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1.19 FEATURES OF THE USE OF ARTIFICIAL LANGUAGES
IN THE DYSTOPIA OF THE TWENTIETH CENTURY

OLHA 1. SERDIUKOVA, Senior teacher
O. M. Beketov National University of Urban Economy in Kharkiv

The beginning of the twentieth century was marked by an important event in
the development of utopian literature, which predetermined significant shifts in the
utopian worldview and outlined radical changes in the genre specificity of the
reflection of an ideal society in fiction — the two thousand-year tradition of
positive utopia was replaced by the tradition of negative utopia, which later
became dominant. The first half of the twentieth century becomes the era of the
formation of a new genre, the time of the birth, development and completion of
the classic dystopia. For the first time, a new genre appears in the work of the
Russian writer E. Zamyatin (novel "We" (1920)), who consciously and
purposefully developed the fundamental features of dystopia, brilliantly developed
and supplemented by the English writer O. Huxley (novel "Brave New World"
(1932)).

The work of the third outstanding author of negative utopia — the
Englishman J. Orwell (novel "One thousand nine hundred and eighty-fourth"
(1984)) — gave the dystopia a canonical, finally formed genre form, so perfect that
it caused serious fears among researchers about the possibility of the further
existence of this utopian literature variety. As the subsequent experience of artistic
development showed, these fears were in vain: the dystopia not only did not cease
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to exist, but it was also significantly enriched various new forms and methods of
reflection of the utopian worldview and worldview of a person.

The purpose of this article is to study new trends in the development of the
genre of dystopia in the second half of the twentieth century (on the example of
the works of W. Le Guin and A. Burgess) in comparison with the classic dystopia
of the first half of the last century.

The work of the above writers has become the subject of thorough research
by foreign scholars (H. Bloom, M. Gadn, A. De Vitis, J. Dix, S. Cole, R. Lewis,
R. Evans [11, 12, 14, 15, 13, 20, 16]), in Russian science there are rare scientific
studies of the creative heritage of W. Le Guin and A. Burgess (G. Bezkorovainyi,
N. Krinitskaia, G. Sabat and others [2, 4, 5, 6]). Most often, researchers considered
Le Guin only as one of the most prominent figures in modern science fiction and
fantasy, and Burgess appeared as the author of one genius novel “The Mechanical
Orange”. As a rule, insufficient attention has been paid to the study of the work of
outstanding writers of modern literature from the point of view of their
contribution to the development of the genre of dystopia, and even in the context
of the development of this kind of fantastic literature throughout the 20th century.
Dystopia in the second half of the twentieth century underwent a number of
significant changes. First, the literature of negative utopia significantly expanded
the thematic diversity of works about the possible future: the dominant storyline
about a totalitarian society (first half of the 20th century) was replaced by a
multiplicity of visions by the authors of anti-utopias of the traditional conflict
between Personality and Society: the danger of nuclear self-destruction of
mankind, problems of human relations different generations, transformation of
moral and ethical norms of society, gender aspects of the life of societies of the
future ... (second half of the twentieth century). The novels of W. Le Guin and A.
Burgess (as writers of a new stage in the development of the dystopian genre)
fully embodied these tendencies.

Secondly, another feature became characteristic: if the writers of the first
half of the twentieth century expressed their innermost views on the dangers of
future societies, as a rule, in one novel, then in the second half of the century,
multiple appeals became a common phenomenon among writers to the genre of
dystopia throughout their creative activity, in each successive novel the authors
developed new aspects of their vision of dystopian problems. And, finally, thirdly,
the dystopia of the second half of the twentieth century was enriched by a variety
of author's solutions, artistic techniques and methods of embodying traditional
utopian issues.

Outstanding English writer of the last century John Anthony Burgess
Wilson (1917-1993) among his numerous creative heritage left three examples of
a dystopian genre — the novels “Mechanical Orange” / “A Clockwork Orange”
(1962), “The Wanting Seed” (1962) and “1985” (1985).

The first novel turned out to be a hallmark of the writer for many years,
eclipsing all subsequent works of the author. The severity and tragedy of the
traditional dystopian conflict between Personality and Society in “Mechanical
Orange”, the controversial nature of the problem of the admissibility of state
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intervention in the personal space of an individual, a deliberately provocative
approach to creating the protagonist — a morally repulsive, ethically unacceptable
person — a genuine antihero and, finally, the incredible success of the film
adaptation of the novel in 1971 (directed by S. Kubrick) led to the fact that this
dystopia, not only in the eyes of the average reader, but also of most researchers,
became the personification of creativity and the apogee artistic development of
Anthony Burgess. Because of this, two other dystopias of the author were in the
shadow of scientific searches. Published in the same year as The Mechanical
Orange, the Lusting Seed novel, in our opinion, made an even more significant
contribution to the development of the dystopian genre of the second half of the
twentieth century. Firstly, the novel significantly expanded the traditional genre
problems, not only reflecting the realities of the new time (ecological disasters; the
problem of the ratio of natural resources of the earth and the possibility of creating
sufficient food supplies to feed all of humanity; sharp degradation and return to
the dark times of cannibalism; the problem of the inevitability of the use of
synthetic food harmful to health; a new understanding of war as a means of getting
rid of excess population and the possibility of preparing canned meat products
from those who died during "battles", etc.), but also developing specific dystopian
principles (development of an evolutionary cyclical picture of the world of future
societies, psychologization and individualization of typical ideal worlds, the
ironic-polemical nature of the narrative, the emphasis on the importance of family
values, the possibility of a positive (happy for the main characters) ending of the
dystopian novel).

