem it necessary to refer
back to Eliot when applying it in their literary practice. In his
book, «Revaluations, F. R. Leavis says, for instance:

Shelley . . . represents pre-eminently the divorce between
thought and feeling, intelligence and sensibility, that is' cha-
racteristic of the nineteenth century.%

No mention of Eliot’s respective essay is made, and this by a
scholar who, as a rule meticulously states all the sources he may
be making use of.

But anyone not affected by modernist conceptions will find
this theory very vulnerable indeed. For it is largely a matter of
subjective judgment whether to consider a given line or poem as
informed by a fusion of thought and emotion or not. A juxtaposi-
tion of some test examples adduced by the new critics brings out
their propensity to discover true fusion of thought and emotion
when the thought and emotion expressed are approved of by them,
and to allege dissociation of sensibility when thought and emo-

5 Quoted by G. Williamson, op. cit. p. 54.
% QOp. cit. p. 8
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tion are alien to them. Hopkins’ religious poem, «The Windhover,»
(where the poet uses the bird-symbol to convey to ascetic’s spi-
ritual struggle against his delight in physical beauty), is extolled
by Richards and Empson.5¢ Eliot and Leavis sharply denounce
Shelley’s poem «The Skylark» (where the poet uses the bird-sym-
bol to convey the lofty aspirations of the artist) as a product of
«switching poetry on.»% In the former case, of course, true fusion
of thought and emotion is found, in the latter — the reverse.
But when Empson discovers in Crawshaw’s lines:

O let thine own soft bowels pay

Thy self; And so discharge that day.
If sin can sigh, love can forgive.
O say the word my Soul shall live.

a pun on «discharge» by which, he declares God’s mercy is equated
to defecating, he does not condemn it as dissociation of sensibi-
lity.5s. _

But the triumph of modernist poetry and the New Criticism
remained by no means uncontested.

Those who were perplexed at the oddity of modernist verse
in the twenties and called it «crossword puzzle poetry», were, of
course, easily disposed of. The modernists and their critics stamp-
ed this attitude as backwardness and incapacity to understand
true art. To have gained the acclaim of only a small élite seemed to
them complimentary rather than detrimental. But already in the
thirties a certain reaction set in which it was not so easy to ignore.

On the one hand, the younger poets began to rebel against
Eliot’s absolute dictatorship in the literary field. His view of life
.did not appeal to the more progressive among them, and he often
became an object of ridicule, e. g. in Dylan Thomas’ witty epigram:

He who once gave us the silver plate
Now passes the collection.5?

Or in John Wheelwright's parody of Eliot’s well-known declara-
tion: :

Classicist, Royalist, Anglo-Catholic,

Long names for the four-letter word — a snob.”

On the other hand, serious critics, who could not be dismissed
along with the common reader as incompetent to judge of the
excellencies of modernist poetry, gave a well-founded, compre-

% W.Empson, op. cit. p. 285.

® F.R.Leavis, op. cit. p. 215.

% Op. cit. p. 282.

% Quoted by J. M. Brinnin in "Dylan Thomas in America”, p. 48.
® Quoted by B. Deutsch, op. cit. p. 186.
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hensive analysis of modernist poetry. Kenneth Burke came fo the
conclusion that «modern poets have subtilized themselves 1nt0
savages»!

John Sparrow in his penetrating analysis «Sense in Poetry»
shows that modernist poetry, by virtue of its unintelligibility, is
outside the pale of true poetry and that criticism (i. e. the New
Criticism) is helping poetry on the downward path.»™

Margaret Schlauch, giving a Marxist interpretation of modern-
ism, proves that it is a new form of decadence.” And Alick West
exposes the reactionary essence of Eliot’s poetry in a short, but
penetrating, essay which he concludes with the words:

..its aim is to confuse the reader; to isolate the reader
from objective reality and his fellow-men; to mesmerize him
into surrender to the power of reaction; to extirpate from
his mind even the thought that he can change the world.

That is the essence of Eliot’s poetry. It is not poetry, but the
abuse of poetry.”*

The Italian critic, Georgio Melchiori, though favourably disposed
towards modernist poetry, has to admit that they are «like acro-
bats trying to keep their balance step by step, moment by moment,
while being aware of the void and the turmoil around them.»”
He calls his book about modernist poets, «The Tightrope Walkers.»

After World War II, opposition to the despotism of the new
criticism increased, and its authority was undermined by numer-
ous controversies on theoretical issues within its own ranks. Thus,
for instance, Elder Olson, in his article, «William Empson, Con-
temporary Criticism and Poetic Diction,»™ violently attacks Emp-
son for his arbitrary interpretation of classical poetry amounting
to a distortion of sense. Olson shows up the muddled confusion of
Empson’s thought, his logical mistakes and the inconsistency of
his theory that ambiguity is the essence of poetry. The influential
American critic, R. S. Crane, in «Cleanth Brooks, the Bankruptcy
of Critical Monism,»”” repudiates Brooks’ key concept that the lan-
guage of poetry is the language of paradox or irony. Crane justly
points out that irony or paradox is not the differentia of poetry,
but that irony, in every sense which Brooks attaches to the word,

7 Quoted by J. Sparrow in "Sense in Poetry”, Yale University Press,
1934, p. 3.

” John Sparrow, op. cit. p. 184.

 Margaret Schlauch, "Modern English and American Poetry”,
Watts, London, 1956, p. 104—123.

 Alick West, "The Abuse of Poetry and the Abuse of Criticism by
T. S. Eliot”, The Marxist Quarterly, January, 1954, p. 32.
3 GeorgloMelchlorl op, cit. p. 8.
76 Modern Philology, vol. 47, No. 4, May, 1950.
7 Modern Philology, vol. 45, No. 4, May, 1948.
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that is the fusion of the irrelevant and discordant, systematic am-
biguities, the reconciliation of opposites, is to be found in any form
of discourse, scientific discourse included. At the end of his ar-
ticle, Crane gives a singularly apt illustration of his contention:
the formula «in which Einstein brought together in a single uni-
fied equation the hitherto ’discordant’ qualities of mass and ener-
ay — :
E=mc?.

«I offer this,» he says, »judging it solely by Mr. Brooks’ cri-
terion for poetic 'structure’ as the greatest 'ironical’ poem writien
so far in the twentieth century.»™®

These articles are of a purely academic nature. Their authors,
refuting some pet theories of their fellow-critics, eschew any re-
ference to the tendencies, consious or unconscious, by which these
theories are prompted. Still these controversies on minor issues
help to reveal the fact that the postulates of the New Criticism and
modernist aesthetic conceptions cannot withstand the test of
closer scrutiny even by ideologically congenial critics.

The alienation from life and reality, clearly to be felt in modern-
ist poetry, has its counterpart in an approach to literary criticism
that would strip poetry of any relevance to actual life and divest
language of its objective meaning, thus fitting smoothly into the
general drift towards irrationalism dominant in the ideology
and philosophy of a disintegrating bourgeois society.

This does by no means imply that all representatives of the
New Criticism are deliberately and exclusively engaged in a
campaign for the protection of bourgeois class interests, nor that
their critical writings are devoid of any merit whatsoever. Many
of the «New Critics» have contributed interesting and subtle
observations on classical and modern poetry. And the method
of «close reading» they have evolved is, with certain limitations,
and if unfettered by their claim to its exclusive supremacy over
all other aspects of literary criticism, a helpful and rewarding tool
in literary investigation.

As has been siressed in the present discussion, it would like-
wise be unfair to regard all modernist poets as rabid reactionaries,
or to ignore the craftsmanship many of them have attained. And
it cannot be denied that the tone of sober reticence prevalent in
modernist poetry holds a strong appeal for the contemporary read-
er.

But the fact remains, that the mental attitude expressed in
modernist poetry and imparting itself to the susceptible reader,

7 Ibid. p. 243.
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is precisely the attitude that makes people most amenable to the
influence of reactionary ideology. It is, moreover, an attitude that
relieves the poet of any ethical responsibility in times of crisis,
and accounts for the failure of many German writers and poets
to offer active resistance to the atrociifes of nazidom. From this
attitude W. B. Yeats, one of the teachers of modernists, derived
the sublime detachment to announce amidst the turmoil of World
War I: :

I think it better that in times like these

A poet’s mouth be silent, for in truth

We have no gift to set a statesman right;

He has had enough of meddling who can please
A young girl in the indolence of her youth,

Or an old man upon a winter’s night.”

It might be argued, however, that being unintelligible to the
majority of readers, modernist poetry cannot influence their
thinking, and is thus debarred from becoming a really important
tool in ideological warfare. But in spite of this, modernist poetry
is just such a tool, though it takes effect in ways that are indirect
and subtle. The more reactionary poets are well aware of this, as
is evident from the following lines:

If a poet gets a large audience very quickly, that is a rather
suspicious circumstance ... But that a poet should have the
right small audience in his own time is importatnt. There
should always be a small vanguard of people, appreciative
of poetry, who are independent and somewhat in advance of
their time or ready to assimilate novelty more quickly. The
development of culture. . .means the maintenance of such an
élite. .. The changes and developments of sensibility which
appear first in a few will work themselves into the language
gradually through their influence on other and more readily

popular authors; ... The influence of poetry at the furthest
periphery is of course, very diffused, very indirect and very
difficult to prove. ...if you follow the influence of poetry

through those readers who are most affected by it, to those
people who never read at all, you will find it present every-
where. (Emphasis added. M. J.) %

As always in Eliot’s writings the veil of detatched generali-
sation does but thinly disguise his endeavours to justify and give

™ W.B. Yeats "On being asked for a War Poem”, Modern Verse in
English etc., p. 115.

% T.S.Eliot, ”On Poetry and Poets”, Faber and Faber, London, 1957,
pp. 21--22.
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universal validity to the tendencies in poetry most congenial to
his personal interest. Incidentally, one can discern a regretful
undertone in these lines: the poet who, in his youth, haughtily
addressed himself to a sophisticated élite, desperately clutches at
the hope of a more widespread appreciation as his life is drawing
to its close.

Perhaps it is still early to say that the ascendancy of modern-
ist poetry is declining. But the enduring and still increasing po-
pularity of a truly national poet like Hugh MacDiarmid is an en-
couraging sign. And now and again one finds indications that
under the pressure of reality modernists are compelled to ignore
their self-decreed taboo and put their poetry at the service of the
great issues of the day. Thus, a broadsheet directed against racial
discrimination in South Afrika lists among its contributors not
only such outstanding progressive writers as Sean O’Casey and
Jack Lindsay, but also some modernists.8! Among these is William
Empson, highpriest of the «New Criticism» and prominent mo-
dernist poet. However saturated with all the Seven Types of Ambi-
guity his respective poem might prove to be, the very fact that it
is dedicated to the fight against one of the most shameful mani-
festations of the capitalist way of life, is an admission that not
irony or ambiguity are the essence of poetry, but its relevance to
the needs and aspirations of humanity.

M. AHCOH

CrunucrryeckHe 0COGEHHOCTH AHTVIMACKON M aMepUKaHCKO#H
v MOJEPHHCTCKONH MO33UHN

Kpatkue BoBOAM

JlaHHAs CTAThsi SIBJASIETCS MONBITKOH BBISIBHTH CTHJIHCTHYECKHE
TIpHEeMBI, CBOHCTBEHHBIE AHTJIMHCKMM W aMEPUKAHCKUM MOJEPHUC-
TaM ¥ NDPUAAIOIIMe UX N093HU XapaKTepHOe 3ByuaHue. XOTH MOJAEp-
HHCTHI BCerja MOoAYepKHBAIOT HOBATOPCTBO CBOEH N033WH, B Hell mpo-
C/IeKHBAETCH BJMSIHHE PA3JIMYHBIX JUTEPATYPHBIX TEUEHHWIl H TpH-
MeHeHHe NaBHO U3BECTHHIX MOITHYECKHX NPHEMOB B HECKOJBKO MO-
audunupopaHaoM Buae. Paz6upast KOHKpeTHbIE NTPUMEpH H3 padoT
BHIHBIX MOJEPHHCTOB, ABTOP KOHCTATHPYET, YTO MOAEPHUCTHI CTpe-
MATCA H36eXaTb TNO3THUHOCTH, NMPUAABATH CBOMM CTHXAaM pasro-
BOPHYIO HHTOHALHUIO U BCSTUECKH MOAYEPKHUBATH MX OTJIHYHE OT Tpa-

81 "The Daily Worker”, May 31, 1960.
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JMUHOHHOH nos33uy. [Ipu 3T0M OHU NpPEANOYHTAIOT TAKHE CTHIHCTH-
YyecKue TpPHEMbl, KOTOPblE NPUAAIOT HX CTHXaM CJOXKHOCTb W HesiC-
HOCTb. TaKOBHI HANpPHUMeEp: acCONMAIHK HEMOHATHHE YHTATEJIO,.3a-
MH(POBaHHbIE JIHTEPATYPHBEIE IMTATH, IPOU3BOJBHBIE CHHTAKCHYE-
CKHe KOHCTPYKUHH, CHHAICTe3ud, U T. A. B craTbe NORUepKHBAETCH,
YTO CYIIHOCTh MOJEPHHCTCKON NMO33HH 3aKJIOYAETCs HE B ee BHeUI-
He#l opMe, HO B OTHOWIEHHH K JXKH3HH, BHIPAXXEHHOH €0 U MpHMe-
TAMH KOTOPOH SIBJISIOTCS: aNaTHsi, OTOPBAHHOCTb OT peaJIbHOIl
JeACTBUTENBHOCTH, OTCTPAHEHHE PealslbHOTO CMBIC/IA CTHXA HA BTO-
poll TmJaH H, BO MHOTHMX CJy4asiX, OTKphITa3 PeaKUHOHHOCTb. YKa-
3BIBAETCS TaKXe HA COIMAJbHO-UCTOPUUYECKHE NPUYHHEI, BEI3BABIIHE
TaKOe OTHOIIEHWE MO3TOB K KH3HH H CNOCOOCTBYIOMLINE HUX NPHBEP-
JKEHHOCTH MOIEPHH3MY. XapaKTepHO, 4TO 3CTeTHYECKHe B3TJIsiIbt
MOJEPHHUCTOB, 0COOEHHO B OTHOIIEHHH CTHJISI, HE TOJILKO BOIJIOLILA-
I0TCA B HX NO33HH, HO U IIHPOKO H3JIaraloTc UMM B KPHTHKO-TEOpE-
THueckoir opme. 1o nenaror Duumor, [laynn, Dmncon, Te#r,
Baekmyp, Paucom, I'pefiB, H MHOrHe apyrue, Tak 4TO naxe o6pa-
30BaJIoCh ocoGoe HampaByieHHe B Gyp:KyasHOH JHTepaTypHOH KpH-
THKe — Tak HasbiBaeMasi «<HoBast Kputuka». B craTtbe fesaercs no-
MBITKa NMOKa3aTh CYLIHOCTh M HampasjeHHOCTb «HoBo#l KPHTHKH>
M OTMEYaIoTCsl HEKOTOphie paGOTH U TEOPHH €e TVIABHBIX MPeACTaBH-
Tesell, U TaKXe JaeTcs OLleHKAa MOJEpPHH3Ma M TECHO C HEl0 CBA3aH-
Ho#i «HoBO@ KpHTHKRE®.

