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profoThes Ha cynepHUnTBo. CtocyHkH JXKy-1xKeHb Ta
Kepma, xo4a i MaroTh CI0OKETOYTBOPIOBAJIbHY (yHK-
Iif0, OJHAK 30BCIM HE € CTPIKHEM, HaBKOJIO SIKOTO
noOynoBaHo omnoBiab. OCHOBHUI KOH(]IIKT po3ro-
PSETHCSI HABKOJIO ILTATHOT CTaBKH, 32 AKY OOpeTbes
lu-in. Bona ne Moxxe Bubauntu XKy-uxens ii cro-
CYHKH 3 peKTopoM, Tomy 1o XKy UxkeHb MUMOBOITI
3mamana il kap’epHi mianud. Ha mepmomy miaHi
OTIOBi/Ii — JeTallbHe 300pa)KeHHS MOBCSIKIIEHHOTO
KUTTS BAOMa M Ha poOOTi, MEPCOHaXi PO3KpHUBa-
IOTBCSl caMe 4Yepe3 OMUC iXHbOi poOodoi Iisiib-
HOCTI, BUPIIICHHS MPOo0JeM, IKi BU3HAYAIOTh IXHIO
npodeciiiny BHKIaAanbKy AisuibHICTh. CyuacHa
KUTalchKa JiTeparypa IMPOIOHye Oarato MpuKIIaIiB

TBOPIB MPO KIHOK, 3arajibHOBiOMi pomanu YxaH
1I3e, Te Hin, Cy Tyn, I'e ®eit, Ban Ansb-i, ane, sk
NPaBUIIO, 300paKEHHs CKJIAJHOI, YacTO TParidyHoi
JKIHOYOT 10J11 HE 3aJIMIIAa€ IPOCTOPY ISl POMaHTHY-
Ho{ niHii, a 3a il HasBHOCTI POMAaHTUYHI CTOCYHKH
CTaIOTh TOJIOBHOIO JIHIEI0, HABKOJIO SIKOi Oy/y€eThCs
OTIOBiZTb. AMEpHWKaHCHhKa JIiHIs, TO3HAYEHA imea-
Ji3aIli€f0 BUTBHOTO BiJl TPATUIIMHUX TaTpHapxar-
HUX OOMEXEHb >KUTTS, JOIOBHIOETHCS ITyHKTHPOM
ATIOHCHKOTO BiTUYTTS MPEKPACHOTO, Peasli30BaHOTO
B IMIUTIOUTHHUX allf03isIX Ha E€CTETUKY SIOHCHKUX
JNPUYHUX 1CTOpiH, pO3Ka3aHUX Y TMOE3isIX TaHKa
MOHOTaTapi-co, 30KkpeMa «lce-MoHOTaTapi» Ta
«l'era3i-MoHOTaTaApi».
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The following research article is dedicated to the study of the peculiarities of formation and application both of adjectives
and of epithets as the means of psychological narration in the short stories by William Faulkner. In the process of research
we analyzed the lexical layer of the works from the short stories collection “Go Down, Moses” as well as others: “A Rose
for Emily”, “Dry September”, “Persy Grimm”, “Wash” etc. It is emphasized that the author of the abovementioned short
stories tends to application of the complex adjectival structures which are directed at the revelation of not less complex
psychological and emotional states of a person. Aiming at a demonstration of the subtlest soul motions and details
W. Faulkner resorts to unusual decisions, creating authentic original epithets. Special attention in the article is drawn to the
psychologically and emotionally coloured adjectives formed by means of affixes.
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[aHa HaykoBa po3Bifka NpuUcBAYEHa AOCMISKEHHIO OCOONMBOCTEN TBOPEHHS Ta BXMBAHHS MPUKMETHUKIB Ta ENiTETHUX
CTPYKTYp Ak 3acobiB ncuxonorizauii onosigi B Manivi nposi Binbsima ®onkHepa. Y xogi AocnigxeHHs 6yno npoaHanisoBaHo
NEKCUYHUI NPOLUAPOK HU3KW HOBEN MUCbMEHHMKA, 30KpeMa TBOPM, LLO BXOAATb A0 30ipku «[JoMallHE BOTHULLEY, @ TaKoX
«TposiHaa ans Eminiy, «Mocywnueuin BepeceHby, «lepci Mpimmy», «Boww» Ta iHwi. Big3HavaeTbes, Wo aBTop BULLE3ragaHnx
TBOPIB CXWIbHWI 00 BXMBAHHSA KOMMNEKCHUX af EKTUBHMX CTPYKTYP, CNIPSIMOBaHMX Ha BiATBOPEHHS! CKNAAHUX QyLUEBHMX KO-
ni3in nepcoHaxis. 3 METOIO NepeaaT HaNMOTAEMHILLI HIOAHCK Ta TOHKOCNIIETIHHSA BHYTPILUHBOIO XWUTTSA NtoguHu B. donkHep
BOAETLCA [0 HECTaHOAPTHKX PilleHb, CTBOPOOYM HecnopdiBaHi iHAuBiayanbHO-aBTOpChKi enitetn. OcobnuBa yBara Takox
NPUAINAETLCA AOCNIIKEHHIO MPUKMETHUKIB NCUXO-€MOLIIHOTO 3abapBreHHsl, yTBOpeHUX adikcaribHUM Cnocobom.

