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Kupunm

Acocnit  VpraHwma€tran T HUXTHCOCTNK  QaHn cudaTtuga  TIn
VpraHmnaérran MaMIaKaTJIapHUHT Oafumii agaOuéT HaMyHaJIapHHHI YKIII Ba
Ma3MYHIIHI aHIVIAIl, JaBpHIl MaTOYOT HaIIpiapuaa OaéH 3TIUITaH acocull BOKea-
Xoaucanap TYFpUCHAa YKHO, Mab/IyMOTra »3ra OYIHIINN XaMmJa YIapHH OF3aKH
CV311a0 Oepuin, Ma3MyHIHN €3Ma 0a€H ATHINTA YPraTUuIlHa Ky3/1a TYTIUIAIN. Y0y
dangaH VTwmaanraH amammil MamfyIoTIapAa MaTH OIUIaH HIIall  acociia
TanadaJapHIHI HYTKIII MaJaKaCHHI OIINPUIN OpKadlm TYpial X HYTK
yCIIyOIapimHU OO OTHUIN NMKOHIITHHI XOCUIT KILIII.

Acocmii uwer Tmimm, amanmii (Hazapmii) ¢QoHeTmKa Ba TpaMMarika,
JAEKCHKOIOTIA, CTIINCTHKA, KHECHII THIIONOTHA Japciapiia Tantadalap oOJraH
OITUMIAPUHI YMYMHIl TIUIIIYVHOCTHK, TIUT TapuUXU, Hazapuil QoOHETHKa,
rpaMMaTHKa, JeKCHKOJIOIHS, CTIUIICTHKA, TapKIMa, KHECHII THUIIOJIOTHS,
IOIYHIHTIEK IICHXOJIOTIs, IIeIaroriKa, MeTOANKa coXalapn OViinmua Hazapuii
KypCIapHU YpraHumi kapaéunia ¢oiiganana O mapT.

VKyB ¢aHHHHHT MaKkcaau Ba BasHdagapn

Vkys ¢pannHuHT MAaKCaIl - Tanadanapaa TIHTBHUCTIK,
JTIMHBOKYJIBTYPOJIOIIK  Ba  KOMMYHHKAaTHB  KYHHKMa Ba  MalaKajJapHU
MIAK/TAHTUPUIIAND. JIMHIBHCTIK KOMIETEHTINK TIUT TH3UMH XaKIIaru OIUTIM Ba
VHIIHT XOPIDKIIT TIUIAa KOMMYHHKAINS JKapagHIa aMan KIUINI KOoIJaTapiHI ¥3
mynra Kampad omaan. KoMMYHHKAaTHB KOMIIETEHT/INK HYTKIIT KOMMYHIKAIIIA
IapT/Iapura OMHOAH XOPIDKHIT TIUIAa KOMMYHHKAIIIS JKapaéHIHN Hazapa TyTaIll.
Myomama  (HYTK)  Ba3mATHZAa  MypokaaT  KHUMIa  KapaTIUITaHHI  Ba
CYX0aTIONUIAPHUHT ¥3ap0 MyHOCA0ATH KOMMYHIKAIIIA KUXATAAH YTa MYXIMIIP.

JIMHTBOKYIBTYPOIOTHK KOMIIETEHIIS TIUIN YPraHUIAaéTTaH MaMIaKaTHITHT
allHN TAITAarn IGKTIMOMIT-IKTIICOAMIT Ba MaJaHIIlI PIBOXKI Ba NIVHra MOC Tap3/a
HYTK MyoOMalla MaJaHISATIHI Ha3zapaa TYTaan. Acocuil 4eT TIiTi (paHIHIHT KacOrmii
MeJIarOTMK MaKCaall 3ca VpraHwIaéIraH TIHU aJalTHiB JapakaJa KOHKpPEeT MeJaroruk
MyoMana MalaKaTapuHI SramiamHn  (YKYBUIUIAPHIHT MHTEUTeKTYan  (paoTsITHHI
OOIIKApIIT, HYTK (PAOILITIIHI MYailfH Makcaira HyHATTUPUIL, HYTK (DaomIATIHIT
TAILIKILT 3T, VHI HA30paT KIUIIII Ba XK. ) ¥3 IUIra KaMpad or1a il

@aHHUHT Ba3dHpacH — HYTK aMaIHETH TaladalapHUHI MaHTHKHI
TaaKKypHHN, 4YeT TIWIAArn HYTKUI KOOIUMHATHHIL, XOTHpJIaml TypJiapi,
dukpIapn, YMyMHYTKUI Ba YMYMTabIUMII HYpHUKIapHU, TIUT OVIiTga MyCTaKILT
HIITAI MaJIaKadapiIHI PHBOXKIAHTHPaAN. AcCOCHil UeT TN JAapcllapuia aMaii
Ba HazapHil I'paMMaTHKa, MaMIAKaTHIYHOCIHK, JIEKCHKOIOTUsA, TIJI TapHXIl,
CTIUTICTHKA, IIMIYHUHTAEK, IICHXOIOIrnsA, MeToAnka Ba OomKka ¢aHtapaa
V3IamTiprad oMM Ba MalaKaIapHI KYJUTAHIUIIII Ky3/1a TYTIIA/IIL.

dan 6Viinua TagadaJapHHHT OITHMHATa, KYHHKMAa Ba MaJlaKacHra

KYHIIaIATaH Tajgaoaap

Acocmii ¥pra"mraétrad Tl (MHIIN3 TIOIN) YKYB (aHIHI Y37TalITHPII
Kapa€Hna OakalaBp:



- UHIJIN3 TIUIMHHHT MOP(OIOTHK TY3IWINIIN Ba TOBYII TIH3NMII, YpraHIIa&TraH
TIWIAAH YKUTUIT onnd OOpIutaéTraH TIUIFAa TapsKHIMa aMalInETH CcHenidukac Ba
CTIUTICTHK XYCYCHUATIAPU, MeBEPUIl rpaMMaTHKa acOCIapH;

- NHITIN3 TIUINHOHT PHBOXKI Ba TIUI JOHUPACHIArn AacOCHIl 3KCTPAINHIBICTHK
KIXATJaH MIAKUIAHNIIHITHT acOCHIT OMIIIIapH XaMjla TapuXiii MaHOaIapH, YHITHT
AMATeKTHK XIUIMa-XIUTHTH;

- MYIIOKOTHHHTI OF3aKIH Ba €3Ma Typlapu;

- MHTIN3 TImAa GUKpHN TucoHNil ndoaa KW YCyUIapu Ba VIAPHIHT HYTK
OF3aKH Ba €3Ma IIaK/UIapnaa Ky UIAHIIAIIN KOHYHIATIIAPIL;

- HyTKHIIHT IHa7T0THK Ba MOHOJIOTHUK MIAK/ITIApH XaKHAa TacaBBypra sra OVIIIIIn;

- TIUTHITHT 3aMOHABII X0IaTH TaBcud, €3yB, rpadika, opdorpadrisd, MyHKTYaIs,
JeKCHK-TpaMMaTHK TYPKyMJIap, cy3 Ty3IUINIIN, OOIIKa TIULIapJaH c¥3 KHIpUO
KEeTUIIIHIHT YMYMIIT TapHXITHI;

- cojJi/1a Ba KYIIIMa rariap, cy3 OHpHKMaaapH CHHTAKCIICH, TeKCHKa Ba €3Ma HVYTK,
ananeKTal JIeKCHKaHUHT acOCHil XyCYCHUATIApH;

- HHIJIN3 TIDIHJA CY3I0BYN MIAXCIAPHIHI KEeHT TapKalIraH KyHJAdHK Ba KacOHil
BazIMTIIapJla Cy37araH HYTKIHHI TYOIVHA OJIMIN: SINUTIVIAETraH MaTHIapAaH
(pammo, TeneBuIeHNe, BujaeokacceTanap, JIB/l) xamaa nmaMiii MaTHIapHI TYITYyHA
OJINIII Ba VIApJaH Y31 YUYH 3apyp OVIraH axOOpOTHH O1a OIIIIIIL;

- MAaTHJIapHHI JIIHTBICTUK JKIXATJaH TaXTIUT KIUINOI, TYpJIH JKaHpra oI
MAaTHJIApHH HHIJIN3 THWIHAAH OHA TIUINTA Ba OHA TIUIIIAH IHIJIN3 TIUTUTA OF3aK!U Ba
€3Ma TapsKIMa KUJTII,

- JKaXOHHUHT TYpIHI [JaBlaTjapl MaJaHUATH XYCYCITIApUHH KHECIall,
COTMIITHPUII BA TaXJIILT KILIIIII;

- JIICOHHII Ba VIIKAIIYHOCIIKKA aJloKaIop OIINMIApHI KeHrallTHpHIN Ba
UYKYPIAMITHPHII, KOMMYHHIKATHB  KVHUKMATapmHU  (aoUTallITHPUIT  VIVH
3aMOHaBHII HHGMOpPMAIIOH TexXHoIorusnapaan ¢oflijaTaHim Magakacura jra
oY Ba yrmapaad QoiiganaHa oI,

- UHITIN3 TIUTIJAArnd XO3UPru afadnil Imakmnga TYpIH XIUT MypaKKaOIUraarm
MATHJIAPHHIHT €3Ma Tap:;KIMa KILTIII;

- HWHITIN3 TIWNLGA XOPIDKHIII MyTaxXaccHuciaap OIUlaH KacOmil Ba  MaIlnil
Ba3ITIAp/1a KOHII MYJIOKOT OO Oopnt;

- Xap XIUI MaB3y Ba MaTHJIapHH YKUTHII OO OOpIUTA€Trad TIUIra cyXoar, HyTK Ba
Mabpy3aJIapHI OF3aKH I34UILT Ba CHHXPOH TaprKIMa KIla O

- UHIJIN3 TIUIN Ba VKUTHIN OO OOpIUIaéTraH TIWIAArn MabIyMOTIApHH KYILTad
aHHOTAINs, pedepar, MabIYMOTIAp TYIUIAII Ba TY3HIIL;

- sHTT HHQOPMAIIIOH TeXHOJIOTMIapAaH KacOra HMYHaITHUpIUITaH MaKcajiaapaa
¢olinanana ouIl KYHHKMACHTa 3Ta OYIHIIH 3apyp.

@aHHUHT VKYB peskajgarfu 0omka ¢ganaap 0miaH y3apo OOFJIHKJINIA Ba
ycayouii sRKHXATIaH Y3BHI KeTMa — KeTJIHTH

Acocnii Ypranmwmaétran T (mHCIN3 TIom) ¢aHn  aiffHUKca, aMamii
¢oHeTHKa Ba aMammil rpaMMariKa, MHIIN3 aaaduétn Qanmapn OmiaH OeBocHTa
Oor/mK OVimO, ymoOy pmapciapaa Taladanap oOJraH OIINMIAPUHI  YMYMHIT



TIUINTYHOCIHIK, TIUT TapuXH, Ha3apuil (oHeTHKa, rpaMMaTUKa, IeKCHKOMOTTIIA,
CTIIIIICTHKA, TapKIIMa, KHECHIT THITOIOTTIA, INYHIHIIEK, IICIIXOJIOT, IIe1arorKa,
MeToANKa (paHIapn OViiga HazapHil KypceaapHN Ypraamum kapaéHmnaa ¢oiizataHa
owmmuiapn  mapt. by wHrmm3 Tt GaHnmHHHT  ymoy  ¢admap  OniaH
ATOKAJIOPIITTIHI Ba Ma3MYHII Y3BUILUTUT TTHI TAbMITHTATIIH.

DaHHUHT AMATHETAATH VPHHA
Xopmxnil ¢QuiIogorusg TabanM HVHammmm O¥Viinmga OakadaBp Taliéprard
OOCKHYITHIHT akpalimac OVFuHN cudaTuaa acocuii YpraHmwiaéTrad T (ITHIJIN?
TIIN) yMyMKacOmit daH XmcoOmaaHmod, Tamada-0akadaBpIapHIHT YMYMINT Vpra
TaBJINM MaKTaOIapH, akaJeMIK Jieiizap Ba kacO-XyHap Koliexaapuaa (paonusT
KypcaTHnriapnra épaam oepai.

danHn }U"RHTHI]JJ]‘A 3aMOHaABHH axﬁopor Ba MIeJaroruk TeXHoJ10orusijiap

TamabamapHuHr acocmit ¥Vpranmiaétrad Tl (UHDIN3 TIO)  (QaHIHI
V3MaluTUpHIUiapn y4yH VKUTHIOHIHT IJIFOP Ba 3aMOHABHII  VCY/LIapHIaH
doifitazanmm, SHIT THQOPMAIIIOH-TIeIarOTTIK TeXHOJIOTISUTApHN TaIO0NK KILTIIII
MYXHIIM axaMiATra sraanp. @angHn y3mamTupniga JApciIlK, YKYB Ba yCIyOHil
KyJUIaHMallap, Mabpy3a MAaTHJIAapH, TapKaTMa Ba »3JIeKTPOH MaTepHauiaplaH
dolitaTaHTa g

Ymoy ¢anHn Ypra#miria TabIIMHIHT 3aMOHABII MeTOMTapuaaH, SBHI
3MeKTPOH IIoYTa, YaT KaHalap Ba BHPTYal XaKIKHIUINIKHI Y3M7a jKaMlaraH
HHTEepHeTAaH (oliamaHiIn JI03UM, SBHU AIeKTpoH VKYB amadbuétmap Ba
MabBIyMOTIap ©OaHKN OIUIaH NIUIAlNl HHTepHET TapMOFUIaH  MaKcalil
dofitamanmm Oy kadm OmmmM Ba KYVHOKMATapHI XOCIDT  KIUIIII — Ba
PUBOKIAHTHPHUINA KaTTa caMapa Oepasll.

Acocuil Kuem
@aHHHHI aMaJIHH Ba Ha3apHil MalOryJI0TJIapH Ma3MYHH

VprauimaéTrad TITHIHT HYTKIIT Ba $3ap0o My7TOKOT FOPIITA OJIIII MATAKACIT
Ba MaxXOpaTIHI JTIHIBICTIK, KOMMYHIKATHB, TIUI, IDKTHMONII-MaIaHNIl OIIIMIap
BOCHTacHJa IIaKIaHTHIPUINAAH noopataup. by ¥3ra T MagaHIATHHI YpraHIIn
OYVInO, VHIHT TapKHOUTa: YKUIN, ONINM OJIAIN, TapOms Ba PUBOKIIAHIIN HYKTal
HazapIaH 4eT TIUIIMHI KOMMYHHIKATHB VKUTHIN JXKapagHIa OepIUINIII MYMKIH
OVIraH MabHABHII OOIUTNKIAp KIPAII.

Vara i MagaHIATHHN YKUTHI yayH (GAOTIAT TYpIapH: CY3IaIlyB, THHIVIALL
VKHm Ba €3yB OViinua MebE€pHil KUXATIIaH TYVFpPU Ba (YHKIIIOHAT MYKOOILT
HYTKIIT KVHIIKMa Ba MaxopaTra 3ra OV Kepak OyiaI.

by ommm xkuxatn Tanadanzap TOMOHITAH MaMIIAKaTHIIHI IDKTIIMOMII-
cuécuii  Xa€Tm TYFpUCHIA, Y3 MaMIakaTH XaMmJa TIUI YpraHunaérrad
MaMIaKaTJaril MOAINIII Ba MabHABHIII HIIA0 YNKApUII coXalapHd TYFpHCHIArml
MabIyMOTIAPHH Y3IAMITHPUIIIAH HOOpAaTIUP.

Visra THT MaZaHISITHHIHT TapOIIIAIN OKIIXATI TAPKIOITa CY3IAIIyB
JKapa€HIIa MaJaHUATIapapo MYHOCa0aTHI TabMITHTIAI1 OJaJlraH,
MaJaHUATIApapo aloKalapia ¥3 MaMIaKaTIl HOMIZIAH BaKILULIIK KIUIa OJIaJUraH,



V3 MaJaHHATH Ba OOINKa MAaJaHUATIAPHUHT MabHaBHIl OOIUIHKIApHUTa XypMart
Omran MyHocabaTga OVIaanraH KOMMVHUKATHB (paoid IMaXCHH — TapOusiiani

KIIPA/IIL
V3ra TN MAJaHIATHHUOHT pPHBOKIAHTHPYBYUN JKIXAaTH HYTKHII Ba
KOMMYHHIKATHB KOOIUIIATIAp, JKyMiIajgaH, (OHETHK SIINTHIIL, thapkan,

VXIIaTHI, MaHTHKUI Oa€H STHIN, TIUTHH CEe3HII, HYTK (aoTUATHHHUHT Ty
IIAKILIapu Ba yCyUIapiaaH (€3Ma Ba OF3aKlU, MapaIITHTBUCTHK, YKCTPATUHTBUCTHUK
Ba Oomkamap) ¢oiigamanum KoOIIISATH; HYTK (aommsari OmiaH OOFMIK pyXuii
dyeKmmsaTap  (pukpram, XoTHpiam, 3BTHOOP KIUIINI, TacaBBYp  KILIIIIL,
HHTEUIEKT-aKI-IAPOK, TaX T KIUTHIN, CHHTe3 KIUIIII, YMYMIAIITIPHIN); (ehII-
aTBOp XYCYCHATIAPI: MEXHATCEBapINK, HPOJATILINK, COONTKAZAMINK, (hAaoTIIK
Ba OoIIKamtap, MaJaHUATIApapo ¥3apo MyHOcaldaIra acoOCJIAaHHNI, MYCTAaKII
daomIAT IOPUTHIITA Tali€p OV i

Maskyp VKYB ¢aHn ¥3 XycycHaTura Kypa IDKTUMONIT Xa€T O1maH OeBocuTa
Ba OHMIBOCTa OOFINK XOJIa JKAMIATHHHT TYPJII COXQIapHaa yapailanraH
MaB3yJIapHI KaMpad ommmra xapakaT Kuiaan. [Ilydra kypa maB3ymap Kyiaamil
KEHI' Ba paHroOapaHr. YMyMialll'aH Ba JKaM/IAHTAaH IMAKJa acoCHil 4JeT TIUI
Oyiliga OakaltaBpHaT IIVHATUINITHUHT Oapdya TYPT OOCKNYN VUYH  KYIHILIaru
MaB3yJIap TaBCHA 3TIIIAIN:
1. V36ekucTon Ba I YPraHILUIAETraH IaBIaTiIap/1a OJIIII TabIIM.
2. bomanap tapOusacu MyaMMoJIapil.
3. Kemakakmaru MyTaxaccHCTUK (kacOmii (paoamaT Ba OI3Hecaa KaHaall Ko
MyBad QaKmATra SPUIMIIIT MyMKIIH)
4. V36eKICTOH Ba TILII VprasmiaéTrad qaBIaTiapia cy/1 Ba Cy/1 aMalnéTn
5. AgadnéT, MyclKa Ba IDKOINI (paoIIATHIHT OOIIKa TypraapIl.
6. AKIII, byrok bpuranus Ba V36ekcTon Xankaapu ypd-oaarnapn
7. V36eKNCTOH NKTHCOINETIHI KaiiTa KYPIHII TaMOIIIIApIL.
8. JIycTimk, Myxa00ar, omta MyaMMOIapI;
9. Pagmo, TereBuaeHne Ba MaTOYOT (TIDKOpATAa peKIaMaHITHT POJII)
10. Manmmii XiMat KVpCcaTIIL.
11. V36ekucton Pecniy0mIkacHHIHT MIULTIIT paM37Iapi.
12. 3aMoHaBMII KaMIISATIA OILIAHUHT YPHIL.
13. TanabamapHIHT Xa€TI Ba VKU Tap3IL.
14. Moxga Ba xapma kmmmm (V30e€K Xaldkn Ba HWHITIN3 TIUTIAA CY3JIalIyBUIl
XaIKJIaApHIHT MIULTHI KHITIIMIIApI).
15. V3GekncToH Ba IHIIN3 TIIIIA CY3MIamIyBull MaMIaKaTIAPHIHT  MIULTHIT
TAOMJIAPIL.
16. TenedoH opKamI MyIOKOT.
17. O6—xaBo, Tabmat MaH3apazapn, TaOmmil odariap. V36eKICTOH Ba MHITI3
TIUIIZIA CY3IallyBUll MaM/IAaKaTIapHIHT MILLIHI Oaiipamtapu. Teatpra tampud.
[TToy-6m3Hec. 3aMOHaBUIl HHCOH KN&(dacH (ITHCOH Ba JKAMIIAT, HHCOH Ba Ta0HAaT).
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MycTaKn HILIAPHH TAIIKHJI STHIIHHHI HIAKJIH BAa Ma3MYHH

WHrnnz 1inmjga cy3/1aniyByyd MaMaKaTiaap AaBpUil HalIpiapy THIHHITHTD
V31ra Xoc XyCycHSATJIapIHl Ba YJIapHHIHT TapKHOMIII Ty3HIMaJIapi, sKaHpIapH; TYPIIl
JapakaJarn axOopoT XadapiaapH: aHHK BOKea-XoJucalzap TYFpHUcHIa CHECHII-
HKTICOINII-MaJaHIII aXxOopoTiIap; HI aXaMIIITII BOKea Ba XOAHCcalTlapHI H30X71a0
Oepurr; ¥3 MaMIakaTH Ba KaXOHJarnu aHuK cHEcHII-UKTHCcOanI-Maganmnii BokeaIap
Ba JKapadHIapHNI HazapHil )KNXaTIaH YMYMIATITHPHIIII.

