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LEXICAL SD are further classified according to the nature of lexical meanings participating in their formation.

Stylistic Devices Based on the Interaction between
the Logical and Nominal Meanings of a Word
Antonomasia
Antonomasia is always trite when its contextual meaning is logical, be​cause, to be employed as a common noun, the proper name must have fixed logical associations between the name itself and the qualities of its bearer which may occur only as a result of long and frequent usage.
The second type of antonomasia, as a rule, is original, for the variety of common nouns becoming contextual proper names is unlimited, and thus each case is a unique creation. The main function of this type of antonomasia - to characterize the person simultaneously with naming him - is vastly used in the so-called "speaking names" (Lady Teasle; Miss Sharp; Mr. Credulous, etc.).
Stylistic Devices Based on the Interaction between
Two Logical Meanings of a Word
(1) Various objects, phenomena, actions, etc., may possess similar features, which fact provides the possibility of transference of meaning on the basis of similarity and association, i.e. metaphor. When likeness is observed between in​animate objects and human qualities, we speak of personification. When a group of metaphors is clustered around the same image to make it more vivid and complete, we speak of a developed (sustained, prolonged) metaphor.
Metaphor can be expressed by all notional parts of speech. The most com​plete identification of the associated phenomena is achieved in verb-metaphors.
(2) Metonymy reflects the actually existing relations between two objects and is thus based on their contiguity. Since the types of relations between two objects can be finally limited, they are observed again and again, and metonymy in most cases is trite (to earn one's bread; to live by the pen; to keep one's mouth shut, etc.). Most cases of original metonymy present relations between a part and the whole and are known as synecdoche.
Metonymy is expressed by nouns or substantivized numerals. (She was a pale and fresh eighteen.)
(3) Irony is the clash of two diametrically opposite meanings within the same context, which is sustained in oral speech by intonation. Irony can be real​ized also through the medium of the situation, which, in written speech, may ex​tend as far as a paragraph, chapter or even the whole book. Bitter, socially or po​litically aimed irony is referred to as sarcasm.
Stylistic Devices Based on the Interaction between
the Logical and Emotive Meanings of a Word
(1) Hyperbole is a deliberate exaggeration of some quantity, quality, size, etc., big though it might be even without exaggeration.
If it is smallness that is being hyperbolized (a woman of pocket size), we speak of understatement, which works on identical principles but in opposite directions with hyperbole proper.
(2) Epithet, the most explicitly subjective SD, structurally falls into: (a) word-epithets, i.e., epithets expressed by any notional part of speech in the at​tributive or adverbial function; (b) two-step epithets, i.e., epithets supplied by intensifiers (marvelously radiant smile); (c) syntactical epithets based on illogi​cal syntactical relations between the modifier and the modified (the brute of a boy); (d) phrase-epithets, including into one epithet an extended phrase or a completed sentence (a you-know-how-dirty-men-are look); (e) sentence- epithets, expressed by a one-member (or one-word) sentence, which fulfils the function of emotive nomination (Fool!).
In the sentence epithets are distributed: (a) singly (a dry look); (b) in pairs (a wonderful and happy summer); (c) in strings (a ribald, thundering, insolent, magnificent laugh).
Semantic classification of epithets allows to differentiate among them meta​phorical epithet, which are based on metaphor (the iron hate) and transferred ones, which transfer the quality of one object upon its nearest neighbour (to​bacco-stained smile) thus characterizing both of them.
NB. Epithet characterizes the object, phenomenon, event or action pointing out some of its peculiar properties or features. It is subjective, emotive and evaluative. Thus it is necessary to distinguish between epithet and logical attribute. Logical attribute is purely objective, not coloured emotionally and nonevaluative. It emphasises an inherent, objective feature of the object in question, e.g. green leaves, blue eyes, dark hair.