Knio4yoBi cnoBa: NnpukMeTHUKKM, eniTeTn, Mana npo3a, NCMXomnoriaM, BHYTPILLHIN CBIT.
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[aHHasa HayuyHasi cTaTbs MOCBSILLEHA U3YYEHNI0 0COOEHHOCTEN 06pa3oBaHNs U ynoTpebneHus UMeH npunarartenbHbIX
W 3MUTETHBLIX CTPYKTYP Kak CPEACTB NMCMXONormsauun noBecTBOBaHUst B Maroi npose Yunbsma ®ornkHepa. B npouec-
ce uccrnefoBaHus Obin NpoU3BedeH aHanm3a NIeKCUYeckoro nnacta psiaa HOBEMN nucaTtensi, B YacHOCTU Mpou3BeaeHus
13 cbopHuka «[JomaluHuii odar», a Takke «Posa ans dmunuy, «Cyxon ceHTsabpby, «Mepcu Mpummy», «Yow» u gpyrue.
ABTOpP BbILLIEYNOMSHYTbIX HOBEMM CKIIOHEH K UCMOMb30BaHMI0 KOMMNMEKCHbIX afbeKTUBHBIX CTPYKTYP, HanpaBneHHbIX Ha
BOCMPOM3BeAEHNEe CINOXHbIX AYLIEBHbIX KONNuU3nii nepcoHaxen. C Lenbio nepeaatb COKPOBEHHE HI0AHChl U TOHKOCTe-
TEHUS BHYTPEHHEro mupa yenoseka Y. donkHep npuberaeT K HECTaHAAPTHLIM peLleHnsM, 06pa3oBbIBasi HEOXKUAAHHbIE
MHOMBMAOYanbHO-aBTOpCckMe anuTeTbl. OcobeHHoe BHUMAaHWE HamnpaBneHO Ha WCCMENOBaHWE MMEH npunaraTenbHbIX C
MCMX0-3MOLMOHaNbHOM OKpackon, 0bpasoBaHHbIM addmKcanbHbIM ClocoboMm.

KntoueBble cnoBa: nMeHa npunaraTtesnbHble, 3NUTEThI, Manas npo3a, NCMXosorn3m, BHyTPEHHUI MUP.

Known for his distinctive humanistic position,
clear voice and his eloquence in subtle depictions of
life in the American South, Nobel laureate William
Faulkner, with the exception of another William,
has now generated more published commentary and
reviews than any other writer of all the times, and that
another’s last name is Shakespeare. Faulkner created,
as Arthur Edelstein remarked, a “hallucinated version
of the Deep South which has escaped its local origins
to become a region of the modern consciousness”
[1, p. 247]. In terms of William Faulkner’s
unprecedented style of his Yonapatawpha saga
we can’t but see eye to eye with Jonathan Yardley,
who described it as “a tapestry of incomparable
intricacy, past and present woven together in a design
that can be comprehended through one book but
gains astonishing richness when seen as a whole”
[2, p. 32]. From the very first page of his works the
reader stumbles into either intricate patterns of the
characters’ fate or specific manner of its presentation
as well as unlimited experimentation both over form
and context. The long sentences, the elaborate syntax,
the terrifying action, the obscure pronoun references:
saying that his technique and style are difficult and
his themes daunting seems like merely stating the
obvious.