Tamada mycTaknia nnrHN Tafi€pramga mMyailsH (paHHIHT XYCYCHATIApITHI
XpcoOra oaraH Xoja Kyiinaarn maxanapaaH (oiiiaTaHmmm TaBCHs YTIIAI:
- TYpIH X JIyFaTiap, IPaMMAaTIK MabJIyMOTHOMaIap €paaMiia JIEKCIK Ba
CHHTAKTHK OHUPINKIAp VCTHAA YYKYP HHOI onnd OOpHINIT;, TIUT Ba MaJaHUAT
Oopacuaa TypaH X YXIManummkIap Ba TaOBYTIApHN aHUKJIATIII;
- KOMIIBIOTEpJIallraH THHrapoH BocHTaIapu OIIaH HIILIAI,
- APKIH MaB3yla HHINO KN OaéH &3HI;, TAaKANMOT KIUIHIN, JedaTda HINTHPOK
STHII,
- ¥praHwriaérrad Ba MyaMMOJIN Map3yJjlapJa JIOHHXaBUIl — TAaJAKHKOT HILIAPUHI
0JI110 OOpIII;
- YpraHmiaétrad TIUI Ba HYTK MaTepHalnra JOHUp MalIKIap Ba TecTlap TY3HII;
- raseTa, JKypHal MaKoJaJlapHI YKHII Ba yiIapJaH TapKIMal XOJI, pe3ioMe,
aHHOTAI €3mmaa ¢ oiiTaTaHmm;
- Oammni anadbueéT VKU Ba YHH TaKINMOT KILIIIII,
- TYPII XIUT (PYHKITHOHAT YCIYOIari MaTHIAPHH Tap KIIMa KT,
- (hopMmyasIp, aHKETa TY3UIT, TapKNMal X0, pe3toMe, aHHOTAITNIS €3111T;
- E-mail 6¥iinmaa ax6opot xyHaTHIT Ba KaOyIT KIUTHIIIL,
- nebat, MyXoKama, KeIHIIyRIap, yupanrypiap, ViilmHaap ¥ TKa3mI.
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Tamada mycrakma umHN Tali€épirampaa (aHHIHT XyCYCHATIApHHI XIIcoOra
OJIraH Xo0J1a Kyijgaru makiap/aad ¢oliTaTaHuIT TaBCHA STILTA I

Japcmiik Ba VKyB K¥yaIaHMmanap OViimua ¢dan 600m1apu Ba MaB3yIapIHI
VpraHmi;

Tapkatma maTepnamiap OViiirda Mabpy3alap KIICMITHI Y3TaII TP

Maxcyc amadbnétimap OViinmua ¢danmap OVinmiaapu €Ku MaB3yiIapH yCTHaa
HIILIIAIN,

HHTepHET NMKOHIATIAPIIaH QoiigaTaHIm;

Macodapnii (aA1cTaHIIOH) TABINM HMKOHIATIApHUIaH ¢oiimamaHum;

MycTaKkna HITT HATIKaTapi 103aciial €3Ma Ba or3aki axOopoT OepHIIt;

MycTaknil #m  YY9yH aXpaTiwlaJuraH BaKT XaXMHOHH Ba BasmdaHn
KYIaii THPHIIL;

TamadamapHIHT MYCTAKIUT IDKOANIT NITJIAPIHIT Ha30paT KILINII Ba OaxoJIall.

Kypc mollmXacHHIHI MakKcadll TajladalapHHU HHIVIN3 TIUIM  Ha3apHil
doneTnkacit Ba ((OHOTOTIEICH OViiMIa MYCTAKIIT WA  KOOMIMATIHN
PHBOXKJIAHTHPHIN, OJIraH Ha3zapuil ONINMIIapHHH KYIUIallja aMaluil KYHHKMaIap
XOCHI KWIHII, yiIapaaH ¥3 ¢aonuatuga yHyMiIH QoiigadaHnm, Kypc
JONMXATApIHII  HHIJIN3  TIUINAAQ €310 KYHHKMAacHHH  IHAKIIAaHTHPHIIIAH
noopaTanp.

Kypc mmm map3ymapn ¢aH TanadngaH Keand YKo TY3IUIaan Ba Xap HIDT
AHIIIaHNO Ba TYaaupunO Oopmiaaun. Kype unurmapn ma3yiaapu  OJIJUHPOK
TailépraHaal Ba Taladalapra TAHUIITHPIIIAII.

WMmnvimin pax0ap xap Omnp Ttanadara MmaxcHil TOHNIMHPHK Oepadil, Kypc
HINITHIHL pekacH TY3IIaall Ba TETHILIHN alaONETIap TaBCHs KILIMHAIN Ba JOIMITIL
paBHITIIa HA30paT Ko Oopai.

JlacTypHHHT HHpOPMAITHOH — YCJIYOHH TABMHHOTH

Acocnit ¥praHmnaéTrad YeT TIUI (paHHI VKUTHII KapacHIIa TABIIMHIHT
3aMOHAaBHII MeToIapIl, e 1aroriuk Ba axooport KOMMYHIKaTIB
TeXHoJIorAIapuaas QolijaTaHNINI Ha3zap/ia TYyTHITaH.

Maskyp ¢aHHOHT KypcH [03acHJaH MamFyIoTiIapia  ayaHo-BIIeO
BOCHTAJIapH Ba KOMIIBIOTEP TEXHOJIOTTIUIaApH épaaMIiga TaKIIMOTIap YTKa3IIIII.

Amanumii MamFyIoTIap Japcraprjga akIil XyKyM, TYpYXJI (QuKpIald,
JI1a7I0T, MOMILIOr, KOMMYHHKATHB MYIOKOT Kadnm mHTepdaoa yycyulapiaaH
dotinamaHIIIL

Kimquk rypyx mycodakanapi, HHTEPHET SHITUIHKIApPI Ba IUTFOP IIeJarorlK
TEXHOJIOTIUTapHH Ky ITalll HazapAa Ty THIaal.

byHnan Tamkapm TH3nMIl E€HIOIIYB acocHa TajlaOalapHIHI YVKIIIL —
O paoIIIATIHI TacBHUpIAliqUraH TabINM JKapaéHHIHUIHI TOIIXAacH TY31O0
YUKIUIagl. TabanmM MaKcaAll peal, aHHK AHAarHOCTHK OYINMINTa 3pHUINiIagil Ba
TamabaHuHr OmwmnM, ¥V3namTinpumn cadatn odbeKTHuB OaxonaHaman. Tabaum
J)Kapa€HIHHUHTI TY3IUINOIN Ba Ma3MVHH SXIHOTIITI, V3apo OOFINK Ba y3apo
TabcUpuaa oyaumura  spumnuiagn.  MabspyzaBuil Ba aMallil  Mall¥yloTIap
TamabaHuHr ¢aomurura TasHUO 3ursar, OpeiliHcTopMm, ckapadeil Ba my Kadn
MeToanap épaaMmiiga  oand Oopmaan. Opalnk Ba  SIKYHIIT  Ha3opaT Ba
OaxXOJIalIHITHT Kepak/ill VpuUHIapH  OelIrmIaHraH  Me3oHjIapra  OnHoOaH

12



TafIaGafIapHHHr TECT BaBI-I(l)afIapI-IHH 63H{apI'ILT_III OpKAalIIl amMalara OIIHPIIaaITKI,
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Y3BEKUCTOH PECIIYBJIUKACH OJIMN BA YPTA MAXCYC

TABJUM BASUPINT' N
Pyiixatra onuaau IaCI[I/IISJIaHI[I/I
Ne V3p OYMTB
20 Hi« » 20 e« »

CTIiIMCTHKA Ba MATH TaXJIMJIH
(MHIJIM3 THJIN)

danungan
JACTYP
bunum coxacu: 220000 — I'ymanuTap dannap
bakanaBp iyHamumm: 5220100 —®unonorus ( MUHTIU3 TUIIN)

Tomkent — 2011

TysyBumnap: ¢.¢. 1., nonent XK.M. Marbsaxy6oB

Takpuszunnap: §.¢.H., jouent A.C. Canyo.Y3 PJ] Colnk akaneMuscH.
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®.¢.H., gouent T.T. Ukpamon. Y3/ KTY
JacTtyp Y30€KHUCTOH AaBIaT )axOH TUIUIAPU YHUBEPCUTETUHUHT
Nnmuit keHrammaa Kypud YMKWIraH Ba TAaBCUSI KUJIMHIAH

20 AW << » -COH MaXJiuc OaéHu.

MyBoduknamTupyBuu keHraimHuHr Ne 12 kaiiiHoMacu
OWIaH TaCAWK YUyH TaBCHUS dTUJITaH.

Kupum

CtunucTuka Ba MaTH TaxXJWIM (PaHUHUHT Makcaau IOKOpH OOCKHY Tanabanapu
yU4yH MYJDKaljiaHraH OYnuO, ynap MYJOKOTHUHT TpJiM OOCKHWiIapuia TUIHU (aoil
srajujiail, Majaka Ba KYHUKMaJapWHU TaKOMWUIAIITUPUILAA KYJJIAHWIAAUTAH TYPIIH
TyMaH TacBUpPUM BOCUTajap Ba YCIYOMH YCYJUIAQPHUHT XUCCUH —TabCUPUUN
Bazu(antapHu TaAKUK 3Ta OJIMII, TYpJd MYJIOKOT TypJjapH, *KymJaJaH, aHbaHABUM,
Oanuuii Ba WIMHMA MYJIOKOTHM Ypranuil OujaH Oup Kartopaa Ou3HeC, MapKEeTHHT,
MEHEXMEHT COXaJlapu/ia XaM MYJIOKOT MaJjlakaJlapura sra OYJIUIIHA TaK030 dTau.

bynnan tamkapu, OyHnai tail€prapiuk Oyigakak MyTaxaccucra OHIJIM YKHUIITa
ypraTuil ycyJulapuHU AXIIUPOK Jrajuiall MMKOHUHU Oepaau, acapra [03aku
EHAAIIUIIHUHT OJIMHU OJIaid, OaJuuii MaTHHU MYypakkald CTPYyKTypasl OYTYHJIHK
Tap3uga TymyHuira ypraragu. Tadakkyp Ba XUCCUETHU HO3UK CE3MI, YMYMHH FOS
Ba TAbCUPUYAHIUKHA Ky4aTUPUII, SCTETUK UM, Oaaunii anaOuéTHu YKUITHUHT IOKCaK
MaJaHUSITUHU SPATUIL UMKOHUHU Oepaiu.

MNHran3 THiM CTWINCTUKACH Ba MATH TaXJIMJIH

SAurm  matHra omp OyiaraH XxonaT Ba BasusATiIapaa (olmamaHuiaTUTaH
BOCUTAJIADHUHT OHIJIM PaBUIIAB Oapya TacBUPHI BocHUTalap Ba yciayOuil ycymiap
TU3UMH TaOMATHMHU TyXTa Y37IamTApuO onud, yHM aManuéraa KYyJUulad —OJUII
KOOMIUSATUTA KapaTUJIa IH.

Maspy€amap Kylugara MyaMMoJapHU ¥3 waura Kampad oyiajin: MYJOKOTHHUHT
KOMMYHHUKATHB COXQJIapU TWJIHHUHT YCITyOWH HMMKOHHSTIAPU: MATHJIAPHUHT TYPJIH
XWIJAPUHA Y3UTa XOCIUKIAPUHU aHUKJIAIl — OyHra Oaauuii MAaTHHUHT Y3HUra XOCIUTH,
VHUHT KaTeTOpHsIapy Ba paHT OapaHTIUTH KUPAJIH.

CrtunucTuka Ba MaTH TaxXJIiun Oyitnda Oynub YTran MamryaoTIapHUHT Ha3apui
OocknuM amainja Kail Japaxkana V3TalITUPWITAHIUTH TEKIIUPAAd, MYJIOKOTHHHT
TYpAU XWLIApUHU U(GOAATIOBYM MATH MaTEpHAIIaPH aCOCH]Ia TAbJIUM MaJlaKalapuaaH
amanuii (poiiiananuiira yprataau.

CTIinCcTHKA YMYMHUI TWIILYHOCJTHUKHUHT 0yaumMu cudartuaa

Ma3skyp O0CKHYHUHT acOCHid YKYB MaTepHaLIapy aciHusITIard Oaauuii MaTHIIAP,
YMYMMUWUINA, HKTUMOUKW-UKTUCOIMI BAa U1 KOFO3JIADUHM Y3 UUWTA OJIA]IH.
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E3yBuM Inaxcu, YHMHI FOSBHH OSCTETMK AyHEKapamyd, Myalaiud Makcaju,
MaTHHUHI ~ [parMaTUK Basudacu Ba aHUK Cy3JamyB ycayOM HUAT Ba
MaKCcaJMHUU(POIaI0OBUM T UPOAATIapH XapaKTEepH TaXIUJI OOBEKTH XUCOOIaHAIH.

bynna kyinnarunap xucoOra OJMHUILM 3apyp: HYTKH aXOOPOTHUHT UKKHU XU
TypH, aXOOpPOTHUHI KOMMYHHKAllUMsl XapakaTd OujiaH OOFIMK OyiamaraH mpeaMer Ba
KOMMYHHKaIIMSl  [IApTiIapy Xamja YHUHT HWIITUPOKYWIAPUHU IBTUOOpPra OIyBYHU
Kylmmya ax0opoTH.

TankukoT OOBEKTUHUHI Y3Ura XOCIUTMHHM yCIyOuil Oa€H Ba TypiM XWIJaru
MatH OaéHu Oenrunaiinu. bymap kaln sTuiaran axOopoT TypJapUHUHT Y3apo
TabCUpPUTa ACOCIAHTaH »HMOTHUB, BOJIOHTATUB alOKa YpHATYyBUM THJJA HYTK
CY3JIOBUMHUHI CYOBEKTUB MYHOCA0ATHMHHM HQoaamaluran cyx0aTAoll Ba MYJIOKOT
XOJaTUHU OeNTHIaiIural TWIHUHT 3CTETUK (QYHKUIUACH OPKAIM amalira OINpUIaan.

CTHINCTHKAHUHT MaKCcaau, Basudanapu, Ha3apuili Ba aMajauil aXaMHUATH.
Crunucruka ¢panu, yUHI acocuil HyHAJIMNILIApPU Ba 00MIKa Ha3apuid paHJap
OnJIaH aJI0KACH.
Kuécuii cruiiucruka

YMyMHUll CTWIMCTHKA Ba alpuM TWUIAp YYyH Maxcyc Oynran yciyoui
XoJiicanapapo Hucoar. Y cinyOuil UMKOHUSTIIADHUHT MIJITUH-MaIaHUH Y3Ura XOCIIUTU:
MHTJIN3 Ba Y30€K, MHTIIU3 Ba pyC TUIUIAPH.

KoMMyHUKATHB CTHWJIHCTHKA

MynOKOTHUHT TypiH coxajapujaa yciayOud Ba ImparMaTuK Y3ura XOCITUKIApU
BTHOOpTa JTOUHK.

HNHran3 TWIMHUHT yCJIyOuid BOCUTAJIapH

WHrnu3 tunm nekcukacuHu ycayowit dapkiami, (gonorpaduk Ba MopdOIOTHK
JTapa’kaHUHT YCIyOuid MMKOHHUATH, CY3 sicalll, CTUIMCTHK yCyJuiap, JIEKCHUK MeTtadopa,
METOHMMHMSI, UPOHUS , ANTOHOMACHS Ba OOIIKaIap, KOMMYHUKATUB — YCIYyOUH TaxXJIui
MyaMMOJIapH.

Cy3namyBHUHT Xap XWJ MaTH MaTepuaulapd acoCHIa CTUJIMCTUK TaXJIWJ
HaMyHa Ba KypcaTMmaJjapH.

MaTH TaxIuiM Ba TWINIYHOCIHUK CTUJIMCTUKAHWHI TparMatvka OujaH y3apo
anokacu. MaTH TaxJIMJIUHUHT aCOCUH TyllIyHYacH, Bazudanapu, ycyiaapyu Ba MaKcau.

banuuit acap MaTH TaxJIMIMHUHAT 00bEeKTH cudaTtuaa O0aauuii MAaTHHHUHT Y3UTa
XOCTUKIIAP: KypcaTui, 6aaunii Kucmiiap, MaTH OaéHu.

MartH kareropusijiapu

Ax6opot kaTeropusiiapu. MatH kareropusicu. MaTH OOFIMKJINTH Ba SXJIATIUTH

Kateropusici. MaTHHM UAPOK STHIL Ba YHUHT TaXJIWJIU.
CeMuHap MalmryJioriap

CTUIMCTUK TWJIHUHT JKCOPECCUB BOCUTANApU, TUI MaTepHAIIAPUHUHT
CTWIMCTHK ycyJuiap opkaiu Tukiam. CTHIMCTHKA THIIIYHOCTHUK, aAa0UETIIYHOCTUK
Owmnad gyamOapyac OOFIMKITUTH.

Crunuctuka gaHu MyamMmoJlapu ycTuja cy3 roputuil. Jlekcuk-¢Gpazeosoruk
xKuxaTaaH udojanam BOCHTANapd Ba CTUIUCTUK Yycywiap. DOHETUK KuxaTaaH
noanan BOCUTANIAPU Ba CTUIUCTHUK ycysutap. CTHIMCTUK MAaTH TaXJTHJIH.

MycTrakui it
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Masbpy3anapaa OOCKUUHMHT SHI YMYMHI MyaMMoOJIapy, Macajajapu, CEMUHap
MalIFylo0Tiap/ia 3ca MyailsiH aManuil ycysuiapu OuiaH Oup Karopia MaTHHU TaxXJIHII
Kuiui. MycTakui MII THIIHUHT (YHKUMOHAN 3CTETEUK XKUXATUra ajokanop OyiaraH
TWILIYHOCIUK HYHaNUIIMAArd CTUJIUCTUKA KEWUHIW Hwap MoOallHuWJa KaTTa
IOTYKJIAPHH KYJIra KUPUTWIMIIN TYFPUCUIA MAaTEpUAIIIAP MUFWINIIA MYMKUH.

Maskyp (aH VKUIIHUHT TaHUIIYB VKUIIU, KY3 IOTYPTHUPUO YKUII, CUHYUKIIA0
Ykum  Typnapu Oyinuya TanaOamapHUHI MallaKaJlapuHU  MYyKaMMaJUIalllTUPHUII
MMKOHUHHU Oepanu Ba TYIHMK axOOpOT OJIMILI, MAaTHHU YYKYpPpOK TYLIYHHIITa KYyMak
oepanu.

by Mmanakanap yta 3apyp Oynu0O, THJI yCTHAAQ KEWHMHTM MYCTAKUJ MIIIAII
Kapa€Hua MaTHHU TAaHKUJIUA MYCTAKWJI UIPOK ATUIIAA KYJ KeJIaau.

Japcaukiaap Ba yKyB KyJUIaHMaJiap pyixaTu:
1. Apuonpg W.B. CTunmucTika COBpEMEHHOTO aHTIIMICKOTO si3blka.- M. : Briciias

mkona, 1973, 1991.

2. Mycaes K. English Stylistics. T.,Anonar, 2003.
3. Tanbnepun N.P. — TekcT kak OOBEKT JUHIBUCTHUYECKOTO HCCIEAOBAHUS. —

M., 1981.

4. Kyxapenko B. A. — Mnareprnperanus texcra. — M.,1988.
5. Dpmatos C.D. English in topics. —T., 1980.

6. Yelnikova Y.P. Keep your English. M., 1988.

7. 3apyouna 3.B. Get on in English. M., 1978.

8. Jlycko C. JI. Read and speak. M., 1978.
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V3BEKUCTOH PECIIYBJUKACH OJIUU BA YPTA MAXCYC
TABJIUM BA3ZUPJIUTU

BYXOPO JABJIAT YHUBEPCUTETH

“Tacouxkjaanan”
(13 2

dakyabTeTH

Namuii keHrammaa myxokama

KWJIMHIAH Ba TACIMKJIAHTaH
Kenram paucu:

« » 2013__ii.

“CTUNIMCTHKA Ba MATH TaXJIuiaKn~ (paHUAaH

NIIYU YKYB JACTYPHU
Buaum coxacu: 100000 I'ymanuTap coxa
Tabaum coxacu: 120000 I'ymanuTap danaap
Tabaum iyHaIMmm: 5120100 dwusos0orus Ba THIJIAPHHA YKUTHIIT
4-kypc

BYXO0OPO-2013
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Nmum  pacryp VY30ekucron PecmyOnukacm Oumii Ba Ypra Maxcyc TabJauM
Baszupauruaunr 2011_ iina - COHJIM OyHpyFM OWJIAaH TACAMKJIAHTAaH HAMYHaBHH
YKYB AaCTypH acOCHIA TY3HJIIH.

TY3YBUM:

XaxkueBa ®.M. «Murmum3 ¢punosorus » kadeapacu YKUTYBYH.
«CTHUIMCTUKA Ba MAaTH TaxjIwin» (paHuaan u
mrau jactyp. byx Y, 2013 i1. __ Ger.