M. JANSONE
Anglu un amerikagu modernistu dzejas stila ipatnibas
Kopsavilkums.

Raksts «Ang]u un amerikanu dzejas stila ipatnibas» ir mégi-
najums paradit angju un amerikanu modernistu iecienitos stila
papemienus, kas pieSkir vigu dzejai raksturigo skanéjumu. Kaut
arl modernisti vienmer uzsver, ka vini ir novatori, vinu dzeja sa-
skatama dazadu literaru stravojumu ietekme un jau zinamo prozo-
dijas papémienu lietoSana modificéta veida. Citejot un iztirzajot
konkretus piemérus no vado$o modernistu darbiem, autore kons-
tate, ka modernisti, censdamies izvairities no dzejiskuma, piedod
savai dzejai sarunas valodas skanéjumu un visadi pasvitro tas
atSkiribu no tradicionalas dzejas. Reizé ar to modernisti dod
priekSroku stilistiskiem papémieniem, kas padara dzeju sarezgitu,
sniedzot lasitajam nesaprotamas asociacijas, aizplivurotus litera-
rus, citatus, lietojot patvaligas sintaktiskas struktiiras, sinestéziju
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u. tml. Raksta uzsverts, ka modernistu dzejas biitiba nav meklé-
jama tas aréja ietérpa, bet attieksme pret dzivi, kas taja izpauzas,
un kuras iezimes ir apatija, atrautiba no dzives realitates, racio-
nala satura nobidiSana otraja plana un, daudzos gadijumos, atkla-
tais reakcionarisms. Raksta noradits uz sociali-vesturiskiem celo-
niem, kas nosaka $adu dzejnieku attieksmi pret dzivi un veicina
vinu pievérSanos modernismam. Raksturiga paradiba ir tas, ka
modernisti pauZ savus estétiskos uzskatus, it seviski attieciba uz
stilu, ne tikai sava dzeja vien, bet ari plasi iztirza tos teoretiski-
kritiskos rakstos. To darijusi Eliots, Paunds, Empsons, Teits,
Blekmurs, Rensoms, Greivs un daudzi citi, izveidojot ipasu novir-
zienu mislaiku burZuaziskaja literara kritika, proti, ta saucamo
«Jauno Kritiku». Raksta méginats paradit «Jaunas Kritikas» bii-
tibu un tendences, sniedzot parskatu par dazadu galveno parstavju
darbiem un teorijam un dodot modernistu dzejas un cieSi ar to
saistitas «Jaunas Kritikas» novértéjumu.
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M. ANDERSONE

LATVIESU-ANGLU LEKSIKOGRAFISKO 1ZDEVUMU
PROBLEMAS

Praktiskais leksikografijas darbs miisu zemé ar katru dienu
iegiist plasaku verienu. Peédgjos trisdesmit gados izdots simtiem
vardnicu, gan skaidrojo$o, gan divvalodu. Ari Latvijas Padomju
republika iznakuSo divvalodu vardnicu skaits ir pieaudzis, izna-
kuSi tadi kapitali darbi ka Krievu-latvieSsu vardnica? divos séju-
mos, Angju-latvieSu vardnica,? tiek gatavotas latvieSu-krievu,
latvie$u-anglu, latvie$u-vacu u. c. vardnicas. To skaits ievérojami
parsniedz skaidrojoSo vardnicu skaitu.

Leksikografijas teorijas attistiba jiitami atpaliek no prakses.
Leksikografu darbs faktiski norit bez siki izstradatas teoretiskas
bazes, bez visparinatas pieredzes. Seviski griita stavokli tapec at-
rodas tie autori un autoru kolektivi, kas strada pie divvalodu vard-
nicam valodas, kuras vardnicas lidz 8im vél nav bijuSas. Tapéc
daudzu divvalodu vardnicu leksikografisko problemu risinasana
vél Sodien ir uzmanibas centra. Bet vai ir nepiecieSami runat par
divvalodu vardnicu leksikografiskam problémam? Vai tam pie-
mit kaut kas specifisks, kas tas krasi atdalitu no vienas valodas
leksikografijas teorijas? Par $o jautajumu runa jevérojamais va-
lodnieks un leksikografs L. V. S¢erba raksta «OnwitT oGumei Teopuu
Jiekcukorpatuu», kas ir viens no pirmajiem teorétiskajiem darbiem
leksikografija. Runajot par vardnicu tipiem, L. S¢erba saka:

«IlepeBonHbIi CIOBapb BO3HHKAeT H3 MOTPeGHOCTH MOHHMATh
TEKCTH Ha uyXoM sisnvikes. Bet ta ka «rpomMannoe 60/1bLIMHCTBO
CJIOB-TIOHATHH J1I060r0 I3BIKa HECOH3MEPHMO CO CJIOBAMH-NOHS-
THSIMH BCSIKOTO APYTOro si3bika», tad «pajnkajJbHBIM pemeHneM
BOMPOCA SBHJIGCDH OBl . . . CO3JaHHE TOJKOBBIX HHOCTPAHHBIX CJIO-
Bapell Ha POAHOM sI3blKe, a TlepeBOJHble CJOBADH BIpelb IO
CO3NaHHS HOBOIO THNA CJIOBAPS OCTAIOTCA BCE XK€ HAalIUM

! Krievu-latviedu vardnica, LVI Riga, 1959.
3 Anglu-latvie3u vardnica. Sastadijis autoru kolektivs, LVI Riga, 1957
19405 JI. B. Lllep6a «Onwut o6meit Teopuu Jekcukorpaduu», Hasectus AH,
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malum necessarium. Oco6uifi TUN NePeBOJHOrO CJAOBaps BCe
Xe JOJDKeH OCTAThCs AJs JIojell He OuYeHb XOPOINO 3HAOUIUMX
KHOCTPAHHbIH A3BIK, KOTOPBIM TEM He MeHee NMPHXOAHTCA BpeMst
OT BPEMeHH 4TO Ju00 MEepeBOJHTH Ha 3TOT A3HK, Takoil ci/io-
Bapb JOJ/KEH JaTh PYCCKOMY UeJIOBEKY TOUHBIE YKasaHU#, KaK
OH JOJDKEH NEPEBOJHTh PYCCKHE CJIOBA B PA3HBIX KOHTEKCTAXY.
Un tapéc «as4 BCSAKOI Mapbl A3bIKOB HYIKHO YETHIPE CJAOBApS —
6e3yc/IOBHO IBa TOJKOBBIX HHOCTPAHHBIX CJOBapsi ¢ OObsACHe-
HHUSIME Ha POJHOM $3bIKE NOJb3YIOUIEerocsi AaHHBIM CJIOBAapeM
M ...JBa NEPEBONHBIX CIOBAPS C POAHOTO 3bIKA HA HHOCTPAH-
HBIH».

Tatad L. S¢erba izvirza nepiecieSamibu at3kirt divvalodu vard-
nicas no sves$valodas dzimtaja valoda un otradi. Protams, ari div-
valodu leksikografija ir virkne jautajumu, kas saistas ar attieci-
gam probléemam skaidrojosas vardnicas, tomer fai ir sava skaidri
izteikta specifika. Citadi risinams jautajums par vardu sastavu,
par nozimju sadalijumu utt. Bez tam izvirzas vesela grupa prob-
lemu, kas raksturigas tieSi attiecigajam valodu parim, piem.,
anglu-latviesu, latvieSu-krievu utt. TulkojoSo divvalodu vardnicu
apjoms bieZi vien ir neliels, 30—35 titksto$i vardu. To patlaban
vél nosaka vairaki faktori. Viens no iemesliem ir tas, ka autoriem
bieZi vien jasak darbs gluzi no sakuma, un vigi nav spé€jigi uz-
reiz atrisinat tadu sareZgitu uzdevumu, ka pilnigas divvalodu
vardnicas sastadi$anu. Otrkart, lai sastaditu vardnfcu ar 80.000--
100.00 vardiem, nepiecie3ami daudzi gadi, bet bieZi vien ir vaja-
dziba steidzigi izdot vardnicu, kau ari nelielu. L. S¢erba gan vér-
$as pret mazam vardnicam: «BcsiKiil KpaTKuil cioBapb BHI3HIBAET
y CepbesHblX JIoAell B KOHIlE KOHLOB pasfpaKeHue.

Un talak: § cuuraio, yTo 3TUMH TUNAMH CJOBapel — ILEHOW M0-
JElIeBsie — He CJelyeT yBJeKaThcsiy.*

Nakotnes uzdevums ir sastadit pilnigas divvalodu vardnicas,
kuras leksiskais materials nebiitu jaierobeZo, bet kamér tadas nav
raditas, jaiztiek ar neliela apjoma vardnicam. !

Vardu sastavs latvieSu-anglu vardnica

Viens no vissvarigakajiem jautajumiem leksikografija ir pa-
reiza vardu sastava izraudziSana. Vardu sastavs atkarigs no vard-
nicas apmera, no tas profila un no adresata, kam ta domata. T3,
nesen iznakusi krievu-latvie3u vardnica®, tapat ari latvieSu- krievu
vardnica®, paredzéta ka krievu, ta latvieSu lasitajam. Tas liela

4 JI. B. lllep6a. «Onut o6itedi Teopuu Jexcukorpadun», Masectus AH.
1940. :

5 Krievu-latvieSu vardnica, LVI Riga, 1959. -

6 LatvieSu-krievu vardnica. Sastadijis autoru kolektivs, LVI Riga, 1953.
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meéra nosaka vardu sastavu. PlaSak dodama sinonimika latviesu
valoda, dazkart nevar izvairities ari no apvidus vardiem vai retak
lietojamiem izteicieniem. Gatavota latviesu-anglu vardnica do-
mata tikai latvieSu lasitdjam. Tapéc nav vajadzibas taja ietvert
retak lietojamus sinonimus, piemeram, ja dodam vardu «dejot»,
nav nepiecieSams dot «diet» un «dancot», jo lasitajs, neatradis Sos
vardus, katra zina meklés pazistamo «dejot».

Normativajas jeb akadémiskajas vardnicas jamégina aptvert
vardu krajums visa pilniba. Turpreti maza vai neliela tulkojo3a
divvalodu vardnica, izraugoties vardu krajumu, javadas no daZa-
diem apsverumiem. No katras valodas vardu krajuma var izdalit
valodas vardu pamatfondu. Vardi, kas ir arpus pamatfonda, vieg-
lak padodas izmainam. Vardu pamatfonds ir stabilaks, izmainas
taja notiek lénak. Tomér daZi jaunas leksikas elementi véstures
gaita taja nostiprinas. Lai noteiktu, kadi tiesi ir Sie elementi, ja-
izdara speciali petijumi. Patlaban mums svarfigs jautajums: vai
neliela divvalodu vardnica jaietver visa leksika, kas raksturiga at-
tiecigajam laika periodam, taja skaita ar1 ta parejosa, kas vardu
pamatfonda neietilpst? Sadas nelielas vardnicas uzdevums ir dot
lasitajam iespéju tulkot sabiedriski politisku literatiiru, dalgji ari
dailliteratiiru, tatad vardnicai japarstav tiesi ta leksika, kas radu-
sies un tiek lietota pédéja laika. To prasa ne tikai praktiskas va-
jadzibas, bet tiesi te slépjas ari neliela apmeéra vardnicu zinatniska
vertiba. Neliela vardnica domata nelielam laika periodam. Ja to
izdod atkartoti, vardu krajums japarskata, jasaisina vai japapil-
dina, nemot véra to jauno valodas materialu, kas $aja laika radies.
Ja blakus 8adai nelielai vardnicai ir ari liela normativa vardnica,
tad mazas vardnicas specifiku var izteikt vél spilgtak.

Vai teiktais attiecas tikai uz latvieSu-sveSvalodu vardnicu, vai
ari uz svesvalodu-latviesu? Domajams, ka uz abam. To, kas jauns
latvieSu leksika, dosim latvieSu-svesvalodu vardnica, bet to, kas
jauns sveSvalodas leksika, dosim svesSvalodas-latvieSu vardnica.
Atseviski vardi, kas pédeja laika kluvudi populari daudzas valo-
das, attiecigi ietilps abas vardnicas, piemeram, «kolhozs» un
tml. Turpreti tadi vardi vai vardu sakopojumi ka «komunistiska
darba brigade», «Socialistiska darba varonis», kam sveSvaloda
atbilstoSa termina nav un kas jatulko aprakstoSi, sveSvalodas-lat-
viesu vardnica, protams, ietilpinati netiks, bet latvieSu-sves$valodas
vardnica gan. ’

Ko izveléties no paréja vardu krajuma? Ka jau minéjam, pil-
niba jadod sabiedriski politiska leksika, ka jauna, ta veca, bet ne
novecojusies. Tapat nepiecieSama leksika, kas tiek lietota ekono-
miskas dzives jautajumos, tikai bez specialiem terminiem. No ter-
miniem biitu jadod tikai paSi parastakie, ar kuriem bieZi nakas
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sastapties ari ikdienas dzive, pieméram, jadod termini «tuberku-
loze», «vézis», bet var iztikt bez tada termina ka, pieméram,
«hepatitsy.

Praksé vardu atlases darbam liela meéra ir gadijuma raksturs.
Vardnicu priekSvardos parasti teikts, ka vardnica sakopoti vis-
vairak vai visplasak lietotie vardi. Sadam formuléjumam parasti
nav nekada pamata. Peétijumi rada, ka, sakot jau ar otro virdu
tiikstoti, atkartojamibas koeficients ir tik mazs, ka tas nevar
pieradit viena vai otra varda lietoSanas bieZumu valoda. Tatad,
izdarot pat milzigu uzskaites darbu (kas faktiski netiek darits),
nevaretu iegiit pietiekami parliecino$us faktus divdesmit lidz tris-
desmit tiiksto$ vardu atlasei. Bet pats galvenais iebildums pret
80 «visvairdk lietojamo vardu» principu ir tas, ka $ada veida
nevar nodro$inat nepiecieSamo vardu krajumu. Akadémikis
L. S¢erba saka, ka vienigais zinatniskais $a jautajuma atrisina-
jums biitu kolosalais darbs, kas javeic, pétot padomju preses vardu
sastavu. Lidz $im vel gandrlz katra maza vardnica mes atradi-
sim tadus vardus ka «begemots», «<kengurs» un tml., bet nav par-
stavéti tadi svarigi un vajadzﬁgi termini ka «remilitarizécija»,
«bruno3anas drudzis», «mieriga lidzas pastavésana». Dazkart
gadas, ka vards sava tieS3aja nozimé mums nav parak vajadzigs,
bet, ja tas bieZi tiek lietots parnesta nozimeé vai veido plasi pazis-
tamu frazeologismu, tad tas vardnica biitu tomér ievietojams.
Pieméram, pie varda «strauss» biitu dodams ari izteiciens «slépj
galvu smiltis ka strauss — buries his head ostrichlike in the
sand». Ja $4ddus vardus dodam izoléti, bez attieciga frazeologisma,
tad tie vardnica veido tikai lieku balastu, jo lasitajs tos tapat nevar
izmantot.