(3) Oxymoron joins two antonymous words into one syntagm, most fre​quently attributive (adoring hatred) or adverbial (shouted silently), less fre​quently of other patterns (doomed to liberty), etc.
Trite oxymorons (pretty lousily, awfully nice and others) have lost their se​mantic discrepancy and are used in oral speech and fiction dialogue as indicators of roused emotions.
In the treatment of both above-discussed groups the attention must be fo​cused on the context and its role in the conversion of genuine SD into trite and dead ones as well as on the structural and semantic peculiarities and types of them. 
Stylistic Devices Based on the Interaction between the Free and Phraseological Meanings of a Word (or between the Meanings of Two Homonyms)
The main stylistic function of the indicated SD is to create humorous effect. Proceeding from the quality of the context and the structure of the SD we shall differentiate:
(1) Zeugma - the context allows to realize two meanings of the same polyse​mantic word (or a pair of homonyms) without the repetition of the word itself.
(2) Pun - the role of the context is similar to that of zeugma, while the struc​ture is changed, for the central word is repeated.
(3) Semantically false chain - extended context prepares the reader for the realization of a word in one contextual meaning when unexpectedly appears a semantically alien element forcing the second contextual meaning upon the cen​tral word. As it is seen from the denomination of the SD, structurally it presents a chain of homogeneous members belonging to non-relating semantic fields but linked to the same kernel, which due to them is realized in two of its meanings simultaneously.
(4) Violation of phraseological units - occurs when the bound phraseologi​cal meanings of the components of the unit are disregarded and intentionally re​placed by their original literal meanings.
SYNTACTICAL STYLISTIC DEVICES