TAKPU3YNJIAP:

®.¢.n. Pacynos 3.1.
«WHrnu3 ¢punonorusicu» kadeapacu Karra yKUTYBUHCH.

®.p.n FOcynosa X.V.
«WHrnu3 ¢unonorusicu » kadeapacu KaTra YKUTYBUHCH.

Nurau yxyB nactypu”UHriau3 ¢unonorusicu” kadeapacu MaxIucuaa MyxokaMma KUJIMHTaH Ba
TaBCHSl STUJITaH.

(Kadenpa maxxnucunuHr Ne__ -connu 6aéHHOMacH
- 2013 i1.)

Kadenpa mynupu Pacyaos 3.H.
1. Kupum
@®aHHU YKUTHII MaKcaau Ba BasudaJsiapu.
DaHHU YKUTHILAAH MAKCax:

“CtunucTUKa Ba MaTH Taxymmian” (QaHUHUHT Makcaaud OKopu OOCKWY Tanabaimapura
MYJDKaJIaHTaH Oynub, ynap MyJOKOTHHUHT Typiu OocKuuilapuia TWUIHM (aosl srajan,
Majaka Ba KYHUKMaJapyuHU TaKOMUJUIAIITHUPHUIL, MYJIOKOTHUHT €3Ma Ba OF3aKH IIAKIUIApH
TapKkuOuaa KyJUITaHUJAJUraH Typiau-TyMaH TacBUPHUM BOCHUTalap Ba YCIyOHHl yCyJJIapHUHT
XUCCUM-TabCcUpHil BazudaIapuHU TAAKUK STa OJUII, TYpJId MYJIOKOT TypJiapH, >KymJaJaH,
aHbaHaBUH, OaMUI Ba MJIMUN MYJIOKOTHU YpraHuii Ouiad Oup Karopja OM3Hec, MapKETHHT,
MEHEKMEHT coXaJlapHia XaM MYJIOKOT Majlakajapura 3ra OYJIUIIHA TaK030 ATa/Iu.

bynnan Tamkapu, OyHmai Taéprapivk, Oyiakak MyTaxacCUCTa OHIJIM YKHINTa YpraTUIIl
yCYJUIApUHU SIXIIUPOK 3rajuialll UMKOHUHU Oepaju, acapra ro3aku EHIANIUIIHUHT OJIMHU
onaau, 6amTuuil MaTHHU Mypakka® CTpyKTypal OyTYHJIHMK Tap3uja TYIIYHUIITa yprataiu.
Tadakkyp Ba XUCCHETHM HO3HMK CE3WII, YMYMHH FOSI Ba TabCHUPYAHJIUKHU Ky4aWTHUPHII,
ACTETUK Iuf, Oanuuii anaOMETHH YKUIIHWHT IOKCAaK MaJaHUSATHHU SpaTUIl WMKOHUHU
Oepasy.

@®aHHUHT Basudaaapu:

“CTUIHMCTHKA Ba MaTH TaXJIWIU KypCH YKUTWIHIIW TaBOMUA Tanadanap TUTHUHT JIyFatT
TapkuOM TacHU(PU, TUITHUHT yCIyOuil udomanam BocuTanapu, JEKCUK yCIyOuil Bocutanap Ba
yCcyJjuiap, aWpuM XyCYCHUATIApPHM Ky4aWTHpHUINTa acoCliaHraH yCIyOWi BocuTanap,
(bpazeonoru3MIapHUHT ycayOuil udoganaHuim, CHHTAKTUK Oaauuii TacBUP BOCHUTAJAPH,
dboHeTHK ycmyOuii BOCUTANIAPHU YpraHUIIIapH Kepak.

@daHHM Y3JIATHPHUIITa KYHHIAANTaH YMYMH# Tajnadaap:
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®an Oyiinua Tanabamap Vy3dapura OKIATWIraH BasudaizapHu OakapHILIapH,
Oepwirad wiMuil Ba Oaguuil anabuétnap Ouinad TaHUIIKMO OOpHUILIApH, Mabpy3alapHU Kau]
3THO, ceMHMHap Japciaapuaa KyIuMua MabIyMOTJIap KEITUPUIILIApU Kepak.

Ne MAB3Y HOMH AYJAUTOPUSA COATJIAPU MYCTAKWJ TABJIUM

Mapr3a Mabpy3a | Amanuit | Jlabopar
Mamryn | opus

oT MaIry
OTJIapH

1 Stylistics and 2
Interpretation as a
subject. Its aims , tasks
and ties with other
subjects Literary text as
Poetic Structure.

2 Expressive means and 2
Stylistic devices. Their
characteristic features
and functions.

3 Stylistic Devices 2
based on the interaction
of logical and
contextual meanings of
the word. Stylistic
Devices based on the
interaction of logical
and emotive meanings
of the word.

4 Lexico-syntactical 2
Stylistic devices.
Syntactical Stylistic
Devices.

5 Informativity of the 2
text. Implicitness and
explicitness.

6 Category of modality 2
of the text.

7. | Segmentation of the 2
text. Syntactical whole.
Wholeness of the text.

8. | Seminar 1.

9. | Seminar 2.

10. | Seminar 3.

11. | Seminar 4.

NN N NN

12. | Seminar 5.

13. | Seminar 6. 2

14. | Seminar 7. 2
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15.

Seminar 8.

16.

Seminar 9.

17.

Seminar 10.

18.

Erskine Caldwell.
Daughter p.114

19

Joyce Carol Oates.
Stalking p. 123

20

Flannery O’Connor.
Enoch and the Gorilla
p. 134

21.

John Updike. The Stare
p. 144

22.

William Faulkner.
Carcassonne p. 155

23.

Stan Barstow.
Freestone at the fair p.
162

24,

Pelham Grenville
Wodehouse. By Advice
of Counsel p. 171

25.

Robert Sheckley. The
store of the Worlds p.
183

Kamn 14

28

50

XamMmacu 92

1.2MaHHU YKUTUIIHUHT TAKBUMHUM pexxacu

Mag3y HOMH

AskpaTuiiran
coar

Pe)KaJ'IaH_ITI/IpI/IJ'IFaH
CaHa

Ba;xaplzmraH CaHa

|. Mabpy3a mamryJiotjiapu

Stylistics and Interpretation as a
subject. Its aims , tasks and ties
with other subjects Literary text as
Poetic Structure.

2

Expressive means and Stylistic
devices. Their characteristic features
and functions.

Stylistic Devices based on the
interaction of logical and contextual
meanings of the word. Stylistic
Devices based on the interaction of
logical and emotive meanings of the
word.

Lexico-syntactical Stylistic devices.
Syntactical Stylistic Devices.

Informativity of the text.
Implicitness and explicitness.

Category of modality of the text.
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7. Segmentation of the text. Syntactical 2
whole.
Wholeness of the text.

1. AManuii mamrysaoraap

Seminar 1

Seminar 2

Seminar 3

Seminar 4

Seminar 5

Seminar 6

Seminar 7

Seminar 8

© O N o g B~ W NP

Seminar 9

N[ N N DN NN DN DN NN

-
©

Seminar 10

. MycTakuia i MmaB3yJjapu

Erskine Caldwell. Daughter p.114

2 | Joyce Carol Oates. Stalking p. 123 6

3. | Flannery O’Connor. Enoch and the 6
Gorilla p. 134

4. | John Updike. The Stare p. 144 6

William Faulkner. Carcassonne p. 6
155

6. | Stan Barstow. Freestone at the fair p. 6
162

7. | Pelnam Grenville Wodehouse. By 6
Advice of Counsel p. 171

38 Robert Sheckley. The store of the 7
Worlds p. 183

2. ACOCUM KHCM
2.1. MABPY3A MAIITYJOTJIAPA

1-Mas3y: Stylistics and Interpretation as a subject. Its aims , tasks and ties with
other subjects Literary text as Poetic Structure.

1 .The essence of the subject of Interpretation and Stylistics.
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2. The aims nand tasks of Interpretation.
4. Ties of Interpretation and Stylistics with other branches of learning.
5. Verbal and supraverbal layers of the literary text.
6. Poetic structure and the form-content relationship of its components .
7. Principle of Poetic structure cohesion.

(2 coar).

HUTII - HlapxioBuM Mabpy3a.

HUAT Bocutacu- ¢uenuar, psiomacrep.

2-Mag3y: Expressive means and Stylistic devices. Their characteristic features and
functions.

1.
2.

W

Phonetic Expressive Means.

Morphological Expressive Means.

Lexical Expressive Means.

Syntactical Expressive Means.

Stylistic Devices and their functions. (2 coart)

HUTII - lapxsioBuM Mabpy3a

HNAT BocuTacu- Kyprasmajm Kypo.l.

3-Massy: Stylistic Devices based on the interaction of logical and contextual
meanings of the word. Stylistic Devices based on the interaction of logical and
emotive meanings of the word.

1. Metaphor, its linguistic nature, types and stylistic function

2. Metonymy: types of associations, its types and functions.

3. Irony, its linguistic nature. Irony and humor, their functions.

4.Epithet and logical attribute. Ways of expressing of Epithet, types and functions.
5.0xymoron; structural models of Oxymoron.

6.Hyperbole; types of hyperbole, its functions. (2 coar)

HUTII - HlapxsioBY4u Mabpy3a.

HUAT BocuTacu- KyprasmMajm Kypo.l.

4-Mag3y: Lexico-syntactical Stylistic devices. Syntactical Stylistic Devices.

1. Simile, its types, functions. Simile and logical comparison.
2. Periphrasis, types of periphrasis and functions.
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3. Antithesis, functions of antithesis.
4. Litotes, structural types of litotes.
5. Climax (Gradation), its function.

6.
7
8
9

Rhetorical question.

. Inversion.

. Detached construction.

Repetition (2 coar)

HUTII - HlapxsioBuM Mabpy3a.

HNAT BocuTacu- KyprasmMajm Kypo.l.

5-Magsy: Informativity of the text. Implicitness and explicitness.

1.

Informativity the main category of the text.

2. Types of information.

6. Levels of expressing thoughts.

7. Types of implication

8. Deliberate and undeliberate types of Implicitness

9. Symbols. Cultural and literary symbols (2 coat)

HUTII - HlapxsoBuM Mabpy3a.

HUAT BocuTacu- KyprasmMajm KypoJl.

6-Mas3y : Category of modality of the text

1.

o a A~ w DN

The notion of modality
Different approaches to the problem.
Realization of modality in different substyles of emotive prose
The theme of the literary text
Idea of the text.
Plot of the text, composition of the text.
Poetic details. Their types, Functions.

The title of the text, its types. (2 coar)
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HUTII - IlapxyioB4n Mabpy3a.
HUAT Bocuracu- KyprasmMajau Kypo.l.
7-Mag3y: Segmentation of the text. Syntactical whole. Wholeness of the text.

1. The problems of segmentation of the text.

2. Volume pragmatic segmentation
3. Context-variative segmentation
4. Wholeness as a structural — semantic category of the text.
5.The classification of the means of cohesion.

(2 coar)
HUTII - HlapxaoBuM Mabpy3a.

HNAT Bocuracu- ¢uenuar, giomacrep .

TaBcus dTwiran agaduériap

1. Tampnepun M.P. CTunuctuka COBpEMEHHOTO aHTJIMMCKOTO s3blka. M.:Bwicmias mikorna,
2004.

Kymmmua agadbuétap

N

Asnayposa D.C., Amyposa JI.V. Interpretation of literary text. T.: Vkurysun, 1990.

w

. Mycaes K. English stylistics. T.: Agonar, 2003.

Bob6oxonosa T.A. MHrIn3 TN CTHIIMCTUKACH. T.: VKHTquH, 1995.

&

AMaJymii (CeMHUHAP ) MAIITYJ0TJIAPH MAaB3yCH Ba pexKajapu

Seminar 1
1. Speak on interpretation as a subject
Comment on the scheme of interpretation

Revise lexical S. Ds

B W n

Interpret the story “Tribute” give the plot, composition the main personages

HUTII- Akanii XyxkyM, IrypyXJapra a;kpaTud uiiam
HUAT- ¢paenuar , promacrep

Seminar 2
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1. Comment on the literary text. Its main parameters
2. Text “Tribute” category of modality, P.D., S. Ds
3. Speak about the title idea of the story
HUTII- JaBpa cyx0aTu
HUAT- ¢paenuar , promacrep
Seminar 3
1. Interpret the text “Arrowsmith”. Plot composition
2. P. Ds, S. Ds their functions in the text.
3. ldea of the text
HUTII- Akauii Xy:KyMm, rypyXJapra akpatud Miuiam
HNAT- ¢paenuar , paomacrep
Seminar 4
1. Give the general characteristic features of the literary text.
2. Text “In another country” “The iceberg style” of Hemingway’s writing.
3. Plot, composition, title and idea of the story.
HUTII- Akauid Xy:KyMm, rypyxJjiapra akpaTtu0 vmiamt
HNAT- ¢paenuar , paomacrep
Seminar 5
1. Speak on the genre of the literary text its characteristic features.

2. The text “The cherry tree” plot main personages P. Ds, S. Ds their functions in
the text.

3. Conceptual information.
HUTII- Akanii Xy:KyMm, rypyXxJapra a:kpatud uiuuiam
HUAT- ¢puenuar , paomacrep

Seminar 6

1. Comment on the novel and short story. Types of short story.
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2. Text “Wild flowers” composition, personages. Category of modality S. Ds
3. Title and idea of the story.
HUTII- Taukuauii pukpaam
HNAT- ¢paenuar , promacrep
Seminar 7
1. Speak on P. Ds and S. Ds their nature functions
2. Text “The broken boot” composition, language.
3. P. Ds, S. Ds the title and idea of the story.
HUTII- Akanid XyxyM, 0axc MyHo3apa
HNAT- ¢paenuar , paomacrep

Seminar 8
1. Comment on the title its types, functions.

2. Text “The happiest man on earth” composition, personages.
3. The title, conceptual information of the story.
HUTII- I'ypyxiapra axparund uuuiam, baui -cypos
HNAT- paenuar , paomacrep

Seminar 9
1. Speak on the category of modality.

2. Text “Recipe for murder” genre, P. Ds , S. Ds language
3. Conceptual information of the story.
HUTII- I'ypyxaapra axparud nuuiam, baun -cypos
HUAT- ¢paenuar , promacrep
Seminar 10
1. Revise syntactical S. Ds
2. Text “The Escape” plot, P. Ds , S. Ds, personages

3. Title idea of the story.
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HUTII- I'ypyxaapra axparud nuuiam, baun -cypos

HUAT- ¢paenuar , promacrep

MYCTAKNWJI NI YYYH MAB3YJIAP BA TOIIIIIUPUKJIAP

Mag3syJiiap Ba TONMpHUKIap

1.
2.

o a0 &~ W

~

8.

Erskine Caldwell. Daughter p.114

Joyce Carol Oates. Stalking p. 123

Flannery O’Connor. Enoch and the Gorilla p. 134

John Updike. The Stare p. 144

William Faulkner. Carcassonne p. 155

Stan Barstow. Freestone at the fair p. 162

Pelham Grenville Wodehouse. By Advice of Counsel p. 171
Robert Sheckley. The store of the Worlds p. 183

TaBcus 3 THITaH axaduéTaap

1.

l'aabnepun U.P. CTUIHCTHKA COBPEMEHHOTI'0 aHIJIMIiCKOrO0 si3bika. M.:Bpiciias mkoua, 2004,

Kymmmua anaduérnap

2.

3.

4,

Asnayposa J.C., Amyposa JI.Y. Interpretation of literary text. T.: YkuryBun, 1990.
Mycaes K. English stylistics. T.: Agosat, 2003.

BoGoxonosa T.A. Wurau3 Tuan cruaucrukacu. T.: VkutyBun, 1995,
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MA'PY3A MAIIFYJIOTJIAPJIA YKUTHII TEXHOJOT USAJIAPHA

1.1.

Ma’py3aHu 0,110 O0OpPHII TEXHOJIOTUSICH

Mawieynom waknu

Kupuwi-mae3y oyiiuua ma py3a

Ma’ py3a pexcacu

1.®aHHUHT MOXMATH Ba KYIKUPPATU WKTUMOUI rymaHuTtap (ax
cudaruaa YHUHT TaAKHUKOT 00 eKTH.
2. CTwincThKa Ba MaTH TaxJIWJIMHUHT
OwmIaH amoKajapu.
3. MaB3y, YHUHT TY3WIHIIN Ba TaHJAHUILIN XyCyCHJIa

Typiu EHmomn Qanap

Ykye mawgynomunune maxcaou

MaB3yHUHT Makca/u- TajladaJlapHUHT OMJIMM Ba KYHJIMKMaJIapUHU
YKyTyBuM Oomrumnuruia Oaxapuin 0yaud xucoOnaHau.

-xap Oup caBou1 Oyiinya sIHTM OMJIMMIIApHU MyKaMMall ypraHuIi:
-ax00poT MaHOaapy Ba yaapaad YpuHiIu GoiiganaHa OJIHIIL,
-€JIGKTPOH JapciuKiap, aaabuériap Ba Ma JyMOT/Iap OaHKH
OWJIaH WIIJIAIIHNIII,

-UHTEpHETaH (oWmamaHuIl Ba KEpakiaud MaB3yjaap Oyiinda
STHTFTUKIIAp TOTIHII;

Taany mywiynua éa uéopanap

CrunrcTrKa Ba MaTH TaXJIWIUTa OUJ TyIIyHYanap, MaTH,
capiaBxa, MaB3y KaOH TYIIYHYaJAPHUHT HUMA €KaHJIUTHHU
TYLIIYHTHUPUII Ba ylap XakuJaa MabIyMOT Oepulll

Ileoazocuk eazugpanap:

Ykye paonuamu namuscanapu:

KYPCHHHT MaKcaJ Ba Basudanapu
OWJIaH TaHUIIITHPHIIL,

KYPCHUHT MaKcajy Ba BazuamapuHu ainTuO Oepa onaauiap;

CTunucTuKa Ba MaTH
TaxXIMJIMHUHT PUBOKJIAHUIIT
Tapuxu Ba OOCKUWIAPH, YHUHT
MpeAMETH XaKuaa
TYIIYHTUPHUIIAIH;

CruncTrKa Ba MaTH TaX)THJIMHAHT — aTaMmajapy, aaa0uéT
TapUXH, PUBOKIIAHUIIN, aIa0Ui Typ Ba )KaHpIIap XaKujaa anTuo
Oepa onaauiap;

CtwimcTrKa Ba MaTH TaX THJIMHHHT
(hanu ManOanapu Ba METOIIApH
OWJIaH TAaHUIITHPUIIAIIH.

CrwincTrKa Ba MaTH TaX)IIM (paHUHHT MaHOaIapu Ba
MeTOIapu anThuoO Oepa osaguiap.

SJ,KI/ITI/II_H yCyiuiapu

Ma'py3a, HamOHuIII, OIUTC-CYPOB, aKIUN XYKYM, KIacTep

YKuTHIn BOCHUTaJIapH

Ma’py3a MaTHH, KOMIT I0TE€p TEXHOJIOTUSCH, CaiaIap

YKuTHIn HaxKJuIapu

CDpOHTaJ'I, KOJIJICKTHUB HIII

YKUTHIL [IAPOUTH

TexHuk BocuTanap OMiaH Ta' MUHJIAHTaH, YKUTUII YCYIIApUHU
KYJUTall MyMKUH OYIraH YKyB XOHa

MonwuTopHHr Ba 6axoant

Kyszarum, orzaku Hazopar, €3Ma Ha30paT, YKyB TONIIUPHK
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Ma’py3aHMHI T€XHOJOTHMK KapTacH

W sxapaénn

DaoaUATHUHT Ma3MyYHH

Oocku41apu YKuTYBUH Tajada
BaKTH
1.1. YkyB GaHHMHHHI HOMHMHH alTajlH, IPEIMETHHHT
nacTiabKu yMy-MHid TacaBBYpUHU Oepanu. Y ciayOuit Ba Tunrnaiam Ba
TaIIKWINKA TOMOHJIApH, Tajlabaiap OMIMMIIapuHU 6axoarl &3anu
ME30HJIapUHU Ba (haH CTPYKTYpacHHH TaHUIITHpaau. DaH
OyiuY Tyna MabIyMOTIap YKUTYBUYM TOMOHUIAH
Mabpy3aiap JaBOMHUJIA aUTHO Oopuiau. MaB3y HOMHHHU
| Gocku, 1.2. Maszcyp (1)aHHI/IIU{I‘ Vpranuiagurad MaB3yJiapu 6}:/1711/1qa €310 omanuap
Kypum Hazapuil Ba aMaJIMil MalIFya0TiIap, yIapHUHT Y3BUIIUTH

(15 naxkuka)

XaKuaa KMcKada Ma Iymot Oepaau. Xap oup mabpysa
Oyinya acocuil anabuéTnapHuHT pyiixaTu Ouinan
TaHUIITHPAIH.

VKyB nacTypuHu Tanabanapra TaHUIITHPA/IM.
1.3. Ma’'py3a napCMHUHT MakcaJau Ba YKyB (aosusiTu
HaTWXalapuHu aiitaau. TanabanapHu aKinui XyXyM,
CaBOJI-)KaBOOTa TOPTHII YUyH JKOHJIAHTHPYBUH CaBOJIIap
Oepasu.