The peculiarities of W. Faulkner’s individual style,
due to which the writer is undoubtedly considered
one of the greatest XX-th centuries American
novelists, have been repeatedly subjected to deep and
profound study and analysis by many leading literary
scholars all over the world: M. Anastasiev, W. Beck,
O. Vickery, T. Denisova, R. Dotsenko, D. Zatonsky,
O. Zvereva, M. Kauli, 1. Kashkina, P. Palievsky,
O. Savurenok, H. Skei to name a few.

Once immersed in the author’s story of the Deep
South America you begin to “explore” different
aspects of his fiction and key dimensions of his
widespread cultural and artistic import. Pursuing
the analysis of the phenomenon of Faulkner’s style
the major researchers of his works are unanimous in
their “verdict”, declaring that the artistic continuum
of his prose is marked by the complexity of the style,
amorphous structure, mannerism and excessive
diversity of language. In his essay “W. Faulkner:

at the approaches to writer’s style” Rostyslav
Dotsenko, a well-known Ukrainian scholar admits:
“He (Faulkner) was almost in love with the word — to
be more precise, with eloquence <...>. Sometimes
it caused overlaps: verbal sparkles and rhetorical
ornamentation, inorganicaly embedded bookish
words, obsessive negative superlatives (such as
incomparable, insurmountable, impenetrable, etc.)
<...>. Anyway Faulkner’s word is never neutral
and impartial bearer of a thought or of a feeling”
[3, p. 115]. This stylistic manner is most closely
associated with Faulkner’s interests in complexity
of an individual’s inner world, in the mixture of
different mental flows and impulses as well as in
their changes. Thus the words which are semantically
directly related to the sphere of psychology stand out
against the lexical level of Faulkner’s short stories.
In relation to person theses words can act as an
attribute, activity or state (categories of sign, validity
and status of person’s “ego”, identified by Stephan
Baley) [4, p. 116—147]. This peculiarity determines
the adjectivity of Faulkner’s style as a specific feature
of his psychopoetics.

The issue of the adjectival parameters of
Faulkner’s short stories has not been the subject of
special literary study yet, but has been mentioned by
chance in the context of some researches of general
poetic system of the author [3; 5], and therefore
requires a comprehensive analysis that is the aim of
the following essay.

The vividness of Faulkner’s short stories is
marked by the great variety of adjectival epithets
that convey the protagonists’ changeable feelings
and emotional experiences, helping to reveal and
understand their inner states. The epithetological
palette of his short stories is rich in numerous
descriptive epithets: “dark depth”, “sweat-stained
silk shirt”, “silver flame”, “dry September”, “red
sun”, “iron-grey hair”, “insuperable barrier” etc.
These and many other adjectives, while preserving
certain objective and physiological denotation, merge
in a unique way with the conditional and abstract
characteristics of the emotional and psychological
background of his works. A vivid example of this
is observed in the following passage from “Delta
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Autumn”: “She regarded him, almost peacefully,
with that unwinking and heatless fixity — the dark,
wide, bottomless eyes in the face’s dead and toneless
pallor which to the old man looked anything but
dead, but young and incredibly and even ineradicably
alive — as though she were not only not looking at
anything, she was not even speaking to anyone but
herself. “I would have made a man of him. He’s not a
man yet. You spoiled him. You, and Uncle Lucas and
Aunt Mollie. But mostly you” [6]. The great tragedy
of a young female, who is a victim of racial and
social prejudice, her soul cry is subtly irradiated by
the set of descriptive adjectives. Yet another female
character from the short story “Wash”, however tired
and powerless after delivery of a baby, but confused
in anticipation of her and her baby’s future fate “lay
looking up at him (Sutpen) from still, inscrutable,
sullen eyes, the child at her side wrapped in a piece
of dingy though clean cloth” [6].