Dazreiz ir griti novilkt robezu starp tiem kadas specialitates
terminiem, kas jadod vardnica, un tiem, kurus nevajadzétu dot.
Ka visos lidzigos leksikografijas darba jautdjumos, te jabalstas
uz valodas zinaSanam un valodas izjutu, saistot tos ar vispari-
giem vado$iem principiem, péc kadiem viardnica tiek sastadita.
Ir tadi vardi ka, pieméram, «sojojoSais ekskavators», kas bitiba
ir Sauri tehnisks termins, bet kas miisu presé diezgan bieZi sasto-
pams un sava zina atspogujo miisu tehnikas attistibu. Sadi un
lidzigi vardi tapéc biitu ievietojami vardnicas.

Darba ar vardu krajumu, tatad, izvirzas divi momenti. Pirm-
kart, vardu atlases principu izstradasana, un, otrkart, pati vardu
atlase. Kam tad vajadzétu izstradat, pieméram, latvieSu-angju
vai latvieSu-vacu vardnicas latvieSu pusi? Butu vislietderigak, ja
to daritu latvieSu valodas specialisti. Stradajot pie toposas latvie:
Su-anglu vardnicas, par pamatu ir nemta 1953. gada iznaku3is
latvie$u-krievu vardnicas latvieSu puse, to attiecigi parveidojot,
jo mineta vardnica domata diviem adresatiem. Tapat izmantoti ari
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papildinajumi, kas paredzeti jaunajam latvieSu-krievu vardnicas
izdevumam.

Japem vera ari tas valodas specifika, kura tulko.

Skaidrojo3as vardnicas parasti nedod, piemeram, apstak|a var-
dus, ja tos atvasina no ipasibas vardiem parastaja ce]a. Divvalodu
tulkojoSa vardnica no ta vienmér nav iespéjams izvairities, jo
tulkojumi visos gadijumos nebils vienadi. Pieméram, var nedot
formas ar galotni «-Sanay, ja ang]u valoda tas tulkojamas ar
«-ing», pieméram, vardiem «reading», «writing» un tml. Bet ga-
dijumos, ja tulkojums ir citads, tas tomer biitu dodams, pieméram,
«razoSana» — «production», «augSana» — «growth». Nebiitu do-
dami ari apstak]a vardi, ja tos anglu valoda atvasina no ipaSibas
vardiem ar galotni -ly, pieméram, «quick» — «quickly», «sad» —
«sadly». Bet jadod tadi apstakla vardi ka «smagi» — «hard»,
«atri> — «fast» u. tml.

Sie ir daZi no tiem svarigakajiem jautajumiem, ar kuriem leksi-
kografs saduras vardu krajuma atlases procesa.

Frazeologijas atlase un izvietojums

Blakus vardu krajuma atlasei |oti svarigs ir ari jautajums par
frazeologiju. Ar terminu «frazeologijas» leksikografi praktiskaja
darba saprot dazadas lietas. Pirmkart, tas apzimé brivi veidotus
teikumus, kas ilustré kada varda nozimi. Otrkart, ar to apzimé
dazadas stabilas vardu kopas. Talak runasim tie$i par $im pe-
dejam.

Vienu grupu $adu stabilu vardu kopu akadémikis V. Vinogra-
dovs nosaucis par «saliktiem terminiems». Tie izsaka vienu jédzie-
nu un lidz ar to uzskatami ka vardu ekvivalenti. Faktiski vini no
frazeologijas pamazam pariet vardu sastava. Lai cik maza biitu
vardnica, bez 3adiem frazeologismiem ta nav iedomajama. Te
domati galvenokart tadi vardu savienojumi, kas sve$valoda tulko-
jami ar vienu vardu, pieméram, «smaga masSina» — «lorry», vai
vardu sakopojumi, kurus nevar burtiski tulkot sve$a valoda, pie-
meéram, «atpiitas nams» — «resthome», «brunosSanas drudzis» —
«arms drive».

Nako3a frazeologismu grupa, kas noteikti jaietver pat visma-
zakaja vardnica, ir tie vardu savienojumi, kam teikuma ir palig-
vardu raksturs, piemeram, «sakara ar to», «neskatoties uz», «starp
citu» un lkidzigi.

Neliela apméra vardnicas nevajadzétu parak daudz dot sa-
kamvardus un parunas. Sim nolitkam vajadzigas specialas fraze-
ologiskas vardnicas. Tulkojo$a vardnica biitu jadod tikai vispopu-
larakie teicieni.
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Lielako daju frazeologismu, kas jaietilpina vardnica, veido
darbibas vards ar lietvardu, pieméram, «piepemt lémumu»,
«iesniegt atliigumos» un lietvards ar saviem apzimétajiem, piemé-
ram, «stridus abols», «aplausu vétra» u. tml. Sadas frazeologiskas
vienibas sastopamas visas valodas un bieZi sagada griitibas tul-
kotajiem. Lai gan dzimtaja valoda tas dazkart skauZam, jo tam
ir tendence kliit par $tampiem, vardnica tas japarstav cik iespe-
jams plasi, jo tulkotajam ar tam ir jasastopas. Vardnica biis daudz
lietderigaka, ja ta dos attiecigo vardu vajadzigaja konteksta, ne-
vis uzskaitis tikai atseviskas nozimes.

Otrs svarigs jautajums ir frazeologijas izvieto$§a-
na vardnica. Ta varétu likties tiri tehniskas dabas probléma.
Tomeér ar to saistiti dazi principiali jautajumi. Nav mums Sodien
vardnicu, kuras §1 probléma biitu pilnigi atrisinata. Vardnicas sa-
staditaji parasti noklusé faktu, péc kadiem principiem vardnica
izvietota frazeologija. Vienigi akademikis L. S€erba krievu-franéu
vardnicas priek3varda saka: «Izteicieni doti pie tiem vardiem, kas
raksturigaki dotajam vardu sakopojumam>. Bet ari $aja vardnicj,
parbaudot atseviSkus vardus, redzam, ka 3is princips nav izturéts.
Vardnicu sastaditajam bieZi parmet, ka viens un tas pats frazeolo-
gisms dots vairdkas vietas, pieméram, «pievérst uzmanibu — to
pay attention» dots gan pie «uzmaniba», gan ari pie «pievérst».
Domaju, ka tas nav nepareizi. Lasitdji Sadus vardu sakopojumus
parasti meklé pie lietvarda, bet ari kopa ar darbibas vardu tas
palidz atsegt darbibas varda nozimi. Ja vien vardnicas apmeéri
to atlauj, Sadu atkartoSanos nevajadzétu skaust.

Ja, turpreti, papira ekonomijas noliikos nebiitu iespeéjams Sos
vardu savienojumus ievietot divreiz, tad griiti atrast kadu vispa-
rigu likumu, péc kura vadoties $ada ierobeZo$ana biitu izdarama.
Vismazak piemérots ir mehaniskais princips — dot vardu savie-
nojumu pie pirma elementa.

Talak par sakamviardiem un parunam. Skaidrojosas vardnicas
tos parasti dod pie pamatnozimes, tulkojosas (piem. krievu-anglu,
latvieSu-krievu, tapat ari latvieSu-angju) — aiz romba(<>). Lie-
kas, ka pie 8is sistémas ari vajadzetu pieturéties, ja sniedz sakam-
vardu vai parunu ka patstiavigu valodas elementu, ne ka ilustra-
ciju pamatvardam.

Visus frazeologismus OZegovs dala péc struktiiras divas
grupas: v

I Frazeologiskas vienibas, kuru pamata ir nebrivi vardu savie-
nojumi (necBoGOfHEIe coueTaHust cioB).  Tiem pieder divas
apaksgrupas.

a) Pirmo grupu latviesu un anglu valoda varétu raksturot
tadi izteicieni ka «bolit acis» — «to goggle, to screw up one’s ey-
es», «nosSnaukt degunu» — «to blow one’s nose», u. ¢. Darbibas
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vards sastopams tikai $aja savienojuma. Sadi frazeologismi do-
dami péc kola $ada veida:

bolit: b. acis — to goggle, to screw up one’s eyes

nosSnaukt: n. degunu — to blow one’s nose
Domajams, ka ari pie otra komponenta, proti, «acis» vai «deguns»,
to vajadzetu dot nevis aiz romba, bet tiesi pie nozimes.

b) Lietvarda un darbibas varda savienojumi, kur pédéjam ir
tikai paligdarbibas varda loma un kur tas daléji vai pilnigi zaude
savu leksisko nozimi, piem., vest cinu gpret) — to fight
(against), vest sarunas — to negotiate, u. tml.

DaZas vardnicas dod Sos gadijumus aiz romba. Domajams, ka
biitu pareizak tos uzskatit par darbibas varda atseviskam nozi-
mém un pie lietvarda nedot aiz romba, ka tas ari ir darits, piem.,
krievu-latvieSu vardnica.!

[I Pie otras frazeologismu grupas pieder

a) frazeologiskas vienibas, kuru pamata ir brivi vardu sako-
pojumi, piem., «dalities pieredzé» — «to exchange experience»,
«miera cinitajs» — «fighter for peace», «macities no kludams» —
«to profit (learn) by one’s own mistakes» u. tml. Sos parasti ne-
dod aiz romba (krievu-ang|u vardnica? pedgjais gan dots aiz rom-
ba, kas nav vajadzigs);

b) frazeologismi ar parnestu, telainu raksturu, piem., «izpiist
no oda ziloni» — «to make mountains out of molehills», «mazgat
rokas nevainiba» — «to wash one’s hands of it», «iziet sveika
(izkulties ar veselu adu)» — -«to come off scatheless, to fall on
one’s feets. Krievu-angju, tapat ari krievu-latvieSu vardnica Sos
gadijumus dod aiz romba, kas liekas ir pareizi.

Pie 8is paSas grupas pieder ari vardu savienojumi, kas apzi-
me fizisku kustibu, tai pa$a laika izsakot ari garigo noskanojumu,
piem., «paraustit plecus» — «to shrug omne's shoulders», «uz-
mest liipu» — «to pout lone’s lipsi», «izpliist asaras» — «to burst
into tears». Seit vardi «paraustit», «uzmest» ieguvusi ipatnéju no-
zimi, kas atSkiras no So vardu paréjam nozimém. Ja $o paréjo
nozimju nebiitu, gadijums biitu analogs tadiem izteicieniem ka
«bolit acis». Sadi izteicieni biitu dodami aiz romba.

Tadus salidzinajumus ki, piem., «k@ sniegs uz galvas» —
«like a bolt from the blue», «bals ka likis» — «white as a sheet,
pale as a ghost» vajadzétu dot aiz romba. Tas nenozimé, ka visi
parastie salidzinajumi biitu dodami aiz romba. Salidzinajumos
«balts ka sniegs» — «as white as snow», «sarkans ka asins» —
«as red as blood» u. tml. nekadu sevisku savdabibu neizjiitam.

¥ Krievu-latvieSu vardnica, LVI Riga, 1959.
Pyccko-anrauiickuii cnosapn, A. WM. Cmupuuukuii, Mocksa, 1958.
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Nozimju kartiba un grupéjums

Lai gitu skaidru priekSstatu par vardu semantisko struktiiry,
svariga ari kartiba, kada sniegtas vardu nozimes vai ari kadas
grupas tas apvienotas. Nozimju kartiba, kas atbilst varda veéstu-
riskajai attistibai, dod visskaidrako priekSstatu par $a varda se-
mantisko struktiiru. No otras puses, praktiski apsverumi prasa
pirmaja vieta dot aktualas un plasi lietotas nozimes, kaut ari tas
dazkart radu$as velak. Divvalodu vardnicam, it seviS8ki apmeéra
nelielam, bieZi nakas atmest novecojusas vai maz lietotas sakot-
néjas nozimes. Ta, piemeéram, vards «indeve» sakotnéji noziméja
«slimiba», «kaite». Tagad to vajadzetu dot tikai ar nozimi «ipat-
niba», «paradums» (ja to vispar dod).

Vienalga, vai tiktu lietots vesturiskais princips, vai pirmaja
vieta dotas pla3ak lietotas nozimes, parnestas nozimes jaizvieto
tilin aiz tam tieSajam nozimém, kam tas atbilst. Vienigi tad, ja
izteiciens neatbilst nevienai no dotajam nozimém, to var likt aiz
romba varda izstradajuma beigas.

Izoléta varda tulkoSanas griitibas

Katra valoda ir zinams skaits tikai tai raksturigu vardu. Sie
tad ari ir tie vardi, kuru nozimju tulko$ana vardnicas rada vislie-
lakas griitibas. Ja kadam vardam otra valoda nav varda ar atbils-
to8u’ nozimi, tad jadod skaidrojums. Tas gan tulkotaju bieZi no-
stada griita stavokli, jo skaidrojumu reti kad izdodas izlietot teks-
ta tikpat brivi ka vardu. Pieméram, «talka» — «cooperation in
farm-work», «joint work.» Sadi tulkojumi maz dod tulkotajam,
tapéc blakus biitu ieteicams dot ari izteicienu «iet talka», «to give
(lend) a hand», «to help».

Dazkart vardnicas blakus skaidrojumam dod ari padu sve$va-
lodas vardu. Ja §1 varda nozime k]iist tuva tai tautai, kuras valoda
tulkojam, tad attiecigais vards var organiski ieklauties ari 3aja
valoda. Ja ng, tad to var izlietot tikai tulkojumos, kur ir runa
par attiecigas tautas dzivi un kultiiru. Ta, piemeram, vards «kol-
hozs» tagad ar pilnam tiesibam tiek lietots ari anglu valoda.

Bet tads latvieSu vards ka «pastala», ko tulkojumos izlieto
ari anglu valoda, neieviesisies taja, jo tam triikst jebkadu prieks-
nosacijumu tautas dzivé. Tomeér $is vards pieskir zinamu nacio-
nalu koloritu tulkojumam. Sis papémiens gan nav ieteicams, lai
nepiesarnotu valodu ar tai svesiem elementiem. Dazkart tulkoju-
mam var izmantot vardu ar ne gluzi adekvatu, bet Joti tuvu no-
Zimi. Ta pieméram, vardu «rentnieks» varam tulkot ar «share-
cropper», kaut ari tas mazliet atS8kiras no jédziena «rentnieks».
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Tapat ari vardu «sakta» dazkart varam tulkot ka «brooch», bet
sika etnografiska apraksta biitu ieteicams saglabat nosaukumu
«sakta», ta noradot, ka tas ir kads ipatnéjs paveids, raksturigs
tiesi latvie$u tautas kultiirai.

DazZreiz tomeér iespéjams lietot anglu valodas izteiksmes Ii-
dzeklus ari tada varda tulkoSanai, kas apzimé angliem svesu
lietu. Ta, pieméram, vardu «vedlodzins» var tulkot ar «small hin-
ged window for airing the room». Ja tulkojot tekstu $is vards at-
kartojas vairakas reizes, it seviski dialoga, So garo skaidrojumu
atkartot vairakas reizes nav vélams. Tad biitu jalieto vards «win-
dow». Par kadu logu ir runa, biis skaidrs no konteksta. Tapéc, lai
atvieglotu tulkotdju darbu, tulkojums biitu dodams $ada veida:
small hinged window (for airing the room). Tas ir skaidrojums,
bet taja pasa laika sniedz ari padomu tulkotajiem, ka to labak
izlietot. Vardu «bizot», kas nozimeé «to run (dart) with one’s
tail in the air», tulkojama teksta tapat var aizstat vienkar$i ar
«run» vai «dart», ja no konteksta ir skaidrs, par kadu skrieSanu
ir runa.