Cagosmapra
’KaBoO OGepaan

2 0OCKHY.
Acocuit
JKapacH

(55 nmaxkuka)

2.1. Ma'py3a pexacHHUHT Oapdya caBoJulapH Oyinda BU3yal

MaTepHATHU HAMOWUIII KUJTa TH.

MaB3yHHUHT acoCHl KOMIapuHU €310 ONUIIITIAPUHA CYPaiiIn.

daoamTUPYBUU CaBOI-KaBOO YTKa3aIu.

@DaHHUHT MOXUATH Ba KYIKUPPaIH WKTUMOUN r'yMaHuTap (ax

cudarua yHUHT TaIKHKOT 00 EKTH.
®annuHT 601IKa (harIap OMIIaH aJTOKACHHU TYITYHTHPAIH.
®dan Oyiinua Ha3apuil Ba aMaJIuid KypcaTMajaapHu Oepaiu.
Crunuctuka Ba MaTH TaX)IWIM (DaHUHUHT PUBOXKU Ba
TapakKUET OOCKUUIapy OUIaH TAaHUIITHPAIU, afabuéraa
MaBXKy/Jl aTamanap, yIapHUHT U30XJapUHU KEITUPAIH.
Hapc xapaénuia xap Oup aTaMaHUHT MUCOJIMHH KEITUPAIU

TuraTnanIN,
yprananau,
Ezamy,
aHUKJIalIu,
caBoJuIap
oepazu.
Acocnit
HKOUTTApUHU
€3aau
CaBomnapra
XKaBoO Oepaau
Ezamun.)KaBo6

Ba LIyHTa YXIIAIll MUCOJUIAPHU KEITUPHUII Oepanu
TONIIMPHUKJIAPUHH Tajabagapra Xam 6epaiu.
3.1. Mag3y 0yiinua yMyMH# XyJioca KUJIa Iu. TUHTJIAH A
3.2. TamabanapHUHT OMIMM Ba KYHUKMaJIApUHU Oaxosiaiam. MycTakun
3.3.HapOarmaru MamFynoTaa Kypuiaaurad MacajlaHu WIJIa y4yH
€ JIOH KWJIaJi, Ba MyCTaKII Tal€prapiuk KypHUILIapuHU TONIIUPUKHU
3 0ockud. cypaiiau. é3u0 oJaau
SxyHuii 3.4. Tanabanapra yiira Bazuda Kuiuo: Hoxnanap
6ockuu (10 (1) Typnun maB3ycuna ecce €310 Keulll, MaB3ycura
JTAKUKA) (2). Mycraku uiuiam yayH MaB3ylap Takiaug eTuinaau; TaiépnaHaau.

(3).Kenrycu wmaB3y e'noH KUIMHAAM Ba yHra Taiépranud
KEJIMUIIHA aluTaIu.
(4). V3umu-§31 HA30paT KIWIKII yayH CABOJIAp Oepa.

(5). TaBcus eTwiras anabuETIapHy Yprasuuira Oepaau.
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EXERCISE 1

1. Indicate the causes and effects of the following cases of alliteration, assonance and

onomatopoeia:
Streaked by a quarter moon, the Mediterranean shushed gently into the beach. (1.Sh.)
He swallowed the hint with a gulp and a gasp and a grin. (R. K.)
His wife was shrill, languid, handsome and horrible. (Sc.F.)
The fair breeze blew, the white foam flew, the furrow followed free. (S. C.)
The Italian trio tut-tutted their tongues at me. (T.C.)
“You, lean, long, lanky lath of a lousy bastard!” (O’C.)
. To sit in solemn silence in a dull dark dock, In a pestilential prison, with a life-long lock,
Awaiting the sensation of a short, sharp shock From a cheap and chippy chopper On a big black
block. (W.C.)

8. They all lounged, and loitered, and slunk about, with as little spirit or purpose as the
beasts in a menagerie. (D.)

9. “Luscious, languid and lustful, isn’t she?” “Those are not the correct epithets. She is — or
rather was — surly, lustrous and sadistic.” (E.W.)

10. Then, with an enormous, shattering rumble, sludge-puff, sludge-puff, the train came into
the station. (A.S.)

11. “Sh-sh.”

“But I am whispering.” This continual shushing annoyed him. (A.H.)

12. Twinkle, twinkle, little star, How | wonder what you are. Up above the world so high,
Like a diamond in the sky. (Ch. R.)

13. Dreadful young creatures — squealing and squawking. (C.)

14. The quick crackling of dry wood aflame cut through the night. (SI.H.)

15. Here the rain did not fall. It was stopped high above by that roof of green shingles. From
there it dripped down slowly, leaf to leaf, or ran down the stems and branches. Despite the heaviness
of the downpour which now purred loudly in their ears from just outside, here there was only a low
rustle of slow occasional dripping. (J.)

Nogk~wdpE

EXERCISE 2

2. State the type and function of literary words in the following examples:
1. “I must decline to pursue this painful discussion. It is not pleasant to my feelings; it is
repugnant to my feelings.” (D.)

2. “I am not in favour of this modern mania for turning bad people into good people at a
moment’s notice. As a man sows so let him reap.” (O.W.)

3. Isolde the Slender had suitors in plenty to do her lightest hest. Feats of arms were done
daily for her sake. To win her love suitors were willing to vow themselves to perdition. But Isolde the
Slender was heedless of the court thus paid to her. (L.)

4. “He of the iron garment,” said Daigety, entering, “is bounden unto you, MacEagh, and
this noble lord shall be bounden also.” (W.Sc.)

5. If manners maketh man, then manner and grooming maketh poodle. (J. St.)
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6. “Thou art the Man,” cried Jabes, after a solemn pause, leaning over his cushion. “Seventy
times didst thou gapingly contort thy visage — seventy times seven did | take council with my
soul — Lo! this is human weakness: this also may be absolved. The first of the seventy first is come.
Brethren — execute upon him the judgement written. Such honour have all His saints.” (E. Br.)

7. At noon the hooter and everything died. First, the pulley driving the punch and shears and
emery wheels stopped its lick and slap. Simultaneously the compressor providing the blast for a
dozen smith-fires went dead. (S. Ch.)

8. “They’re real!” he murmured. “My God, they are absolutely real!” Erik turned. “Didn’t
you believe that the neutron existed?” “Oh, I believed,” Fabermacher shrugged away the praise. “To
me neutrons were symbols ;i with a mass of M, = 1.008. But until now I never saw them.” (M.W.)

9. Riding back I saw the Greeks lined up in column of march. They were all still there. Also,
all armed. On long marches when no action threatened, they had always piled their armour, helmets
and weapons in their carts, keeping only their swords; wearing their short tunics (made from all kinds
of stuff, they had been so long from home) and the wide straw hats Greeks travel in, their skins being
tender to sun. Now they had on corselets or cuirasses, helmets, even grades if they owned them, and
their round shields hung at their backs. (M.R.)

10. There wasn’t a man-boy on this ground tonight did not have a shield he cast, riveted or
carved himself on his way to his first attack, compounded of remote but nonetheless firm and fiery
family devotion, flag-blown patriotism and cocksure immortality strengthened by the touchstone of
very real gunpowder, ramrod minnie-ball and flint. (R.Br.)

11. Into the organpipes and steeples

Of the luminous cathedrals,

Into the weathercocks’ molten mouths

Rippling in twelve-winded circles,

Into the dead clock burning the hour

Over the urn of sabbaths...

Erupt, fountain, and enter to utter for ever

Glory glory glory

The sundering ultimate kingdom of genesis’ thunder.
(D. Th.)

12. If any dispassionate spectator could have beheld the countenance of the illustrious man,
whose name forms the leading feature of the title of this work, during the latter part of this
conversation, he would have been almost induced to wonder that the indignant fire that flashed from
his eyes, did not melt the glasses of his spectacles — so majestic was his wrath. His nostrils dilated,
and his fists clenched involuntarily, as he heard himself addressed by the villain. But he restrained
himself again -he did not pulverize him.

“Here,” continued the hardened traitor tossing the licence at Mr. Pickwick’s feet; “get the
name altered — take home the lady — do for Tuppy.” (D.)

Exercise 3
3. Think of the type of additional information about the speaker or communicative
situation conveyed by the following general and special colloquial words:
1. “She’s engaged. Nice guy, too. Though there’s a slight difference in height. I’d say a foot,
her favor.” (T.C.)
2. “You know Brooklyn?”

33



“No. I was never there. But I had a buddy at Myer was from Brooklyn.” (J.)

3. 1 didn’t really do anything this time. Just pulled the dago out of the river. Like all dagos,
he couldn’t swim. Well, the fellow was sort of grateful about it. Hung around like a dog. About six
months later he died of fever. | was with him. Last thing, just as he was pegging out, he beckoned me
and whispered some excited jargon about a secret (Ch.)

4. “Here we are now,” she cried, returning with the tray. “And don’t look so miz.” (P.)

5. “What’s the dif,” he wanted to know. (Th.S.)

6. Going down the stairs he overheard one beanied freshman he knew talking to another.
“Did you see that black cat with the black whiskers who had those binocks in front of us? That’s my
comp prof.” (B. M.)

7. “Don’t you intend to get married?” asked Eugene curiously. “I don’t know,” she replied,
“I’d want to think about that. A woman-artist is in a d — of a position anyway,” using the letter d
only to indicate the word “devil”. (Dr.)

8. “There we were... in the hell of a country — pardon me — a country of raw metal.

...It’s like a man of sixty looking down his nose at a youth of thirty and there’s no such God-
darned — pardon me — mistake as that. (G.)

9. “All those medical bastards should go through the ops they put other people through.
Then they wouldn’t talk so much bloody nonsense or be so damnably unutterably smug.” (D. C.)

10. “T thought of going to the flicks,” she said. “Or we could go for a walk if it keeps fine.”
(J.Br.)

11. “Let me warn you that the doc is a frisky bacheldore, Carol. Come on, now, folks, shake a
leg. Let’s have some stunts or a dance or something.” (S.L.)

12. “Goddamn sonofabitching stool,” Fishbelly screamed, raining blows on Bert’s head.
“Lawd Gawd in heaven, I’ll kill, kill every chink-chink goddamn chinaman white man on this
sonofabitching bastard earth.” (Wr.)

13. There was a fearful mess in the room, and piles of unwashed crocks in the kitchen. (A.
T)

14. “Of course I’ve spent nine years around the Twin Cities — took my B.A. and M.D. over
at the U, and had my internship in a hospital in Minneapolis.” (S.L.)

15. “How long did they cook you?” Dongeris stopped short and looked at him. “How long
did they cook you?” “Since eight this morning. Over twelve hours.” “You didn’t unbutton then? After
twelve hours of it?”

“Me? They got a lot of dancing to do before they’ll get anything out of me.” (T. H.)

16. “Nix on that,” said Roy. “I don’t need a shyster quack to shoot me full of confidence
juice. I want to go through on my own steam.” (B. M.)

17. “Go in there, you slob. I hope you get a hell of a lot of fun out of it. He looks too damned
sick.” (H.)

18. Just then Taylor comes down. “Shut up and eat,” my mother says to him before he can
open his mouth. In less than five minutes my father is back. “Keep the kids home,” he says.

“My God,” my mother says wearily, “them under foot all day.” (Sh. Gr.)

19. “Don’t wanna sleep, Don’t wanna die, just wanna go a-travelin’ through the pastures of
the sky.” (T.C.)

20. “Never heard anything so bloody daft in all my life.” (J.Br.)

21. “You know. The mummies — them dead guys that get buried in them toons and all.” (S.)

22. His expenses didn’t go down... washing cost a packet, and you’d be surprised the amount
of linen he needed. (S.M.)

23. “We’ll show Levenford what my clever lass can do. I’'m looking ahead, and I can see it.
When we’ve made ye the head scholar of the Academy, then you’ll see what your father means to do
wi’ you. But ye must stick in to your lessons, stick in hard.” (A. C.)

24. Wee modest crimson tipped flow’r,

Thou’s met me in an evil hour;

For I maun crash amang the stoure
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Thy slender stem:

To spare thee now is past my pow’r

Thou bonnie gem.

(R.B.)

25. “That’s so, my lord. I remember having tae du much the same thing, mony years since, in
an inquest upon a sailing vessel that ran aground in the estuary and got broken up by bumping herself
to bits in a gale. The insurance folk thocht that the accident wasna a’tegither straightforward. We tuk
it upon oorsels tae demonstrate that wi’ the wind and tide setti’ as they did, the boat should ha’ been
wellaway fra’ the shore if they started at the hour they claimed tae ha’ done. We lost the case, but
I’ve never altered my opeenion.” (D.S.)

Exercise 4
4. Speak about the difference between the contextual and the dictionary meanings of
italicized words:

1. Mr. James Duffy lived in Chapelizod because he wished to live as far as possible from
the city of which he was the citizen and because he found all the other suburbs of Dublin mean,
modern and pretentious. (J.J.)

2. He does all our insurance examining and they say he’s some doctor. (S.L.)

3. He seemed prosperous, extremely married and unromantic. (S.L.)

4. “What do you think?” The question pops their heads up. (K.K.)

5. We tooled the car into the street and eased it into the ruck of folks. (R.W.)

6. He inched the car forward. (A.H.)

7. “Of course it was considered a great chance for me, as he is so rich. And — and — we
drifted into a sort of understanding — I suppose I should call it an engagement -”

“You may have drifted into it; but you will bounce out of it, my pettikins, if | am to have
anything to do with it.” (B.Sh.)

8. He sat with the strike committee for many hours in a smoky room and agonized over
ways and means. (M.G.)

9. Betty loosed fresh tears. (Jn.B.)

10. When the food came, they wolfed it down rapidly. (A.M.)

11. He had seen many places and been many things railroad foreman, plantation overseer,
boss mechanic, cow-puncher, and Texas deputy-sheriff. (J.R.)

12 Station platforms were such long, impersonal, dirty, ugly things, with too many goodbyes,
lost hearts, and tears stamped into the concrete paving. (A. S.)

13. “Let me say, Virginia, that I consider your conduct most unbecoming. Nor at all that of a
pure young widow.”

“Don’t be an idiot. Bill. Things are happening.”

“What kind of things?”

“Queer things.” (Ch.)

14. | need young critical things like you to punch me up. (S.L.)

15. Oh! the way the women wear their prettiest every thing’ (T.C.)

Exercise 5
5. Analyse the given cases of metaphor from all sides mentioned above — semantics,
originality, expressiveness, syntactic function, vividness and elaboration of the created image.
Pay attention to the manner in which two objects (actions) are identified: with both named or
only one — the metaphorized one — presented explicitly:

1. She looked down on Gopher Prairie. The snow stretching without break from street to
devouring prairie beyond, wiped out the town’s pretence of being a shelter. The houses were black
specks on a white sheet. (S.L.)

2. And the skirts! What a sight were those skirts! They were nothing but vast decorated
pyramids; on the summit of each was stuck the upper half of a princess. (A.B.)
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3. | was staring directly in front of me, at the back of the driver’s neck, which was a relief
map of boil scars. (S.)
4. She was handsome in a rather leonine way. Where this girl was a lioness, the other was a
panther — lithe and quick. (Ch.)
5. His voice was a dagger of corroded brass. (S.L.)
6. Wisdom has reference only to the past. T-he future remains for ever an infinite field for
mistakes. You can’t know beforehand. (D.H.L.)
7. He felt the first watery eggs of sweat moistening the palms of his hands. (W. S.)
8. At the last moment before the windy collapse of the day, | myself took the road down.
(In. H.)
9. The man stood there in the middle of the street with the deserted dawnlit boulevard
telescoping out behind him. (T.H.)
10. Leaving Daniel to his fate, she was conscious of joy springing in her heart. (A.B.)
11. He smelled the ever-beautiful smell of coffee imprisoned in the can. (J. St.)
12. We talked and talked and talked, easily, sympathetically, wedding her experience with
my articulation. (Jn.B.)
13. “We need you so much here. It’s a dear old town, but it’s a rough diamond, and we need
you for the polishing, and we’re ever so humble...”. (S.L.)
14. They walked along, two continents of experience and feeling, unable to communicate.
(W.G))
15. Geneva, mother of the Red Cross, hostess of humanitarian congresses for the civilizing of
warfare! (J.R.)
16. She and the kids have filled his sister’s house and their welcome is wearing thinner and
thinner. (U.)
17. Notre’Dame squats in the dusk. (H.)
18. 1 am the new year. | am an unspoiled page in your book of time. | am your next chance at
the art of living.
| am your opportunity to practice what you have learned during the last twelve months about
life.
All that you sought the past year and failed to find is hidden in me; | am waiting for you to
search it out again and with more determination.
All the good that you tried to do for others and didn’t achieve last year is mine to grant —
providing you have fewer selfish and conflicting desires.
In me lies the potential of all that you dreamed but didn’t dare to do, all that you hoped but
did not perform, all you prayed for but did not yet experience. These dreams slumber lightly, waiting
to be awakened by the touch of an enduring purpose. | am your opportunity. (T. H.) ¢
19.  Autumn comes And trees are shedding their leaves, And Mother Nature blushes Before
disrobing. (N. W.)
20. He had hoped that Sally would laugh at this, and she did, and in a sudden mutual gush
they cashed into the silver of laughter all the sad” secrets they could find in their pockets. (U.)
21. All across the Union audiences clamour for her arrival, which will coincide with that of
the new century. For we are at the fag-end, the smouldering cigar-butt, of a nineteenth century which
is just about to be ground out in the ashtray of history. (An.C.)

Exercise 6

6. Indicate metonymies, state the type of relations between the object named and the
object implied, which they represent, Iso pay attention to the degree of their originality, and to
their syntactical function:

1. He went about her room, after his introduction, looking at her pictures, her bronzes and
clays, asking after the creator of this, the painter of that, where a third thing came from. (Dr.)
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2. She wanted to have a lot of children, and she was glad that things were that way, that the
Church approved. Then the little girl died. Nancy broke with Rome the day her baby died. It was a
secret break, but no Catholic breaks with Rome casually. (J.O’H.)

3. “Evelyn Glasgow, get up out of that chair this minute.” The girl looked up from her book.
“What’s the matter?”

“Your satin. The skirt’ll be a mass of wrinkles in the back.” (E. F.)

4. Except for a lack of youth, the guests had no common theme, they seemed strangers
among strangers; indeed, each face, on entering, had straggled to conceal dismay at seeing others
there. (T.C.)

5. She saw around her, clustered about the white tables, multitudes of violently red lips,
powdered cheeks, cold, hard eyes, self-possessed arrogant faces, and insolent bosoms. (A.B.)

6. Dinah, a slim, fresh, pale eighteen, was pliant and yet fragile. (C. H.)

7. The man looked a rather old forty-five, for he was already going grey. (K. P.)

8. The delicatessen owner was a spry and jolly fifty. (T. R.)

9. “It was easier to assume a character without having to tell too many lies and you brought
a fresh eye and mind to the job.” (P.)

10. “Some remarkable pictures in this room, gentlemen. A Holbein, two Van Dycks and if |
am not mistaken, a Velasquez. [ am interested in pictures.” (Ch.)

11. You have nobody to blame but yourself. The saddest words of tongue or pen. (I.Sh.)

12. For several days he took an hour after his work to make inquiry taking with him some
examples of his pen and inks. (Dr.)

13. There you are at your tricks again. The rest of them do earn their bread; you live on my
charity. (E.Br.)

14. T crossed a high toll bridge and negotiated a no man’s land and came to the place where
the Stars and Stripes stood shoulder to shoulder with the Union Jack. (J. St.)

15. The praise was enthusiastic enough to have delighted any common writer who earns his
living by his pen. (S.M.)

16. He made his way through the perfume and conversation. (1.Sh.)

17. His mind was alert and people asked him to dinner not for old times’ sake, but because he
was worth his salt. (S.M.)

18. Up the Square, from the corner of King Street, passed a woman in a new bonnet with
pink strings, and a new blue dress that sloped at the shoulders and grew to a vast circumference at the
hem. Through the silent sunlit solitude of the Square this bonnet and this dress floated northwards in
search of romance. (A.B.)

19. Two men in uniforms were running heavily to the Administration building. As they ran,
Christian saw them throw away their rifles. They were portly men who looked like advertisements for
Munich beer, and running came hard to them. The first prisoner stopped and picked up one of the
discarded rifles. He did not fire it, but carried it, as he chased the guards. He swung the rifle like a
club, and one of the beer advertisements went down (I.Sh.)

Exercise 7

7. Analyse various cases of play on words, indicate which type is used, how it is created,

what effect it adds to the utterance:

1. After a while and a cake he crept nervously to the door of the parlour. (A. T.)

2 There are two things I look for jn a man. A sympathetic character and full lips. (1.Sh.)

3. Dorothy, at my statement, had clapped her hand over her mouth to hold down laughter
and chewing gum. (Jn.B.)

4. | believed all men were brothers; she thought all men were husbands. | gave the whole
mess up. (Jn.B.)
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5. In December, 1960, Naval Aviation News, a well-known special publication, explained
why “a ship” is referred to as “she”: Because there’s always a bustle around her; because there’s
usually a gang of men with her; because she has waist and stays; because it takes a good man to
handle her right; because she shows her topsides, hides her bottom and when coming into port,
always heads for the buyos.” (N.)