The last of Anthony Burgess's dystopian predictions was the novel “1985”.
The work was deliberately created by the author as a sequel to George Orwell's
novel “1984”, where the first part gives a harsh criticism of Orwell's immortal
creation, and the second is built as Burgess's version of the subsequent
development of Big Brother’s society. The book is important and interesting
primarily from the point of view of correlating, comparing, juxtaposing two
approaches to depicting an ideally imperfect society.

It should be noted that “ the problematic of many of Burgess's works goes
back to the dispute between St. Augustine and Pelagius about the essence of
human nature and the source of evil” [9, p. 52]. In most novels, the author takes
the position of St. Augustine with his concept of original sin and does not support
the Pelagian thesis about the individual sinlessness of a person.

The modern American writer Ursula Kroeber Le Guin (born 1929), known
in the readership circles primarily as an outstanding author of science fiction and
fantasy novels, has made a significant contribution to the development of modern
dystopia. The authoritative Russian researcher V. Gakov, ranking Le Guin among
the “cream” of American science fiction 7, analyzing her work, believes that
“nothing more significant on the topic of Contact, understood in all senses, has
been created in Western literature” [7, p. 431]. To date, there are three known
dystopian novels by Le Guin — “The Dispossessed: An Ambiguous Utopia”
(1974); “Always Coming Home” (1985); The Telling (2000).
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One of the most significant phenomena in the development of dystopian
literature of the second half of the twentieth century is generally recognized (both
in domestic and foreign literary criticism) Le Guin's novel “The Disadvantaged”,
with the subtitle “An Ambiguous Utopia”, which appeared in 1974 and was
awarded the most prestigious awards in the field of science fiction ... In “The
Disadvantaged”, the author not only breaks with the tradition of static utopias, but
also creates a work in which he tries to combine the incompatible —utopia and
dystopia. According to the same V. Gakov, “the novel “The Disadvantaged” is one
of the most significant modern utopias-dystopias ” [7, p. 431]. The writer achieves
this by presenting a truly dynamic and revolutionary utopia in which the past
never takes its final form and the future never closes your doors. “We are the
children of time,” declares the protagonist of the novel Shevek in the last pages of
the novel.

The action of “The Disadvantaged” takes place on two antagonistic
planets — Urras and his satellite Anarres. The novel is structured in such a way as
to emphasize the contrast between the two worlds, the alternate chapters form two
separate narrative threads: all even chapters are devoted to Anarres, and all odd
ones to Urras. Since we have different stages in the life of the protagonist, the
events in the two parts do not coincide, but they steadily move towards each other,
which corresponds to Shevek's progress towards the perfection of his temporal
theory of simultaneity. They touch on this in the first chapter and agree on the last:
one line begins with his departure from Anarres, and another line ends with his
decision to undertake this journey (the decision is immediately followed by his
return). The parallel movement of Shevek's childhood, his youth and early
maturity on Anarres, and his stay and experience on Urras are parallel in content:
showing his initial enthusiasm slowly turning into disappointment. The novel not
only presents two societies and descriptions of two different planets, it also shows
the depth of the protagonist's development as a person, as a scientist and as an
Odonian. The society of Anarres is based on odonianism, which corresponds in its
basic principles to the concept of anarchism: the central government is replaced by
autonomous communities; property — common; abolished law enforcement
agencies; order and economic stability are maintained by mutual agreement
between equal members of society, because a free person, the anarchists believe, is
basically good and reacts positively to all kinds of improvements in his welfare.
Le Guin herself considered anarchism “the most interesting of all political
theories” [18, p. 315].

The novel “Always Coming Home”, published in the same year as
A. Burgess's “1985”, is a completely different example of intra-genre discussion.
If Burgess, criticizing Orwell, spending most of his creative inspiration on proving
Orwell's “wrong”, then the true wisdom of the female progenitor Le Guin allows
her to go further, developing and expanding the boundaries of the genre.

Take at least one example: within the framework of the traditional positive
utopia, the authors tried to illuminate the image of an ideal society as fully and
comprehensively as possible, omitting at the same time, a person for whom, in
fact, the majestic building of Utopia is being created. The authors of dystopias
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bring to the fore the person who becomes the measure of the pros and cons of the
described society. In his novel “Always Coming Home”, Le Guin not only creates
another version of an ideal society, not only recreates the inner world of his
heroes, but, in our opinion, erects something similar to the epic of this new world,
conveying it not only in the plot twists and turns of the main characters, describing
the history of the emergence and development of the described society, but also
inviting the reader to plunge into the deep essence of the worldview and
worldview of the inhabitants of this world through acquaintance with myths,
legends and fantastic stories of peoples inhabiting the world “Always coming
home”.

The final novel by Heine Cycle ”The Interpreters”, became the next step in
Le Guin’s understanding of the phenomenon of dystopia as a literary genre and as
an indispensable element of human thinking at all times. The author once again
manages to express his own special — vision of dystopian problems.

Using the example of the extraterrestrial civilization of the planet Aka,
which has accelerated its technological development with the help of the Earth, the
writer creates her own version of the society of the future. Everything described is
presented through the eyes of the main character of the novel Sati (hence the
dominant of the author’s speech in the narrative), one of the four Observers on this
planet who left Earth to study the similarities between the totalitarian governments
of the Corporation on Ake and the Unists on Earth.

The image of Sati has absorbed the features of both a traditional traveler in a
positive utopia and a hero-narrator of a dystopia, critically assessing everything
that happens. The suppression of all traditional cultures in all regions of the planet
by the new regime on Aka, the destruction of books and libraries (thematic
closeness with R. Bradbury's “451 degrees Fahrenheit”), the elimination of various
religious and philosophical systems and even dialects causes natural indignation of
the main character, becomes the reason for the author’s philosophical reflections
on the eternal utopian problems. An important place in the plot narration is
occupied by the images of the Interpreters-Mazovs, who are trying to preserve the
ancient culture of their people and are spiritually connected with people with
books by the same R. Bradbury.