Syntactical SD deal with the syntactical arrangement of the utterance which creates the emphasis of the latter irrespective of the lexical meanings of the em​ployed units. It should be observed here that oral speech is normally more em​phatic than the written type of speech. Various syntactical structures deliberately employed by the author as SD for the creation of the proper effect, in oral speech are used automatically as a norm of oral intercourse and are not to be considered SD. But when these syntactical oral norms are intentionally imitated by the writer to produce the effect of authenticity and naturalness of dialogue we may speak of his preliminary deliberate choice of most suitable structures and of their preconceived usage, i.e. syntactical norms of oral speech, interpreted and arranged by the writer, become SD in belles-lettres style. Though, while analyz​ing them we should always keep in mind that their employment as SD is secon​dary to their normative usage in oral speech and that their primary function as SD is to convey the effect of ease and naturalness of the characters' speech.
Depending upon the part of the syntactical structure that is endowed with contextual meaning to create the emphasis of the whole structure we differenti​ate the following syntactical SD:
(1) Inversion deals with the displacement of the predicate (which is the case complete inversion) or will the displacement of secondary members of the sen​tence (which is the case of partial inversion) and their shift into the front, open​ing position in the sentence.
The structure of questions as we know is characterized by the grammatically inverted word order. If direct word order is re-established in questions, we can speak of secondary inversion (i.e. inversion of inversion). The inverted questions (i.e. questions with direct word order beyond conveying the tone and manner of the speaker also due to the changed structure) acquire the connotation meaning of the questioner's awareness of the possible nature of the expected answer.
(2) Rhetorical question, which is the statement in the form of a question, also presupposes the possible (though not demanded) answer: the positive form of the rhetoric, question predicts the negative answer, the negative form - the positive answer.
(3) Apokoinu construction, characteristic of irregular oral speech, presents a blend of two clauses into one, which is achieved at the expense of the omission of the connecting word and the double syntactical function acquired by the unit occupying the linking position between both former clauses: thus, "I'm the first one saw her," presents the blend of the complex sentence "I'm the first one who saw her." Due to its contraction into the apokoinu construction syntactical func​tions of "the first one"— predicative of the first clause, and "who"— subject of the second one — are both attributed to "the first one" which becomes the syn​tactical centre of the newly coined sentence.
The main stylistic function of apokoinu constructions is to emphasize the ir​regular, careless or uneducated character of the speech of personages.
(4) In ellipsis, which is the omission of one of the main members of a sen​tence, we must differentiate the one used in the author's narration to change its tempo and condense its structure from the one used in personages’ speech to re​flect the oral norms and create the effect of naturalness and authenticity of the dialogue.
(5) Through detachment secondary members of the sentence acquire inde​pendent stress and intonation which leads to their emphatic intensification. The effect is the strongest if detached members are isolated from the rest of the sen​tence by full stops.
(6) Sudden break in the narration, or aposiopesis, is a norm of excited oral speech. As a SD it is used to indicate emotions paralyzing the character's speech or his deliberate stop in the utterance to conceal its meaning. Certain phrases, often repeated with the intonation of the nonfmished sentence, become trite apo- siopeses. They indicate that the speaker's idea of the possible continuation of ut​terance exists in a very general, non-detailed, vague form. ("Well, I never!" reads approximately "Well, I never expected it"; "I never thought of it", etc.)
(7) Suspense, holding the reader or the listener in tense anticipation, is often realized through the separation of predicate from subject or from predicative, by the deliberate introduction between them of a phrase, clause or sentence (fre​quently parenthetic).
(8) The function and impact of repetition depends upon the position occu​pied by the repeated unit. Thus,
· ordinary repetition offers no fixed place for the repeated unit: aa...,..a...,a.a.,aaa...etc.
· anaphora models differently: a...,a...,a...a...
· epiphora: ...a,
a,..a, ....a.
· framing: a...a, b...b.
· anadiplosis (catch repetition) ...a, a...
· chain repetition ...a, a...b, b...c,c...d.
We should not forget also morphological repetition when (mainly to achieve humorous effect) a morpheme is repeated.
(9) Repetition, involving the whole structure of the sentence is called paral​lelism and is differentiated into complete parallelism, presenting identical struc​tures of two or more successive clauses or sentences, and partial parallelism, in which the repeated sentence-pattern may vary.
(10) Chiasmus is also called reversed parallelism, for into its pattern two sentences are included, of which the second necessarily repeats the structure of the first, or in reversed manner, so that the general formula of chiasmus may be fixed as follows: SPO, OPS.
(11) Polysyndeton is also a kind of repetition — here conjunctions or con​necting words are repeated. The repetition of "and", e. g., mainly creates the atmosphere of bustling activity; the repetition of "or" serves either to stress equal importance of enumerated factors or to emphasize the validity of the indicated phenomenon regardless of its varying denominations by various parties con​cerned, etc.
(12) Asyndeton, like polysyndeton, is a type of syntactical connection but unlike polysyndeton, offers no conjunctions or connecting words for this pur​pose. Hence difference in functions: asyndeton is used mostly to indicate tense, energetic, organized activities or to show succession of minute, immediately fol​lowing each other actions. Opening the story (the passage, the chapter), asynde​ton helps to give a laconic and at the same time detailed introduction into the ac​tion proper.
LEXICO-SYNTACTICAL STYLISTIC DEVICES
While in lexical SD the desired effect is achieved through the interaction of lexical meanings of words and in syntactical SD through the syntactical ar​rangement of elements, the third group of SD is based on the employment of both — fixed structure and determined scope of lexical meanings. So, in
(1) Climax we observe parallelism consisting of three or more steps, pre​senting a row of relative (or contextual relative) synonyms placed in the ascend​ing validity of their denotational (which results in logical and quantitative cli​max) or connotational meanings. The latter type of climax is called emotive and is realized through still another pattern of a two-step structure, based on repeti​tion of the semantic centre, usually expressed by an adjective or adverb, and the introduction of an intensifier between two repeated units (I am sorry, terribly sorry).
If each step of climax is supplied with a negative particle, that necessitates the reversed - descending scale of its components: to emphasize absence of a certain fact, quality, phenomenon, etc., the row of relative synonyms begins with the one showing the highest degree of this quality, importance, etc. Thus the af​firmative and the negative constructions of climax demand diametrically oppo​site order of the same lexical units, while stylistic functions of both structural types remain identical.
Sudden reversal of expectations roused by climax (mainly non-completed), causes anticlimax. The main bulk of paradoxes is based on anticlimax.
(2) Antithesis is a structure consisting of two steps, the lexical meanings of which are opposite to each other. The steps may be presented by morphemes, which brings forth morphological antithesis, (underpaid and overworked); by antonyms (or contextual antonyms) and antonymous expressions which is the case of antithesis proper; and by completed statements or pictures semantically opposite to one another which brings forth developed antithesis.
(3) Litotes presupposes double negation; one—through the negative particle no or not\ the other—through (a) a word with a negative affix (not hopeless); (b) a word with a negative or derogatory meaning (not a coward); (c) a negative construction (not without love); (d) an adjective or adverb preceded by too (not too awful).
The stylistic function of all these types is identical: to convey the doubts of the speaker concerning the exact characteristics of the object in question.
The lexical meaning of the second component of litotes is of extreme impor​tance, for similar structures may lead to opposite effects ('looking not too bad' expresses a weakened positive evaluation, while 'looking not too happy' ex​presses a weakened negative evaluation of the phenomenon).
(4) Simile is also a structure of two components joined by a fixed range of link-adverbs like, as, as...as, as though, etc. If there is no formal indicator of simile while semantic relations of both parts of the structure remain those of re​semblance and similarity, we may speak of a disguised simile which preserves only one side of the SD - lexical, modifying its other side - structural. True enough, instead of the accepted simile-formants, in disguised similes there are often used verbs, lexical meanings of which emphasize the type of semantic re​lations between the elements of the utterance, such as 'to remind', 'to resemble', 'to recollect', 'to seem' and others.
If the basis of similarity appears to the author vague, he supplies the simile with a key, immediately following the structure and revealing those common features of two compared phenomena which led to the origination of the SD.
(5) The structure of periphrasis is modelled with difficulty, for it is exceedingly variable. Very generally and not quite precisely it can be defined as a phrase or sen​tence, substituting a one-word denomination of an object, phenomenon, etc.
Proceeding from the semantic basis for the substitution, periphrases fall into logical, euphemistic and figurative The main stylistic function of all these types is to convey the author's subjective perception, thus illuminating the de​scribed entity with the new, added light and understanding.
(6) Represented speech, which combines lexical and syntactical peculiarities of colloquial and literary speech, has gained widespread popularity especially in the 20th century, allowing the writer in a condensed and seemingly objects e manner to lead the render into the inner workings of human mind.