Cits raksturs piemit tiem gadijumiem, kad latvieSu valodas
vardam ir attiedigs tulkojums angliski, bet fo lietoSanas robezas
nesakrit. Tada gadijuma jadod tulkojumi, bet tie gadijumi, kur
nozimes nesakrit, japarada ar piemériem. Pieméram, «cilaties» —
«to heave, to work up and down», bet «man cilajas kurpe» —-
«the shoe is too big for me». Otrs piemérs: «mijotajsy» — «lover»;
«vind ir liels puku milotajs» — «he is very fond of flowers».

Ja kads vards latvie$u valoda sastopams tikai noteikta vardu
savienojuma, bet atseviski nav lietojams, tad nav arl vajadzibas
pamatnozimi tulkot, bet jadod tulkojums tikai attiecigajam vardu
savienojumam. Pieméram, «m it a: bez mifas — without stopping
(respite) ». Blakus vardam «veldre» — «lying corn» varétu dot pie-
méru «péc lietus labiba sakritusi veldré» — «the rain has beaten
down the crop».

Prasme tulkojama teksta atbrivoties no tiem vardiem un tei-
kumiem, kas ir lieki domas atklasanai — liik, viens no tulkotaja
makslas pamatprincipiem. Tulkotaji to apgiist tikai ilgaka prakseé.
Vardnicai $ai zina jabuit tulkotaja paligam un jamégina, cik tas
iespejams, dot gatavus daZadu bieZi lietojamu frazu tulkojumus.

Prefikséto darbibas vardu tulkojums anglu valoda

Jautajums par prefikseto darbibas vardu tulkojumiem svarigs
tiesi latviesu-anglu vardnicai, jo latvieSu valoda ar $iem darbibas
vardiem Joti bagata, turpreti angju valoda tadu nav daudz, tapeéc
tulkojumam jameklé citi celi, parasti — ar prepoziciju palidzibu.
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Te tiks apskatiti tikai dazi atseviski gadijumi.
Prefikssie-,

1) Ar & prefiksa palidzibu izsaka, pieméram, virzibu kaut kur
iek$a, piem., iebraukt, ieiet, ielikt utt. Anglu valoda $ddam kon-
strukeijam ar prefiksu ie- atbilst adverbs «in» (to drive in, to go
in, to put in), ja vietas apstaklis nav minéts, un prepozicija «intos,
ja vietas apstaklis dots (to drive into a yard, to go into a house,
to put into one’s mouth etc.). Lai tulkojuma paraditu abas 3is
iespéjas, latvie$u-anglu vardnica lielots $Sads panéemiens:

to go in (or into smth.).

Apalajas iekavas dotie un ar parastajiem burtiem iespiestie vardi
ir uzskatami par variantiem, t. i., tie var staties ta varda vieta,
kas atrodas iekavu priek3a. Apalajas iekavas dotais un ar kursi-
viem burtiem iespiestais teksts ir uzskatams par paskaidrojumu,
nevis par frazes sastavdalu. Tatad S$aja gadijuma jalasa: «to go
in» vai «to go into smth.».

2) Prefikss ie- latvieSu valoda izsaka ari isu, vienreizéju dar-
bibu, piem., iekliegties, ieklepoties, ievaidéties u. tml. Saja gadi-
juma- prepozicijas tulkojumam anglu valoda nav izmantojamas.
Vistuvaki originalam butu tadi tulkojumi ka: «to utter a cry» vai
«to give a shout», «to give a cough», «to utter a groan», «to
groan», tatad tadi izteiksmes lidzek]i, kas ari anglu valoda izsaka
vienreizeju darbibu. Tomer ne katra gadijuma tas ir iesp&jams un
Joti bieZi nakas izlidzeties ar tadu pasu tulkojumu ka neprefik-
sétam darbibas vardam, piem., ie€ikstéties — to creak, to squeak.

Tomer ir gadijumi, kad Sis pats prefikss latviesu valoda izsaka
nevis islaicigu darbibu, bet darbibas sakumu un turpinajumu,
piem., «ausa rits, meza iedziedajas putni». «Day was breaking.
Birds began to sing». Sados gadijumos tulkojuma jaizmanto vards
«to beginy.

Prefikss aiz-

Ar 81 prefiksa palidzibu izsaka, pieméram, virzibu projam
(aiziet, aizsnitit), virzibu lidz kadai noteiktai vietai (aiziet lidz
stiirim) vai virzibu aiz kaut ka (aiziet aiz majas). Katra no
$iem gadijumiem tulkojums biis citads.

1. aiziet (projam) — to go away; aizsiitit — to send
away
2. aiziet (lidz kadai vietai) — to go (as far as), to go (to).
3. aiziet (aiz) — to go (behind)
Prefikss pa-

Ar &1 prefiksa palidzibu var izteikt, pieméram: 1) virzibu zem

kaut ka, piem., paskriet apak§a — to run under smth.; 2) virzibu
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garam kaut kam, piem., paskriet garam — to run past, te run
by; 3) darbibu, kuras ilgums ir ierobeZots; paskriet (kadu
laiku) — to run for a while.

Sie nedaudzie piemeri rada, ka prefikséto darbibas vardu
nozimju robezas dazkart var biit diezgan plasas. Cik daudz no
tam jaatspogulo vardnica?

Domajams, ka tadu plasi lietotu vardu ka skriet, iet, nakt,
braukt u. tml. savienojumi ar prefiksiem jaatspogulo vardnica
visa pilniba, t. i.,, jadod visas iesp€jamas nozimju nianses, lidz
ar to noradot lasitajam celu, ka tulkot to retak lietojamo dar-
bibas vardu savienojumus ar prefiksiem, kurus vardnica visa
pilniba neietilpinasim (piem., pie «aiztenteréts — dodam tikai
pamatnozimi — aiztenterét prom — to stagger away).

Iss parskats par lidz $im iznaku$ajam latvieSu-anglu vardnicam

Ja pie mums iznakuSo anglu-latvieSu vardnicu skaits jau
sniedzas padsmitos, tad par latvieSu-anglu vardnicam, diemzel,
jasaka, ka to skaits ir visai neliels — pavisam tikai tris (ceturta
pat]aban top). Pirma bija 1930. gada iznakusi K. Branta un
Dr. W. K. Matiusa (W. K. Mathews) LatvieSu-anglu vardnica.
Ta aptver ap 12.000—13.000 vardu. Ka teikts priek3varda «vard-
nica uznemti parastakie sarunas un literatiiras valodas vardi,
iznemot ipaSvardus, ieviesti ari vairak lietojamie svesvardi, iz-
nemot tos, kas nemaz vai maz rakstiba atSkiras abas valodas».
Priekdvarda nav minéts vardnicas adresats, tomeér vardnicas
latviesu valodas puses izstradajums liecina, ka ta domata ka
latviesu, ta anglu lasitajam. Katram latvie$u valodas lietvardam
atziméta karta un pievienotas vienskait]a genitiva un daudz-
skait]a nominativa galotnes, piem., ceturksnis, -k8na, -k3ni. Dar-
bibas vardiem dota nenoteiksme, tagadnes 1. persona un pagatnes
1. persona, piem., darit, -ru, -riju.

81 vardnica ir ipatnéja lieciba tam, ka mainas valodas vardu
krajums. Tikai divas lappusés sastopam veselu virkni vardu, ko
Sodien vairs nelietojam. Piem.: madarnieks, madrace, maide,
maile, mainitava, maiseklis, maizcepis, maizceptuve, makaris,
malcinieks, maisiklis, mazlops, masene, medigs (ar nozimi «me-
dains») utt,

Frazeologija vardnica atspogulota loti nedaudz. Vards «acss».
kura izstradajums jaunaja vardnica aiznem turpat vai lappusi.
K. Branta vardnica izskatas $adi:

acs f. -s, -is, eye; acu plakstini m. pl. eye-lids.
sirds heart; courgae, mettle.
roka hand, arm; u savu roku — at one’s own risk.
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Ka rada divi pedejie pieméri, vardnica nedod nozimju grupéjumu,
nedod ari noradi uz varda parnesto nozimju lietojumu, tada
veida nedodot lasitajam iespéju noteikt, kur§ no sinonimiem tam
jaizraugas. Ja starp “heart” un "courage” dots vismaz semikols,
tad "hand” un ”arm” atdalits tikai ar komatu, ta padarot tos par
lidzvertigiem sinonimiem.

Neskatoties uz daudzajiem tehniska un principiala rakstura
trikumiem, vardnica tomeér ir ievérojams notikums latvieSu lek-
sikografija, jo tas ir pirmais méginajums latvieSu-anglu vard-
nicas sastadiSana.

NakoSo soli sper E. Turkina ar savu 1944. g. iznakuso Lat-
vie$u-anglu vardnicu. Lai gan vardu skaita zipa, §1-vardnica
daudz neparsniedz ieprieksejo, tad vardu atlases zina jiitams
ievérojams progress. Frazeologijas ari $aja vardnica maz.
1951. gada M. Stradinas redakcija iznakusi E. Turkinas Lat-
vieSu-anglu vardnica radita uz 1944. g. iznaku$as vardnicas
bazes, bet labojumi un papildinajumi ir tik batiski, ka faktiski
varam par to runat ka par pilnigi jaunu vardnicu. Ta ietver ap
25.000 vardu. leverojami pieaudzis ne tikai vardu skaits, bet ari
frazeologijas daudzums. Dotas stilistiskas norades. Si ir pirma
vardnica, kas lasitajam patiesam ir paligs tulkoSanas darba.
Tomer ari ta nav briva no trikumiem. Vél diezgan daudz nepre-
cizu tulkojumu, ne vienmer diferencéti sinonimi, vardnicas ap-
joms neatbilst misdienu vajadzibam.

Jaunaja E. Turkinas Latvie$u-anglu vardnica, kas paslaik
top, autore un redaktori centusies noverst minétos triakumus. Par
cik tas biis izdevies, varés spriest, kad vardnica biis gatava.

®
Si raksta nolitks nav sniegt teoretiskus visparinajumus. Te

tikai parrunu kartiba skarti dazi no tiem jautajumiem, ar ko ja-
saduras leksikografiem ikdienas darba.

M. A. AHIEPCOHE

Hekotopeie BONpoCH JaTHINICKO-AHTJIHHCKOM JeKCHKOrpaduu

Kpatkue BB BOJB

B naHnHo#i paboTe 3aTparuBalOTCs HEKOTOPbIE MPOGJeMbl, KOTO-
pble BO3HHKAIOT NPH COCTABJEHHH JAThILICKO-aHIJIHHCKOTO CJI0BApS.
OnHUM U3 BaXKHEHUINX SIBJSETCS BOMPOC O CJAOBAPHOM COCTaBe, Of-
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peaneasieMoM 06bEMOM M NpoGHIeM c0Bapsi. ABTOp aHA/IU3HPyeT
($hpaseosoruio U AaeT peKoMeHJaUWH O pasMelleHnu (paseosOrHH
B CJIOBape.

PaccmartpuBaloTces Takxke TPYJHOCTH, BO3HHKAIOIIHE Y COCTABH-
Tessi CJIOBaps NpH NMepeBOAe M30JHPOBAHHHIX CJIOB. B 3aKiouenue
naercst pa3bop 3HaUEHUH HEKOTOPHIX NPE(PUKCUPOBAHHBIX IJ1aroJIOB
Ha JIATHIIICKOM $3blKe B COINOCTaBJIEHHH C COOTBETCTBYIOLUMM aHr-
JuHCKHM nepeBofoM. CTaThsi COAEPXKHUT TaKxkKe 0030p BCeX BHIUEH-
IHMX paHee JATHIICKO-AHTJIHHCKUX CJIOBapei.

M. ANDERSONE
Some Problems of Latvian-English Lexicography

Annotation

This paper discusses some of the problems indispensable to
the compilation of Latvian-English dictionaries.

However, the choice of word-stock to be included in this new
dictionary, according to the size and the purpose envisaged, is
regarded as a question of chief importance.

The author further analyses the phraseological units chosen,
their arrangement in the dictionary, and the difficulties connect-
ed with the translation of these units as separate words.

Also a number of verbs with prefixation are analysed in
connection with their English translation.

A review is also given of previously published Latvian-
English dictionaries.
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PETERA STUCKAS LATVIJAS VALSTS UNIVERSITATES ZINATNISKIE RAKSTI,
42, SEJUMS, 1961,
YYEHBIE 3ATIMCKY JATBHUMCKOTO TOCYIOAPCTBEHHOIO YHWBEPCUTETA
HUMEHH IETPA CTYUKH, TOM 42, 1961.

L. CERFASA

VIDUSLAIKU LATINU VALODAS IPATNIBAS INDRIKA
«LIVONIJAS HRONIKA»
(ortografija, moriologija, sintakseé un leksika)

H. Hildebrands, Indrika «Livonijas hronikas» pétitajs un iz-
devejs, sniedz Sadu atsauksmi par Hronikas sacerétaja valodu:
«Vin$ raksta tekosi, bet nebiit ne pareizi. Sastopamas atsevi$kas
diezgan rupjas kluadas, kas bieZi atkartojas, piem., pastaviga
refleksiva un 3. personas personiska vietniekvarda sajauksana,
pilsétu nosaukumu lietosana ar prepozicijam (piem., «in Riga»
«Rigae» vieta), pluskvamperiekta lietosana perfekta vieta, vis-
pari sajukums pagatnes laikos, beidzot divaina komparativa
lietosana superlativa vieta, pie tam vél izteicienu paradiSanas
neparasta un nepareiza nozime vai ari barbarisku, no sveSart
valodam aizgiitu vardu lietoSana ar latinu galotnems».!

S. Anninskis, Hronikas izdevéjs, tulkotajs un komentétajs,
doma, ka pret So Hildebranda veértejumu nav ko iebilst, nav ari
ko tam piebilst, neuzsakot specialu filologisku analizi, kuru lidz
sim neviens nav izdarijis.2 Pats Anninskis blakus Hildebranda
minetajam valodas «k]udam» uzrada vel daZus «gramatiskus
trakumus» Hronikas valoda, pieméram, prézenta lietoSanu ne-
vieta, aecusativus cum infinitivo aizstasanu ar quod-teikumiem
(0.:c.:38. 1p.).

Taéu Hildebranda un Anninska vértéjumi ir nepilnigi un |oti
vienipusigi. Nedrikst katru klasiskas, skolas gramatikas fiksétas
latinu-valodas normas parkapsanu uzskatit par Hronikas autora
kludu vai patvalu. Hronikas, tapat ka ikviena literara pieminek]a
valoda javeérte nevis izoléti, bet vesturiski, tas ir, izejot no tanr
paradibam, kas latigu valoda ieviesu$as vairaku gadsimtu laika.

Viduslaiku latinu valoda, protams, nav radusies uzreiz, no-
mainot klasisko valodu. Ta ir vélas latinitates ilgstoSas attis-
tibas produkts, un daudzas paradibas, ko médz uzskatit par

( ' H. Hildebrand. Die Chronik von Lettland, Berlin 1865, 45
461. 1p.). '
2 C. A Annnncguf. Teupux Jlatuiickuii. Xpounka Jlusonun. M: JI.

