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The article deals with the cross-cultural usage of Ukrainian and English colour terms in literary texts not only as means
of colour nomination, but also as ways to represent authors’ perception of colours. When colour terms function as stylistic
devises, such as similes and synaesthesia, they express authors’ emotions and have influence on readership due to
semantic shifts of lexical units.
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Y cTaTTi pO3rMSAHYTO MiXKKYNbTYPHE BUKOPUCTaHHS YKPAIHCbKUX Ta @HIMiNCbKUX KOMOPOHIMIB Y fiTepaTypHUX TekcTax
He TinbKK 5K 3acobiB KONbOPOBOI HOMiHALi, ane i K oauHWLE, WO NepefalTb CNPUNHATTS KOnbopiB aBTopamu. Konu
KOMOPOHIMU (PYHKLIOHYIOTb SIK CTURICTUYHI 3acobu, Taki K MOPIBHSHHS i CUHECTE3is, BOHW BMPaXalTb eMOLiii aBTopa i
30iMCHIOTb BMAUB Ha YMTaLbKY ayQUTOPI0 Yepes 3MiHY CEMaHTUKN NEKCUYHUX OANHULUb.

Kno4yoBi cnoBa: KONOpOHIMU, MiXXKYNBTYPHI LOCNIAKEHHS, NiTepaTypHi TEKCTU, NOPIBHSAHHS, CUHECTESis.

B cTaTbe paccMOTpeHO MEXKYIbTypHOE UCMOoNb30BaHWE YKPaMHCKUX U aHIMUNCKNX KOTOPOHUMOB B NTEPAaTYpPHbIX
TEeKCTax He TOJIbKO KakK cpencTB HOMUHaUUKU LBETOB, HO U KaK eanHUL, KOTOPbIe nepenatoT BOCNPUATUE LIBETOB aBTOpPaMu.
Korpa KONMOPOHUMBI beHKLlI/IOHI/Ipy}OT KaK CTUNnncTn4yeckmne cpeacrea, Takne Kak cpaBHeHne U CMHeCTe3ns, OHU BblipaXatrT
3AMOLUMK aBTOpa U OKasblBalOT BIIMAHUE HA YNTATENbCKY0 ayauTOpUo Yepe3 UsMeHeHNAa CEMaHTUKK NNEeKCUYEeCKNX eauHnL,.

KnioueBble cnoBa: KOJTOPOHNMbI, MEXKYIbTYPHbIE UCCIeoBaHUA, nuTepaTypHble TeKCThbl, CpaBHEHUE, CUHECTE3NA.

Introduction. Names of colours in different lan-  and in its turn is widely used not only in non-fiction
guages often deal with cultural and social phenom-  texts, but also in literary pieces, describing physical
ena, and show ethnic priorities and moral values of  reality and presenting authors’ vision of it.
certain language community. The diverse cultural Recent Research Analysis. Due to the impor-
background of colour perception and cognition estab-  tance of visual impressions as one of the sources of
lishes different colour meanings based on people’s  knowledge about the surrounding world [2, p. 309]
life experiences. Thus language colour system, which  and the ability of people for verbal reproduction of
is embodies in the developing set of colour term, i.e.  perceived colour shades [5], colour terms are often
words and word groups denoting colours and their  used in speech and various types of discourse. This
shades, is determined by nature, agriculture, artificial ~ issue is studied from different aspects, staring from
environment, including architecture, art and industry,  colour categorization (L.D. Griffin, C.L. Hardin,
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J.R. Taylor), to colour psychology (A. Ogarkova,
L. Steels, Ch. Witzel), to cultural diversity of colour
names usage (E. Rosch, B.A. C. Saunders), to colour
terms rhetoric application in political, social, adver-
tising, etc. discourses (N. Diakopoulos, A. Tolson).
However, cross-cultural analysis of Ukrainian and
English colour terms in literary texts has not been
conducted yet, revealing the need to study authors’
use of colour vocabulary as means of stylistic devices.