6. When | am dead, | hope it may be said:

“His sins were scarlet, but his books were read.” (H. B.)

7. Most women up London nowadays seem to furnish their rooms with nothing but orchids,
foreigners and French novels. (O.W.)

8. I’'m full of poetry now. Rot and poetry. Rotten poetry. (H )

9. “Bren, I'm not planning anything. I haven’t planned a thing in three years... 'm — I'm
not a planner. I’m a liver.”

“I’m a pancreas,” she said. “I’m a —” and she kissed the absurd game away. (Ph. R.)

10. “Someone at the door,” he said, blinking.

“Some four, I should say by the sound,” said Fili. (A. T.)

11. He may be poor and shabby, but beneath those ragged trousers beats a heart of gold. (E.)

12. Babbitt respected bigness in anything: in mountains, jewels, muscles, wealth or words.
(S.L.)

13. Men, pals, red plush seats, white marble tables, waiters in white aprons. Miss Moss
walked through them all. (M.)

14. My mother was wearing her best grey dress and gold brooch and a faint pink flush under
each cheek bone. (W.G1.)

15. Hooper laughed and said to Brody, “Do you mind if I give Ellen something?”

“What do you mean?” Brody said. He thought to himself, give her what? A kiss? A box of
chocolates? A punch in the nose?

“A present. It’s nothing, really.” (P.B.)

16. “There is only one brand of tobacco allowed here — “Three nuns”. None today, none
tomorrow, and none the day after.” (Br. B.)

17. “Good morning,” said Bilbo, and he meant it. The sun was shining and the grass was very
green. (A.T.)

18. Some writer once said: “How many times you can call yourself a Man depends on how
many languages you know.” (M.St.)

Exercise 8

8. Analyse the following cases of antonomasia. State the type of meaning employed and
implied; indicate what additional information is created by the use of antonomasia; pay
attention to the morphological and semantic characteristics of common nouns used as proper
names:

1. “You cheat, you no-good cheat — you tricked our son. Took our son with a scheming
trick, Miss Tomboy, Miss Sarcastic, Miss Sncerface.” (Ph. R.)

2. A stout middle-aged man, with enormous owl-eyed spectacles, was sitting on the edge of
a great table. | turned to him.

“Don’t ask me,” said Mr. Owl Eyes washing his hands of the whole matter. (Sc.F.)

3. To attend major sports event most parents have arrived. A Colonel Sidebotham was
standing next to Prendergast, firmly holding the tape with “FINISH”. “Capital,” said Mr. Prendergast,
and dropping his end of the tape, he sauntered to the Colonel. “I can see you are a fine judge of the
race, sir. So was [ once. So’s Grimes. A capital fellow, Grimes; a bounder, you know, but a capital
fellow. Bounders can be capital fellows; don’t you agree. Colonel Slidebottom... I wish you’d stop
pulling at my arm, Pennyfeather. Colonel Shybottom and | are just having a most interesting
conversation.” (E.W.)

4. | keep six honest serving-men
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(They taught me all I know);
Their names are What and Why and When
And How and Where and Who.
| send them over land and sea,
| send them east and west;
But after they have worked for me
| give them all a rest.
I let them rest from nine till five,
For | am busy then,
As well as breakfast, lunch, and tea,
For they are hungry men.
But different folk have different views.
I know a person small -
She keeps ten million serving-men,
Who get no rest at all.
She sends ’em abroad on her own affairs,
From the second she opens her eyes -
One million Hows, two million Wheres,
And seven million Whys. (R. K.)
5. “Her mother is perfectly unbearable. Never met such a Gorgon.” “I don’t really know
what a Gorgon is like, but | am quite sure, that
Lady Bracknell is one. In any case, she is a monster without being a myth.”(O.W.)
6. Our secretary is Esther D’Eath. Her name is pronounced by vulgar relatives as Dearth,
some of us pronounce it Deeth. (S. Ch.)
7. When Omar P. Quill died, his solicitors referred to him always as O.P.Q. Each reference
to O.P.Q. made Roger think of his grandfather as the middle of the alphabet. (G. M.)
8. “Your fur and his Caddy are a perfect match. I respect history: don’t you know that
Detroit was founded by Sir Antoine de la Mothe Cadillac, French fur trader.” (J.O’H.)
9. Now let me introduce you — that’s Mr. What’s-his-name, you remember him, don’t you?
And over there in the corner, that’s the Major, and there’s Mr. What-d’you-call-him, and that’s an
American. (E.W.)
10. Cats and canaries had added to the already stale house an entirely new dimension of
defeat. As | stepped down, an evil-looking Tom slid by us into the house. (W.G1.)
11. Kate kept him because she knew he would do anything in the world if he were paid to do
it or was afraid not to do it. She had no illusions about him. In her business Joes were necessary. (J.
St.)
12. In the moon-landing year what choice is there for Mr. and Mrs. Average-the programme
against poverty or the ambitious NASA project? (M.St.)
13. The next speaker was a tall gloomy man. Sir Something Somebody. (P.)
14. We sat down at a table with two girls in yellow and three men, each one introduced to us
as Mr. Mumble. (Sc.F.)
15. She’s been in a bedroom with one of the young Italians, Count Something. (I.Sh.)

Exercise 9

9. Discuss the structure and semantics of epithets in the following examples. Define the
type and function of epithets:
1. He has that unmistakable tall lanky “rangy” loose-jointed graceful closecropped
formidably clean American look. (1.M.)
2. Across the ditch Doll was having an entirely different reaction. With all his heart and
soul, furiously, jealously, vindictively, he was hoping Queen would not win. (J.)
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3. During the past few weeks she had become most sharply conscious of the smiling interest
of Hauptwanger. His straight lithe body — his quick, aggressive manner — his assertive, seeking
eyes. (Dr.)

4. He’s a proud, haughty, consequential, turned-nosed peacock. (D.)

5. The Fascisti, or extreme Nationalists, which means black-shirted, knife-carrying, club-
swinging, quick-stepping, nineteen-year-old-pot-shot patriots, have worn out their welcome in Italy.

(H.)

6. Where the devil was heaven? Was it up? Down? There was no up or down in a finite but
expanding universe in which even the vast, burning, dazzling, majestic sun was in a state of
progressive decay that would eventually destroy the earth too. (Js.H.)

7. She has taken to wearing heavy blue bulky shapeless quilted People’s Volunteers trousers
rather than the tight tremendous how-the-West-was-won trousers she formerly wore. (D.B.)

8. Harrison—a fine, muscular, sun-bronzed, gentle-eyed, patrician-nosed, steak-fed,
Oilman-Schooled, soft-spoken, well-tailored aristocrat was an out-and-out leaflet-writing
revolutionary at the time. (Jn.B.)

9. In the cold, gray, street-washing, milk-delivering, shutters-coming-off-the-shops early
morning, the midnight train from Paris arrived in Strasbourg. (H.)

10. Her painful shoes slipped off. (U.)

11. She was a faded white rabbit of a woman. (A. C.)

12. And she still has that look, that don’t-you-touch-me look, that women who-were beautiful
carry with them to the grave. (J.B.)

13. Ten-thirty is a dark hour in a town where respectable doors are locked at nine. (T.C.)

14. He loved the afterswim salt-and-sunshine smell of her hair. (Jn.B.)

15. | was to secretly record, with the help of a powerful long-range movie-camera lens, the
walking-along-the-Battery-in-the-sunshine meeting between Ken and Jerry. (D.U.)

16. “Thief!” Pilon shouted. “Dirty pig of an untrue friend!” (J.St.)

17. She spent hausfrau afternoons hopping about in the sweatbox of her midget kitchen.
(T.C)

18. He acknowledged an early-afternoon customer with a be-with-you-in-a-minute nod.
(D.U).)

19. He thoroughly disliked this never-far-from-tragic look of a ham Shakespearian actor. (H.)

20. “What a picture!” cried the ladies. “Oh! The lambs! Oh, the sweets! Oh, the ducks! Oh,
the pets!” (K.M.)

21. A branch, cracking under his weight sent through the tree a sad cruel thunder. (T.C.)

22. There was none of the Old-fashioned Five-Four-Three-Two-One-Zero business, so tough
on the human nervous system. (A. Cl.)

23. His shrivelled head bobbed like a dried pod on his frail stick of a body. (J.G.)

24. The children were very brown and filthily dirty. (W. V.)

25. Liza Hamilton was a very different kettle of Irish. Her head was small and round and it
held small and round convictions. (J. St.)

26. He sat with Daisy in his arms for a long silent time. (Sc.F.)

27. From the Splendide Hotel guests and servants were pouring in chattering bright streams.
(R.Ch.)

Exercise 10

10. In the following examples concentrate on cases of hyperbole and understatement. Pay
attention to their originality or stateness, to other SDs promoting their effect, to exact words
contain-ing the foregrounded emotive meaning:

1. 1 was scared to death when he entered the room. (S.)

2. The girls were dressed to kill. (J.Br.)
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3. Newspapers are the organs of individual men who have jockeyed themselves to be party leaders,
in countries where a new party is born every hour over a glass of beer in the nearest cafe. (J.R.)

4. | was violently sympathetic, as usual. (Jn.B.)

5. Four loudspeakers attached to the flagpole emitted a shattering roar of what Benjamin could
hardly call music, as if it were played by a collection of brass bands, a few hundred fire engines, a
thousand black-smiths’ hammers and the amplified reproduction of a force-twelve wind. (A. S.)

6. The car which picked me up on that particular guilty evening was a Cadillac limousine about
seven-ty-three blocks long. (J.B.)

7. Her family is one aunt about a thousand years old. (Sc.F.)

8. He didn’t appear like the same man; then he was all milk and honey — now he was all starch and
vinegar. (D.)

9. She was a giant of a woman. Her bulging figure was encased in a green crepe dress and her feet
overflowed in red shoes. She carried a mammoth red pocketbook that bulged throughout as if it were
stuffed with rocks. (FL. O°C.)

10. She was very much upset by the catastrophe that had befallen the Bishops, but it was exciting,
and she was tickled to death to have someone fresh to whom she could tell all about it. (S.M.)

11. Babbitt’s preparations for leaving the office to its feeble self during the hour and a half of his
lunch-period were somewhat less elaborate than the plans for a general European War. (S.M.)

12. The little woman, for she was of pocket size, crossed her hands solemnly on her middle. (G.)
13. We danced on the handkerchief-big space between the speakeasy tables. (R.W.)

14. She wore a pink hat, the size of a button. (J.R.)

15. She was a sparrow of a woman. (Ph. L.)

16. And if either of us should lean toward the other, even a fraction of an inch, the balance would be
upset. (O.W.)

17. He smiled back, breathing a memory of gin at me. (W.G.)

18. About a very small man in the Navy: this new sailor stood five feet nothing in sea boots. (Th.P.)
19. She busted herself in her midget kitchen. (T.C.)

20. The rain had thickened, fish could have swum through the air. (T.C.)

Exercise 11

11. In the following sentences pay attention to the structure and semantics of oxymorons.
Also indicate which of their members conveys the individually viewed feature of the object and
which one reflects its generally accepted characteristic:

1. He caught a ride home to the crowded loneliness of the barracks. (J.)

2. Sprinting towards the elevator he felt amazed at his own cowardly courage. (G. M.)

3. They were a bloody miserable lot — the miserablest lot of men | ever saw. But they were
good to me. Bloody good. (J. St.)

4. He behaved pretty busily to Jan. (D. C.)

5. Well might he perceive the hanging of her hair in fairest quantity in locks, some curled
and some as if it were forgotten, with such a careless care and an art so hiding art that it seemed she
would lay them for a pattern. (Ph. S.)

6. There were some bookcases of superbly unreadable books. (E.W.)

7. Absorbed as we were in the pleasures of travel — and | in my modest pride at being the
only examinee to cause a commotion — we were over the old Bridge. (W.G.)

8. “Heaven must be the hell of a place. Nothing but repentant sinners up there, isn’t it?” (Sh.
D)

9. Harriet turned back across the dim garden. The lightless light looked down from the night
sky. (1.M.)

10. Sara was a menace and a tonic, my best enemy; Rozzie was a disease, my worst friend.
(J. Car.)
11. It was an open secret that Ray had been ripping his father-in-law off. (D.U.)
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12. A neon sign reads “Welcome to Reno — the biggest little town in the world.” (A. M.)

13. Huck Finn and Holden Caulfield are Good Bad Boys of American literature. (V.)

14. Haven’t we here the young middle-aged woman who cannot quite compete with the paid
models in the fashion magazine but who yet catches our eye? (Jn. H.)

15. Their bitter-sweet union did not last long. (A. C.)

16. He was sure the whites could detect his adoring hatred of them. (Wr.)

17. You have got two beautiful bad examples for parents. (Sc.F.)

18. He opened up a wooden garage. The doors creaked. The garage was full of nothing.
(R.Ch))

19. She was a damned nice woman, too. (H.)

20. A very likeable young man with a pleasantly ugly face. (A. C.)

Exercise 12

12. Pay attention to the stylistic function of various lexical expressive means used
individually and in convergence:

1. Constantinople is noisy, hot, hilly, dirty and beautiful. It is packed with uniforms and
rumors. (H.)

2. At Archie Schwert’s party the fifteenth Marquess of Vanburgh, Earl Vanburgh de
Brendon, Baron Brendon, Lord of the Five Isles and Hereditary Grand Falconer to the Kingdom of
Connaught, said to the eighth Earl of Balcairn, Viscount Erdinge, Baron Cairn of Balcairn, Red
Knight of Lancaster, Count of the Holy Roman Empire and Chenonceaux Herald to the Duchy of
Aquitaine, “Hullo,” he said. “Isn’t it a repulsive party? What are you going to say about it?” for they
were both of them as it happened, gossip writers for the daily papers, (E. W.)

3. Across the street a bingo parlour was going full blast; the voice of the hot dog merchant
split the dusk like an axe. The big blue blared down the street. (R.Ch.)

4. Lester was all alone. He listened to his steps, as if they weren’t his at all but somebody
else’s. How long can a guy stand this without going nuts? Wattinger has been a good boy but it got
him and he was blown to smithereens; they say they’d seen his arm sailing through the air; higher and
higher, an arm alone rising to meet God. He wondered whether, up there, they’d accept an arm in
place of the whole man. His soul couldn’t possibly have been in the arm; it was in your heart or in
your guts or in your bram but not in your arm. (St H)

5. For me the work of Gertrude Stein consists in a rebuilding, an entire new recasting of life,
in the city of words. Here is one artist who has been able to accept ridicule, to go live among the little
housekeeping words, the swaggering bullying street-comer words, the honest working, money-saving
words, and all the other forgotten and neglected citizens of the sacred and half forgotten city. (Sh. A.)

6. Only a couple of the remaining fighters began to attack the bombers On they all came,
slowly getting larger. The tiny mosquitoes dipped and swirled and dived in a mad, whirling dance
around the heavier, stolid horseflies, who nevertheless kept serenely and sedately on. (J.)

7 “I guess,” said Mr. Hiram Fish sotto voce to himself and the world at large, “that this has
been a great little old week.” (Ch.)

8. The good ships Law and Equity, those teak-built, copper-bottomed iron-fastened, brazen-
faced, ard not by any means fast-sailing Clippers, are laid up in ordinary. (D.)

9. Anenormous grand piano grinned savagely at the curtains as if it would grab them, given
the chance. (W.G1.)

10. Duffy was face to face with the margin of mistery where all our calculations collapse,
where the stream of time dwindles into the sands of eternity, where the formula fails in the test-tube,
where chaos and old night hold sway and we hear the laughter in the ether dream. (R.W.)

11. Mrs. Ape watched them benignly, then squaring her shoulders and looking (except that
she had really no beard to speak of) every inch a sailor strode resolutely forrad to the first-class bar.
(EW)

12. The fog comes on little cat feet.

It sits looking
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over harbor and city

on silent haunches

and then moves on.

(K.S)

13. On that little pond the leaves floated in peace and praised Heaven with their hues, the
sunlight haunting over them. (G.)

14. From the throats of the ragged black men, as they trotted up and down the landing-stage,
strange haunting notes. Words were caught up, tossed about, held in the throat. Word-lovers, sound-
lovers — the blacks seemed to hold a tone in some warm place, under their led tongues perhaps.
Their thick lips were walls under which the tone hid. (Sh. A.)

15. It was a relief not to have to machete my way through a jungle of what-are-you-talking-
aboutery before | could get at him. (J. A.)

16. Some say the world will end in fire,

Some say in ice,

From what I’ve tasted of desire

I hold with those who favor fire.

But if it had to perish twice

I think 1 know enough of hate

To say that for destruction ice

Is also great

And would suffice.

(R. Fr.)

17. Qutside the narrow street fumed, the sidewalks swarmed with fat stomachs. (J.R.)

18. The owner, now at the wheel, was the essence of decent self-satisfaction; a baldish,
largish, level-eyed man, rugged of neck but sleek and round of face — face like the back of a spoon
bowl. (S.L.)

19. His fingertips seemed to caress the wheel as he nursed it over the dark winding roads at a
mere whispering sixty. (L. Ch.)

20. We plunged in and out of sun and shadow-pools, and joy, a glad-to-be-alive exhilaration,
jolted through me like a jigger of nitrogen. (T.C)

21. They were both wearing hats like nothing on earth, which bobbed and nodded as they
spoke. (E.W.)

22. These jingling toys in his pocket were of eternal importance like baseball or Republican
Party. (S.L.)

23. He might almost have been some other man dreaming recurrently that he was an
electrical engineer. On the other side of the edge, waiting for him to peer into it late at night or
whenever he was alone and the show of work had stopped, was illimitable unpopulated darkness, a
greenland night; and only his continuing heart beats kept him from disappearing into it. Moving
along this edge, doing whatever the day demanded, or the night offered, grimly observant (for he was
not without fortitude), he noticed much that has escaped him before. He found he was attending a
comedy, a show that would have been very funny indeed if there had been life outside the theatre
instead of darkness and dissolution. (P.)

24. Poetry deals with primal and conventional things — the hunger for bread, the love of
woman, the love of children, the desire for immortal life. If men really had new sentiments, poetry
could not deal with them. If, let us say, a man felt a bitter craving to eat brass fenders or mahogany
tables, poetry could not express him. If a man, instead of falling in love with a woman, fell in love
with a fossil or a sea anemone poetry could not express him. Poetry can only express what is original
in one sense -the sense in which we speak of original sin. It is original not in the paltry sense of being
new, but in the deeper sense of being old; it is original in the sense that it deals with origins. (G. K.
Ch.)

25. His dinner arrived, a plenteous platter of food — but no plate. He glanced at his
neighbors. Evidently plates were an affectation frowned upon in the Oasis cafe.
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Taking up a tarnished knife and fork, he pushed aside the underbrush of onions and came face
to face with his steak.

First impressions are important, and Bob Eden knew at once that this was no meek,
complacent opponent that confronted him. The steak looked back at him with an air of defiance that
was amply justified by what followed. After a few moments of unsuccessful battling, he summoned
the sheik. “How about a steel knife?”” inquired Bob.

“Only got three and they’re all in use,” the waiter replied.

Bob Eden resumed the battle, his elbows held close, his muscles swelling. With set teeth and
grim face he bore down and cut deep. There was a terrible screech as his knife skidded along the
platter, and to his horror he saw the steak rise from its bed of gravy and onions and fly from him. It
travelled the grimy counter for a second then dropped on to the knees of the girl and thence to the
floor.

Eden turned to meet her blue eyes filled with laughter.

“Oh, I’'m sorry,” he said. “I thought it was a steak, and it seems to be a lap dog.” (D. B.)

Exercise 13

13. From the following examples yon will get a better idea of the functions of various types
of repetition, and also of parallelism and chiasmus:

1. T wake up and I’m alone and I walk round Warley and I’m alone; and I talk with people
and I’m alone and I look at his face when I’'m home and it’s dead, (J.Br.)

2. Babbitt was virtuous. He advocated, though he did not practice, the prohibition of
alcohol; he praised, — though he did not obey, the laws against motor-speeding. (S.L.)

3. “To think better of it,” returned the gallant Blandois, “would be to slight a lady, to slight a
lady would be to be deficient in chivalry towards the sex, and chivalry towards the sex is a part of my
character.” (D.)

4. Halfway along the righthand side of the dark brown hall was a dark brown door with a
dark brown settie beside it. After I had put my hat, my gloves, my muffler and my coat on the settie
we three went through the dark brown door into a darkness without any brown in it. (W.G)

5. 1 might as well face facts; good-bye “Susan, good-bye a big car, good-bye a: big house,
good-bye power, good-bye the silly handsome drearns. (J.Br.)

6. I really don’t see anything romantic in proposing. It is very romantic to be in love. But
there is nothing romantic about a definite proposal. (O.W.)

7. 1 wanted to knock over the table and hit him until my arm had no more strength in it,
then give him the boot, give him the boot, give him the boot — I drew a deep breath. (J.Br.)

8. Of her father’s being groundlessly suspected, she felt sure. Sure. Sure. (D.)

9. Now he understood. He understood many things. One can be a person first. A man first
and then a black man or a white man. (P. A.)