The novel “Interpreters”, published in 2000 — at the cut of two centuries and
two millennia, is primarily interesting because it is a work that summarized the
previous experience of the development of utopian literature and outlines the paths
of possible subsequent development of literature about the ideal world order. From
this point of view, the last dystopian novel by Le Guin has not yet been considered
by anyone and represents a wide field of activity for the modern science of
literature.

Thus, the analysis of the dystopian works of U. Le Guin and A. Burgess
made it possible to draw the following conclusions: 1. There is a significant
expansion of the themes and problems of the literature of negative utopia in the
second half of the twentieth century. 2. The tradition of a reusable approach to
solving utopian problems in the authors’ creative laboratory prevails in the
literature that comprehends the projects of a possible future of humanity: each new
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stage of life and creative development gives rise to new (often paradoxical and
certainly debatable) utopian options. 3. The dystopia of the second half of the
twentieth century was enriched by a variety of author’s solutions, artistic
techniques and methods of embodiment of traditional utopian problems.

The subsequent goals of the authors include the continuation of the
development of the outlined directions of research of modern English-speaking
dystopia.

Features of the use of artificial languages in the dystopia of the twentieth
century

The authors of the utopias of the past centuries, creating bizarre worlds of
perfect societies, developing in the smallest detail the details of ideal states, came
close to another most important sphere of human existence — the invention of
special languages, different from traditional ones, reflecting at the linguistic level
the novelty of the described worlds. The textual realization of these perspectives
became possible only in the 20th century. The problem of artificially created
(author’s) languages in works of fiction was reflected in the linguistic searches of
J. Orwell and A. Burgess, it was most fully and comprehensively embodied in the
official language of Oceania “newspeak’ in the dystopia “1984” (1947) and youth
slang ““nadsat” in the dystopia “Mechanical Orange” (1962). Each of the authors of
artificial languages saw the goals and objectives of these linguistic new formations
in their own way.

The study of the history of the creation of the artificial languages “Novoiaz”
and “nadsat”, the identification of their role in the works of dystopian orientation
is the purpose of this article. The novel “1984° and the story “Animal Farm” by
J. Orwell have long been included in the gold fund of modern world literature and
have been sufficiently fully and comprehensively investigated in criticism and
literary criticism. The works of Western scholars are dominated by: the
biographical aspect of the analysis of Orwell’s work (R. Ros, J. Woodcock,
M. Sheldon), analysis of the peculiarities of his political views and sympathies
(A. Zverdling, R. Williams, K. Aldrid), analysis of Orwell's activities from a
religiously mystical point of view (K. Small). There is also a general negative
view of the writer’s work as the author of weak, unsuccessful works
(T. Hopkinson, R. Voorhez). In Ukrainian and Russian criticism, the name of
J. Orwell began to appear along with the first publications of his works in the mid-
1980s. Articles in newspapers and magazines (S. Volovets, R. Galtsev,
I. Rodnianskaia, L. Lisiutkina, L. Radzievskyi), which were of a purely
informational character, revealed to the Soviet reader a previously banned author.
Later, the works of V. Chalikova, A. Zverev, V. Nedoshivin, O. Sabinina were
published, which gave impetus for a more complete and deep study of J. Orwell’s
creativity. In our time, Orwell’s comprehension of the man, Orwell the artist,
Orwell the thinker continues. The language problems of the famous dystopia
rarely attract attention of researchers.

The work of A. Burgess has been extensively studied in foreign literary
criticism. These are, first of all, works of a biographical plan (J. Dix, S. Cole,
R. Lewis), studies of a monographic nature (A. De Vitis, R. Morris, etc.). The
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greatest interest of scientists was aroused by A. Burgess’s novel “The Mechanical
Orange”, its religious and moral-ethical aspects. In a number of works devoted to
the artificial language “nadsat” (R. Marty, R. Evans), attention was focused on the
difficulties of translating youth slang. The peak of research work in the West came
in the late 60s — early 70s, after which interest in the work of A. Burgess
significantly diminished. Russian literary criticism is on the verge of future
discoveries about the originality of the artistic world of the outstanding writer of
his time, who was never fully understood by his contemporaries.

Linguistic experiments on the creation of artificial new formations receive
their classical embodiment in the form of a special language — “Newspeak™ in the
novel by J. Orwell “1984”. “Newspeak” — the language of the totalitarian society
of Oceania, artificially created by Orwell, in contrast to “Oldspeak™ (traditional
English) is not the result of evolutionary development, but is the result of the
Party’s purposeful language policy aimed at narrowing the possibilities of
language to express unorthodox thought. The development and creation of the
theory of “Newspeak” became Orwell’s true discovery (recognized by both the
adherents of the writer and his ill-wishers). Parodying the style of a scientific
treatise, in the appendix to the novel “About Newspeak™” the writer describes in
detail and businesslike the history and goals of the emergence of the new language
of Oceania, its structure, features and scope. “Newspeak™ was supposed not only
to provide the worldview and thought activity of the adherents of Angsoc with
symbolic means, but to make any other currents of thought impossible. Here
Orwell perfects the idea of state intervention in the lives of citizens. Not only
through the screens, secret detectives, the Ministry of Love, doublethink and
thought crime achieve total control and total obedience, but also make it
impossible to purely verbal expression of unorthodox thoughts. Technically, this
was achieved: 1) the introduction of new words; 2) exclusion of unwanted words
and phrases; 3) bringing the remaining words to a single value, freeing them from
side ones, not the desired values. This was facilitated by the division of the lexical
composition of the language into three classes (in a class society, the language is
also divided into classes): A — lexemes of everyday communication, devoid of
ambiguities and semantic shades; B — specially designed words for expressing
political concepts; C — scientific and technical terms.