1938, 38.
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raksturigam viduslaiku latinu valodai (ka Hildebranda minéta
prepoziciju lietoSana nevieta un Anninska nopeltie teikumi ar
quod acc. c. inf. vieta), gadas jau velas antikvitates rakstnieku
darbos, pat vel vairak: ikdienas sarunas valodai §is formas nav
sveSas arl klasiskaja laikmeta.

Kadi faktori visvairak ir ietekmé&jusi latipu valodas attistibu
viduslaikos?

: Ka pirmais ir jamin kristietibas izplatiSanas un sakara ar

to ta saucamas baznicas latinu valodas izveido$anas. Bibeles
tulkojums (Vulgata) un citas gariga rakstura gramatas (baz-
nicas tevu darbi, liturgiskas gramatas), grieku originalu ietek-
metas, iepliidinaja latinu valoda grecismus: grieku vardus un
grieku sintaktiskas konstrukcijas.

Jaunos vesturiskos apstaklos izveidojas neologismi, atbilstosi
jaunam socialam attiecibam un jaunai garigai pasaulei (feodum,
infeodare, baptismus), bet daudzi vecie latinu vardi maina savu
nozimi (miles — bruninieks, comes — grafs, gentes — pagani).

Hronikas valoda ir stipra méera garigas literatiiras ietekmeéta,
it seviski tapéc, ka hronists ir garidznieks. Bibeles citatus Hro-
nika atziméjusi vairaki pétitaji: H. Hildebrands (o. c. 45. 1p.),
V. Arndts, E. Pabsts, L. Arbuzovs?, bet V. Bilkins sakopojis tei-
kumus un izteicienus, kurus Hronikas autors, cit€jot bibeli —
Vulgatu, katolu lagSanas gramatas — breviariju un misali,
svetmocek]u darbu un naves aprakstus — martirologiju, iepinis
sava teksta.* Bilkins uzrada apméram 775 Vulgatas citatus Hro-
nikas teksta, un tas ir pravs skaits, pat ja pem vera, ka Bilkins
drusku parspilé, nepamatoti miisuprat uzskatot par aizguvumiem
tik vienkar$us izteicienus ka maior natu (o. c. 13. Ip.), vir fortis
(0. c. 28. Ip.), multa milia (o. c. 31. 1p.) un tml.

Lai gan hronists cité svétos rakstus loti brivi, pec atminas,
perifrazejot (Bilkins, o. c¢. passim), apvienojot daZadus iztei-
cienus viena (piem., Hronika VI, 2, sk. Bilkins, o. c. 11. lp.),
tomer vin$ uzpem sava darba bibeles leksiku un gramatiskas
konstrukcijas.

Otrs faktors, kas ietekmejis viduslaiku latinu valodu, ir latinu
dziva ikdienas sarunas valoda, ko runajusi tauta un ko burzua-
ziskie zinatnieki neprecizi nosaukus$i par «vulgiro» latinu va-
lodu. Agrajos viduslaikos no latinu ikdienas valodas veidojas
romanu valodas, reizé ar to sarunas valodas elementi izlauza
sev ceju ari latinu rakstu valoda. Lai gan agrie romie3u kristigie
rakstnieki bija macijuSies no labakajiem klasiku paraugiem, to-

2 L. Arbusow. Die handschriftliche Ueberlieferung des «Chronicon
Livoniae» Heinrichs von Lettland, Acta Univ. Latv., XV, 1926, 335 Ip. un sek.

# W. Bilkins. Die Spuren von Vulgata, Brevier und Missale in der
Sprache von Heinrichs Chronicon Livoniae, Riga 1928.
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mer savos rakstos, spredikos un uzrunas tie centas runat tautai
tuva un saprotama valoda. Tade} viduslaiku literaraja valoda
biezak paradas ikdienas valodas elementi. Klasiskaja laikmeta
tie sastopami tikai tanis rakstnieku darbos, kas ar nolitkku at-
spogulo tautas valodu (piem., Plauts, Petronijs). Viduslaiku
latinu valoda atdzima ari senas (piem., Katona laiku) formas,
kuras klasiskaja laikmeta atmeta ka arhaiskas un kas turpi-
naja dzivot ikdienas valoda (Palladius XIX?%).

Nacionalo valodu ietekme ir nieciga un izpauZas tikai leksika.
Hronika sastopami dazZi igaupu, libieSu, latvieSu cilmes vardi
(malewa, laula, magetac, waypa, draugus, watmal un citi).

Sai darba centisimies noskaidrot, ka atspogulojas viduslaiku
latinu valodas raksturigakas paradibas Hronikas ortografija.
morfologija, sintaksé un leksika. Analizei izmantots izdevums:
I'enpux Jlaremiickuii. Xponuka JluBonuu. M3n. Akagemuu Hayk
CCCP. M. JI. 1938.

ORTOGRAFIJA

Hronika liecina par 14. gs. sakuma rakstibu, jo uz 3o laiku
attiecas vecakais un labakais Hronikas rokraksts (codex Zamos-
cianus). Hronikas ortografija atspogulo tas parmainas, kas no-
tikuSas izruna. :

3 ae — e

Diftongu ae apzimé ar e visos gadijumos: vienskaitla geni-
tiva (pie memorie Meynardus, Dune flumen) un dativa (vite
reservatus), daudzskaitla nominativa (lapicide), ari prefiksos
(predicator, prefatus) un vardu saknés (egritudo, celum, preda).

o — ¢

Lidzigi tam ar1 diftonga oe vieta stav e: fedus, cenobium,
obedientia, prelia. Jaatzimeé, ka Hronikas teksta diftongi ae un
oe viscaur aizstati ar e, kurpretim parasti viduslaiku latinu tek-
stos valda liels juceklis, kad ne tikai ae vieta raksta e, bet ari
otradi: e vieta raksta ae (aecclesia).

; y =t
Skanas y izruna tuvojas i skanpai, bet 3o abu skapu apzime-

Sana vairs neatrodam tadu pasu konsekvenci, kada ir ae un oe
rakstiba. Ja daZos gadijumos Hronika y vieta stav i (Babilo,

5 J. Svennung. Untersuchungen zu Palladius und zur lateinischen
Fach- und Volkssprache. Lund 1935.
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misteria, neophiti, martirium), tad ne mazums ir tadu vardu,
kad i vieta ir y (ymago, layci, hyems, hyemare, exhylarati, ydo-
neus, ydolatres, ydolatria, ydolum, dyaconus, gygas). Burtu i
un y lieto§ana ir tada svarstiba, ka vienu un to pasu vardu vai
sakni raksta dazadi: yconia un icones, ymago un imago. Tada
pati dazadiba ir sve$u, tas ir, nelatinisku ipasvardu transkrip-
cija: Lyvones blakus formai Livonici, Coiwa — Coywa, Me-
syote — Mesiothe, Philistei — Phylistei, Puidyse — Puydise u. ¢c.

ti—ci

Par to, ka savienojumu -ti- patskagu priekSa izrunaja k
-ci-, liecina romanu valodas. Hronika blakus klasiska laikmet
rakstibai (spatiosum, immolatio, militia, solatium) atrodam ar
viduslaiku rakstibu, kad -ti- patskana priek$a aizstats ar -ci-:
eciam, licencia, municiones, canicies, nunciis, consolacium,
tocius.

— R B

t —th

So skanpu izruna nav vairs stingri diferencéta, jo th vieta
raksta t (biblioteca) un otradi: t vieta — th (Theutonicus, pro-
thomartyr, thuribulum). Si nenoteiktiba skaidri izpauzas ari
ipaSvardu transkripcija: Lettia, Lethia, Letti, Letthigallia, Letho-
nia, Leththonia un Letonia, Tharbata un Tarbata.

ph — 1

Blakus klasiskajai pareizrakstibai (pharetra, phalerare) ir
gadijumi, kad ph vieta raksta f (fantasma, sarcofagus). Svar-
stiba ir ari ipa8vardu rakstiba: Rudolphus, Rodolius, Rodolphos

d—t

Nenoteiktiba ir balsiga d un nebalsiga t apziméSana vardu
beigas. Parasti ir ievérota klasiska rakstiba, bet dazos gadijumos
atrodam t vieta d (inquid, capud) un ari d vieta t (aput).

ch—h

C vieta raksta ch (sepulchra, anchora), ka ari ch vieta ¢
(crisma). :
h

Dazu patskanu aspiréta izruna atspogulojas rakstiba: coher-
cere, habundare, exhorbitare.

s —C

Cementarius vieta ir rakstits sementarius.
Lidzskanu dubultojums un dubultoto lidzskanpu vienkarso-
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jums ir diezgan izplatita paradiba Hronikas teksta: redditus
(aizieSana), allii, intollerabile, parrochia, parrochianus, com-
medere (blakus comedentes), strennui un pretgji tam: balista,
balistarii, inenarabilis, retulerant, inoportunus.

k, w

Sie burti tiek uzpemti alfabeta, parasti transkribgjot ipas-
vardus (Kulewene Ikescolenses, Woldemarus, Gerwa) vai ari
vietejos vardus (waypa, watmal, kilegunda). Retos gadxjumos
tos izmanto latinu vardu rakstibai (ewangelium).

Prefiksu rakstiba vérojam gan neparastu asimilaciju- (am-
ministrare, optinere), gan pienemtas asimilacijas neievéro$anu
(conpletus, inpetus, inplorare, obmittere).

‘Noslédzot Hronikas ortografijas parskatu, jaatzime, ka no-
virzidanas no klasiskas rakstibas ir saméra neliela.

VERBI

Morfologija. Verbu morfologija verojamas nelielas parverti-
bas, kas vispar raksturigas viduslaiku latinu valodai.

«Reverti» parastais perfekts ir reversus est (IX, 10, X, 10 un
citur), kas klasiskaja laikmeta lietots tikai atseviskos gadijumos
(sk. Georges: revertorS). «Misereri» participium perfecti ir kla-
siska laikmeta tekstos reti sastopama forma misertus (XIII, 4,
XXVII 6 un citur. Sk. Heinichen: misereor?).

_Jiikot verbu konjugacijam, linere vieta tiek lietots hmre —
Qvaldlt (XXIII, 7), verbs praedicere ir viena vieta praedicare no-
ztme - (XXIX, 3). Explicare prézents ir explicit: explicit liber
(XII, 6) — gramata izbeidzas.

Manami paplasinas viduslaikos verba composita lietoSana saru-
nas valodas ietekme, kas vienmer tiecas péc lielaka izteiksmiguma
un skaidribas (Palladius 546, 550, Peregrinatio® 124). Hronika
ir izplatiti verbi ar prefiksu prae- (praememorare, praenominare,
praeordinare), ar re- (reaedificare, rehabere, remandare),
super-.. (superaedificare, supercrescere, superducere). Prefiksu
pienpem.ne tikai:verba simplicia, bet ari composita (adimplere;
superimellere, pertransire). T

$ 86 K. E. Georges. Ausfiihrliches lateinisch-detitsches Handworterbuch
191

7 A, Heinichen. Lateinisch-deutsches Schulwérterbuch. Leipzig und
Berlm 1931.

'8 E' Loefstedt. Philologischer Kommentar zur Peregrinatio Aethe-
riae. Uppsala 1911.
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Verba deponentia tiek lietoti ari pasiva nozimé: consolatus ab
rege Frederico (XX, 1), praefatus (passim) — iepriek$ minétais,
semper tuerentur ab episcopo (XVIII, 3).

Aprakstosa laiku veidoSana.

Viduslaiku latinitatei raksturiga aprakstosa laiku veido3ana
ar participium un esse (vai fieri) formam (sal. Palladius 432,
Peregrinatio 245) piemit ari Hronikai: fiunt potentes (XIV, 6) =
potiuntur, erant desiderantes, erant querentes (XII, 2), erant
tunc dominantes (XIII, 4), eramus cottidie vota voventes et
orantes (XIX, 6), essent exercentes (IX, 4), spoliati fuerunt
(X, 15), missi fuerant (XXVII, 3) u. c. Sadas saliktas formas
uzsver darbibas durativo (ilguma) momentu un sastopamas ka
agraja, ta ari vélaja latinitate (sal. Stolz 605°).

Participum praesentis — verbum finitum vieta.

Tados gadijumos, kur apraksto$as formas izlaists paligverbs,
participium praesentis nostajas verbum finitum vieta (Palladius
433). Ari Hronika participium praesentis stav sakartojuma ar
verbum finitum: qui multos de Lettis vulnerantes et quosdam
interficientes, fortiterque pugnantes diuque restiterunt (XXI, 3),
...abierunt in Gerwam, et comprehendentes ibi Hebbum, qui
erat advocatus eorum, et cum ceteris Danis reduxerunt eum in
castrum (XXVI, 6). Nebiitu pamata minétos pieméros saskatit
participium coniunctum ar saiklu -que un et pleonastisko lieto-
$anu, jo hronistam $ada saiklu pleonastiska lietoSana nav rak-
sturiga.

Existere — esse

Verbu existere lieto paligverba esse nozime: ut ... praeceptis

suis obedientes existerent (XXIX, 4) — lai paklausitu vipa
priekSrakstiem. «Existere» aizstaj verba esse triiksto$a partici-
pium praesentis formas: Danorum in ... tribulatione existentium

(XXVII, 6) — danus, kas atradas griitibas, existentes parati
(XI1, 9) — biidami gatavi.

Facere — likt (vacu: lassen, francu: faire).

Verbu facere kopa ar citu verbu infinitivu lieto «likt» nozimeé:

9 Stolz-Schmalz, Lateinische Grammatik. V. Auflage. Miinchen
1928.
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ipsi fecit ministrari (XVI, 1) — lika sev piegadat, montem fecit
muniri ... et custodiri (XIII, 1) — lika kalnu nocietinat un
apsargat.

Ablativus gerundii — participium praesentis nozimé

Gerundija modalais ablativs péc savas nozimes ir tuvs ta-
gadnes divdabim (Stolz 599, Palladius 425). Viduslaiku rakstos,
ari Hronika, ablativus gerundii bieZi aizstaj participium prae-
sentis: quia inique egerat pervertendo (sagraujot) iudicium et
pauperes opprimendo (apspiezZot) et iniquos iustificando (attais-
nojot) XI, 4; ecclesie dampna lacrimando (raudadams) indicat
(X1, 9); ecclesiam transeundo (izbraucot caur, temporala no-
zime!) sacerdotes non vidit (XI, 5).

Gerundivum — participium futuri passivi loma

Ne tikai viduslaikos, bet ari vélaja latinitate sastopama ge-
rundivum lietoSana participium futuri passivi nozimé (Stolz
556, Palladius 226) Hronika paradas reti, Skiet pat, ka tikai vienu
reizi: se baptizandam ... pollicetur — apsolas, ka kristisies
(1, 6).

Laiki un izteiksmes

Participium praesentis bieZi apzimé iepriekseju darbibu da-
|éji grieku valodas ietekme (Stolz 605), aizstajot trukstoso par-
ticipium perfecti activi: convocantes (sasaukus$i) ad se quosdam
de Lethonibus ... omnes in unum locum conveniunt (X, 6),
nocte revertentes (atgriezusies) et ludum ... facientes (sariko-
jusi) sequenti die castrum incenderunt (XV, 7), ut linga compor-
tantes (sanesusi) castrum incendant (X, 12) un citur.