The topicality of this research stems from the
interest of modern linguistics in the study of verbal
features that elucidate the categorization of natural
surroundings in a worldview and is further used by
writers in fiction. It is also pertinent to explore cultur-
ally bound specificities as well as cross-lingual simi-
larities in using English and Ukrainian colour terms
for similes and syneasthesia in literary texts. Thus the
aim of this research is to describe the ways of using
colour terms as stylistic devices in literary texts.

Presenting Research Material. Colour words
and colour modifiers are constituents of written texts
with high degree of frequency of occurrence. Since
childhood individuals learn the normative model of
colour naming which is related to their individual
perceptual colour representation through a naming-
function. The correlation of colour names and qual-
ity of objects they denote in the real world creates in
our mind a set system of colour terms existing in our
culture. Still individual differences in colour percep-
tion and cognition are substantial enough to produce
variation in colour perception representations across
individuals sharing the same culture [3, p. 3-4].
Expressing personal emotions caused by different
life situations an author in literary text creates new
colours or makes semantic shifts in the existing ones.
These individual colour naming systems and cat-
egories arise through learning a culturally normative
naming system and expressing one’s personal per-
ception of colours.

Colours in language and colour designation in liter-
ary texts are of a totally different nature. Colour names
relating with objects refer to a colour perception that
is generated by light frequency which, by entering the
human eye, evokes a colour perception in the brain.
The rich colours that people see are inventions of the
nervous system rather than properties of light itself.
When colours are referred in the literary texts they
cannot be seen physically as wavelength frequency
[4, p. 75]. It is a colour name that evokes sensation in
the brain, nor the massage that comes from the eyes.
The reader must rely on his colour memory in order
to mentally visualize the respective colour in the text.

Polysemantic lexical units denoting colours are
widely used in fiction because of their aesthetic
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qualities and possibility to create bright images.
Traditional semantic structure of colour terms is
expanded in fiction. Moreover, new colour terms and
new figurative meanings of existing colours are cre-
ated by authors because of two basic reasons: (1) the
pragmatic importance of colour-language as a cul-
tural tool for environment and characters descrip-
tion, and (2) the importance of assigning names and
categories that minimize individual and interpersonal
confusion in understanding images in literary texts.

In literary texts colours often assume semiotic
function, which is usually paired with symbolic one.
By being a sign with a given meaning, a sign also
transmits a meaning which is detached from the des-
ignation of hue. Faulkner's use of grey or dark in The
Sound and the Fury may serve as an example, when
grey not only occurs in order to let the readers know
that he is entering and moving in Benjy's world but
also that the author wishes to point to Benjy's mental
state and Benjy's restricted world.

Writers also use colours to trigger their think-
ing and stimulate readers' imagination, especially in
poetry. Most of the time, colours may be used as sym-
bols implying intangibles or concepts. For instance,
green in poetry often implies such notions as jeal-
ousy, rebirth, money, while purple denotes royalty,
enlightenment, and fantasy [4, p. 324]. Aside from
their symbolic and impressionistic use, the applica-
tion of colours has added to the poems' visuals:

Sea waves are green and wet, / But up from where
they die, / Rise others vaster yet,/ And those are
brown and dry (Robert Frost Sand Dunes).

Still there are some literary texts which almost
totally devoid colour terms. i.e. 'the colour term zero'
literary texts [7, p. 165]. Colours in such texts are
expressed by the natural or stereotype hue of the
objects. For example, where grass is mentioned, the
green colour is understood simultaneously:

Down on the grass and on the bare earth under
the chestnut tree, dozens of people now squatted
at their ease among the sheep, drinking from skin
water-bottles and smaller stone ones of ale or whisky
(D. Craig King Cameron).

Author's ample use of the phenomenon of using
'zero colour' by letting the objects speaks for them-
selves. Golding says that 'light falls like an ava-
lanche', meaning that the light is white. The liter-
ary text in this case makes the reader see and give
the objects that are named an appearance, i.e. size,
shape and colour. Colour, then, may be conventional
colour, the stereotype, or alternatively one the reader
chooses to imagine or to see.

Consequently, in the literary texts colour terms may
function as distinguishers, valuators, semiotic mark-
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ers, symbols, signals or standardized markers. The
main function still is to depict the scene, so that in his
mind the reader will perceive the scene in its colourful
appearance, not only as a place referred to, but also as a
picture close to its equivalent where the colours would
be perceptual colours, or else to create an atmosphere
or a meaning inside the text in which the colours or
their being named acquire figurative significance.