Orwell introduces a whole layer of new words into everyday life, which in
themselves carry a satirical, accusatory principle: crimethink — unconventional
thought is criminal; thoughtstop or crimestop — the ability to stop at the threshold
of a dangerous thought, saving stupidity; whether a chain-crime (facethink) — a
gloomy, displeased expression on his face — is criminal; self-life — a tendency to
individualism, eccentricity — criminal; black and white —sincerely believe (if
necessary) that white is black, and black is white; doublethink — the ability to
simultaneously believe in two mutually exclusive judgments, etc.

The vocabulary of “newspeak” is characterized by binarity, that is, the
construction of new words according to the principle “white-black”, “good-bad”,
“new-old”, and the sema “new” becomes synonymous with “good”, and “old" —
synonymous with “crime”. These neologisms characterize the world of Oceania in
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the best way possible, as a society of degenerates, hypocrites, opportunists,
narrow-minded people, limited, boasting of their stupidity. The final words in this
verbal series are the words as, goodthink — a person always and everywhere
characterized by a positive behavior and way of thinking, and a duckspeak — “to
quack like a duck”, meaning an abbreviated speech that would be born not in the
brain, but in the larynx. The use of youth slang in A. Burgess’s anti-utopia
“Mechanical Orange” turns the novel into a kind of crossword puzzle, rebus,
coded message. In this case, there is a process of “alienation”, detachment from
the familiar and familiar world.

According to K. Dix’s opinion, through the comprehension of slang is
another important moment of understanding both the work and the society
depicted in it: Burgess’s version of the society of the future is the result of
Russian-American intervention or invasion (remember that the 60-s passed under
the banner of the hysterical fear of the third world (nuclear) war, communist
threat) [10]. The very name of the slang “nadsat” is nothing more than a
transliteration of the Russian suffix “-dtsat” (English — “teen”) and is an additional
characteristic of the heroes (and their socially significant essence) of the novel, for
these are adolescents (teenagers) — the most vulnerable, unsettled part of society,
capable of inappropriate actions, inexplicable cruelty, hiding behind all this its
own fears, insecurity, fear of the large and incomprehensible world of adults.
Unlike J. Orwell, with his “Newspeak™ elaborated to the smallest detail,
A. Burgess touches only on the lexical level of his artificial language, without
giving an ordered grammatical system. “Nadsat” is just 250 words and expressions
formed (most often) from Russian roots. There are also slang formations of the
European languages - French and German, as well as "exotic" languages — Malay
and Gypsy.

From the beginning of the novel, the author introduces a text sprinkled with
hard-to-read words: “[They] had no license for selling liquor, but there was no law
yet against prodding some of the new vesches which they used to put into the old
moloko, and you could peet it with vellocet or svnthemes /or drencrom or one or
two other vesches which would give you a nice quiet horrors how fifteen minutes
admiring Bog And Alii His Holy Angels And Saints in your left shoe with lights
bursting all over your mozg, .. “[9, p. 3], “They didn’t have a license to trade in
alcohol, but they didn’t have a law to mix some of the new shtutshek into the good
old milk, and they could gin it with a bike ride, drenkrom, or even something else.
from shtntshek, from which there is a quiet baldiozh, and for about fifteen minutes
you feel that the Lord God Himself with all his holy ordinance is sitting in your
left shoe, and sparks and a fire of faith are slipping through the mozg ™ [1, p. 16].
Thus, artificial language becomes one of the methods for the special construction
of an artistic text. All words "nadsat" are rendered in Latin letters (both in the
original text and in translation). At the same time, Burgess does not adhere to the
principle of transcription or transliteration when transmitting Russian words, but
combines both principles. The specificity of the grammatical structure of the slang
“nadsat” 1s determined by the following: the author retains the English
grammatical forms and adds the English suffix sy to the roots alien to the English
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language. For example, creating the plural form “gooba”, A. Burgess adds the
English -ers to the stem and gets “goobers”, and not the transcribed plural form of
the Russian “gooby”. The lexical system of youth slang “nadsat” is more
developed. It should be emphasized that this is not a language of abstract ideas and
concepts, but an objective language. There are several thematic areas the lexical
level of youth slang. So in “nadsat” words and phrases predominate that are used
to designate:

1) a wide range of aspects of human life: nouns: chelloveck — person,
moodge — husband, zheena — wife, lewdies — people, baboochka — grandmother,
ded — grandfather, devotchka — girl, etc.; adjectives: starry — old, bugatty — rich,
gloopy — stupid, grahzny — dirty, bezoomny — no sound, etc.;

2) everyday situations, objects and phenomena: nouns: collocoll — bell,
otchkies — glasses, okpo — window, knopka — button, gazetta — newspaper,
minoota — minute, etc .; chapters: vareet — to cook, itty — to go, interessovat — to
get interested, rabbit — to work, sloochat — to happen, etc .; adjectives: gromky —
loud, malenky — small, skorry — fast, starry — old, etc.;

3) parts of the human body: nouns: zoobies — teeth, oko — ear, yahzick —
tongue, goobers — lips, plot — flesh, krowy — blood, rooker — hand, rot — mouth,
noga — leg, etc.;

4) clothes: nouns: platties — clothes, shlapa — hat, cravat — tie, shlem —
helmet, carman — pocket; sabog — high shoes, toofles — shoes, etc.;

5) food: nouns: chaj — tea, moloko — milk, kartoffel — potatoes, maslo —
butter, kleb — bread, lomtick — slice, etc.

Burgess's writing task, in our opinion, was, first of all, to create a general
stylistic effect, sound uniqueness. Undoubtedly, the author sets up a language
experiment in the text of the novel. According to Burgess (this is evidenced by the
writer’s diary entries), the language reflects everything — the consciousness of the
hero, the smallest movements of his soul, key points in the character’s position are
groped.