10. She stopped, and seemed to catch the distant sound of knocking.

Abandoning the traveller, she hurried towards the parlour; in the passage

she assuredly did hear knocking, angry and impatient knocking, the

knocking of someone who thinks he has knocked too long. (A.B.)

11. Obviously — this is a streptococcal infection. Obviously. (W.D.)

12. And a great desire for peace, peace of no matter what kind, swept through her. (A.B.)

13. When he blinks, a parrot-like look appears, the look of some heavily blinking tropical
bird. (A. M.)

14. And everywhere were people. People going into gates and coming out of gates. People
staggering and falling. People fighting and cursing. (P. A.)

15. Then there was something between them. There was. There was. (Dr.)

16. He ran away from the battle. He was an ordinary human being that didn’t want to kill or
be killed. So he ran away from the battle. (St.H.)

17. Failure meant poverty, poverty meant squalor, squalor led, in the final stages, to the

44



smells and stagnation of B. Inn Alley. (D. du M.)

18. “Secret Love”, “Autumn Leaves”, and something whose title he missed. Supper music.
Music to cook by. (U.)

19. Living is the art of loving.

Loving is the art of caring.

Caring is the art of sharing.

Sharing is the art of living. (W.H.D.)

20. I came back, shrinking from my father’s money, shrinking from my father’s memory:
mistrustful of being forced on a mercenary wife, mistrustful of my father’s intention in thrusting that
marriage on me, mistrustful that | was already growing avaricious, mistrustful that I was slackening
in gratitude to the dear noble honest friends who had made the only sunlight in my childish life. (D.)

21. If you know anything that is not known to others, if you have any suspicion, if you have
any clue at “all, and any reason for keeping it in your own breast, think of me, and conquer that
reason and let it be known! (D.)

22. 1 notice that father’s is a large hand, but never a heavy one when it touches me, and that
father’s is a rough voice but never an angry one when it speaks to me. (D.)

23. From the offers of marriage that fell to her Dona Clara, deliberately, chose the one that
required her removal to Spain. so to Spain she went. (O.W.)

24. There lives at least one being who can never change — one being who would be content
to devote his whole existence to your happiness — who lives but in your eyes — who breathes but in
your smile — who bears the heavy burden of life itself only for you. (D.) 25. It is she, in association
with whom, saving that she has been for years a main fibre of the roof of his dignity and pride, he has
never had a selfish thought. It is she, whom he has loved, admired, honoured and set up for the world
to respect. It is she, who, at the core of all the constrained formalities and conventionalities of his life,
has been a stock of living tenderness and love. (D.)

Exercise 14

14. Find and analyse cases of detachment, suspense and inversion. Comment on the
structure and functions of each:

1. She narrowed her eyes a trifle at me and said I looked exactly like Celia Briganza’s boy.
Around the mouth. (S.)

2. He observes it all with a keen quick glance, not unkindly, and full rather of amusement
than of censure. (V.W.)

3. She was crazy about you. In the beginning. (R.W.)

4. How many pictures of new journeys over pleasant country, of resting places under the
free broad sky, of rambles in the fields and woods, and paths not often trodden-how many tones of
that one well-remembered voice, how many glimpses of the form, the fluttering dress, the hair that
waved so gaily in the wind — how many visions of what had been and what he hoped was yet to
be — rose up before him in the old, dull, silent church! (D.)

5. It Was not the monotonous days uncheckered by variety anduncheered by pleasant
companionship, it was not the dark dreary eveningsor the long solitary nights, it was not the absence
of every slight and easypleasure for which young hearts beat high or the knowing nothing
ofchildhood but its weakness and its easily wounded spirit, that had wrungsuch tears from Nell. (D.)

6. Of all my old association, of all my old pursuits and hopes, of all the living and the dead
world, this one poor soul alone comes natural to me. (D.)

7. Corruption could not spread with so much success, though reduced into a system, and
though some ministers, with equal impudence and folly, avowed it by themselves and their advocates,
to be the principal expedient by which they governed; if a long and almost unobserved progression of
causes and effects did not prepare the conjuncture. (Bol.)

8. | have been accused of bad taste. This has disturbed me not so much for my own sake
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(since | am used to the slights and arrows of outrageous fortune) as for the sake of criticism in
general. (S.M.)

9. On, on he wandered, night and day, beneath the blazing sun, and the cold pale moon;
through the dry heat of noon, and the damp cold of night; in the grey light of morn, and the red, glare
of eve. (D.)

10. Benny Collan, a respected guy, Benny Collan wants to marry her. An agent could ask for
more? (T.C.)

11. Women are not made for attack. Wait they must. (J. C.)

12. Out came the chase — in went the horses — on sprang the boys -in got the travellers. (D.)

13. Then he said: “You think it’s so? She was mixed up in this lousy business?” (J.B.)

14. And she saw that Gopher Prairie was merely an enlargement of all the hamlets which
they had been passing. Only to the eyes of a Kennicot was it exceptional. (S.L.)

Exercise 15

15. Discuss the semantic centres and structural peculiarities of antithesis:
Mrs. Nork had a large home and a small husband. (S.L.)
In marriage the upkeep of woman is often the downfall of man. (Ev.)
Don’t use big words. They mean so little. (O.W.)
I like big parties. They’re so intimate. At small parties there isn’t any privacy. (Sc.F.)

5. There is Mr. Guppy, who was at first as open as the sun at noon, but who suddenly shut
up as close as midnight. (D.)

6. Such a scene as there was when Kit came in! Such a confusion of tongues, before the
circumstances were related and the proofs disclosed! Such a dead silence when all was told! (D.)

7. Rup wished he could be swift, accurate, compassionate and stern instead of clumsy and
vague and sentimental. (1.M.)

8. His coat-sleeves being a great deal too long, and his trousers a great deal too short, he
appeared ill at ease in his clothes. (D.)

9. There was something eery about the apartment house, an unearthly quiet that was a
combination of overcarpeting and underoccupancy. (H.St.)

10. It is safer to be married to the man you can be happy with than to the man you cannot be
happy without. (E.)

11. Then came running down stairs a gentleman with whiskers, out of breath. (D.)

12. It was the best of times, it was the worst of times, it was the age of wisdom, it was the age
of foolishness, it was the epoch of belief, it was the epoch of incredulity, it was the season of Light, it
was the season of Darkness, it was the spring of hope, it was the winter of despair; we had everything
before us, we had nothing before us, we were all going direct to Heaven, we were all going direct the
other way — in short the period was so far like the present period, that some of its noisiest authorities
insisted on its being received for good or for evil, in the superlative degree of comparison only. (D.)

13. Cannery Row in Monterey in California is a poem, a stink, a grating noise, a quality of
light, a tone, a habit, a nostalgia, a dream. Cannery Row is the gathered and scattered, tin and iron,
and rust and splintered wood, chipped pavement and weedy lots and junk heaps, sardine canneries of
corrugated iron, honky tonks, restaurants and whore houses and little crowded groceries and
laboratories and flophouses. Its inhabitants are, as the man once said “Whores, pimps, gamblers and
sons of bitches”, by which he meant Everybody. Had the man looked through another peephole he
might have said “Saints and angels and martyrs and holy men” and he would have meant the same
thing. (J. St.)

PopnpE

Exercise 16
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16. Indicate the type of climax. Pay attention to its structure and the semantics of its
components:

1. He saw clearly that the best thing was a cover story or camouflage. As he wondered and
wondered what to do, he first rejected a stop as impossible, then as improbable, then as quite
dreadful. (W.G.)

2. “Is it shark?” said Brody. The possibility that he at last was going to confront the fish —
the beast, the monster, the nightmare — made Brody’s heart pound. (P.B.)

3. If he had got into the gubernatorial primary on his own hook, he would have taken a
realistic view. But this was different. He had been called. He had been touched. He had been
summoned. (R.W.)

4. We were all in all to one another, it was the morning of life, it was bliss, it was frenzy, it
was everything else of that sort in the highest degree. (D.)

5. Like a well, like a vault, like a tomb, the prison had no knowledge of the brightness
outside. (D.)

6. “I shall be sorry, I shall be truly sorry to leave you, my friend.” (D.)

7. “Of course it’s important. Incredibly, urgently, desperately important.” (D.S.)

8. “I never told you about that letter Jane Crofut got from her minister when she was sick.
He wrote Jane a letter and on the envelope the address was like this: Jane Crofut; The Crofut Farm;
Graver’s Corners; Sutton County; New Hampshire; United States of America.” “What’s funny about
it?” “But listen, it’s not finished: the United States of America; Continent of North America; Western
Hemisphere; the Earth; the Solar System; the Universe; the Mind of God — that’s what it said on the
envelope.” (Th.W.)

9. “You have heard of Jefferson Brick, I see. Sir,” quoth the Colonel with a smile. “England
has heard of Jefferson Brick. Europe has heard of Jefferson Brick.” (D.)

10. After so many kisses and promises — the lie given to her dreams, her words, the lie given
to kisses, hours, days, weeks, months of unspeakable bliss. (Dr.)

11. For that one instant there was no one else in the room, in the house, in the world, besides
themselves. (M.W.)

12. Fledgeby hasn’t heard of anything. “No, there’s not a word of news,” says Lammle. “Not
a particle,” adds Boots. “Not an atom,” chimes in Brewer. (D.)

13. Women have a wonderful instinct about things. They can discover everything except the
obvious. (O.W.)

14. This was appalling — and soon forgotten. (G.)

15. He was unconsolable — for an afternoon. (G.)

16. In moments of utter crises my nerves act in the most extraordinary way. When utter
disaster seems imminent, my whole being is simultaneously braced to avoid it. | size up the situation
in a flash, set my teeth, contract my muscles, take a firm grip of myself, and without a tremor always
do the wrong thing. (B.Sh.)

Exercise 17

17. Discuss the following cases of simile. Pay attention to the semantics of the tenor and
the vehicle, to the briefer sustained manner of their presentation. Indicate the foundation of the
simile, both explicit and implicit. Find examples of disguised similes, do not miss the link word
joining the two parts of the structure:

1. The menu was rather less than a panorama, indeed, it was as repetitious as a snore. (O.N.)
2. The topic of the Younger Generation spread through the company like a yawn. (E.W.)
3. Penny-in-the-slot machines stood there like so many vacant faces, their dials glowing and
flickering — for nobody. (B.N.)
4. As wet as a fish — as dry as a bone;
As live as a bird — as dead as a stone; As plump as a partridge — as crafty as a rat;
As strong as a horse — as weak as a cat; As hard as a flint — as soft as a mole; As white as a
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lily — as black as coal; As plain as a pike — as rough as a bear; As tight as a dram — as free as the
air; As heavy as lead — as light as a feather; As steady as time — uncertain as weather; As hot as an
oven — as cold as a frog; As gay as a lark — as sick as a dog; As savage as a tiger — as mild as y
dove; As stiff as a poker — as limp as a glove; As blind as a bat — as deaf as a post; As cool as a
cucumber — as warm as toast; As flat as a flounder — as round as a ball; As blunt as a hammer — as
sharp as an awl; As brittle as glass — as tough as gristle; As neat as a pin — as clean as a whistle; As
red as a rose — as square as a box. (O.N.)

5. She has always been as live as a bird. (R.Ch.)

6. She was obstinate as a mule, always had been, from a child. (G.)

7. Children! Breakfast is just as good as any other meal and I won’t have you gobbling like
wolves. (Th.W.)

8. Six o’clock still found him in indecision. He had had no appetite for lunch and the
muscles of his stomach fluttered as though a flock of sparrows was beating their wings against his
insides. (Wr.)

9. And the cat, released, leaped and perched on her shoulder: his tail swinging like a baton,
conducting rhapsodic music. (T.C.)

10. He felt that his presence must, like a single drop of some stain, tincture the crystal liquid
that was absolutely herself. (R.W.)

11. He has a round kewpie’s face. He looks like an enlarged, elderly, bald edition of the
village fat boy, a sly fat boy, congenitally indolent, a practical joker, a born grafter and con merchant.
(O’N.)

12. You could have knocked me down with a feather when he said all those things to me. |
felt just like Balaam when his ass broke into light conversation. (S.M.)

13. Two footmen leant against the walls looking as waxen as the clumps of flowers sent up
that morning from hothouses in the country. (E.W.)

14. The Dorset Hotel was built in the early eighteen hundreds and my room, like many an
elderly lady, looks its best in subdued light. (J.Br.)

15. For a long while — for many years in fact — he had not thought of how it was before he
came to the farm. His memory of those times was like a house where no one lives and where the
furniture has rotted away. But tonight it was as if lamps had been lighted through all the gloomy dead
rooms. (T.C.)

16. It was an unforgettable face, and a tragic face. Its sorrow welled out of it as purely,
naturally and unstoppably as water out of a woodland spring. (J.F.)

17. He ached from head to foot, all zones of pain seemingly interdependent. He was rather
like a Christmas tree whose lights wired in series, must all go out if even one bulb is defective. (S.)

18. Indian summer is like a woman. Ripe, hotly passionate, but fickle, she comes and goes as
she pleases so that one is never sure whether she will come at all nor for how long she will stay.
(Gr.M)

19. You’'re like the East, Dinny. One loves it at first sight or not at all and one never knows it
any better. (G.)

20. He felt like an old book: spine defective, covers dull, slight foxing, fly missing, rather
shaken copy. (J.Br.)

21. Susan at her piano lesson, playing that thing of Scarlatti’s. The sort of music, it struck
him, that would happen if the bubbles in a magnum of champagne were to rush up rhythmically and
as they reached the surface, burst into sound as dry and tangy as the wine from whose depth they had
arisen. The simile pleased him so much. (A.H.)

22. There was no moon, a clear dark, like some velvety garment, was wrapped around the
trees, whose thinned branches, resembling plumes, stirred in the still, warm air. (G.)

23. There are in every large chicken-yard a number of old and indignant hens who resemble
Mrs. Bogart and when they are served at Sunday noon dinner, as fricasseed chicken with thick
dumplings, they keep up the resemblance. (S.L.)

24. H.G.Wells r.eminded her of the rice paddies in her native California. Acres and acres of
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shiny water but never more than two inches deep. (A.H.)

25. On the wall hung an amateur oil painting of what appeared to be a blind man’s
conception of fourteen whistling swan landing simultaneously in the Atlantic during a half-gale.
(In.B.)

26. Today she had begun by watching the flood. The water would crouch and heave at a big
boulder fallen off the bluff-side and the red-and-white foam would fly. It reminded her of the blood-
streaked foam every heave would fling out of the nostrils of a windbroke horse. (R.W.)

27. I'm not nearly hot enough to draw a word-picture that would do justice to that
extraordinarily hefty crash. Try to imagine the Albert Hall falling on the Crystal Palace and you will
have got the rough idea. (P.G.W.)

28. Her startled glance descended like a beam of light, and settled for a moment on the man’s
face. He was fortyish and rather fat, with a moustache that made her think of the yolk of an egg, and a
nose that spread itself. His face had an injected redness. (W.D.)

29. Huddled in her grey fur against the sofa cushions she had a strange resemblance to a
captive owl bunched in its soft feathers against the wires of a cage. The supple erectness of her body
was gone, as though she had been broken by cruel exercise, as though there were no longer any
reason for being beautiful, and supple, and erect. (G.)

30. Someone might have observed in him a peculiar resemblance to those plaster
reproductions of the gargoyles of Notre Dame which may be seen in the shop windows of artists’
colourmen. (E.W.)

31. Walser felt the strangest sensation, as if these eyes of the trapeze gymnast were a pair of
sets of Chinese boxes, as if each one opened into a world into a world, an infinite plurality of worlds,
and these unguessable guests exercised the strongest possible attraction, so that he felt himself
trembling as if he, too, stood on an unknown threshold. (An.C.)

32. All was elegant, even sumptuous, finished with a heavy rather queasy luxury that always
seemed to have grime under its fingernails, the luxury peculiar to this country. (An.C.)

Exercise 18

18. Analyse the structure, the semantics and the functions of litotes:
1. “To be a good actress, she must always work for the truth in what she’s playing,” the man
said in a voice not empty of self-love. (N.M.)
2. “Yeah, what the hell,” Anne said and looking at me, gave that not unsour smile. (R.W.)
3. It was not unnatural if Gilbert felt a certain embarrassment. (E. W.)
4. The idea was not totally erroneous. The thought did not displease me. (I.M.)
5. 1 was quiet, but not uncommunicative; reserved, but not reclusive; energetic at times, but
seldom enthusiastic. (Jn.B.)
6. He had all the confidence in the world, and not without reason. (J.O’H.)
7. Kirsten said not without dignity: “Too much talking is unwise.” (Ch.)
8. “No, I've had a profession and then a firm to cherish,” said Ravenstreet, not without
bitterness. (P.)
9. I felt I wouldn’t say “no” to a cup of tea. (K.M.) 10. I wouldn’t say “no” to going to the
movies. (E.W.)
11. “I don’t think you’ve been too miserable, my dear.” (P.)
12. Still two weeks of success is definitely not nothing and phone calls were coming in from
agents for a week. (Ph.R.)

Exercise 19

19. Analyse the given periphrases from the viewpoint of their semantic type, structure,
function and originality:

1. Gargantuan soldier named Dahoud picked Ploy by the head and scrutinized this
convulsion of dungarees and despair whose feet thrashed a yard above the deck. (Th.P.)
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2. His face was red, the back of his neck overflowed his collar and there had recently been
published a second edition of his chin. (P.G.W.)

3. His huge leather chairs were kind to the femurs. (R.W.)

4. “But Pickwick, gentlemen, Pickwick, this ruthless destroyer of . this domestic oasis in the
desert of Goswell street!” (D.)

5. He would make some money and then he would come back and marry his dream from
Blackwood. (Dr.)

6. The villages were full of women who did nothing but fight against dirt and hunger and
repair the effects of friction on clothes. (A.B.)

7. The habit of saluting the dawn with a bend of the elbow was a hangover from college
fraternity days. (Jn.B.)

8. I took my obedient feet away from him. (W.G.)

9. | got away on my hot adolescent feet as quickly as I could. (W.G.)

10. I am thinking an unmentionable thing about your mother. (1.Sh.)

11. Jean nodded without turning and slid between two vermilion-coloured buses so that two
drivers simultaneously used the same qualitative word. (G.)

12. During the previous winter |1 had become rather seriously ill with one of those carefully
named difficulties which are the whispers of approaching age. (J. St.)

13. A child had appeared among the palms, about a hundred yards along the beach. He was a
boy of perhaps six years, sturdy and fair, his clothes torn, his face covered with a sticky mess of fruit.
His trousers had been lowered for an obvious purpose and had only been pulled back half-way.
(W.G))

14. When | saw him again, there were silver dollars weighting down his eyes. (T.C.)

15. She was still fat after childbirth; the destroyer of her figure sat at the head of the table.
(A.B))

16. | participated in that delayed Teutonic migration known as the Great War. (Sc.F.)

17. “Did you see anything in Mr. Pickwick’s manner and conduct towards the opposite sex to
induce you to believe all this?” (D.)

18. Bill went with him and they returned with a tray of glasses, siphons and other necessaries
of life. (Ch.)

19. It was the American, whom later we were to learn to know and love as the Gin Bottle
King, because of a great feast of arms performed at an early hour in the morning with a container of
Mr. Gordon’s celebrated product as his sole weapon. (H.)

20. Jane set her bathing-suited self to washing the lunch dishes. (Jn.B.)

21. Naturally, | jumped out of the tub, and before I had thought twice, ran out into the living
room in my birthday suit. (B. M.)

22. For a single instant, Birch was helpless, his blood curdling in his veins at the imminence
of the danger, and his legs refusing their natural and necessary office. (T.C.)

23. The apes gathered around him and he wilted under the scrutiny of the eyes of his little
cousins twice removed. (An.C.)
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Test on Stylistics and Interpretation of Literary text.

1.What subjects is “Interpretation of literary text” connected with?
*a. Stylistics, Literature, Philosophy, Sociology ,Ethics, Aesthetics.
b. History, Literature, Sociology, Grammar
c. Literature ,Stylistics Philosophy, Sociality.

2. What is the main task of Interpretation.
a. To teach students to learn the plot of the book and acquaint them with its
characters
*b. To prepare the reader to give a proper evaluation of the literary work and the  idea  expressed in it and to
extract maximum of thoughts and feelings with which a literary ~ work is imbued by the author.
c. To perform the analysis by examining the categories of the text and its language peculiarities.

3. What is the main aim of Interpretation?
a. To analyze grammatical, syntactical aspects of the literary text.
b. To analyze the given information in literary text and express the point of view.
*c. To disclose the meaning of the literary text and to decode writers message.

4. What parameters does the pragmatics of the text include?
*a. Who?- What?- To whom?- For what purpose? How?
b. To whom?- For what purpose?-Who?
c. What?- Who?- Where?- How?

5 What does the word “Text” mean and what language did it come from?
a. The word” text” came from French and means “to tell”
*b. The word “text *“ in Latin (textum) means “to weave”
C. The word “text” came from Greek and means “story”

7 What is the supra verbal (poetic) layer of the Text?
*a. Plot, theme, composition , genre, style, image.
b. Poetic Details, and Stylistic Devices.
c. phases, sentences, chapters, parts

8.Who is an addressee?
a. writer
b. the main character of the book.
*C. reader.