Particips «moriens» jau velaja latinitaté tiek lietots ari «mor-
tuus» nozimé (sal. Stolz 605): cuius morientis (kad vin$ nomira)
animam neophitus quidam ... vidit (I, 10), ko Anninskis nepa-
reizi tulko: Koraa on ymupasa (o. c. 73. 1p.).

Participium praesentis finala nozime, kas nav gluZi sve$a
klasiskajam laikmetam (Stolz 605), atziméjams ari Hronika:
miserunt per totam Lethoniam colligentes (lai salasitu) exerci-
tum magnum (XI, 5); Rutheni venerant baptizantes (lai kristitu)
Lethigallos (X1, 7).

Laiku lietoSana ir liela nenoteiktiba, consecutio temporum
netiek ieverots: fuerat consilium, ut ... venissent (XXII, 8). Pec
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vesturiskiem laikiem var nostaties perfectum coni: non poterant
eis nocere, cum castrum fuerit firmissimum (XX, 7). Atkariba
no viena un ta paSa virsverba stav daZadi konjunktiva laiki:
quem ... immolare proponunt, eo quod fertilior seges ipsius
sit...eorumque segetesperirent (I, 10).

Lidziga briviba ir izteiksmju lietoSana: causatur ... Lyvonum
stulticiam, eo quod municiones nullas habeant (I, 5, sal
I, 10); deum benedicentes eo, quod ... contulit victoriam (XIII,
4). vy

Verbu rekcija.

“«Benedicere» un «malediceres (passim) biedrojas ar akuza-
tivu (sk. Heinichen: bene, maledico), «loqui» ari ar dativu (Hei-
nichen: loquor): Theutonicis loquebatur — rundja ar vacie$iem
(XVI, 3). Jaatzime ari savienojumi: credere in aliqguem; mittere
pro aliquo (II, 1); indignari super aliquem (XII, 6), contra
aliquem (XV, 13) — dusmoties uz ko.

SUBSTANTIVI

Substantivu morfologija gandriz nekadas parmainas nav no-
tikusas. DaZi daudzskaitlinieki tiek lietoti ari vienskaitli: altare
(X1, 5), scala (XXX, 4). Deminutivie substantivi, kas ir rakstu-
rigi sarunas valodai (Stolz 834) un uznemti viduslaiku latinu
rakstu valoda (Peregrinatio 310 un sek., Palladius 544), Hronika
sastopami reti, kas liecina par $is valodas literariskumu. «Clavi-
culi» (XIV, 5) — naglinas — ir laikam paSa hronista darina-
jums, bet citi deminutivi ka camerula (XIX, 5) sastopami ari
citos viduslaiku tekstos (Cange: camerulal?).

Izplatiti ir substantivi ar izskanu -atio: comportatio (XI, 6),
generatio (XII, 6), inchoatio (I, 6), infestatio (XIV, 5), inquie-
tatio (XI, 8), mercatio (IV, 6), plantatio (V, 7), purificatio
(XXIII, 8), remeatio (XIV, I) un citi. Vairakums vardu ar -atio
ir viduslaiku darinajumi, bet dazi sastopami jau velaja latinitate,
galvenokart tehniska valoda (Vitriivija, Plinija darbos). Ne-
viens no minétajiem vardiem ar -atio nav paSa hronista jaun-
darinajums.

Sakara ar substantiviem varétu aizradit uz vienu hronista
stila ipatnibu, proti, uz abstrakto jedzienu lietoSanu konkréto
vieta: gentilitas (I, 9) — pagani; universitas (I, 6, II, 5, 10) —
visi; iniquitas (I, 9) — netaisnigie laudis; mulierum pertinacia

1 C. du Cange. Glossarium mediae et infimae Latinitatis, Paris
1937—1938. :
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(1, 16) — sturgalvigas sievietes; Lyvonum astucia (I, 4) — vil-

ﬁgie libie3i; hostium nuditas (X, 8) — nudi hostes; in profun-

iitate nivis (XXV, 6) — dzila sniega. Sada veida metonimija

p iemit ikdienas valodai (Palladius 517), ta ir izplafita ari velaja
latinitate (Stolz 792).

ADJEKTIVI
Morfologija.

Téapat ka citos viduslaiku tekstos, ari Hronika komparativa
ablativs ir ar izskanu -i: a posteriori parte (XVI, 4, sal. X, 10),
in anteriori parte (XV, 3). Turpretim pozitiva adjektiviem un
divdabjiem’ ir daZreiz lidzskanu celmu formas: prudentum viro-
rum consilio (XVI, 3), a sagitta volante (X, 8). Hronists lieto
Cicerona nopeito (Georges: pius) superlativu: piissimus (IX, 6).

Salidzinamas pakipes

Viduslaikos salidzinamas pakapes nav vairs stingri norobe-
zotas. Piem., a magno usque ad minorem (XXIII, 7) -a maximo
usque ad minimum. Plures-multi: sed plures ex eis... occi-
duntur (XV, 3, sal. I11, 2), Quam plures nozimé nonnulli (XI, 5),
bet arl quam plurimi.

Adjektivu substantivacija

Daudzi adjektivi un participi viduslaikos pariet substantivos.
Hronika sastopami $adi substantiveti adjektivi: christianus (I.
10) — kristietis; infirmus (I, 10) — slimnieks; peregrinus (pas-
sim) — krustnesis; apostolicus (III, 2) — pavests; canonicus
(X1I, 5) — kanonikis; irriguum (IV, 5) — apslaci$ana; auxiliarii
{XI, 9) — paligi; confines (XII, 2) — novads, platiba; decima
(X1, 3) — desmita tiesa; responsalis (scil. epistula XVIII, 4) —
rakstiska atbilde; praedicans (I, 9) — spredikotajs.

Substantivetais adjektivs «medium» klasiskaja laikmeta ap-
zimé «viduy (piem., Verg. Aen. VII, 59: laurus erat tecti medio
in penetralibus altis; Livius I, 57, 9: in medio aedium sedentem).
Viduslaikos izteiciens «in medio» kopa ar substantiva genetivu
tuvojas prepozicijai «in» (Palladius 362 un sek.), sal. Hronika:

ad castrum Holme ..., quod quidem in medio flumine situm est
(11, 4).
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Sakara ar substantivetiem adjektiviem jamin Sadi adverbu
loma lietoti adjektivu savienojumi ar prepozicijam: ex adverso
(11, 6) — no pretejas puses; in brevi (IX, 9) — driza laika (Hei-
nichen: adversus un brevis).

PRONOMENI

Demonstrativos pronomenus: ille, iste, is, idem, ipse lieto gan-
driz bez jebkadas izskiribas. Pronomenam ipse parasti tikai
noradama vietniekvarda funkcija (11, 2, 4, VII, 7 un citur). DaZos
gadijumos «ipse» = «idems: in angulum sanctuarii deponunt et
consedentes simul in ipso angulo se abscondunt (XI, 5). «Iste»
ir galigi zaudegjis sakaru ar 2. personu (Stolz 476, 477, Palladius
308): in castro isto (XXVI, 3, sal. XXVI, 4, 7 un citur) — in
castro eo. «Idem» bieZi stav «is» vieta (sal. Palladius 303).
Nereti «<idem» kopa ar substantivu nozimé «aug3mingtais»: idem
predicator (I, 5, 10, 13, VI, 6 un citur).

Zud iz8kirtba starp pronomina indefinita: quilibet, quidam,
quivis, quisque: de quolibet castro (IX, 2) — no katras pils, quo-
libet anno (X, 13) — ikgadus, consilio quolibet (II, 8) — consilio
quodam, quivis = quisque (IX, 3).

«Quidam» tiek daudzskaitli lietots «nonnulli» nozimé: homi-
nibus occisis et quibusdam captivatis (VII, I, sal. XV, 3, XIV, 5
u. c.).

«Aliqui» un «aliquanti» = aliquot (Palladius 319, 322): rogat
sibi ... aliquos (dazZus) dari viros (IX, 2); supervenientibus ...
Theuthonicis aliquantis (daZiem) de Gothlandia (XII, 6).

Refleksivie pronomeni (sui, sibi, se, suus) stav demonstrativo
vieta: egestatem adventus sui (=eius) causam esse impropera-
bant (II, 2); igitur domnus papa cunctis ... remissionem indul-
get peccatorum, litteras ... episcopo Bertoldo sicut et suo
(= eius, id est Bertoldi) dirigens predecessori (II, 3); quem. ..
videns lancea latera sua (= eius) periorat (IX, 4). Viena tei-
kuma vienu un to padu personu apzimé gan ar demonstrativo,
gan ar refleksivo pronomenu: et contradixerunt omnes ei (tas ir
vestnesim) ... in tantum, ut eciam mercatores sibi (vinam,
runa iet par to paSu véstnesi) gubernatorem navis ... denega-
rent (XXV, 2).

«Inter se» nozime lieto ari izteicienu «in invicem» (XII, 6 un
citur), varbit, péc grieku parauga: ap’ allelon, pros allélus
(Stolz 472).
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NUMERALI

«Septendecim», «duodeviginti» un «undeviginti» vieta Hro-
nika lietoti apzimejumi: decem et septem (IX, 12), decem et octo
(XV, 5), decem et novem (XI, 4). Pedejas formas bija iemilotas
sarunas valoda, no kuras tas pargaja franfu valoda: dix-sept,
dix-huit, dix-neuf (Palladius 289).

«Unus» iegiist viduslaikos ari nenoteikta artikula nozimi
(Palladius 289): videntes unam occisi Theuthonici galeam mili-
tarem (11, 7). ,

PREPOZICIJAS

Prepoziciju lieto$ana k|ist pla3aka. Prepozicijas nostajas ari
tados gadijumos, kuros klasiskaja valoda stavéja locijumi bez
prepozicijam.

In

«In» stav ar ablativus temporis (sal. Stolz 452, 3): in hoc
tempore (XI, 8), in futuro anno (XVI, 4), in die Johannis (I, 10),
in natali domini (III, 3). Paraléli tiek lietots ari ablativus tem-
poris bez prepozicijam, piem., eadem estate (V, 1), anno tercio
{V, 1), eo tempore (V, 2), die ac nocte (XII, 6).

«In» savienojas ar ablativus instrumenti (Stolz 438, Palla-
dius 372, Syntactica'! 455): in gladio occiderant (IX, 4) — bija
nokavusi ar zobenu, omnes in ore gladii condempnant (XV, 7) —
visiem piespriez zobena asmeni, in igne cremantes, bet blakus
ari: igne cremaverant (XII, 6).

«In» ar ablativus modi (Syntactica 455): descendit in forti-
tudine magna (X, 12). «In» ar ablativu lietoSana veélaja latini-
tate skaitlu jedzienos (piem.: auxilia in octo milibus, Stolz 537.
2) varéja pariet ari uz kopibas jédzieniem: in magna turba (liela
pili) veniunt (XXV, 4), in tam valida manu — ar tik stipru
karaspéka nodaju (IX, 10), convenirent in magna multitudine —
liela daudzuma (XII, 6).

«In» ar accusativus praedicati (Stolz 537, 3): eum in patrent
eligens (X111, 4), ipsum in prepositum eligunt (VI, 3).

«In» + accusativus pie verba esse predikativa dativa vieta

" (Stolz 537): cum esset Gercike . .. in laqueum et quasi in dyabo-
lum magnum omnibus (XIII, 4) — tapec ka Jersika bija visiem
cilpa un it ka liels velns.

I.oti nekonsekventa ir «in» lietoSana ar pilsétu nosaukumient

It E Loefstedt. Syntactica. Il Teil. Lund 1933.
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apzimejot virzienu: lkescolam revertitur (I, 11), venit (LI, 2),
Holmam descendit (IV, 3), Romam mittit (IV,.6), bet citur:
venit ir Rigam (XXI, 2), misit ... in Nogardiam (XXI, 1). Pat-
vala «in» lietosana ir ari noradot vietu (uz jautajumu: kur?): in
Holme ... baptizati sunt (I, 7), in Ykescola ... convertuntur
(1L, 7), in Thoreyda fuerunt (1V, 4), in Riga morantes (VI1I, 4),
bet Wysbu . . . morari nolentes (VII, 4).

Ari zemju nosaukumus, apziméjot virzienu, lieto ar un bez
«in»: Lyvoniam venit (I, 1), missus in Estoniam (I, 10, sal.
I, 11), in Saxoniam procedens (II, 3), depulsi Vironiam (I, 13),
Gothlandiam vadit (I11, 2).

«In» biedrojas ar adverbiem: in obviam, in invicem, in tan-
tum.

De

«De» lieto partitiva nozimé (sal. Stolz 392, 3): plures de
Estonibus (IX, 4), trecenti de melioribus (XI, 3).

«De» nostajas ar ablativus instrumenti un causae (Stolz
437, 4): repleta est Estonia... de (ar) captivis (XXV, 6); de
{no) -parvo vulnere mortuus est (X, 12), tristes de (apbedinati
par) morte suorum (XII, 6).

Uz jautajumu: no kurienes? «de» konkurée ar prepoziciju «ex»,
gandriz izskauzot to (Peregrinatio 103): exeuntes de castro
(XII, 6), de terra exire (I, 12), veniens de latibulis silvarum
(X, 14).

Cum

«Cum» ar ablativus mstrumentl naves, cum quibus erant
tturi (VII, 2).

Infra

«'I'nfra» lieto «intras nozimé (Heinichen: infra, Palladius
366): infra pacem (X, 13) — miera laika, infra urbem (XI, 5) —
pilseta, infra civitatem (XIV, 5), infra castrum (XI, 8).

Per

«Per» ar akuzativu nostajas ablativus instrumenti un modi
vieta (Stolz 438): per ignem et gladium occisus est (XXIV, 3) —
nonavets ar uguni un zobenu; per contrarium ventum (ar pret-
véju) deus repellendo abire non permisit (XI, 8); per dei gratiam
(IX, 4) — ar dieva Zelastibu; per violenciam (X, 15) — ar varu.
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A, ab

«A» stav pasivas konstrukcijas ari pie nedzivu priekSmetu
nosaukumiem: vulneratur a sagitta (X, 8), a vento contrario
detentus (X, 9), a ventis impediuntur (XXIII, 8). Sada veida
konstrukcijas atseviSskos gadijumos sastopamas ari klasiska laik-
meta darbos (Stolz 435, 4).

Pro

«Pro» tiek lietots noliika apzimésanai (Palladius 380): iudi-
cem ... pro causis ... terminandis petebant (X, 15) — liudza
(dot) tiesnesi lietu nokarto$anai (sal. I, 12).

KONJUNKCIJAS

Konjunkciju nozime kliist mazak di]erencéeta.
Quantinus un qualiter = ut (Heinichen: quantinus un qualiter) :
In Estoniam ire proponit, quatinus ... pergat Gothlandiam
(I, I1); rogant . . ., quatinus permittat (X, 5).

Dum=cum

Dum (kad) equus vite pedem preponit, ... frater ... vite
reservatur (I, 10).

Si

«Si» jevada tieSos jautajumus (Vulgatas ietekme, Stolz 650).
un tulkojams «vai»: Si abrenunciare volueritis ydolatrie? (XIX,
8). «Si» ievada ari netieSos jautajumus (Palladius 514), kas kla-
siskaja laikmeta ipatnéjs sarunas valodai (Peregrinatio 327):
inquirens, si ... carere velint episcopo (I, 14) querit, si ... de-
cernant (II, 4); requirit, si nuncium . .. miserit (X, 3).