In literary texts colour terms can be often used as
stylistic devices, such as similes and syneasthesia.

Simile is a comparison of colour with some things
in objective reality. A simile usually compares two
objects that initially seem unlike but are shown to
have a significant resemblance. Even though similes
and metaphors are both forms of comparison, similes
allow the two ideas to remain distinct in spite of their
similarities, whereas metaphors compare two things
without using like or as.

Writer is a person who sees resemblances in all
things. The world in his text is unique, but many
things can be compared to the objects in everyday
reality. Thus the author uses similes to let the reader
imagine characters and setting of the literary text
through what he already knows from his life expe-
rience. For example, in Ukrainian poetry simile
senenuti ax pyma' is often used to denote bright
colour similar to rue:

Ta ckpunka 3pocia 3 HACIHUHU KOMUCH HABECHI, /
60HA OPYHBKYBANA | Opocmio 6oHa ousysana. / He coku
nuaa iz 3emni, a ManOymui nicHi, / 3eieni, sk pyma, i
cuHi, ax nebo, xopanu (€. I'ymano Cxpunxa).

Because of comparison and association, on which
authors' similes are based, familiar objects in liter-
ary texts become strange and need interpretation.
Individual author's vision of world is presented to
the readers through various comparisons, which are
always unusual, but still should be understandable
to readers. Both in prose and poetry some things are
compared with other on the basis of their physical
likeness, as, for example in the following extract:

...banana _palms leafed like green fountains,
bright orange papaws clustered at the top of their
naked stems, a noise of surf quickened the air with its
rustling freshness (D. Craig King Cameron).

Green colour similes are often connected with
nature description. For example, the lawns like green
velvet (M. Gervaise The distance enchanted), the lawns
had been restored, like emerald carpets unrolled before
his eyes (J. G. Farrell The siege of Krishnapur) the sea-
breeze like coloured veils over the green (M. Stewart
Stormy petrel) characterize setting of the stories.

When used for characters' description, green
colour similes in English and Ukrainian are based
on comparison with animals, birds, insects or plants,
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which are green. Negative evaluation is implied in
the comparison with frog or snake, while positive are
carried by trees and plants. Compare two examples
of similes with positive and negative connotations:

(1) He looked so like a frog, being literally green
with fright, with his eyes nearly popping out of his
head (M. Gervaise The distance enchanted).

(2) Ioei Cmuyvka 6ynu Ho8i ma ceidxci, 5K
giunozeneni _cochu y ixwvomy 6opy (B. [po3n
Kamacmpogha).

In English, as well as in Ukrainian, authors can
invent any colour simile they like. However, there
are some standard collocations or at least very com-
mon colour similes in each language that most native
speakers know and use. For example, the traditional
colour simile for English is as green as grass, while
in Ukrainian it is 3erenuti sik ocipox and originates
from the children song.

As well as other stylistic devices similes are used
both in prose and poetry. Corpus-based analysis of
green/zenenuti  collocations with like/as, sx/naue
show that similes are quite frequent in literary texts
in both languages. Similes that are based on the com-
parison of hues with other things or visa versa create
additional connotative meanings of colours, thus they
extend word semantic structure.

Syneasthesia refers to a union of experiences
within or between individual's senses (vision, sense,
smell, touch, and hearing) [6, p. 13—31]. The physical
stimulation of one sense will systematically activate
the experience of the second sensation. It is a con-
dition in which people make weird sensory associa-
tions, which rely more on the plasticity of the brain
than on any genetic predisposition.

The most common and widely researched trigged
sensation is that of colour. People with synaesthesia
often say that letters, words and numbers have innate
colours [1, p. 206]. Even when tested years later, their
associations remain consistent. But no one really
knows why or how these odd associations form.

Words are often described in terms of touch or
vision — they can be soft or hard, light or dark, blue,
red or of some other colour. For instance, in literary
texts such lexemes as spring, water, field are always
perceived in terms of green colour:

The air was raw and threatened rain but was hued
with the warmth of [green] spring (Scott M. Nudists
may be encountered).