GRAPHICAL AND PHONETIC EXPRESSIVE MEANS
(1) Graphical expressive means serve to convey in the written form those emotions which in the oral type of speech are expressed by intonation and stress. We refer here to emphatic use of punctuation and deliberate change of the spelling of a word.
All types of punctuation can be used to reflect the emphatic intonation of the speaker. Emphatic punctuation is used in many syntactical SD—aposiopesis, rhetorical question, suspense, and may be not connected with any other SD (And there, drinking at the bar was—Finney! (R.Ch.) )
The changed type (italics, bold type, etc.) or spelling (multiplication— 'laaarge', 'rrruin'; hyphenation—'des-pise', 'g-irl', etc.) are used to indicate the additional stress on the emphasized word or part of the word.
There is no correlation between the type of graphical means and the type of intonation they reflect, for their choice is too inadequate for the variety and quality of emotions inherent in intonation
(2) Phonetic expressive means — alliteration, onomatopoeia and others—deal with the sound instrumenting of the utterance and are mainly found in poetry.
Graphical fixation of phonetic peculiarities of pronunciation with the ensu​ing violation of the accepted spelling — graphon—is characteristic of prose only and is used to indicate blurred, incoherent or careless pronunciation, caused by temporary (tender age, intoxication, ignorance of the discussed theme, etc.) or by permanent factors (social, territorial, educational status, etc.).
Permanent graphon is vastly used by some modem writers in England (A. Sillitoe, S. Chaplin, D. Storey, and others) and by Afro-American and military- novel writers in America (R. Wright, J. Baldwin, J. Jones, J. Hersey, and others).
The Luncheon

by William Somerset Maugham

I saw her in the theatre. I sat down beside her during the interval. It was long since I had last seen her and if someone had mentioned her name I hardly think I would have recognized her. She addressed me brightly.

“Well, it is many years since we first met. How time does fly! Do you remember the first time I saw you? You asked me to luncheon.” Did I remember? It was twenty years ago and I was living in Paris. I had a small apartment in a Latin Quarter and I was earning only just enough money to keep body and sole together. She had read a book of mine and had written to me about it. I answered, thanked her, and presently I received from her another letter saying that she was passing through Paris and would like to have a chat with me. Would I give her a little luncheon at Foyot’s? Foyot’s is a restaurant at which the French senators eat and it was so far beyond my means that I had never even thought of going there. But I was flattered and was too young to have learned to say no to a woman. I had eighty francs (gold francs) to last me the rest of the month and a decent luncheon should not cost more than fifteen. If I stopped drinking coffee for the next two weeks I could manage well enough.

I answered that I would meet my friend at Foyot’s on Thursday at half past twelve. She was not so young as I expected. She was in fact a woman of forty and she gave me the impression of having more teeth than were necessary for any practical purpose. She talked a lot, but since she seemed inclined to talk about me I was prepared to be an attentive listener.

I was startled when the menu was brought, for the prices were a good deal higher than I had expected. But she assured me. “I never eat anything for luncheon,” she said.

“Oh, don’t say that!” I answered generously.

“I never eat more than one thing. I think people eat far too much nowadays. A little fish, perhaps. I wonder if they have any salmon.”

Well, it was early in the year for salmon and it was not on the menu, but I asked the waiter if there was any. Yes, a beautiful salmon had just come in, it was the first they had had. I ordered it for my guest. The waiter asked her if she would have something while it was being cooked.

“No,” she answered. “I never eat more than one thing. Unless you have a little caviar. I never mind caviar.” My heart sank a little. I knew I could not afford caviar, but I could not very well tell her that. I told the waiter to bring caviar. For myself I chose the cheapest dish on the menu and that was a mutton chop.