The hidden meanings present in the novel (through specific vocabulary) are
revealed by involving the reader in a game relationship with the linguistic
component other text. The writer forces the reader to do serious work on
deciphering linguistic puzzles, solving plot combinations at the language level
and, thus, leads him to comprehend the artistic secrets of the work, the true
meaning of all occurring events. Thus, the novel “Mechanical Orange” is
deliberately created by the author in such a way that comprehension of the
specifics of his linguistic shell could become the basis for a fully valuable
understanding of the structural organization of the text. The narrative strategy used
in it, the encrypted author's theses about the deep human problems of the modern
conflicting world. A. Burgess himself asserted, “If my books are not read, it is
because there are many unfamiliar words in them, and reading a novel people do
not like looking into dictionaries” [9, p. 235]. It goes without saying that a
comparison with the outstanding Roman comedian of the early period Terentius,
who, as is known, in his dramatic activity (unlike his contemporaneous Plautus)
was guided by an enlightened spectator, suggests itself. A. Burgess’s novel was
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indeed intended by the author for an erudite reader. As in the comedies of Terence,
where the essence of the comic escaped the “untrained” viewer, so “The
Mechanical Orange” could be appreciated and understood only by the
“discerning” reader.

Summing up the results of this work, it should be noted that these are only
sketches, guidelines, directions of our future research. Our task was to outline the
ways of a purposeful, multifaceted study of the structure, specificity and
functionality of the artificial languages of “novoiaz” and “nadsat”. Thus,
"novoiaz", like the entire artistic structure of the novel, had a pronounced
ideological orientation and was a genius revelation of the writer on the importance
of language in strengthening the totalitarian regime, which completed the writer’s
many years of reflections on the usurpation of language by ideology, the study of
the language of “party speech” — “language without bones”, with its inherent
words — ‘“shape-shifters.” J. Orwell thoroughly, in detail, thought about
vocabulary, grammar, and the rhetoric of “Newspeak”. Firstly, this is evidence of
the not ordinary linguistic abilities of the writer; secondly, Orwell, like no other
thinker of his time, grasped the socio-political meaning of language manipulation
in totalitarian societies and gave this scientific justification. The model of an
artificial language that he designed, put into the service of the state, retains both
theoretical and practical significance today.

During the analysis of Burgess’s creation, it was found that the youth slang
“nadsat” is the most important component of the poetics of the novel “Mechanical
Orange”. Difficulties in the primary perception of the text of a work, oversaturated
with unfamiliar, hard-to-read words, is nothing more than a form of activating the
reader's perception, preparing it for acceptance and deep comprehension of the
author’s rather controversial ideas. The creation of artificial words and expressions
present in Burgess’s novel creates the illusion of authenticity of the nadsat,
bringing it closer to real English, Russian, and American youth slang. Moreover,
the author manages to grope and describe the ways in which this or that lexical
unit appears in such slang constructions.

The genre specificity of “The Mechanical Orange” novel also makes it
possible to look at Nadsat as yet another — linguistic — characteristic of a
traditional anti-utopian society. Slang becomes the sound leitmotif of unfolding
events helps the reader to better and more fully understand the society itself, and
the main character, and the general idea of the writer.

Taking into account the depth and scale of the tasks set, we intend to
continue the purposeful and scrupulous study of artificial languages in anti-
utopian works.

It is important to note that quite often the fictional language described by
the author in a work of fiction is artificial inside the fictional world, which means
it is created for specific purposes to solve specific problems. Many real artificial
languages were created by their authors as initially more perfect than natural ones.
For example, loglan (logical language) was developed by J. K. Brown as a sign
system, free from the inaccuracies of natural languages, convenient for everyday
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use, having easy pronunciation and words with a single, precise and definite
meaning (Brown, 1976).

It is logical that many authors of works of linguistic fiction, creating
fictional languages, often follow the same principles, describing the language
systems they invented as having obvious advantages over natural languages. Such
value judgments and descriptions are found in many of the works we are
considering.

One of these more advanced languages is, for example, speedtok. Created
artificially as a language devoid of the shortcomings of English, and used as a
means of creating the New Man, speedtok is clearly superior to natural languages.

We can say that creating a fictional language, authors of works of art, as a
rule, are guided by several starting factors. It can be one or another scientific
(primarily linguistic) theory, “alienation” (that is, the dissimilarity of such
languages to natural ones, designed to indicate the isolation of two opposing
cultures and worldviews) or movement “from the opposite”, that is, the exclusion
of all of them from natural languages. Obvious shortcomings and the creation,
through this, of a more ideal sign system. Obviously, the axiological assessment of
language is a very common phenomenon in linguistic fiction.

Based on the tasks set by the author, the conditions for creating works and
historical time, all dystopian works perform various functions:

1. Reflexive — is the main philosophical function of dystopia. First of all, the
author comprehends the historical reality perceived by him through the work
(Batalova, 1992: 32).

2. Cognitive — consists in the knowledge of society, its way of life, value
systems. Heightened interest is paid to the study of personality psychology (while
in utopia the character is depicted schematically, dystopia is distinguished by a
thorough study of the character of the heroes).

3. Predictive — building models of the future and the use of historical
analogies contributes to the analysis of the present by identifying development
trends. The predictive function of dystopia depends on the level of professionalism
(Bern, 2007: 111).

4. Ideological — reflects and promotes the vision of the problem through the
prism of the author's opinion. As a rule, dystopia expresses a conservative or
universal (humanistic) ideology.

5. Protective — dystopias often call for opposition to the efforts of reformers.

In fact, dystopia is the logical result of the development of utopia. Purely
formally, it can also be attributed to this direction. But if traditional utopia aims to
demonstrate the positive features of the social structure described in the work, then
dystopia reveals its negative features (Chalikova, 1992, p. 329). Thus, the key
difference between utopia and dystopia is only the author's point of view.