Colours in turn are expressed in sound or
touch: Eng. loud, vibrant, soft, warm, hard, hash,
cold; UKkr. xonoonuii, menauil, ceidcicutl, 3anauiHuil,
nopusyacmuti. Consider some examples:

This one was in soft light green with a boxy shaped

jacket and narrow skirt and the same green-and-
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white check material of the little sleeveless blouse
had been used to line the jacket and face the wide
reveres (J. Tanner Folly's child);

fOna mos maribymus Opysicuna / mae npogine 3
€2UNEeMCbKUM YapoM, / NIABHICMIO NepenosHend,
a menOoimna — 6 K8imyi cnoyure, / COHHO-3e1eHY
Muicmb Hagisae owamu (1. MankoBud FOna matibymms
OPYIHCUHQ).

Traditionally, these are described as synaesthetic
metaphors. The fact that such metaphors combine,
unify and synthesize the various sensory domains
was noted in earlier linguistic studies, but interest
tended to focus on their use in literary texts. More
resent researches raise the question of weather they
are synaesthetic in origin in the psychological sense.
Such metaphors may originate from the individual
authors' flashes of genius, but may become so embed-
ded in the languages that become commonly used by
native speakers.

From linguistic point of view, synaesthesia can
be also interpreted as suggestiveness of colour terms.
It may be just property of colour names, i.e. their
lack of expressiveness of content that gives rise to
easy or increased association or what is called 'sug-
gestiveness'. Within each cultural community colours
and their names are by conventions or social norms
associated with things or abstract qualities. Yellow is
easily associated with lemon, or banana; or white is
associated with snow, winter, but also with purity,
innocence, while black is associated with night and
darkness. Green suggests associative meaning of
youth, freshness, and spring:

3enenuu nye, eecenuu nyx / i o6ina KomrowuHa. /
1 komumucs yHa 3a npye — / 6UWHEBA HAMUCIUHA
(I1. MoBuau Cnoead npo 6itiny).

JKoime, acoime, 11001 dimu! / Jlimo 3106 npunune,/
IHpuiidoe muna 2odunonvka,/ Ax 3uma ma seume; /
I 3axeimne sawe none, /I 3azenenic, — 3106 11020 eecra
npekpacnua / Keimoukamu expue (M. Oniitnuk Jlecs).

Suggestiveness in the content of colour terms
means moving away from actual colour denotation to
connotative or figurative meanings of colour terms.

Synaesthetic colour meaning depends much on
authors' and readers' own imagination. Readers
should not underestimate the effort required to iden-
tify items of a text in context. Without this perfor-
mance the linguistic sign, which is highly symbolic,
cannot be integrated with the particular figure of
the ground which is supposed to be ironically more
vaguely characterized. Streaky speaking, the result of
this identification, which is more exactly called inte-
gration of icon, index and symbol in a sign is not the
same for every interpreter but is more or less unique
to a particular interpreter in a particular literary text.

23

In Ukrainian and English prose and poetry synaes-
thetic colour images are used very often to express
feelings and emotions of literary characters from
different perspectives and to reflect author's imagi-
nary world in the way he sees it. Debates concerning
weather neurological syneasthesia and poetic synaes-
thetic word-play are related phenomena have long
history. The writer should not always be a synaesthete
himself to create unusual images in his works. He may
invent his own multisensional images using his bright
imagination or use the clichés existing in language.

Syneasthesia in literary texts can be the combi-
nation of visual perception of colour with perceptual
experiences belonging to different sensory modali-
ties. In synaesthetic metaphors, for instance, words
that pertain to colour are extended to express another
sensory modalities:
sounds or music: 3ereHe — HcAUBOPOHKOM
ciae, / cmapazoom aiemsbcs i Kunumo,/ i HACAYXAE,
Hacayxae, / K yeopi mosuyums onaxume (€. I'ymamo
Ha 6epesi bnaxumnozo i 3enenozo mopis); Ta we
3eleHie bescmepmue BecHsHe HAMXHEHHs, / OCASHHS
YuCcmo2o sAcua i GaazocHa mume... / I kosicen pocmoyok
Ha dydouyi epac 3enenil, / i QVOOUKA KONCHA 3eNEeHUM
Mmomusom 38yuumes... (€. I'ynano He 6oou gecnsni, a
Mysuka gretimu posmuma); Each sporting earrings,
blue hair and green, And screaming abuse and all
that's obscene (J. Stephenson 7o you with love),