“I think you are unwise to eat meat,” she said. “I don’t know how you can expect to work after eating heavy things like chops. I don’t believe in overloading my stomach.”

Then came the question of drink.

“I never drink anything for luncheon,” she said.

“Neither do I,” I answered immediately. “Except white wine,” she continued as though I had not spoken. “These French white wines are so light. They are wonderful for the digestion.” “What would you like?” I asked, hospitable, but not exactly emotional. She gave me a bright and friendly flash of her white teeth.

“My doctor will not let me drink anything but champagne.”

I imagine I turned a little pale. I ordered half a bottle. I mentioned casually that my doctor had absolutely forbidden me to drink champagne.

“What are you going to drink then?”

“Water.”

So she ate the caviar and then salmon. She talked happily of art and literature and music. But I wondered what the bill would come to. When my mutton chop arrived she took me quite seriously to task.

“I see you are in the habit of eating a heavy luncheon. I am sure it is a mistake. Why don’t you follow my example and just eat one thing? I am sure you would feel so much better for it.”

“I am only going to eat one thing,” I said as the waiter came again with the menu.

She waved him aside with an airy gesture.

“No, no, I never eat anything for luncheon. Just a bite, I never want more than that, and I eat that more as an excuse for conversation than anything else. I couldn’t possibly eat anything more - unless they had some of those great asparagus. I should be sorry to leave Paris without having some of them.”

My heart sank. I had seen them in the shops and I knew that they were horribly expensive.

“Madam wants to know if you had any of those great asparagus,” I asked the waiter.

I tried with all my might to will him to say no. A happy smile spread over his face, and he assured me that they had some so large, so tender, and so very rich, that it was a miracle.

“I am not in the least hungry,” my guest sighed, “but if you insist I don’t mind having some asparagus.” I ordered them. 
“Aren’t you going to have any?” 
“No, I never eat asparagus. I know there are people who don’t like them. The fact is, you ruin your palate by all the meat you eat.” 
We waited for the asparagus to be cooked. Panic seized me. It was not a question now how much money I should have left over for the rest of the month, but whether I had enough to pay the bill. It would be mortifying to find myself ten francs short and be obliged to borrow from my guest. I could not bring myself to do that. I knew exactly how much I had and if the bill came to more I made a decision that I would put my hand in my pocket and with a dramatic cry startup and say it had been stolen. Of course, it would be unfortunate if she had not money enough either to pay the bill. Then the only thing would be to leave my watch and say I would come back and pay later. The asparagus appeared. They were big, delicious and appetizing. I watched the shameless woman thrust asparagus down her throat and the smell of the melted butter hit my nose. At last she finished. 
“Coffee?! I said. “Yes, just an ice cream and coffee,” she answered. I was past caring now, so I ordered coffee for myself and an ice cream and coffee for her. 
“You know there is one thing I thoroughly believe in, “ she said, as she ate the ice-cream. One should always get up from a meal feeling one could eat a little more.” 
“Are you still hungry?” I asked weakly. “Oh no, I’m not hungry: you see, I don’t eat luncheon. I have a cup of coffee in the morning and then dinner but I never eat more than one thing for luncheon. I was speaking for you.” 
“Oh, I see!” Then a terrible thing happened. While we were waiting for the coffee, the headwaiter with a pleasant smile on his false face came up to us bearing a large basket full of big peaches. They were beautiful; they had the rich tone of Italian country. But surely peaches were not in season then? God knew what they cost. 
“You see, you have filled your stomach with a lot of meat” – my one miserable little chop - and you can’t eat any more. But I have just had a snack and I shall enjoy a peach.” The bill came and when I paid it I found that I had only enough for a quite inadequate tip. Her eyes rested for an instant on the three francs I left for the waiter. But when I walked out of the restaurant I had the whole month before me and not a penny in my pocket. 
“Follow my example,” she said as we shook hands, “and never eat more than one thing for luncheon. 
“I will do better than that,” I answered. “I will eat nothing for dinner tonight.” 
“Humorist!” she cried happily, jumping into the cab. “You are quite a humorist.”
But I have had my revenge at last. I do not believe that I am a vindictive man, but when the immortal gods take a hand in the matter it is pardonable to observe the result with complacency. Today she weighs one hundred and thirty-three kilograms.
***

The Luncheon

by Jeffrey Archer 
She waved at me across a crowded room of the St. Regis Hotel in New York. I waved back realising I knew the face but I was unable to place it. She squeezed past waiters and guests and had reached me before I had a chance to ask anyone who she was. I racked that section of my brain which is meant to store people, but it transmitted no reply. I realised I would have to resort to the old party trick of carefully worded questions until her answers jogged my memory.