Constructed languages are specialized languages whose phonetics,
vocabulary, and grammar have been designed specifically to fulfill specific goals.
Artificial languages differ from natural languages precisely in purposefulness
(Gridina, 2001, p. 27). These languages are sometimes called fake, fake languages.

228



There are over a thousand such languages, and new ones are constantly being
created.

Among the main reasons for the creation of artificial languages, one can
single out: simplification of communication between people (for example,
international auxiliary codes, languages), giving additional realism to fiction,
language games, linguistic experiments, ensuring communication within the
framework of the fictional world (Jacobson, 1984, p. 159).

Sometimes the term "artificial language" is used to refer to both languages
designed for human communication and other planned languages. That is why
such languages often prefer to be called “planned”, and the word “artificial”,
applied to a language, in some languages can bring a dismissive connotation
(Gridina, 2003, p. 118).

If an artificial language was designed for a specific purpose, then it also
receives its terminological designation. Therefore, the language used in works of
art 1s called a fictional or fictional language. Languages designed for international
communication — universal languages (or auxiliary languages, inter-languages,
international languages, etc. (Kralechkin, 2015, p. 29). The kingdom of artificial
languages also includes numerical languages, logical languages, symbolic (iconic)
languages and pazimologies (languages gestures).

Here is the classification of languages according to M. Rosenfelder. Its
classification is based on the criteria of purpose and structure. 1. Languages are
allocated by purpose:

a) auxiliary;

b) logical,;

c) experimental.

2. By structure, languages are distinguished:

a) artificial non-European type;

b) artificial European type (Rosenfelder, 1997, p. 25).

There is a term “model languages” to denote artificial languages (or groups
of artificial languages). Some authors use the term “unconventional language” to
denote fictional languages (Malysheva, 1998, p. 71). According to Jacobson, “the
unconventional interpretation is generally close to concepts that believe in the
meaningful inexhaustibility of the word and the determining influence of language
on the worldview” (Jacobson, 1984, p. 151). At the same time, an unconventional
language does not have to be used for communication — it can only remain the
property of its creator. This fact does not diminish its value, since in this case it is
considered the result of the individual creativity of the creator (Malysheva, 1998,
p. 17).

J. Henning, the ideologist of the conlanger movement, proposes to classify
model languages by volume, by the reality of native speakers and by the time of
their existence (Henning, 1995, p. 39). The volume and degree of detail of the
vocabulary and grammar of the model language depends on whether the language
will be used as a “language of proper names” (naming language), as jargon, as a
language for communication or a language of literature. Jargon requires few words
and plural rules. A proper naming language is created to name characters and
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geographic objects in the fictional world — in this case, no special grammar is
required either.

A language serving fiction or real communication requires much more.
Classification according to the reality of the speakers and according to the time of
life implies division into languages, the speakers of which are either imaginary
peoples of the past or future, or live now. On the basis of the indicated criteria, he
distinguishes the main four groups of model languages:

- auxiliary languages;

- languages of an alternative past;

- languages of proper names;

- languages of the future (predictive stages of development of natural
languages) (Henning, 1995, p. 37).

There are also other classifications of artificial languages. One of the
important linguistic characteristics of an artificial language is its a priori or a
posteriori: that is, the correspondence or non-correspondence of the artificial
language to one of the natural ones. Fictional languages, which are clearly derived
from existing natural languages, include the languages of alternative history (when
creating them, the authors seek to solve the question: how would the languages we
are familiar with if history took a different path), as well as languages that predict
future development natural languages (Sidorova, 2006, p. 15).

Finally, attempts are being made to combine different classifications: a
priori-a posteriori and target syntactic (similar to the typology of natural
languages). At the first stage, all artificial languages are determined by the index
of the scale of a posteriori a priori. After that, 4 classes are allocated for their
purpose: Class A — fictional languages;

Class B — “disciplinary” languages derived from jargons (for example, the
language of hackers), or used to test hypotheses (for example, the Sapir-Whorf
hypothesis) and logical operations.

Class C — languages used for communication in regional, international,
national contexts, as well as for communication in groups, for communication
within organizations (for example, military codes).

Class Z — other languages (among them — programming languages and other
languages not related to the first three classes).

The described classification allows assigning an alphanumeric designation
to each language (Sidorova, 2006, p. 46).

In our research, we use the following typology of artificial languages:

1. Auxlangs — auxiliary languages - languages whose main role is to act as
international artificial languages: Ido, Esperanto, Lojban, etc.

2. Fictional languages in a broad sense.

2.1. Artlangs are fantastic languages created by authors of cinematographic
and literary works, computer games. They, in turn, are divided into:

2.1.1. Languages that have gone beyond the fantasy world created by the
author and brought to life in the virtual and real world. Examples of such
languages are Klingon (the language of the TV series “Star Trek”), the Tolkien
languages, the D'ni language from the world of the computer game “Myst”.
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2.1.2. Languages that are mentioned or “functioning” only within the limits
of their own work of art: it is to this category that A. Burgess’s nasad, J. Orwell’s
Newspeak, and V. Nabokov’s Kuranian language belong.

2.2. Personal languages are personal or personal languages created by
authors or entire groups of authors for their own use — i.e. “Author’s languages”.
The main medium for the use of copyright languages is the Internet.

Of course, the class boundaries of fictional languages can be confused: a
language created within a fictional world can go beyond it and be used in the real
world (as happened with the Elvish languages and with J.R. Tolkien's Klingon)
(Noel, 1974, p. 15 ). As a result of this phenomenon, the question of equating the
Klingon with living natural languages is raised, since it has a large number of
speakers, has its own literature and media.