— smell: Ha xpunax oicypasnie eecha eoice
cywums seciaa, / 3a2omoninu npo sicumms 0iou, / I na
cmedicun naxydi nepegecia / 3_cHonig monons_meue
senenuti dum (M. BinrpanoBcekuii Keimeny); [laxue
MOJIOOOIO _CBIJNCOI0 3CNeHHIO, MEOBIHUM UBIMOM |
xoposamu (B. Hecraiiko Topeadopu 3 Baciokiexu),
1 see but two young swans / Who'd found each other;
asleep in a ditch;/ full-grown Cygnets, / brown on a
green marsh mattress / Of stinkers, dismantled wind-
up gramophones ... (H. Lomas Letters in the dark);
taste: 3enene — conodko, epouucmo / 3asmep-
JI0 — Ul HA KOPOMKY Mumv / XOp JHCau0pOHKIE npo-
MmeHucmux / npeuucme yeopi epumums! (€. I'ynano
Ha 6epes3i bnakumnoeo i 3enenozo mopis); To a Milky
Youth lambic youth, you put your oar in everywhere
and heave away, mostly shipping water, you've left
out nothing but what you need, your verse is green,
unseasoned salad (S. Romer Idols);

— touch: Onana mine na 3emnio obicpimy, /
Yonosixu sacuymu 0ins xam, / 3eleni pyku, NosHi
oinoksimy, / Ha menny uiu poskumyé coumHuii cao
(M. BiurpanoBcekuit B cady);, Yu can buy a share
in de illusion / Or yu can gu to school an study de
Green solution, / Fe years Green tings hav been
pushed aside / Now we're going fast on a downward
slide (B. Zephaniah City psalms); Dem used to sey dat
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Green was soft /Don't worry bout de atmosphere / An
now a scientist has said, / "Oh damn, we're going to
disappear.” (B. Zephaniah City psalms].

Synaesthesia is additive, i.e. it adds to the initial
(primary) sensory perception, rather than replacing one
perceptual mode for another. Cognitive syneasthesia,
which is often used in poetry, involves synaesthetic
addition to cultural-bound cognitive categorizational
system. In other words, with this kind of synaesthesia,
certain set of things which our cultures teach us to put
together and categorize in some specific way, also get
some kind of sensory addition, such as a smell or colour.
The following example from the Ukrainian fiction illus-
trates cognitive synaesthesia to understand which the
reader should know Ukrainian culture and traditions:

Cina szenena xyms. / Temino. Pizdeo maxke. /
boowce cymne oums / crasume Oumsamko a0OCbKe
(I. MankoBwd Iearn i [l]e3nux).

Synaesthesia seems to have special associa-
tion with enhanced memory and with creativity.
Associative bonds of referential and intentional
meanings established through usage in fiction act
as sets which only the imaginative strength of the
respondent can break away from.

A thorough analysis of the non-colour aspects of
green colour terms meaning in English and Ukrainian
fiction show individual possibilities of thought con-
ceptualization. Colour words often display meta-
phorical associations to moral, emotional, super-
natural and other kinds of non-physical entities and
beliefs. Such associations have been widely used in
the English and Ukrainian literature, extending the
semantic structure of green colour.

Findings. In English and Ukrainian fiction colour
terms when used for characters' description, green
colour similes are based on comparison with animals,
birds, insects or plants, which are green. Negative
evaluation is implied in the comparison with frog or
snake, while positive are carried by trees and plants.
Colour syneasthesia refers to a union of visual expe-
rience with other senses. In English and Ukrainian
colour terms are often described in terms of touch or
vision, while colours in turn are expressed in sound or
touch. In Ukrainian and English prose and poetry syn-
aesthetic colour images are used very often to express
feelings and emotions of literary characters from dif-
ferent perspectives and to reflect author's imaginary
world in the way he sees it.
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