An ... an divkarsa jautajuma (Heinichen: an, sal. Stolz 651):
requisito consensu . . ., an Ruthenorum .. ., an Latinorum debeant
subire baptismum (X1, 7).

Tam — quam=et — et (Heinichen: quam, Palladius 498):
tam Rutheni, quam Estones . . . et Osiliani, Semigalli et Curones,
nec non et Letthones (XXIX, I).

Tam ...tam=et ... et (Palladius 498):
tam equos . . ., tam homines . . . occidentes (X, 8).
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Nec non (et) =et (Heinichen: neque) ... et Osiliani, Semigalli
et Curones, nec non et Letthones (XXIX, 1).

-que nozime kliist balaka (sal. Stolz. 657, Vermischte Studien
36'? un sek.): Erat namque (=nam) rex Vissewalde (XIII, 4).

Eo quod=quod (causale).

Sakara ar to, ka saiklim «quods ir vairakas nozimes, ta kau-
zalo dabu izce] ar «eo» (Peregrinatio 119, Palladius 504): cau-
satur . . . Lyvonum stultitiam, eo quod munitiones nullas habeant
(I, 5)); gratias deo referentes, eo quod ipsos ... conservaverat
(X1, 5, sal. XIII, 4 un citur).

Accusativus cum infinitivo vieta — saiklu teikumi

Péc verba dicendi, sentiendi un declarandi acc. c. inf. vieta
stav dazadu saikju ievaditi teikumi (Peregrinatio 116 un sek)
Laiki un izteiksmes paligteikumos lietoti |oti brivi.

acc. c. inf. vieta teikumi ar quod:

_referebant . . . quidam, ... quod mulieres . . . se interfecerunt (IX,
9); cognoscentes, quod Lyvoniam pergerent (VII, 1); cognove-
runt, quod tradita esset ... Estonia (XXV, I) u. c.

acc. c. inf. vieta teikumi ar quia:

dicentes, quia (ka) latera essent perforata (X, 12).

Ari otradi, viduslaiku tekstos un ari Hronika «ut» teikumu
vieta nostajas accusativus cum- infinitivo vai infinitivus pec
verbiem permittere, petere, mandare, laborare (riipeties, gadat),
facere (Heinichen. levads L): rogat dari viros (IX, 2), inimi-

cos ... transire ... permittant (VII, 1), invalescere bellum
faciunt (XI, 5), petivit curari (I, 10), permittuntur exire (X, 9),
quos ... placare laborat (II, 2), sub obedientia sui episcopi esse

mandavit (V, 6).

ADVERBI

Jauni adverbi tiek atvasinati no adjektiviem un divdabjiem-
misericorditer (XV, 5, Heinichen), lacrimabiliter (XV, 3, Geor-
ges), multipliciter (I, 11, Heinichen), ordinate (XV, 3, Georges),

2 E.Lofstedt Vermischte Studien zur lateinischen Sprachkunde und
Syntax. Lund 1936.
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competenter (IX, 8, Georges), glorianter (XXIX, 7), festine (1X,
5, Georges), mendaciter (I, 6, Georges) un citi.

Ar pneparastu galotni ir veidots adverbs noviter (XII, 6, Hei-
nichen: novus). Adjektivs «vicinius» pargajis adverba (XV, I,
Georges: vicinus).

Hronika sastopami adverbu savienojumi ar prepozicijam, kas
radusies gan sarunas valodas, gan grieku valodas ietekme (Pal-
ladius 328 un sek., Peregrinatio 269): in obviam (XI, 5, X, 10,
XVI, 2) atbilst grieku eis hypantésin (Stolz 538), a longe — grieku
apo makrothen (Stolz 524, 3), in invicem — pros alléliis (Stolz
472, 2).

«Domi» lieto «domum» vieta (Stolz 538, Palladius 384): domi
revertuntur (XIX, 3), «ibidem» «ibi» nozime (II, 2, III, 2 u. c.).

Muisu parskats nav ne pilnigs, ne izsmeloss. Analize biitu ja-
padzilina un japaplaSina. Ta ka hronists lieto blakus viduslaiku
latinitates formam ari klasiska laikmeta formas, batu intere-
santi konstatet, kadas formas ir parsvara. Hronikas literaro
avotu noskaidroSana, tas salidzinaSana ar citam ta laika hroni-
kam un dokumentiem varétu ieviest lielaku skaidribu analizé-
jamas Hronikas valodas jautajuma. Sads darbs vél stav prieksa.

Pielikuma sniedzam vardnicu. Vardi, kas nav atziméti ar bul-
tinu, ir galvenokart viduslaiku neologismi, bet pa dalai ari veci
arhaiski vai citadi neliterari vardi, kas nav uznemti «Latingu-
latvieSu vardnica» (Riga 1955). Ar bultinu atzimeéti tie vardi,
kas bija izplatiti klasiskaja valoda, bet viduslaikos tika lietoti
ari jauna nozimé. So vardu vec3as nozimes noskaidrojamas péc
minetas «Latinu-latvieSu vardnicasy,-jo miisu pielikuma tiek uz-
raditas tikai jaunas nozimes. Rakstiba ievérota klasiska orto-
grafija.

abba (abbas), abbatis m (gr.) — abats

abrenuntiare I — atteikt :

abyssus, i m (gr.) — bezdibens, dzijums, dzelme
—acies — karapulks

adimplere 2 — iz-, piepildit

adversitas, atis f — naidiga izturé$anas, nelaime, posts
—-adversus: ex adverso — no pretéjas puses

advocatia, ae f — fogteja (tiesne$a soga amats un kompetences iecirknis)
~sadvocatus — parvaldnieks; tiesnesis, sogis, fogts

affectuose (adv.) — dedzigi, centigi
—-agon — cina

alleviare — atvieglot

altare, is n — altaris

anathema, atis n (gr.) — izslégSana no baznicas, anatéma

angelicus, a, um — engela-, enge|u-, debesu-

angelus, i m (gr.) — engelis

annuatim (adv.) — ikgadus
—>antecessor — priek3gajéjs, priekstecis
—santistes — 1. parstavis, vaditajs; 2. abats, biskaps

apostata, ae m (gr.) — atkritéjs
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apostatare I — atkrist
apostatrix, icis { — atkritéja
apostolicus, a, um — apustula-, apustulu-, pavesta-; apostolica sedes
. apustu]u krésls; subst. m pavests
->aratrum — arkls (nodevu meérs)
—archa Noae — Noasa Skirsts
archiepiscopus, i m — arhibiskaps
- assare I — cept
—>asserere (ar acc. c. inf.) — apgalvot
~»>assumptio — «uznemsSana debesis», Marijas debesbrauk$ana
baptisma, atis n, baptismus, i m (gr.) — kristiSana
baptista, ae m (gr.) — kristitajs
baptizare 1 (gr.) — kristit
benedictio, onis f — svétibas do3ana, svétiSana
~bibliotheca — bibele
—5brevis; in brevi driza faika
burcgravius, ii m — burggrafs, pilsgrafs
~_bursa, ae f (gr.) — maks
—caementum — kalku java
calcatio, onis f — midiSana, uzmisana
camerula, ae i (dem. <camera) — istabina, kajite
campana,. ae { — (baznicas) zvans
cancellarius, ii m — kancelarijs, kanclers
canonicus, i m — kanonikis, domkungs, domkapitula loceklis
‘capella, ae f — neliels dievnams, kapela; baznicas dala
* capellanus, i m — kapelans (katolu garidznieks) '
capitulum, i n — domkapituls (augstako baznickungu kolégija), biskapa
padomes sapulce, ordena kapituls (ordena mestra padome) ;
‘cappa, ae [ — kapuce, muka galvassega (Strecker: cela mételis, garidznieka
3 terps) )
* captivare I — sapemt gusta
cardinalis, is m — kardinals (augstakais garigais amats katoju baznica)
—caritas — dieva milestiba, gadiba
—>castrensis: pl. castrenses tie, kas atrodas pilt, pils aizstavji, pils kalpi
—castrum — pils, pils novads
—cathedra — biskapa krésls
cathezizare, catechizare I (gr.) — iepazistinat ar kristigas ticibas dogmam
catholicus, a, um (gr.) — kato|u- :
—>causari (ar acc.) — sudzéties par
—>censura :j— sods. rajiens, ekskomunikacija; c. ecclesiastica ekskomumikacijas
draudi

—census — kunga tiesa, gruntsnoma, nodoklis
chrisma, atis n (gr.) — svaidiSana ar e]ju
christianitas, atis f — kristietiba, kristianisms
{~‘eircumquaque (adv.) — visur, uz visam pusém
—cisterna — (apak$zemes) noliktava
—civitas — pilseta
—sclaustrum — klosteris
claviculus, i m — naglina
clericus, i m — klerikalis, garidznieks
clerus, i m (gr.) — garidznieciba, garidznieku karta, klérs
coenobium, ii n — klosteris
coggo, onis m — (kravas) kugis
cohabitare I — kopa dzivot
colaphizare 1 (colaphus — dures sitiens) — piekaut ar durém
collateralis, e — sanu- :
—collectio — sapulec
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—comes — grafs
commanere 2 — uzturéties kopa
—-commissio — uzdevums
—communicare — baudit svéto vakarédienu (iet pie komiinijas)
compatriota, ae m — tautielis
—compellere (ar inf.) — piespiest
competenter (adv. <competens) — pienacigi, pieméroti
~—complere — iz-, piepildit
—comportatio — (kartas salikta) kaudze
—compungere — (parn.) satriekt
conchristianus, i m — kristigais bralis
—-concilium — baznicas saeima (sapulce), koncils
—-condolere — just lidzi
—confessio — ticibas atziSana
confessor, oris m — (ticibas) sludinatajs, apliecinatajs, bikistévs
confines, ium (scil. terrae) — novads
confoederare 1 — noslégt savienibu
confoederatio, onis f — savieniba
—conformare — pielidzinat, pielagot, pieskanot
conformitas, atis f — vienadums, vienadiba
confrater, tris m — ticibas bralis, ticibas biedrs
congelatio, onis f — aizsalSana
—-contusio — kauns, negods
congaudere 2 — kopigi priecaties
—~-congregatio — sapulce
—>consecrare — iesvetit
—consecratio — iesvétisana
consocius, ii m — (cinas) biedrs
—constructio — buve
—conventus — konvents, baznickungu kolégija, domkapituls; sapulcésanas
© vieta, sapulce
—~convertere — piegriezt krisligai ticibai
—conversatio — izturésanas, (miika) dzives veids (-vita monastica)
—-conversio — pievérsana kristietibai, kristidana
cooperari 1 — darboties lidzi, palidzet
cooperator, oris m — lidzdarbinieks
—>copiosus — liels skaita
—-coronare — kronét, iecelt par kéninu (arl bez kronésanas)
—-corpusculum — likis
—creator — raditajs (dievs)
—>crux — krusts (ka krustnegu simbols)
cuculla, aef — kapuce
—-cultura — ticiba, kults
—cuneus — kilveidiga kaujas ierinda
—>curia — galms
daemon, onis m (gr.) — launais gars, velns, demons
damnificare I — nodarit zaudéjumu
dapifer, eri m — galda (8dienu) parzinis domkapitula un galmos; parvald-
nieks, tiesnesis, iogts
decanus, i m — dekans (klostera un baznicas amats, domkapitula otra
amata persona péc pravesta) 3
decima, ae [ — desmita tiesa
—>dedignari (ar inf.) — nevéléties, atteikties
depraedare I — laupit
—deputare — noradit, noteikt, novélét
—>determinare — izspriest, iz8kirt
dextrarius, ii m — kaujas zirgs
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devote (adv. <devotus) — uzticigi
diabolus, i m (gr.) — velns, Jaunais gars
diaconus, i m — diakons (baznicas kalpotajs)
—>diaeta — dienas gajums, dienas cel|$
—dignari — at]aut
discretus, a, um — sapratigs, godigs, izcils
dolositas, atis f — viltiba
dominica, ae f — svétdiena; d. palmarum — piipolsvétdiena
—>dominium — kundziba (zemes kunga ipa3uma tiesibas uz valsts zemi),
cum omni iure et dominio — ar visam zemes kunga tiesibam
—domus domini — dievnams
draugus (latv.) — (kara) biedrs, draugs
—ducatus — pavadoni
dulcisonus a, um — patikami skanoss
—dux — hercogs
—ecclesia — baznica
eclipsis, is 1, ecliptio, onis { — aptumsums
ecliptio — sk. eclipsis
effugare 1 — padzit
.—elatio — augstpratiba
.—emollire — piedabiit sava pusé
epiphania, ae f (gr.) — «paradi8anas», paradiSanas diena, triju kungu
diena (6. janvaris)
episcopalis, e — biskapa-
episcopatus, us m — biskapa amata laiks
episcopium, ii n — biskapija (biskapa amats un novads, kas nodots viena
biskapa parziga)
episcopus, i m (gr.) — biskaps
equitatura, ae f — zirgs :
ericius, i m — kada aplenkSanas ierice
erkerus, i m — augsSdalas izbiive, kas izvirzita par celtnes apak3dalu
eremita, ae m (gr.) — vientu]nieks, eremits
eremiticus, a, um — vientu|nieka-, eremita-
evangelicus, a, um — evangélija-
evangelium, ii n (gr.: laba vésts) — evangélijs
evangelizare, euangelizare I (gr.: atnest labu vésti) — spredikot
exaltare I — (augsti) pacelt, paaugstinat
exaltatio, onis f — paaugstinasana, uzcelSana
—>excessus — parkapums
excommunicatio, onis f — izslégSana no baznicas, ekskomunikacija
exfestucare | — atteikt
exorbitare I (ex+orbis) — atkapties, novirzities
—expeditio — krusta gajiens, krusta kar§
expensa, ae f — izdevumi, lidzek]i
—explicare; explicit liber — gramata izbeidzas
—exquisitor — jerosinatajs
—fidelis — ticigs
—lides — kristiga ticiba
—fons — kristiba
.—forma — formula; f. pacis miera noteikums, miera priekslikuma teksts
—fortis: adv. fortiter, forte — |oti
fossatum, i — gravis, valnis
—fovea — apakSzemes partikas noliktava
—frater — garigais bralis, ordepa bruninieks
—gaudere — baudit
gehenna, ae { (senebr.) — elle
generatio, onis f — paaudze
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—-gens (sev. pl.) — pagani
gentilis, e — paganu-
—gentilitas — paganisms, elkdieviba
glorianter (adv.) — slaveni
glorificare 1 — slavét, lielit
—>gratia — svétiba, zélastiba
g(u)erra, ae f (francu) — kar$
—>hariolus — paganu priesteris
—hebdomas — nedéla
humiliare I — pazemot
ifconia (yconia), ae f (gr.: attéls) — svetbilde, ikona
idolatres, ae m — elku pieliidzéjs
idolatria, ae f — elku pieliigSana
—idolum — elks, elkadievs
ignitus, a, um — ugunigs; ferrum ignitum aizdedzino$s Savigs
—>illusio manisana
immolaticium, ii n, immolaticiae, arum f — upuréSana
—>impendere: nihil iuris i. nedot nekadu gandarijumu
—imperator — vacu keizars
—>imperium — keizarvalsts
impetere 3 — uzbrukt
tmpletio, onis f — piepildiSana
importabilis, e — nepanesams
fmproperium, ii n — negods
inbenificiare I — dot par léni
incarnatio, onis f — iemiesoSana, iemiesojums
inchoatio (incohatio), onis f — sakums; i. claustri klostera celSanas sakums
incredulitas, atis f — neticésana, neticiba, paganisms
—>indago — aizsprostojums
—indifferens — bez iz8kiribas
indubitanter (adv.) — neapSaubami
—>indulgentia — gréku atlaiSana, indulgence
—indurare — ieilgt
infestatio, onis f — naidigums, iebrukums
—infidelis — neticigs, paganu-
—infidelitas — neticiba, paganisms
—infra=intra
in(o) portunus=importunus; oportune inoportune visadi, laika un nelaika
inquietatio, onis f — traucéSana, traucéjums
—>insinuare — pazigot, darit zinamu
—-insinuare — pazinot, darit zinamu
—>-instrumentum musicun — miizikas instruments
insultus, us m — uzbrukums
integraliter (adv.) — neskarti, pilna mera, pilnigi
—>intensio — stiprums, intensitate
—>interdictum — interdikts, aizliegums (kadai teritorijai uzlikts aizliegums
noturét dievkalpojumus vai piedalities religiskas ceremonijas)
interemptio, onis f — iznicinaSana
interlocutio, onis f — parrunas, sarunas
intimare I — (slepeni) pazipot
inundantia. ae f = inundatio — fidenspliudi
—-invicem — cits ar citu; in invicem — inter se sava starpa
~—>-irriguus: subst. n irriguum apslaciSana
—>iugum christianitatis — kristietibas jiigs, kriestieSa pienakumi
iuramentum, i n — zveérests
iustificare | — attaisnot
juvencula, ae f — jaunava
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kilegunda, kylegunda, kiligunda, ae f (senigaunu, senkurSu) —-mnovags: .-

laicus, a, um (gr.) — laicigs, pasauligs
— Latini — (visp.) katoli, ari vaciesi
laula! (igaunu) — dziedi!
—slavacrum — kristiba
—>legatus — legats, pavesta parstavis
—>liburna — laiva
—licitari — at}aut