Modern authors of science fiction and science fiction often become the
creators of fictional languages themselves. Someone continues to support the
electronic existence of the created world (for example, science fiction writer
Anton Antonov, author of the project “Chronicles of the Universe” and the
fantastic “History of Worlds”).

H. E. Shuvalova, a recognized specialist in fictional languages, defines the
following areas of application of fictional languages: 1. Linguistic research — to
study the development of a new language by a person.

As language models, artificial languages have a useful property — their
parameters can be set initially and then carefully controlled. This means that
teaching a fictional language to a group of subjects allows us to explore their (in)
ability to learn this language, as well as to study the influence of language on their
perception of the world and thinking. 2. Development of artificial intelligence,
communication with a computer.

3. If we talk about art, then fictional languages are used in cinematographic
and literary works as an image of fictional culture.

4. Creativity — for some scientists, constructing a new language is a hobby
that matches their creativity needs.

5. Development of secret professional and group languages (for example,
military ciphers) (Shuvalova, 2013, p. 8).

Fictional languages can differ from each other in the degree of elaboration.
For fiction, creating just a couple of words (and plural rules) may be sufficient. J.
Henning classifies these languages as jargons. An example of such languages is
“proper nouns languages”, the purpose of which is to give names to geographical
objects or characters (Henning 1995, p. 39).

The most developed fictional languages are those created by Tolkien for the
Legendarium of Middle-earth. His languages are distinguished by the careful
study of all linguistic details. This made it possible to compile dictionaries and
even textbooks on the Quenya language. Through this deep elaboration, some
fictional languages become full-fledged artificial languages (Kralechkin, 2015,
p. 3).

Linguistic experiments like Tolkien gave rise to the modern fascination with
language creation. In the 90-s of the XX century, interest in the construction of
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languages increased markedly, although Lojban, created in the late 80-s of the
XX century, is considered the last comprehensive attempt to create a universal
artificial language if a fictional language is presented in a work in a well-
developed form, then the author is raised the question of how to acquaint the
reader with a new language without violating the laws artistry. Therefore, in the
story “My Enemy”, Barry Longier leads the reader to the study of the Drak
language together with the main character, Earthling Willis David (Kralechkin,
2015, p. 19). International communication (Shuvalova, 2013, p. 7).

In the dystopia of J. Orwell “1984” and V. Nabokov “Under the Sign of the
Illegitimate”, the authors acquaint the reader with the created languages —
Newspeak and Kuranian — gradually, however, within the framework of
A. Burgess’s novel “A Clockwork Orange”, we get acquainted with the fictional
slang “nadsat” — from the first pages of the work. Features of the marked we will
consider fictional languages later in our work.

The role of fictional languages in literature

Neologisms are the most dynamic vocabulary layer of any language.
Neologisms escort all the latest phenomena in life and find a place in both written
and oral speech, they can be the result of the cumulative use of the language, but
there can also be specific authorship. For example, one of the types in neology is
casualisms, which have a number of specialized characteristics and distinctive
features that highlight the personal style of the author. Words invented by famous
writers in their works become part of the national and international vocabulary, for
example, “lilliput” by J. Swift: “The emperor of Lilliput, attended by several of the
nobility, comes to see the author in his confinement” (Swift, 2003, p. 14); “Robot”
K. Chapek: “You might more easily start a revolution among the nails and bobbins
in the spinning mill than among our robots!” (Capek, 2003, p. 25) and many
others.

In special cases, the authors create not only lexical units, but also
independent fictional languages, with the help of which the description of the
actions and life of the main characters is carried out, the peculiarities and key
features of culture and civilization are expressed (LETiP, 2001, p. 933). The
theme of fictional languages first appears in utopian literature in the 16-th century.

However, the 20-th century is showing particular interest in languages, in
which negative utopia, fantasy and science fiction flourished. Linguistics is the
most important means by which the phenomena and realities of the alternative
future are determined. It not only makes the world created by science fiction
writers tangible and artistically convincing, but also enables authors to raise
significant questions, to talk about the structure of languages, their capabilities,
their role in politics and psychology.

The creation of new, unreal worlds using the power of the author’s
imagination has always been one of the most significant features of the fantastic
genre of literature. However, when creating a fictional fantasy world, especially
considering the fact that works about other worlds, as a rule, are descriptions of
travels between them, the author most often has to, one way or another, solve the
problem of communication between “friends” and “aliens” and aborigines. We can
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say that the creation of a reliable fictional world also implies a reliable display of
the inhabitants of this world, which can hardly be considered complete without a
description of their language.

It is worth mentioning that some authors of science fiction works solve the
language problem without creating a fictional language, using several traditional
techniques for this.

Many inhabitants of the author’s worlds are able to communicate with the
help of telepathy and directly — to them the race of aliens — buggers are able to
communicate telepathically, and, therefore, do not need language. “The buggers
don't talk. They think to each other, and it’s instantaneous like the philotic effect”
(Card, 1994, p. 407).

However, the functions of fictional languages are not limited to solving the
problem of the authenticity of the author’s world. The attention of many authors of
science fiction works is often attracted by the connection between language,
consciousness and perception of reality, in which case the fictional language
becomes a key element of literature exploring alternative worlds or societies.

Fictional languages in a work of fiction can be considered according to the
functions in which they are used. We took as a basis the classification presented
by D. Kralechkin and V. Kuznetsov at the seminar “Moscow Philosophical
College”: “The language of fantasy and fantastic languages.” The main function,
according to scientists, is considered to be artistic, serving to express the main
ideas, views and thoughts of the author directly, his attitude to the created world
and the problems that exist in it. In addition to the main, artistic function, scientists
distinguish a number of others, namely: 1. World-forming function. Fictional
languages play an important role in dystopian works. Their minimum goal is to
create an appropriate environment; they deepen the reader’s or viewer’s
understanding of the features of this world, giving them additional credibility.