9. What is the category of Informativity
*a. it is the main category of the text and its ability to convey certain meaningful contents
b. It implies the author’s attitude to his personages and the described reality .
c. Itis a system of arranging its constituting parts used by the author.

10.Give definition to the Content Factual Information(C.F.I)
a. It conveys to the reader the authors individual understanding of the relations described by means of C.F.I,
individuals and their complex psychological, aesthetic and cognitive interaction.
b. It is akind of sub-current, concealed information that can be derived from C.F.I thanks to the ability of the
language units and connotative meanings as well thanks to the ability of sentences united into syntactical wholes to
convey increment of sense.

*c. It contains reports about facts, processes which took place or are taking place or will take place in the
surrounding world , real or imaginary

11. Give definition to the Content Conceptual information (C.C.1I).
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*a. It conveys to the reader the authors individual understanding of the relations described by means of C.F.1,
individuals and their complex psychological, aesthetic and cognitive interaction.

b. It is akind of sub-current, concealed information that can be derived from C.F.I thanks to the ability of the
language units and connotative meanings as well thanks to the ability of sentences united into syntactical wholes to
convey increment of sense.

c. It contains reports about facts, processes which took place or are taking place or will take place in the
surrounding world , real or imaginary

12. Give definition to the Content Subtextual information.
a. It conveys to the reader the authors individual understanding of the relations described by means of C.F.I,
individuals and their complex psychological, aesthetic and cognitive interaction.

*b. It is akind of subcurrent, concealed information that can be derived from C.F.I thanks to the ability of the
language units and connotative meanings as well thanks to the ability of sentences united into syntactical wholes to
convey increment of sense.

c. It contains reports about facts, processes which took place or are taking place or will take place in the
surrounding world , real or imaginary

13.What is subtext?
a. It is a part of the story.
*b. It isthe meaning of some events or remark, which is felt by a reader, butnot expressed by the words in the
imaginative text.
c. It is a factor delimiting genre of literary work.

14 What is the theme of a literary work.
*a. Itis the represented aspect of life and it may be understood to be an interaction of human certain
circumstances such as some social or psychological conflicts.
b. It is a system of arranging a literary work’s constituting parts used by the author.
c. It is the actualization of potential possibilities of the language.

15.What is the composition of the literary text?
a. Itis the represented aspect of life and it may be understood to be an interaction of human certain
circumstances such as some social or psychological conflicts.
*b. It is a system of arranging a literary work’s constituting parts used by the author.
c. It is the actualization of potential possibilities of the language

16. What is plot?
a. Itisasequence of events inwhich the characters are involved, the theme and the idea are revealed.
b. Itisaplan of a literary composition reflecting its immediate content.
*c. Both answers are right

17. In what element of the plot author gives an outline of the environments, circumstances and conditions of the
described events?

a .epilogue

*b. exposition

c. culmination

18.What element of the plot represent the beginning of the collision and the collision

it self?
a. end
b. denouement
*c. story

19.How do we name the highest point of the action ?
*a .Culmination (Climax)
b. Denouement
C. exposition

20.What event brings the action to an end?
a. epilogue
*b. Denouement
c. dialogue
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21. What kind of work of narrative prose is said to have an open- plot structure?
*a. awork in which the action is represented without an obvious Culmination, which does not contain all elements
of the plot
b. a literary work that has all elements of the plot
c. There is no correct answer

22.What does the word ’genre” mean and what language did it come from?
*a. ”kind”, French
b. “type” Latin
C. “kind” Italian

23.What factors delimit the genre?
a. detective , psychological , historical
*Db. the context , the nature of representation, the volume
c. drama, tragedy, comedy

24.1f the author speaks about an aspect of reality reflected in his own inner world, if his emotions and meditations are
represented without a clearly delimited thematic or temporal setting the genre is .............

*a. lyric

b. epic

c. dramatic

25. If present day conflicting events are represented in the speech and actions of characters ,in their interrelation with
each other the genreis.............

a. lyric

b. epic

*c. dramatic

26. If its outside events that are objectively narrated by an author then itis.........
*a. an epic
b. lyric
c. dramatic

27. A plot (action) short story is...................
a. aliterary work which has a closed plot structure and its plot being built upon
one collision
b. aliterary work in which the action dramatically develops to explode only at  the very end, the sequence of
events thus forms an ascending line from the exposition on to the climax and down to the denouement
*c. Both answers are right

28. A psychological (character) short storyis .............
a. a story showing the drama of characters inner world
b. astory with open plot structure
*c. Both answers are right

29. What is the category of Modality of the text?
*a. It implies the authors attitude to his personages and the described reality
b. It is the main category of the text its ability to convey information
c. Itisasystem of arranging the constituent parts of the text used by the author

30.What isthe relative span of the text?
*a. Itisa part of the text which carry the main factual information
b. Itis a part of the literary work which is mostly imbued with authors digressions
c. itisaplot of the literary text

31 .What isthe predicative span of the text?
a. Itisa part of the text which carry the main factual information
*b.Itis a part ofthe literary work which is mostly imbued with author’s digressions
c. it is the plot of the literary work

32. When modality of literary text can be explicit?
*a. When the author describes the events and characters himself .1t is a narration from the first person .
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b. When the author entrusts his role to one of the personages , an on-looker, from eye-witness .1t is a narration from
the third person
c. When the characters of the literary work express their ideas in the form of dialogue

33. When modality of literary text can be implicit?

a. When the author describes the events and characters himself .1t is a narration from the first person .

*b. When the author entrusts his role to one of the personages , an on-looker, from eye-witness .It is a narration
from the third person

c. When the characters of the literary work express their ideas in the form of dialogue

34. What Stylistic Device helps to express direct attitude of the narrator?
*a. evaluating epithets
b climax (gradation)
c. hyperbole

35. Give definition to Poetic Details of the literary text.
a. P.D. s are such details which are selected by the author to represent the
whole and serve as a basis for recreation or the complete picture by the reader.
b. In function of a P.D the word is always used in its direct meaning
*c. Both answers are correct.

36. Ifthe words describe the nature, persons appearance they can serve as......
*a .Depicting Details
b. authentic D
c. Implication

37.What Poetic Details chiefly denote the names of country, cities, streets,
numbers of houses, flats, sometimes nonexistent places, persons and are used by the author to create the impression of
reality?

a . Characterological

b .Implication

* c. authentic

38 What P.Ds describe the most essential feature of the hero, revealing his predominant merits and demerits ?
a. authentic
* b. Characterological
c. Depicting.

39.What P.Ds mark a surface of the phenomenon , to create undercurrent Information?
*a. Implicit
b. Depicting
c. Authentic

40.0bjective modality is mostly typical of.....
*a. scientific texts, business documents
b. poetry
c. drama

41.Text “Tribute” by Alfred Coppard what part of the story is considered to be denouement

a. when the country embarked upon a calamitous war

*b. When the marriage of second generation, depicted in the story taker place, showing a repeating cycle in the
history of Bradle

¢ When annual celebrations take place and olive makes demagogic speeches

42 What S.Ds are used in the names of Fatty Pfaff, Cliff Clawson from the text “Arrow smith”
*a. Antonomasia ,alliteration
b. Metaphor Simile
c. Antonomasia Metonymy

43.The story “In Another Country” by E. Hemingway . What king of plot structure does if have?
*a. A open plot structure
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b. Closed plot structure
c. There is no answer.

44 What type or title does the title of the story “Cherry Tree” by A. Coppard belong to?
a. title - narration
b. title- hint
*c. title - symbol

45.What is the role of aposiopesis the story “Wild Flowers” by E Caldwell?
*a. It creates the atmosphere of suspense tension, misgiving expectation of same disaster
d. It creates a humorous effect
c. It creates to create emotional atmosphere

46.The story “Recipe for Murder ” by c. Donnel. What genre does it belong to?
a. Historical
*b. detective and romantic
c. adventurous and psychological

47.And -elegantly threadbare ,roundabout and dapper —the two walked side by side.
What SD is used in the sentence

a anti the this

*b oxymoron

c epithet

48.Brackell was like a man examining a piece of broken down horse flesh , their was a look of pure pity in his eyes.
What SD is used in the sentence ?

a. simile, hyperbole

* b. metaphor, epithet

c. metonymy , alliteration

49.Aqes since he had eaten a lobster! What S.D is used in sentence?
*a. Hyperbole
b. gradation (Climax)
c. Periphrases

50.Comment on the title of the story “Happiest man on Earth” by A Malts
*a. Title Irony expresses the hard life of the main hero,
b. Title narration is telling the happy life of the personages
c. Title symbol shows the life of the symbolic member of society.

51. What does interpretation as a scientific subject comprise?
*a. a system of methods of devices for grasping the meaning of a literary text
b. a system of S.D. to make a linguastylistic analyses.
c. a system of methods for getting entire information about the creator of a belles-lettres text.

52. What is the pragmatics of a literary text?

*a. it is one of its integral characteristic traits and that is determined by the very nature of the text as the main unit of
communication

b. It is a linguastylistic feature of the text which should be analysed.

c. Itis a genre, style composition of text.

53. What are the main levels of realizing the pragmatic orientation of the text?
*a. scheme, composition, style
b. idea, modality, theme
c.C.Fl,C.C.l,CS..

54. The interpretation of literary work undergoes 2 stages. What if the first stage?
a. It is performing a thorough linguistic analyses examining the main theoretical categories of the text
*b. It is learning the plot of a book and acquainting with characters
c. It is analyzing the main idea of the text.

55. The interpretation of literary text undergoes 2 stages. What is the second stage?
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*a. It is performing a thorough linguistic analyses examining the main theoretical categories of the text
b. It is learning the plot of a book and acquainting with characters
c. It is analyzing the main idea of the text.

56. What is the principle of incomplete representation?
*a. It is selecting the most characteristic feature of the object and reflect it in a literary image.
b. It is when the similar and the contrastive in different phenomena discovered
c¢. When our thoughts go from the given item on to the next with a return to what has been previously stated.

57. What is the principle of analogy and contrast?
a. It is selecting the most characteristic feature of the object and reflect it in a literary image.
* b. It is when the similar and the contrastive in different phenomena discovered
c¢. When our thoughts go from the given item on to the next with a return to what has been previously stated.

58. What is the principle of recurrence?
a. It is selecting the most characteristic feature of the object and reflect it in a literary image.
b. It is when the similar and the contrastive in different phenomena discovered
*c. When our thoughts go from the given item on to the next with a return to what has been previously stated.

59. What is setting?
*a. It is the description of time and place in the literary work
b. It is the main place where the events are going on
c. It is the main personages’ life and conditions

60. Modernist novel .......

*a. is a literary work where instead of plot there is an emphases on character’s consciousness, subconsciousness
memory and perception.

b. has adventurous plot

c. is used to refer to literature which describes a better world or way of living.

61.Picaresque novel...........

a. is a literary work where instead of plot there is an emphases on character’s consciousness, subconsciousness
memory and perception.

*b. has adventurous plot

c. is used to refer to literature which describes a better world or way of living.

62.Utopian and dystopian novel

a. is a literary work where instead of plot there is an emphases on character’s consciousness, subconsciousness
memory and perception.

b. has adventurous plot

c*. is used to refer to literature which describes a better world or way of living.

63. What is satire?

*a. It is the art of ridiculing a subject through laughter and scorn

b. It is the art of showing the evils of society through the real estimation of events
c. Itis when author uses comic elements to describe the phenomena

64. The social setting is used...
*a. to indicate the environment in which a story takes place and such marks as the way the characters talk, where and
how they live, the clothes they wear and others are considered the marks of it
b. When the historical period, time of year help to penetrate the reader to understand the social status of personages.
c. is used to indicate the social inequalities of the main personages.

65. What is implicitness of the text?
a. It is undercurrent information its above water part
b. It is a surface layer of the text. It is under water part.
*c. It is undercurrent, indirect hidden information

66. Who was the first to pay attention to the problem of the implicit?
*a. Aristotle
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b. Galperin I.R
¢. Kuharenko V.A

67. An implicit title ...

*a. expresses in a concentrated form the main idea, theme of a literary production and realization the macro context of
the whole work.

b. Denotes compositional structure of a literary text which gives the reader the impression that he is a witness of
continued story.

c. unites a multitude of implicates, which mark the external characteristics of a phenomenon intimating its deep- lying
meaning

68. Implication of precedence ...

a. expresses in a concentrated form the main idea, theme of a literary production and realization the macro context of the
whole work.

*b. Denotes compositional structure of a literary text which gives the reader the impression that he is a witness of
continued story.

c. unites a multitude of implicates, which mark the external characteristics of a phenomenon intimating its deep- lying
meaning

69. An implicit detail ...

a. expresses in a concentrated form the main idea, theme of a literary production and realization the macro context of the
whole work.

b. Denotes compositional structure of a literary text which gives the reader the impression that he is a witness of
continued story.

*C. unites a multitude of implicates, which mark the external characteristics of a phenomenon intimating its deep- lying
meaning

70. Phrase modality ...

*a. is grammatical or lexical mean of modality serving for revealing the category inside a sentence. They can be epithet,
repetition.

b. isrealized in personages character in a peculiar distribution of predicative and relative spans of the text, in
epigrammatic statements. ..

c. isrealized in predicative spans of a literary text.

71. What is textual modality?
a. is grammatical or lexical mean of modality serving for revealing the category inside a sentence. They can be epithet,
repetition
*b.is realized in personages character in a peculiar distribution of predicative and relative spans of the text, in
epigrammatic statements. ..
c. isrealized in predicative spans of a literary text.

72. According to the degree of their significance implication are divided into...
*a. Superficial, trite, local, deep, dark

b. implicit title, implicitness of precedence

c. implicit detail, local implicit detail, deep implicit detail, dark implicit detail

73. Deep implicates ...

*a. require maximum attention and decoding the theme idea of a work, usually symbols convey the deep implication

b. require the knowledge of the given work and acquaintance with the history of its creation, biography of the author and
other significant features of a literary work

c. require understanding lexical repetition of the same work.

74. Dark implicates ...
a. require maximum attention and decoding the theme idea of a work, usually symbols convey the deep implication
*b. require the knowledge of the given work and acquaintance with the history of its creation, biography of the author
and other significant features of a literary work
c. require understanding lexical repetition of the same work.

75. Local implicates. ..

a. require maximum attention and decoding the theme idea of a work, usually symbols convey the deep implication

b. require the knowledge of the given work and acquaintance with the history of its creation, biography of the author and
other significant features of a literary work
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*c. require understanding lexical repetition of the same work.

76. Segmentation of the text is ...

*a. the division of the literary work into parts

b. is the organic hitching of its parts which preserve the unity, totality of the literary work ensuring consecutiveness of
the related events, facts

c. arranging its constituting parts used by the author

77. Cohesion of the literary text is

a. the division of the literary work into parts

*b. is the organic hitching of its parts which preserve the unity, totality of the literary work ensuring consecutiveness of
the related events, facts

c. arranging its constituting parts used by the author

78. The volume- pragmatic segmentation takes into consideration...
*a. The size of each part and orientation at the readers’ attention
b. Forms of stating C.F.1. and C.C.I.

c. a paragraph

79. The context- variative segmentation, takes into consideration ...
a. The size of each part and orientation at the readers’ attention
*b. Forms of stating C.F.I. and C.C.1.

c. a paragraph

80. What is narration?
*a. is a form of stating which conveys the main plot threat of a literary production.
b. Is a form of stating which serves for depicting nature, locality, personal appearance
c. It is writer’s discourses which form philosophic generalization, conclusions

81. What is description?
a. is a form of stating which conveys the main plot threat of a literary production.
*b. Is a form of stating which serves for depicting nature, locality, personal appearance
c. It is writer’s discourses which form philosophic generalization, conclusions

82. What is authors digression?
a. is a form of stating which conveys the main plot threat of a literary production.
b. Is a form of stating which serves for depicting nature, locality, personal appearance
*c. It is writer’s discourses which form philosophic generalization, conclusions

83. Is narration dynamic or static?
*a. dynamic
b. static

84. Description is ...
a. dynamic
* b, static
c. both dynamic and static

85. Interior monologue ...

*a. the inner speech of the personage which allows the author and the reader to peep into the inner world of the character
to observe his ideas and views

b. peculiar blend of the view points and language sphere of both the author and the characters

c. oral intercourse which express individual peculiarities of a speaker.

86. Represented speech is ...

a. the inner speech of the personage which allows the author and the reader to peep into the inner world of the character
to observe his ideas and views

*b. peculiar blend of the view points and language sphere of both the author and the characters

c. oral intercourse which express individual peculiarities of a speaker.

87. Dialogue is ...
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a. the inner speech of the personage which allows the author and the reader to peep into the inner world of the character
to observe his ideas and views

b. peculiar blend of the view points and language sphere of both the author and the characters

*c. oral intercourse which express individual peculiarities of a speaker.

88. What is a logical cohesion?

*a. It is the intersection of grammatic and textual forms of connection

b. It is the connection between the described phenomena in the literary work with help of retrospection, connotation,
subjective evaluating modality

c. These are the forms of cohesion which include forms which break consistence and logical organization by
digressions, insertions, events, actions which are not connected with the main theme of narration.

89. What is an associative cohesion?

a. It is the intersection of grammatic and textual forms of connection

*Db. It is the connection between the described phenomena in the literary work with help of retrospection, connotation,
subjective evaluating modality

c. These are the forms of cohesion which include forms which break consistence and logical organization by
digressions, insertions, events, actions which are not connected with the main theme of narration.

90. What is a compositional structural forms of cohesion?

a. It is the intersection of grammatic and textual forms of connection

b. It is the connection between the described phenomena in the literary work with help of retrospection, connotation,
subjective evaluating modality

*c. These are the forms of cohesion which include forms which break consistence and logical organization by
digressions, insertions, events, actions which are not connected with the main theme of narration.

91. What is stylistic form of cohesion?

*a. This is a form of cohesion which are revealed in such organization of text in which stylistic peculiarities recur in the
structure of syntactical wholes and paragraphs

b. This is inform of cohesion which include such phenomena as meter and rhyme to hitch the spans of literary text.

c. Itis a form of connection which echoing the associative ones, arouse nations of sensually perceptible objects of
reality. In this case author connects not objects or phenomena of reality but images through which these object are
depicted.

92. What is rhythm- creating form of cohesion?

a. This is a form of cohesion which are revealed in such organization of text in which stylistic peculiarities recur in the
structure of syntactical wholes and paragraphs

*b. This is inform of cohesion which include such phenomena as meter and rhyme to hitch the spans of literary text.

c. Itis a form of connection which echoing the associative ones, arouse nations of sensually perceptible objects of
reality. In this case author connects not objects or phenomena of reality but images through which these object are
depicted.

93. What is an image cohesion?

a. This is a form of cohesion which are revealed in such organization of text in which stylistic peculiarities recur in the
structure of syntactical wholes and paragraphs

b. This is inform of cohesion which include such phenomena as meter and rhyme to hitch the spans of literary text.

*c. It is a form of connection which echoing the associative ones, arouse nations of sensually perceptible objects of
reality. In this case author connects not objects or phenomena of reality but images through which these object are
depicted.

94. What is integration of literary text?

*a. It is a concept belonging to the theory of systems and denoting a combination of separate component parts into a
whole as well as the process leading to this staff.

b. It’s a notion which represent forms of connection: grammatic, semantic and lexical

c. ltisaC.F.l

95. What is soliloquy?

*a. is a theatrical convention in which a characters speaks aloud to himself and the other characters may be present on
the stage who are assumed do not hear the words of the speech.

b. | is a speech of a character who reveals his motives intentions thoughts, and the other characters can hear what is
being said

c. is a speech of a character in which he expresses his thoughts in a few words, that the other characters can not hear.
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96. What is monologue?

a. is a theatrical convention in which a characters speaks aloud to himself and the other characters may be present on the
stage who are assumed do not hear the words of the speech.

*b. 1'is a speech of a character who reveals his motives intentions thoughts, and the other characters can hear what is
being said

c. is a speech of a character in which he expresses his thoughts in a few words, that the other characters can not hear.

97. What is “aside”?

a. is a theatrical convention in which a characters speaks aloud to himself and the other characters may be present on the
stage who are assumed do not hear the words of the speech.

b. I is a speech of a character who reveals his motives intentions thoughts, and the other characters can hear what is
being said

*c. is a speech of a character in which he expresses his thoughts in a few words, that the other characters can not hear.

98. What is macro- image?
*a. it is an image of character
b. simile, epithet, metaphor
c. both answers are right

99. What is micro- image?
a. itis an image of character
*b. simile, epithet, metaphor
c. both answers are right

100. What function does the image of nature fulfill?
a. it fulfills the function of emotional and psychological impaction the reader
b. it fulfills the function of creating the inner world of the character

* c. both answers are right

101. Give the definition to the following term ‘cultural or shared symbol’

* a. a symbolic association that is widely recognized and accepted

b. a symbol that does not have pre-established associations. The meaning of the symbol emerges from the context of the
work it occurs in.

c. a symbolic title which gives additional information about literary work.

102. Give the definition to the following term ‘literary or personal symbol’

a. a symbolic association that is widely recognized and accepted

*b. a symbol that does not have pre-established associations. The meaning of the symbol emerges from the context of
the work it occurs in.

c. a symbolic title which gives additional information about literary work.