TR

linire =linere — svaidit e e e e

_ lunatio, onis f — méness griezi
> machina — metama ierice >
machinarius, ii m — metamas ierices vadlta]s

maga magamas (igaugu) — guli gulédams (Henncus m'cév_bis' hu

aeternum)
megetag (igaunu) — muzigi (Henricus: in perpetuum)
—>magister — ordena mestrs

maia, maya (igaugu, latv,) — sapulcesanas vieta (Henncus :d est collectm

eorum)
maleva (igaugu) — karaspeka noda]a karaspeks
marca, ae f (vacu) — marcina, marka (naudas vxemba)

martyr is m (gr.: liecinieks) -— «tiesibas apllecmatajs» m‘ocekfiS»’ii

martyrium, ii n — mokas
matutinalis, e — rita —

—matutinus: subst. n (m?), ari matutinae, arum f - rlta dnevkalpo;ums
149 3

mediari dep. I — biit par starpmeku
—>medietas — puse
—-medius; medio tempore pa-te faiku
“’medo, onis m (vacu, latv.) — medalus
—>meliores — diZciltigie, labieSi
mendaciter (adv.) — maldigi, meligi
mercatio, onis f — tirdznieciba, pl. preces
metropolis, eos { — metropolita rezidence, metropole

metropolitanus, i m — vecakais biskaps, arhibiskaps,‘;meiro;‘)ol'its'_ :

—>miles — bruninieks
miliare, is (miliarium, ii?) n — judze
—smilitia — bruninieki -
millenarius, a, um — tiikstoSais 3
minare | (franéu mener) — dzit, aizvest i
‘misericorditer (adv.) — Zéligi
missa, ae f — mesa, miSa 3
modemus a, um — tagadgjais, $olaiku-, muslalku‘ musdlenu-
—smodicus: adv. modicum nedaudz ;
monachus, i m (gr., vientu]nieks) — miiks
monasterium, ii n (gr.) — klosteris
mortificare I — nonavét, noslepkavot
mortificatio, onis f < nonavésana, noslepkavosana
mulhplmter (adv.) — daudzkart
multotie(n)s (adv.) — daudzkartigi
—munditia — 3Skistiba
—snatalis: subst. n natale ziemassvétki

nativitas, atis f — dzimS3ana, in vigilia natwntatls domini kunga dzimsanas

prlekswakara
—>nec non=et
neophytus, i m (gr.. no jauna jestadits) — jaunatgneztals neoflts
—-nimis — loti

nogata, ae f (krievu.BOra?) -— nogata (krieva naudas vxemba ——-kepas ada)

noviter (adv.) — nesen

210

et

T




—>operari (trans.) — _panakt, veicinat; o. saiutem davat glabmu
—soratio— lugdana 1
S6rdinare =< iesvétit (par biskapu) : o
—ordinatio — iesvétisana (par biskapu) : 5 o
—ordo — ordenis; o. sacer garigais amats ; 3
—0s: os gladii zobena asmens ! :

oseringus, i m — oserings, sudraba rotas (ka maksasanas Ildzekh:n !
—>pac1f1cus subst. miera nesejs, adv: pacifice — mxermlllgl e e

paganicus, a, um — paganu- gL
—>paganus’=- pagans i - ’ d i
—panna, ae f — sega 4 € HBITIUE IR G5 i et

papa, ae m — pavésts” * * - 7. ° S3E EaTis Ve e

pappt (igaunu) — macitajs- SOt Riens SEESER o W BB

parochia, ae f (gr.) — draudze v 1

parochianus, i m — draudzes loceklis

parvipendere 3 — maz vertet, neplegrlezt véribu

pascha, ae f (senebr.) — lieldienas, ari indecl.: post pascha

paschalis, e -~ lieldienu- :

passio, onis f — cie$anas ; SR

—patherellus, i m — metama ierice
patriarcha, ae m — (gr.: cilistevs) — patriarhs
patrinus, i m — krusttévs g
pausare 1 — atturéties; p. a bello partraukt karu
pausatio, onis f — atpuma : :
peccamen, inis n — greks ' o — ghasivtiae-
peccator, oris m — grécinieks , : el e el
—peccatum — gréks {ER SEES LA e
—pedum — metama nija i
—>penitus — vispar s
pentecoste, es f — vasarsvétki 4 S 1
—peregrinari — doties krusta kara :
—>peregrinatio — krusta kar$
—>peregrinus: subst. m krustnesis
peroptime — Joti labi, izcili, teicami
—persecutio — kristigo vajasana
—pertingere (ad aliquid) — nonakt (pie ka)
pertransire — parstaigat, iet cauri
phalerare 1 — uzlikt zirgam metala brunas

—pinguedo — tauki

—piraticus: subst. { piratica — laupitaju kugis

—placitus: subst. n placitum plans, lémums; sapulLe apspriede
planca, 2e f — déhs p]anka : ; :
‘plantatio, onis™ - stadiSana, celSana, (pai:n.) knshgo bazmca
plenariter (adv.) — pllmgl pavisam s
plenarius, a, um — pilnigs, pilns _
pliiviosus, a, um'— lietains -

—-pontifex — biskaps, pavests; p. summus augstakals pnestens .

—pontificialis: subst. n pl. pontificialia blskapa amata plederuml biskapa
térps ;

—spontificatus — biskapiba (biskapa amata lalks)

—>-porcus — «cuka» aplenk3anas ierice.

‘possibilis, e — .iespéjams &
—praedicare — spredikot : % i 2 e Al
—>praedicatio — spredikoSana ' REL BX000
—spraedicator — spredikotajs
—praedicere=praedicare
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—praefigere — iepriek$ nolikt, noteikt (diem)
praelatus, i m (part. < praeferre) — prelats (augsta baznicas amatpersona
ar jurisdikcijas tiesibam: arhibisﬁaps, biskaps, dazu klosteru prieks-
nieki un c.)
praeludium, ii n — priek3spé&le
praememorare I — ieprieks minét
praenominare | — iepriek$ minét, nosaukt
—praemunire — bridinat
praeordinare I — iepriekS norikot
—praepositus — pravests (domkapitula, konventa, klostera priek3nieks)
—>praesentia: ad praesentiam suam pie sevis, sava priek3a
—praesul — garidznieks, présuls (biskaps, pavests, abats)
—>praesumere (ar inf. vai ar acc. ¢ inf.) — iedroSinaties; p. de aliqua re
palauties uz ko
—praevaricator — liekulis
praevaricatrix, icis f — liekule, noziedzniece
presbyter, eri m (gr.: vecakais) — priesteris
primitivus, a, um — pirmais; ecclesia primitiva pirmbaznica
—>profectus — labums, ieguvums
profunditas, atis f — dzilums, dzelme
prolongare 1 — pagarinat
propheta, ae m (gr.) — pravietis
protectio, onis f — aizsardziba
protomartyr, is m — pirmmoceklis
—>provincia — (visp.) novads, zeme
—>-provincialis — novada iedzivotajs
—psalterium — psalmu gramata, psalterijs
—pulsare — zvanit
punctatim (adv.) — durot
purificatio, onis f — SkistiSana
—>quadragesimus: subst. f quadragesima (40 dienu ilgsto3ais) gavénis
rationabilis, e — pratigs, pamatots
reaedificare I — no jauna uzcelt
—recens: adv. recenter nesen
recidivare 1 — atkrist (no kristietibas)
recompensatio, onis f — atlidziba

—>reformare — atjaunot (pacem)
—reirigerium, ii n atdzesésana, atspirdzinajums
regeneratio, onis f — atdzim$ana, kristi3ana
—regula — reglaments, statati
regularis, e (adv. regulariter) =regularius, a, um — regulars, karfigs,
likumigs, kas stingri turas pie ordepa reglamenta, conventus r. miku
klosteris, frater r. mitks, canonicus r. domkungs
rehabere 2 — atkal iegiit
—religio: sub religione vivere dzivot saskapd ar miuku ordepa reglamentu
—>religiosus: homo r. miiks
—sreliquiae — relikvijas, svétas atliekas
remandare I — no jauna, atkal pazigot
remeatio. onis I — atgrieSanas
—>remissio (peccatorum) — (gréku) atlaiSana
~»renascl: part. perf. renatus «atdzimis», krisiigai ticibai pieversts, kristits
—rescriptum — raksts, priekSraksts
—respectus: respectum habeo man ir izredze
—>respondere — atlidzinat
responsalis (scil. epistula) — rakstiska atbilde
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responsorium, ii n — rita dievkalpojumam sekojosa dziedaSana, ko prieste-
ris sak un koris atkarto
resurrectio, onis f — aug$amcel$anas
—revelare — izklastit (lietu)
—rex — kungs, valdnieks, lielkungs, karalis
—>sacerdos — kristigais garidznieks, priesteris
—sacramentum — sakraments, mistérijas
—saecularis — laicigs
—>saeculum — laiciga pasaule
salvare I — glabt, atpestit
salvator, oris m — glabgjs, pestitajs
sanctuarium, ii n — sakristeja, geérbkambaris
sarcophagus, i m — zarks, Skirsts
scholaris, is m — skolnieks
—-sedes — tronis, krésls, sédeklis
sellare I — sedlot
—>sententia — apspriede, tiesa
—sequax: pl. sequaces pavadoni
sequentia, ae f — sekvence (gariga dziesma)
servitor, oris m — kalps
sigillare I — aizzimogot
—>signare — parmest krustu, parkrustit
—»siquidem=quidem — tieSam, acimredzot, gan
—>»spiculum — Zképs
spiritualis, e (adv. spiritualiter) — garigs
—sstola — biskapa térpa piederums, stola
—strictus — Saurs
subintrare I — ieiet, iesolot
—sublimare: part. sublimatus ad imperium paaugstinats par keizaru
—>substantia — ipaSums
suffumigare I — kupinat
—suggerere — iedvest, (slepeni) pazipot
superadaugere 2 — (uzmetot) palielinat, uzmest
superaedificare I — uzcelt virs ka
supercrescere 3 — uzaugt
superducere 3 — atvest
superimpellere 3 — uzstumt, uzgrist
supradicere 3 — aug$a mingt
—tantus: in tantum tik |oti
templarius, ii m — templietis (ordena piederigais)
—temporalis e — parejoss, laicigs, pasauligs
—terminus — termins
—testamentum — testaments, veca un jauna deriba
theologicus, a, um — teologijas —
—theutonicus — vacu —
totalis, e — viss, pilnigs
—traditio — nodeviba
—>transgredi — parkapt
treuga, ae f — pamiers
“tribulatio, onis f — |aunums, posts
—tum .. .tum... tum...— pirmkart...otrkart.,, treSkart
tumba, ae’'f — kaps
tunsio, onis f — gridiens, sitiens
—unde — tadée}
ut quid, utquid — kade| tad
—valere=posse
vasallus, i m — vasalis
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=>vehiculum — ragavas’
—-ventilare — Surpu turpu dzit

ventilogium, ii n — vejradis o : SRt
—Vverbum — pavele, zina, spredikis ; PR ’ >
—>Vespera — vakara dlevkalpo_]ums Ao
. —>Vicis: versa vice, par vices: parmaigus, vices agere alzstat-

victualis, e — partlkas uztura-; subst. pl. n viectualia partika -

—-vigilia — lielu baznicu svatku pneksvakars -
—villa — ciems, sadZza

vinculare I — iekalt vaZas

vindicatrix, icis f — atriebgja

visibilis, e — redzams

virtuosus, a, um — krietns, spe]lgs
—-vatmal (latv) — vadmala

vaypa (igaunu) — sega - - :
—zelus — citiba, centiba . = 4
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JI. YEPPAC

OcofennocTi cpefneBekoBoi JaThinu B «Xponuke [enpuxa
Jlareuiickoro» (opdorpadus, MopdosOrns, CHHTAKCHC M JIEKCHKA)

AHHOTAULUSY

B nepBoii uactiy pa6oThl paccMaTPHBAIOTCS OCOOEHHOCTH CpPEIHe-
BEKOBOH JaThiHY B MPaBONUCAHUY, MOP(MOIOTHH, CHHTAKCHCE U JIEK-
cuke «XpoHuka ['enpuxa Jlateufickoros.

Bo BTOpO# yacTH JaH JAaTHHCKO-JATHILCKAHA cJoBaph (K3 460
CJOB), KyAa BXOHSIT CJOBA, KOTODbie BO3HHKJM B CPefHMNE Beka,
a TakXe CJI0Ba KJACCHYECKOH JaTBIHH, KOTOpDHIE B CpelHHE BeKa
npHoGpesnn HOBblE 3HAUEHHSI.

L. CHERFAS

Peculiarities of ‘Medieval Latin in the. «Chronicle of Henry
Livonian» :
(spelling, morphology, syntax and vocabulary)

Annotation

The first part of this work deals with the peculiarities of
spelling, morphology, syntax and vocabulary of medieval Latin
in the ”Chronicle of Henry Livonian”.

A Latin-Latvian dictionary of 460 words is given in the
second part of this work. The dictionary contains Latin words
which appeared in the Middle Ages and also words of classical
Latin which acquired new meanings in the Middle Ages.
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