“How are you, my darling?” she cried, and threw her arms around me, an opening that didn’t help as we were at a Literary Guild cocktail party, and anyone will throw their arms around you on such occasions, even the directors of the Book- of-the-Month Club. From her accent she was clearly American and looked to be approaching forty, but thanks to the genius of modern make-up might even have overtaken it. She wore a long white cocktail dress and her blonde hair was done up in one of those buns that looks like a cottage loaf. The overall effect made her appear somewhat like a chess queen. Not that the cottage loaf helped because she might have had dark hair flowing to her shoulders when we last met. I do wish women would realise that when they change their hair style they often achieve exactly what they set out to do: look completely different to any unsuspecting male.

“I’m well, thank you,” I said to the white queen. “And you?” I inquired as my opening gambit.

“I’m just fine, darling,” she replied, taking a glass of champagne from a passing waiter.

“And how’s the family?” I asked, not sure if she even had one.

“They’re all well,” she replied. No help there. “And how is Louise?” she inquired.

“Blooming,” I said. So she knew my wife. But then not necessarily, I thought. Most American women are experts at remembering the names of men’s wives. They have to be, when on the New York circuit they change so often it becomes a greater challenge than The Times crossword.

“Have you been to London lately?” I roared above the babble. A brave question, as she might never have been to Europe.

“Only once since we had lunch together.” She looked at me quizzically. “You don’t remember who I am, do you?” she asked as she devoured a cocktail sausage.

I smiled.

“Don’t be silly, Susan,” I said. “How could I ever forget?”

She smiled.

I confess that I remembered the white queen’s name in the nick of time. Although I still had only vague recollections of the lady, I certainly would never forget the lunch.

I had just had my first book published and the critics on both sides of the Atlantic had been complimentary, even if the cheques from my publishers were less so. My agent had told me on several occasions that I shouldn’t write if I wanted to make money. This created a dilemma because I couldn’t see how to make money if I didn’t write.

It was around this time that the lady, who was now facing me and chattering on oblivious to my silence, telephoned from New York to heap lavish praise on my novel. There is no writer who does not enjoy receiving such calls, although I confess to having been less than captivated by an eleven-year-old girl who called me from California to say she had found a spelling mistake on page forty-seven and warned me she would ring again if she discovered another. However, this particular lady might have ended her transatlantic congratulations with nothing more than goodbye if she had not dropped her own name. It was one of those names that can, on the spur of the moment, always book a table at a chic restaurant or a seat at the opera which mere mortals like myself would have found impossible to achieve given a month’s notice. To be fair, it was her husband’s name that had achieved the reputation, as one of the world’s most distinguished film producers.

“When I’m next in London you must have lunch with me,” came crackling down the phone.

“No,” said I gallantly, “you must have lunch with me.”

“How perfectly charming you English always are,” she said.

I have often wondered how much American women get away with when they say those few words to an Englishman. Nevertheless, the wife of an Oscar-winning producer does not phone one every day.

“I promise to call you when I’m next in London,” she said.

And indeed she did, for almost six months to the day she telephoned again, this time from the Connaught Hotel to declare how much she was looking forward to our meeting.

“Where would you like to have lunch?” I said, realising a second too late, when she replied with the name of one of the most exclusive restaurants in town, that I should have made sure it was I who choose the venue. I was glad she couldn’t see my forlorn face as she added with unabashed liberation:

“Monday, one o’clock. Leave the booking to me — I’m known there.”

On the day in question I donned my one respectable suit, a new shirt which I had been saving for a special occasion since Christmas, and the only tie that looked as if it hadn’t previously been used to hold up my trousers. I then strolled over to my bank and asked for a statement of my current account. The teller handed me a long piece of paper unworthy of its amount. I studied the figure as one who has to take a major financial decision. The bottom line stated in black lettering that I was in credit to the sum of thirty-seven pounds and sixty-three pence. I wrote out a cheque for thirty-seven pounds. I feel that a gentleman should always leave his account in credit, and I might add it was a belief that my bank manager shared with me. I then walked up to Mayfair for my luncheon date.