Introducing one more protagonist of his collection
of the short stories “Go down, Moses”, Samuel
Worsham Beauchamp, the author also resorts to
numerous adjectival epithets: “The face was black,
smooth, impenetrable; the eyes had seen too much.
The negroid hair had been treated so that it covered
the skull like a cap, in a single neat-ridged sweep,
with the appearance of having been lacquered,
the part trimmed out with a razor, so that the head
resembled a bronze head, imperishable and enduring”
[6]. And as we can observe, Faulkner usually uses
“obsessive negative superlatives”, some of which
were mentioned by R. Dotsenko in his review, such
as: “incomparable”, “unavoidable”, “irrevocable”,
“indivisible”, “impervious”, “immortal”,
“imperishable”,  “incredible”,  “unrecoverable”,
“insurmountable”, “ineradicable”, “impenetrable”,
“unalterable”, “invincible”, “impalpable”,
“immutable”, “impatient” — to name a few, for
description of the characters he feels sympathy to.

Special attention should be drawn to adjectives
ending with suffix “-less”. There are plenty variations
of them in Faulkner’s texts: “doubtless”, “ageless”,
“painless”, “motionless”, “mindless”, “hopeless”,

“lifeless”, “‘pointless”, “bloodless”, “soundless”,
“aimless”, “sunless”, “dimensionless”, “ceaseless”,
“hapless”, “shiftless”, “noiseless”, ‘“shapeless”,

“helpless”, etc. Their connotational meaning is
directly related with the concepts of absence, lack
or deprivation of something. But in Faulkner’s
works these adjectives have deep expressiveness
thus coloured with emotional and psychological
meaning. A vivid example is found in the short
story “Dry September”, where behind the “rainless
days”, “lifeless air”, “breathless dark”, “lidless
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stars”, “sourceless lights”, “sapless stems”, “coatless
drummers” dark thoughts and bloody intentions are
hidden.

In order to enhance the emotional expressiveness
of the narration the author weaves multiple layers
of characterological epithets, for example, in the
short story “A Rose for Emily”: “she passed from
generation to generation — dear, inescapable, tranquil,
and perverse”, “they waited, patient, grave, decorous,
implacable” [6]. In the similar way Faulkner shows
out the main character of the short story “Wash”, a
black servant who is full of dignity and modesty:
“Wash was there to meet him, unchanged: still gaunt,
still ageless, with his pale, questioning gaze, his air
diffident, a little servile, a little familiar” [6].

Great interest is paid to Faulkner’s metaphorical
epithets such as “leaden dust”, “lifeless air”, “dead
voice”, “savage summer light”, “fleshless grin”,
“muddy eyes”, “invisible trees”, “bloody twilight”,
“breathless dark”, which reveal another perspectives
of the narration and focus the reader not on the
actions of the characters but on the emotional and
psychological background that caused and instigated
their behavior. These epithet structures convey some
metaphorical semantics (emotional excitement,
psychological  pressure, sinister forebodings,
intense anxiety) due to actualization of symbols
and associations. In such a way the author strives to
avoid direct descriptions and analytical explanations
of protagonist’s inner world but demonstrates the
obvious.

Sometimes uncontrollable Faulkner’s desire to
update the expressiveness of the words to his ideas
leads to the mintage of unexpected (from the point of
view of traditional perception and understanding of
the literal meaning of the word) neologistic epithets
by means of direct combination of the words or by
means of a hyphen: “daredevil eyes”, “pebble-colored
eyes”, “cedar-bemused cemetery”, “awe-inspiring
light”, “pepper-and salt iron-grey hair”, “dust-dark”,
“ink-colored eyes”, “air-proof halls”, “coffee-colored
face”.

Faulkner’s evident intention to violate both
semantic and architectonic epithet’s “moderation”
obviously meets the general artistic and aesthetic
tendencies of the epithets’ formation at the beginning
of the XX-th century. As O. Volkovynsky observes,
“starting from the modernism, epithets tend to
complex structural and semantic formations, the
dual construction of which is the key to clear transfer
from the triviality to the originality” [7, p. 22]. Thus
striving occasionally to revolutionize his epithets,
Faulkner here and there combines in their structure
semantically incompatible attribute and attributive,
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producing the epithet-oxymorons: “soundless
words”, “immutable progression”, “cold with fire”,
“frozen ferocity”, “swamp angel”, “bland perfection”,
“soundless thunder”, ‘“burdened with freedom”.
Such contrasting images usually increase emotional
tension and simultaneously signal the ambivalence of
the protagonists’ feelings.