Thus, in Anthony Burgess’s “A Clockwork Orange”, the reader is immersed
in a new world from the very first sentences of the work, where the author
introduces new concepts that were previously unfamiliar to the English-speaking
reader.

“Friend” (“droog”), “cow” (“korova”), “reason” (“rassoodock”): “There
was me that is Alex and my three droogs, which is Pete, Georgie, and Dim. Dim
being really dim and we sat in the Korova Milkbar making up our rassoodocks
what to do with the evening, a flip dark chill winter bastard though dry” (Burgess,
2001:

1. In “1984” there is no such sharp immersion in the new world, the author
introduces new terms and concepts gradually, the reader gets acquainted with
them in the course of describing the scene of the first scene — “telescreen”,
“ingsoc”.

Language is a powerful element in the construction of fictional worlds,
allowing you to give your own names for their natural and social realities, to
create elements of their spiritual culture.

2. The function of character characteristics. The language spoken by a hero
in a work can in one way or another characterize this particular character
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(especially if he is the only speaker of this language in the work). Differences and
similarities between characters’ languages can be the source of varied storylines.

The protagonist of “A Clockwork Orange” by A. Burgess is a fifteen-year-
old teenager, the brightest representative of the new generation of the “fifteenth”
and a native speaker of the “nadsat” language. His speech is replete with “nadsat”
words and a harsh manner of speaking, which from the first lines causes a negative
attitude towards the main character, opposing him to the modern world and
standard models of behavior. “You naughty old veck, you,” I said, and then we
began to filly about with him. Pete held his rookers and Georgie sort of hooked his
rot wide open for him and Dim yanked out his false zoobies, upper and lower
”(Burgess, 2001, p. 3).

3. Genre-forming function. The fictional language acts as a kind of
“marker” that assigns the work to one of the genres of fantastic literature, be it
positive or negative utopia, fantasy, scientific and linguistic fiction, etc. the fact
that the author uses a fictional language in a work is the very “assumption” that
separates fantastic literature from realistic. So, for example, a separate subtype of
science fiction appeared — linguistic science fiction, which is always based on a
fictional language.

4. Plot-forming function. This function of the fictional language is one of
the most important for the entire work as a whole, since here it is the fictional
language that is the “foundation” on which the author builds the narrative. In other
words, the author first creates a fictional language, and only then the world in
which this language could be used. Sometimes it can be said that a fictional
language is a kind of character in such books.

5. World outlook function. In this function, the fictional language acts as a
prism through which the author, and with him the reader, examines the worldview,
or in other words, the consciousness of the main characters. Here the author is
concerned with the correlation of language with consciousness, their
interpenetration and interdependence. Author disclosing in the process narration,
some of the features of their fictional language, allows the reader to understand,
or, in extreme cases, imagine the way of thinking of the main characters-carriers
of this fictional language. So, for example, the language of “Heptapods” from Ted
Chan’s story “The Story of Your Life” reflects the ideas of aliens about the
structure of the Universe.

6. Function of artistic detail. In this function, the fictional language acts as a
kind of artistic detail of the world depicted by the author, used by the author to
achieve aesthetic goals or to reinforce the illusion of plausibility and create a more
reliable picture of the fictional world. For example, the fictional language from the
book “The Ballad of Beta-2” (1965) by C. Delaney.

Language acts as one of the elements of the author’s satire and ridicules
some of the features of natural languages or their speakers. In yes, the language is
presented in the book by J. Swift “Gulliver's Travels™.

8. Magic function. In this function, a fictional language represents special
words or phrases capable of supernaturally influencing people, objects and
phenomena, calling it the True Name (Kralechkin, 2015, p. 17).
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This role of fictional languages in fiction is closely related to the Sapir-
Whorf Hypothesis, which suggests that thinking is closely related to the language
in which a person formulates his thoughts (Petrov, 2011, p. 4). It is assumed that
people who speak different languages perceive the world and think differently as
well. For example, the Oceania government in “1984” had a very explicit goal: to
simplify the language thirty enough to deprive the inhabitants of the country of the
opportunity to think and express their thoughts on any detached topic.

Summary. Fictional languages are languages that do not exist in reality,
which are part of fictional universes. Depending on the degree of elaboration, it
can refer to artificial languages or jargon. There are many classifications of
fictional languages, both in structure and purpose, and in a priori a posteriori. One
of the main factors that distinguish fictional languages is the degree of elaboration
of the language.

Part of fictional languages continue to live “outside” their world, thereby
approaching the class of artificial languages, while others remain only in the
author's version. The latter group includes the languages of J. Orwell, E. Burgess,
V. Nabokov. The practical application of the technique under consideration and its
role in the dystopian novel is observed in the works “1984”, “A Clockwork
Orange” and “Under the Sign of the Illegitimate”, respectively.

Many authors also construct fictional languages for use in text as a tool for
manipulating human consciousness. If, according to the Sapir-Whorf hypothesis,
language determines thinking, then it is logical to assume that thinking can be
controlled using an artificially created language.

Fictional languages can perform a plot-forming and genre-forming function
in a work, that is, they can be both a central significant image of the fictional
world and denote the genre of a work.

The study analyzed the literature on the problem of determining the
completeness of the concept of dystopia, its genre features, characteristic features
and signs. Dystopia is a special literary genre, the purpose of which is to identify
the main problems and crisis situations of a modern society for the author, to draw
attention to the need to solve them, as well as a visible option for the development
of such a society. At the same time, the authors of dystopias do not create a
society, the existence of which is impossible to imagine. Based on historical facts
and the development of the historical process, they create a completely plausible
model, thereby predicting the further direction of development. Dystopias have a
number of characteristic features and signs that distinguish it from both utopias
and fantasy.
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