As I entered the restaurant I observed too many waiters and plush seats for my liking. You can’t eat either, but you can be charged for them. At a corner table for two sat a woman who, although not young, was elegant. She wore a blouse of powder blue crepe-de-chine, and her blonde hair was rolled away from her face in a style that reminded me of the war years, and had once again become fashionable. It was clearly my transatlantic admirer, and she greeted me in the same “I’ve known you all my life” fashion as she was to do at the Literary Guild cocktail party years later. Although she had a drink in front of her I didn’t order an aperitif, explaining that I never drank before lunch — and would like to have added, “but as soon as your husband makes a film of my novel, I will.”

She launched immediately into the latest Hollywood gossip, not so much dropping names as reciting them, while I ate my way through the crisps from the bowl in front of me. A few minutes later a waiter materialised by the table and presented us with two large embossed leather menus, considerably better bound than my novel. The place positively reeked of unnecessary expense. I opened the menu and studied the first chapter with horror; it was eminently putdownable. I had no idea that simple food obtained from Govern Garden that morning could cost quite so much by merely being transported to Mayfair. I could have bought her the same dishes for a quarter of the price at my favourite bistro, a mere one hundred yards away, and to add to my discomfort I observed that it was one of those restaurants where the guest’s menu made no mention of the prices. I settled down to study the long list of French dishes which only served to remind me that I hadn’t eaten well for over a month, a state of affairs that was about to be prolonged by a further day. I remembered my bank balance and morosely reflected that I would probably have to wait until my agent sold the Icelandic rights of my novel before I could afford a square meal again.

“What would you like?” I said gallantly.

“I always enjoy a light lunch,” she volunteered. I sighed with premature relief, only to find that light did not necessarily mean “inexpensive”.

She smiled sweetly up at the waiter, who looked as if he wouldn’t be wondering where his next meal might be coming from, and ordered just a sliver of smoked salmon, followed by two tiny tender lamb cutlets. Then she hesitated, but only for a moment, before adding “and a side salad”.

I studied the menu with some caution, running my finger down the prices, not the dishes.

“I also eat lightly at lunch” I said mendaciously. “The chef’s salad will be quite enough for me.” The waiter was obviously affronted but left peaceably.

She chatted of Coppola and Preminger, of Al Pacino and Robert Redford, and of Greta Garbo as if she saw her all the time. She was kind enough to stop for a moment and ask what I was working on at present, I would like to have replied — on how I was to explain to my wife that I only have sixty-three pence left in the bank; whereas I actually discussed my ideas for another novel. She seemed impressed, but still made no reference to her husband. Should I mention him? No. Mustn’t sound pushy, or as though I needed the money.

The food arrived, or that is to say her smoked salmon did, I sat silently watching her eat my bank account while I nibbled a roll. I looked up only to discover a wine waiter hovering by my side.

“Would you care for some wine?” said I, recklessly.

“No, I don’t think so,” she said. I smiled a little too soon: “Well, perhaps a little something white and dry.”

The wine waiter handed over a second leather-bound book, this time with golden grapes embossed on the cover. I searched down the pages for half bottles, explaining to my guest I never drank at lunch, I chose the cheapest. The wine waiter reappeared a moment later with a large silver salver full of ice in which the half bottle looked drowned, and, like me, completely out of its depth. A junior waiter cleared away the empty plate while another wheeled a large trolley to the side of our table and served the lamb cutlets and the chef’s salad. At the same time a third waiter made up an exquisite side salad for my guest which ended up bigger than my complete order. I didn’t feel I could ask her to swap.

To be fair, the chef’s salad was super — although I confess it was hard to appreciate such food fully while trying to work out a plot that would be convincing if I found the bill came to over thirty-seven pounds.

“How silly of me to ask for white wine with lamb,” she said, having nearly finished the half bottle, ordered a half bottle of the house red without calling for the wine list. She finished the white wine and then launched into the theatre, music and other authors. All those who were still alive she seemed to know and those who were dead she hadn’t read. I might have enjoyed the performance if it hadn’t been for the fear of wondering if I would be able to afford it when the curtain came down. When the waiter cleared away the empty dishes he asked my guest if she would care for anything else.

“No, thank you,” she said — I nearly applauded. “Unless you have one of your famous apple surprises.”

“I fear the last one may have gone, madam, but I’ll go and see.” Don’t hurry, I wanted to say, but instead I just smiled as the rope tightened around my neck. A few moments later the waiter strode back in triumph weaving between the tables holding the apple surprise, in the palm of his hand, high above his head. I prayed to Newton that the apple would obey his law. It didn’t.

“The last one, madam.”

“Oh, what luck,” she declared.