“Collision of unconnected concepts and epithets
is characteristic feature of the contrasting Faulkner’s
poetics” [8, p. 177] as it states the researcher of his
fiction, I. Kashkin. At the same time we emphasize
that the writer’s epithets and attributes are very
original and specific because they are aimed at
revealing and demonstration of the deepest and
subtlest motions of the person’s soul as well as
consciousness. Interested in the intricate mixture
of person’s thoughts, feelings, emotions and
unconscious impulses, the author seeks the innovative
expressive means and efficient techniques. With this
purpose Faulkner mints new semantically ambivalent
epithets, as following: “without heat”, “without
envy”, “without sorrow”, “without rancor”, “without
anger”, “without rage”, “without hope”. To our mind
the merge of a negative particle “without” with
emotionally intensive words: heat, anger, rancor,
rage, alarm, etc., creates psychological intraimagery
duality, causes contradictory associations, as we can
obviously observe in the following passage from the
short story “The Fire and the Hearth: ““...when he
stopped again in the kitchen she had not moved, she
did not even seem to breathe or to be alive except
her eyes watching him; when he took a step toward
her it was still not movement because she could have
retreated no further: only the tremendous fathomless
ink-colored eyes in the narrow, thin, too thin coffee-
colored face watching him without alarm, without
recognition, without hope. “Fonsiba”, he said.
“Fonsiba. Are you all right?” [6].

Faulkner also manages to charge his fiction
psychologically due to frequent application of
the so called “pathetic and artificial epithets”
[8,p. 177]: “irrevocable”, “immortal”, “immemorial”,
“immutable”, “imponderable”, “impervious”, etc. As
for example, in the short story “Persy Grimm”, that
is literary soaked with them: “irrevocable evocation”,
“immemorial sound”, “immobile faces”, “something
irresistible”, “implacable undeviation”. According
to M. Danelia “these are epithets that express the

restlessness, emotional depth, intensity of Faulkner’s
style” [9, p. 67]. At the same time, the selection
of such adjectives leads to the impression of an
epistemological uncertainty of a person.

Nevertheless, along with Faulkner’s specific
selection and mintage of the original epithets we point
out his tendency to concentration of adjectives in his
fiction. Warren Beck is convinced that Faulkner’s
reiteration of certain words and his habit of piling
one adjective upon another sometimes help to create
a mood or to accentuate a particular character trait
[10, p. 29]. Where the other authors use one or two
epithets or attributes Faulkner forces the atmosphere
by constructing chains of adjectives to an object: “...
and soon the jasmine in the garden began to smell
with evening, coming into the room in slow waves
almost palpable; thick, sweet, oversweet” [11,p. 731];
“His father spoke for the first time, his voice cold and
harsh, level, without emphasis” [11, p. 5]; “He was
quite motionless, still, alone, fateful, like a landmark
almost” [12, p. 303]; “The house seemed still to be
filled with the shrill sound of the telephone like a
stubborn echo. Then he began to hear the clock on the
mantel, reiterant, cold, not loud” [11, p. 657]. As we
see the author deliberately overloads his sentences
with homogeneous epithets to make his images more
accurate and complete. In such a way he manages
psychologically saturate his text and to amplify
emotionally subjective dimensions of his short
stories. This stylistic method is mostly connected
with Faulkner’s treatment of the inner world of a
person with its endless flow of thoughts, impressions
and feelings.

We can surely conclude that the adjectivity and
tendency to epithets application are the distinctive and
admirable features of Faulkner’s individual artistic
style. The vector of emphatisation of the adjectival
epithets in the author’s short stories is aimed at
the depths of the inner world of a person, which
is designed to demonstrate the feelings, thoughts,
emotions and psychological experiences of the
protagonist. At the same time, constant dissatisfaction
with the available options pushes the artist to the
unceasing and new search for unique variants of the
combination of the attribute and the attributive. Thus
the adjectival epithets in Faulkner’s short stories call
for originality, uniqueness and modernistic tendency
to “defamiliarization”.
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