“Oh, what luck,” I repeated, unable to face the menu and discover the price. I was now attempting some mental arithmetic as I realised it was going to be a close run thing.

“Anything else, madam?” the ingratiating waiter inquired.

I took a deep breath.

“Just coffee,” she said.

“And for you, Sir?”

“No, no, not for me.” He left us. I couldn’t think of an explanation for why I didn’t drink coffee.

She then produced from the large Gucci bag by her side a copy of my novel, which I signed with a flourish, hoping the head waiter would see me and feel I was the sort of man who should be allowed to sign the bill as well, but he resolutely remained at the far end of the room while I wrote the words “An unforgettable meeting” and appended my signature.

While the dear lady was drinking her coffee I picked at another roll and called for the bill, not because I was in any particular hurry, but like a guilty defendant at the Old Bailey I preferred to wait no longer for the judge’s sentence. 

A man in a smart green uniform, whom I had never seen before, appeared carrying a silver tray with a of paper on it not unlike my bank statement. I pushed back the edge of the check slowly and read the figure: thirty-six pounds and forty pence. I casually put my hand into my inside pocket and withdrew my life’s possessions and then placed the crisp new notes on the silver tray. They were whisked away. The man in the green uniform returned a few moments later with my sixty pence change, which I pocketed as it was the only way I was going to get a bus home. The waiter gave me a look that would have undoubtedly won him a character part in any film produced by the lady’s distinguished husband.

My guest rose and walked across the restaurant, waving at, and occasionally kissing people that I had previously only seen in glossy magazines. When she reached the door she stopped to retrieve her coat, a mink. I helped her on with the fur, again failing to leave a tip. As we stood on the Curzon Street pavement, a dark blue Rolls-Royce drew up beside us and a liveried chauffeur leaped out and opened the rear door. She climbed in.

“Goodbye, darling,” she said, as the electric window slid down. “Thank you for such a lovely lunch.”

“Goodbye,” I said, and summoning up my courage added: “I do hope when you are next in town I shall have the opportunity of meeting your distinguished husband.”

“Oh, darling, didn’t you know?” she said as she looked out from the Rolls- Royce.

“Know what?”

“We were divorced ages ago.”

“Divorced!” said I.

“Oh, yes,” she said gaily, “I haven’t spoken to him for years.”

I just stood there looking helpless.

“Oh, don’t worry yourself on my account,” she said. “He’s no loss. In any case I have recently married again,” — another film producer, I prayed. — “In fact, I quite expected to bump into my husband today — you see, he owns the restaurant.”

Without another word the electric window purred up and the Rolls-Royce glided effortlessly out of sight leaving me to walk to the nearest bus stop. As I stood surrounded by Literary Guild guests, staring at the white queen with the cottage loaf bun, I could still see her drifting away in that blue Rolls-Royce. I tried to concentrate on her words.

“I knew you wouldn’t forget me, darling” she was saying. “After all, I did take you to lunch, didn’t I?”

Questions for discussion.

1. The plots of the stories, as you have noticed, have a lot in common. Do you think both stories express the same idea? Why (not)?

2. How can you define the genre of the stories?

3. Do think the genre puts certain limitations on the use of stylistic devices? 

4. What stylistic devices did the authors use (lexical, syntactical, lexico-syntactical, graphical and phonetic)? Do they help us gain an insight into the protagonists' nature? What effect do they produce?

5. Why did the authors include dialogs in the story? Are there any markers that show the characters’ attitude, emotions or level of education?

6. Did the authors use direct or indirect characterization? What role do the stylistic devices play in characterization?

7. Read the following examples of phonetic devices. Does the repetition of consonant sounds produce a dramatic auditory effect on readers? How can you describe this effect? Do they remind you of the digestive process?
· So she ate the caviar and then salmon. (consonance)

· The food arrived, or that is to say her smoked salmon did, I sat silently watching her eat my bank account… (alliteration)
8. Irony is a figure of speech based on the simultaneous realization of two logical meanings – logical and contextual, which stand in opposition to each other. There are three basic types of irony: (1) verbal irony (the writer says one thing but really means the opposite), (2) dramatic irony (the characters are oblivious of the situation, but the audience is not), and (3) situational irony (a situation in which the outcome is very different from what was expected).
What types of irony can you find in the stories, if any?
9. Do you agree with the following statement? 

“Overall, “The Luncheon” offers insights into human behavior, social dynamics, and the complexities of relationships, while using humor and irony to engage readers in a thought-provoking way”.

10. How can you assess the mastery of each author? Which story do you like more?