1. What are the inventory tools of Stylistics?

A) Metaphor, metonymy, irony.

B) Stylistic Devices, Expressive Means.

C) Stylistic Devices, Phonetic Expressive Means.
D) Expressive Means, Morphological Expressive Means.
2. What does the word “stylus” mean?

A) Style of writing

B) A manners of writing

C) Ashort stick

D) Emotional style of writing

3. How many parts are there in Stylistics?

A) 3

B) 4

C) 1

D) 2

4.  What does Linguistic Stylistics study?

A) The belles-lettres style, Publicistic style.

B) Phonetic Expressive Means, Lexico-Syntactical SDs.
C) The SDs, Scientific Prose style, Newspaper style.
D) The SDs, EMs, different styles of speech.

5. What does Semantics study?

A) Stylistic Devices, Expressive Means
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B) The study of the meaning of words.
C) Syllable, pause, rhythm, rhyme.
D) The use of different words.
6. Stylistics is closely connected with...
A) Grammar, Phonetics, Semantics, Lexicology.
B) Grammar, History of the language, Lexicology.
C) Phonetics, Semantics, Sociology, History.
D) Semantics, Grammar, English Criticism, Journalism.
7. What does Stylistic Grammar investigate?
A) It caters for the sound organization of speech as an expressive influence upon the reader.
B) It investigates the usage of different syntactical means as expressive means.
C) It studies the analysis and classification of speech from the point of view of semantic changes in them.
D) It represents expressive abilities of words.
8.  What does Stylistic Phonetics investigate?
A) It caters for the sound organization of speech as an expressive influence upon the reader.
B) It investigates the usage of different syntactical means as expressive means.
C) It studies the analysis and classification of speech from the point of view of semantic changes in them.
D) It represents expressive abilities of words.
9.  What does Stylistic Semantics study?
A) It caters for the sound organization of speech as an expressive influence upon the reader.
B) It investigates the usage of different syntactical means as expressive means.
C) It studies the analysis and classification of speech from the point of view of semantic changes in them.
D) It represents expressive abilities of words.
10. What does Stylistic Lexicology study?
A) It caters for the sound organization of speech as an expressive influence upon the reader.
B) It investigates the usage of different syntactical means as expressive means.
C) It studies the analysis and classification of speech from the point of view of semantic changes in them.
D) It represents expressive abilities of words.
11. What is the subject of Stylistics?
A) It caters for the sound organization of speech as an expressive influence upon the reader.
B) It studies the analysis and classification of speech from the point of view of semantic changes in them.
C) It includes the analysis of EMs of the language and their functions in different styles of speech.
D) A, B, C.
12. What are the aims of Stylistic analysis?
A) To perceive the character and inner structure of these Stylistic Means.
B) To define the main functions fulfilled by them being dependent on speech situations.
C) To choose the right word from the synonyms.
D) A B, C.
13. Who said the following statement?
“The style of a writer is so closely connected with the content of his soul, that experienced eye can see the soul through his
style and by studying the form penetrate to the depth of the content.”
A) . Galperin.
B) A. Blok
C) M. Riffaterre.
D) R. Barthes.
14. What is the most important process in estimating writer’s/ author’s individual style?
A) The analysis of the author’s language.
B) The analysis of the SDs in the text.
C) The analysis of EMs in the author’s language.
D) The analysis of SDs and EMs in the text.
15. What is the difference between emotiveness and expressiveness? Explain your point of view with examples?
16. How many types of EMs are there in Stylistics?
A) 6
B) 5
C)4
D)3
17. Choose Phonetic EMs.
A) Historical Present, brevity, alliteration.
B) Whispering, diminutive suffixes.
C) Rhyme, rhythm, diminutive suffixes.
D) Pitch, melody, stress, whispering.
18. Interjections, polysemantic words, vulgar words, slang are among ...
A) Phonetic EMs.
B) Morphological EMs
C) Lexical EMs
D) Syntactical EMs.
19. What are the main features of proverbs?
A) Brevity, rhyme, rhythm, alliteration, the didactic character.
B) Brevity, rhyme, pause, stress, pitch, the didactic character.
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C) Brevity, alliteration, shall, pitch, rhyme.
D) Brevity, rhythm, alliteration, the didactic character.
20. Historical Present and word-building means are among. ..
A) Phonetic EMs.
B) Morphological EMs
C) Lexical EMs
D) Syntactical EMs.
21. Choose the diminutive suffixes.
A) —Kin, -ee, -ky.
B) —ee, -let, -kin.
C) —let, -ky, -y.
D) -y, -ie, -let.
22. Who said the following statement?
“It is a conscious and intentional intensification of some typical structural and/or semantic property of a language unit
promoted to a generalized status and thus becoming a generative model”.
A) | Galperin.
B) A. Blok
C) M. Riffaterre.
D) R. Barthes.
23. Which SD has the typical features of proverbs and sayings?
A) Simile
B) Metaphor
C) Epigram.
D) Polysyndeton.
24. What is the difference between proverbs and epigram? Explain with examples.
25. What is convergence?
A) It is the category of expressiveness.
B) When two or more EMs and SDs meet at one point, in one utterance.
C) It is contextual and lexical meaning of the words.
D) When Emotiveness and expressiveness are used in one text.
26. Who said the following statement?
“Together, each SD adds its expressivity to that of the others. In general, the effects of these SDs converge into one especially
striking emphasis.”
E) I Galperin.
F) A. Blok
G) M. Riffaterre.
H) R. Barthes.
27. What is the difference between SDs and EMs? Explain with examples.
28. How many types of meanings of the word can be distinguished?
A) 6
B) 5
C)3
D) 4
29. What is the logical meaning of the word?
A) The meanings which are not registered in dictionaries but which exist in our speech or written texts
B) It is a kind of evaluation of events and happenings around us.
C) It expresses concepts by indicating a particular object out of a whole group or class.
D) It is exact and define name of an object, phenomenon or idea.
30. What is the denotative meaning of the word?
A) The meanings which are not registered in dictionaries but which exist in our speech or written texts
B) It is a kind of evaluation of events and happenings around us.
C) It expresses concepts by indicating a particular object out of a whole group or class.
D) It is exact and define name of an object, phenomenon or idea.
31. What is the contextual meaning of the word?
A) The meanings which are not registered in dictionaries but which exist in our speech or written texts
B) It is a kind of evaluation of events and happenings around us.
C) It expresses concepts by indicating a particular object out of a whole group or class.
D) It is exact and define name of an object, phenomenon or idea.
32. What is the emotive meaning of the word?
A) The meanings which are not registered in dictionaries but which exist in our speech or written texts
B) It is a kind of evaluation of events and happenings around us.
C) It expresses concepts by indicating a particular object out of a whole group or class.
D) It is exact and define name of an object, phenomenon or idea.
33. What is the nominal meaning of the word? A) The meanings which are not registered in dictionaries but which exist in our
speech or written texts
B) It is a kind of evaluation of events and happenings around us.
C) It expresses concepts by indicating a particular object out of a whole group or class.
D) It is exact and define name of an object, phenomenon or idea.
33. Which SDs are based on the interaction of logical and contextual meanings?
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A) Epithet, oxymoron, hyperbole.

B) Simile, Periphrasis, litotes.

C) Metaphor, metonymy, irony.

D) Inversion, detached construction, ellipsis
34. Which SDs are based on the interaction of logical and emotive meanings of the word?
A) Epithet, oxymoron, hyperbole.

B) Simile, Periphrasis, litotes.

C) Metaphor, metonymy, irony.

D) Inversion, detached construction, ellipsis
35. Which SDs are Lexico Syntactical?

A) Epithet, oxymoron, hyperbole.

B) Simile, Periphrasis, litotes.

C) Metaphor, metonymy, irony.

D) Inversion, detached construction, ellipsis
36. Syntactical SDS are...

A) Epithet, oxymoron, hyperbole.

B) Simile, Periphrasis, litotes.

C) Metaphor, metonymy, irony.

D) Inversion, detached construction, ellipsis
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Oraliq nazorat savollari

Why is interpretation on the junction with stylistics & literary criticism?
What other branches of learning is interpretation connected with?

What is the main task of stylistics and interpretation?

What the meaning of the term “Stylistics™?

What is a text? What does the word «text» mean?

What is the verbal layer of the text?

How is supraverbal layer of the text materialized?

What is the basic element of the text?

Why are verbal & supraverbal layers inseparable from each other?

Speak about the category of expressiveness and emotiveness.

How do you understand the notion “Expressive means”

Give explanation to the Stylistic Devices.

What is the difference between EM and SD?
What is Stylistic convergence?

Why is the informativity considered to be the main category of the text?
And what problems does informativity embrace?
What are the main levels of expressing thoughts?

What are the wide — spread types of implicates? Comment each of them.
Why do we distinguish implicates according to the degree of significance?
Does the writer refer repeatedly to any objects or gestures in his work?
Does he make any concrete items in the story emerge and assume importance?
Does he use poetic or connotative language when describing particular objects

or gestures?
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Does he use any shared or cultural symbols?

Does he attribute the conventional meaning to these symbols?

How does the use of symbols help the writer to convey the meaning of his work?
Speak about the category of expressiveness and emotiveness.

What are the main approaches to the problem of modality?

What is the role of the title of the text in disclosing the author's attitude towards
the events (characters) described?

What is the theme (and idea) of the literary text?

What are the components of the composition of the literary text?

What is a closed and open plot structure?

What is the setting of the work in time and space?

Is the setting briefly sketched or is it described in detail?

Is the language used in the descriptions connotative or poetic?

What are Poetic details?

What is the difference between PD and SDs?

What is the main function of PDs?

What are the types of PDs?

What is the title of the literary work?

What are the main types of the title?

What main parameters does the character of segmentation depends on?
What kinds of segmentation do you know ?

What is volume — pragmatic segmentation?

What is context- variative segmentation?
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SAKyHHMH Ha30paT caBOJLIIAPH
#CARD 1

1. What does interpretation as a scientific subject comprise?
2. What is a text? What does the word «text» mean?
3. Speak about the category of expressiveness and emotiveness.

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 2

1. What is the main task of stylistics and interpretation?

2. Give explanation to the Stylistic Devices.

3. What are the wide — spread types of implicates according to the degree of
significance ? Comment on each of them.

Kafedra mudiri f.f.n. Rasulov Z.1
# CARD 3
1. What is “Stylistic convergence”?
2.Why is the informativity considered to be the main category of the text?

3.What is the difference between EM and SD?

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 4

1.Why are verbal & supraverbal layers inseparable from each other?
3. How do you understand the notion “Expressive means”
4. What are the lexical stylistic devices? Comments on the their types.

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 5

1. What the meaning of the term “Stylistics”?
2. What SDs belong to the subgroup “lexical SD”. Characrerise each of them.
3. Speak about the category of modality of the text.

Kafedra mudiri f.f.n. Rasulov Z.1
# CARD 6
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1. What is the difference between metaphor and simile?
2. What types of information do you know?
3. Speak about the category of modality of the text.
Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 7

1. Why are verbal & supraverbal layers inseparable from each other?

2.Speak about the Informativity and types of Information.
3. What SD belong to the Subgroup Syntactical SD. Characterise each of them.

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 8

1. What the meaning of the term “Stylistics”?
2 What is a text? What does the word «text» mean?
3. What SD belong to the Subgroup Lexico-Syntactical SD. Characterise each of

them.

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 9

1. What other branches of learning is interpretation connected with?
2. What is the main task of stylistics and interpretation?
3. What is symbol? What kind of symbols do you know?

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 10

1. Speak about Stylistic Devices based on the interaction of logical and emotive
meanings of the word: Epithet, oxymoron, hyperbole.

2. What problems does informativity embrace?
3. What are the wide — spread types of implicates? Comment on each of
them.
Kafedra mudiri f.f.n. Rasulov Z.1
# CARD 11

1.What kinds of segmentation do you know ? What is volume — pragmatic

segmentation? What is context- variative segmentation?
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2. Speak about modality of the text.
1. Speak about Stylistic Devices based on the interaction of logical and

emotive meanings of the word: Epithet, oxymoron, hyperbole.
Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 12
1. Why are verbal & supraverbal layers inseparable from each other?

2.Speak about the Informativity and types of Information.
3. What SD belong to the Subgroup Syntactical SD. Characterise each of them.

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 13

1. What the meaning of the term “Stylistics™?
2 What is a text? What does the word «text» mean?
3. What SD belong to the Subgroup Lexico-Syntactical SD. Characterise each of

them.

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 14
1. What other branches of learning is interpretation connected with?
2. What is the main task of stylistics and interpretation?
3. What is symbol? What kind of symbols do you know?

Kafedra mudiri f.f.n. Rasulov Z.1

# CARD 15
2. Speak about Stylistic Devices based on the interaction of logical and emotive

meanings of the word: Epithet, oxymoron, hyperbole.

3. What problems does informativity embrace?
4. What are the wide — spread types of implicates? Comment on each of them.

Kafedra mudiri f.f.n. Rasulov Z.1
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What does interpretation as a scientific subject comprise?
How does the reader decode the writer's message?
Why is interpretation on the junction with stylistics & literary criticism?
What other branches of learning is interpretation connected with?
What is the main task of stylistics and interpretation?
What the meaning of the term “Stylistics™?
What is a text? What does the word «text» mean?
A literary text is a fragment of objective reality, isn't it?
Why does the author always address his work to the reader?
Why is any literary production called a “cultural context”?
What is an addressee ? What are the types of it?
What is the verbal layer of the text?
How is supraverbal layer of the text materialized?
What is the basic element of the text?
Why are verbal & supraverbal layers inseparable from each other?
Speak about the category of expressiveness and emotiveness.
How do you understand the notion “Expressive means”
Give explanation to the Stylistic Devices.
What is the difference between EM and SD?
What is Stylistic convergence?
Why is the informativity considered to be the main category of the text?
And what problems does informativity embrace?
What are the main levels of expressing thoughts?
What are the wide — spread types of implicates? Comment each of them.
Why do we distinguish implicates according to the degree of significance?
Does the writer refer repeatedly to any objects or gestures in his work?
Does he make any concrete items in the story emerge and assume importance?

Does he use poetic or connotative language when describing particular objects
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or gestures?

Does he use any shared or cultural symbols?

Does he attribute the conventional meaning to these symbols?

How does the use of symbols help the writer to convey the meaning of his work?
What is modality as a category?

What are the main approaches to the problem of modality?

What is the role of the title of the text in disclosing the author's attitude towards
the events (characters) described?

How is modality expressed by the author?

What is the theme (and idea) of the literary text?

What arc the components of the composition of the literary text?

What is a closed and open plot structure?

What is the setting of the work in time and space?

Is the setting briefly sketched or is it described in detail?

Is the language used in the descriptions connotative or poetic?

What are Poetic details?

What is the difference between PD and SDs?

What is the main function of PDs?

What are the types of PDs?

What is the title of the literary work?

What are the main types of the title?

What main parameters does the character of segmentation depends on?

What kinds of segmentation do you know ?

What is volume — pragmatic segmentation?

What is context- variative segmentation?

What forms of stating does context variative segmentation represent?

Why wholeness is considered to be a structural-semantic category of the lit text?

What kinds of cohesion do you know?
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Texts for Discussing Narrators.
THE ESCAPE
Somerset Maugham.

I have always been effaced that if a woman once made up her mind to marry a man
nothing but instant flight could save him. Not always that; for once a friend of
mine, seeing the inevitable loom menacingly before him; took ship from a certain port
(with a tooth-brush for all his luggage, so conscious was he of his danger and the
necessity for immediate action) and spent a year traveling round the world; but when,
thinking himself safe (women are fickle, he said, and in twelve months she will have
forgotten all about me), he landed at the selfsame port the first person he saw gaily
waving to him from the quay was the little lady from whom he had fled. | have only
once known a man who in such circumstances managed to extricate himself. His
name was Roger Charing. He was no longer young when he tell m love with Ruth
Barlow and he had had sufficient experience to make him careful; but Ruth Barlow
had a gift (or should 1 call it a quality?) that renders most men defenseless, and it was
this that dispossessed Roger of his-common sense, his prudence and his worldly
wisdom. He went down like a row of ninepins. This was the gift of pathos. Mrs.
Barlow for she was twice a widow, had splendid dark eyes and they were the most
moving | ever saw; they seemed to be ever on the point of filling with tears; they
suggested that the world was too much for her, and you felt that, poor dear, her
sufferings had been more than anyone should be asked to bear It, like Roger Charing,
you were a strong, hefty fellow with plenty of money, it was almost inevitable that you
should say to yourself- I must stand between the hazards of life and this helpless little
thing, oh, how wonderful it would be to take the sadness out of those big and lovely
eyes! | gathered from Roger that everyone had treated Mrs. Barlow very badly. She

was apparently one of those unfortunate persons with whom nothing by any chance
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goes right. If she married a husband he beat her; if she employed a broker he cheated
her; if she engaged a cook she drank. She never had a little lamb but it was sure to die.
When Roger told me that he had at last persuaded her to marry him, | wished him joy.
"I hope you'll be good friends," he said. 'She’s a little afraid of you, you know; she
thinks you're callous."

"Upon my word | don't know why she should think that.

"You do like her, don't you?"

"Very much."

"She's had a rotten time, poor dear. | feel so dread fully

sorry for her."

"Yes " | said.

I couldn't say less. | knew she was stupid and | thought she was scheming. My own
belief was that she was as hard as nails.

The first time | met her we had played bridge together and when she was my partner
she twice trumped my best card. | behaved like angel, but I confess that | thought if the
tears were going to well up into anybody's eyes they should have been mine rather than
hers. And when, having by the end of the evening lost a good deal of money to me, she
said she would send me a cheque and never did, I could not but think that I and not she
should have worn a pathetic expression when next we met.

Roger introduced her to his friends. He gave her lovely jewels He took her here, there,
and everywhere. Their marriage was announced for the immediate future. Roger was
very happy. He was committing a good action and at the same time doing something
he had very much a mind to. It is an uncommon situation and it is not surprising it he
was a trifle more pleased with himself than was altogether becoming

Then, on a sudden» he fell out of love. | do not know why. It -could hardly have been
that he grew tired of her conversation, for she had never had any conversation. Perhaps
it was merely that this pathetic look of hers ceased to wring his heart-strings. His eyes
were opened and he was once more the shrewd man of the world he had been. He
became acutely conscious that Ruth Barlow had made up her mind to marry him and

he swore a solemn oath that nothing would induce him to marry Ruth Barlow. But he
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was in a quandary. Now that he was in possession of his senses he saw with clearness
the sort of woman he had to deal with and he was aware that, if he asked her to release
him, she would (in her appealing way) assess her wounded feelings at an immoderately
high figure. Besides, it is always awkward for a man to jilt a woman" People are apt to
think he has behaved badly.

Roger kept his own counsel. He gave neither by word nor gesture an indication that
his feelings towards Ruth Barlow had changed. He remained attentive to all her
wishes; he took her to dine at restaurants, they went to the play together, he sent her
flowers; he was sympathetic and charming. They had made up their minds that they
would be married as soon as they found a house that suited them, for he lived in
chambers and she in furnished rooms; and they set about looking at desirable
residences. The agents sent Roger orders to view and he took Ruth to see a number of
houses. It was very hard to find anything that was quite satisfactory. Roger applied to
more agents. They visited house after house. They went over them thoroughly,
examining them from the cellars in the basement to the attics under the roof.
Sometimes they were too large and sometimes they were too small; sometimes they
were too far from the centre of things and sometimes they were too close; sometimes
they were too expensive and sometimes they wanted too many repairs; sometimes
they were too stuffy and sometimes they were too airy; sometimes they were too dark
and sometimes they were too bleak. Roger always found a fault that made the house
unsuitable of course he was hard to please; he could not bear to ask his dear Ruth to
live in any but the perfect house, and the perfect house wanted finding. Househunting
IS a tiring and a tiresome business and presently Ruth began to grow peevish. Roger
begged her to have patience; somewhere, surely, existed the very house they were
looking for, and it only needed a little perseverance and they  would find it. They
looked at hundreds of houses they climbed thousands of stairs; they inspected
innumerable kitchens. Ruth was exhausted and more than once lost her temper.

"If you don't find a house soon", she said, "I shall have to reconsider my position.

Why, if you go on like this we shan't be married for years."
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"Don't say that," he answered, "l beseech you to have patience. I've just received some
entirely new lists from agents I've only just heard of. There must be at least sixty
houses on them."

They set out on the chase again. They looked at more houses and more houses. For two
years they looked at houses. Ruth grew silent and scornful: her pathetic, beautiful eyes
acquired an expression that was almost sullen. There are limits to human endurance.
Mrs. Barlow had the patience of an angel, but at last she revolted.

"Do you want to marry me or do you not?" she asked him.

There was an unaccustomed hardness in her voice, but it did not affect the gentleness
of his reply.

"Of course | do. We'll be married the very moment we find a house. By the way I've
just heard of something that might suit us."

"I don't feel well enough to look at any more houses just yet."

"Poor dear, | was afraid you were looking rather tired."

Ruth Barlow took to her bed. She would not see Roger and he had to content himself
with calling at her lodgings to enquire and sending her flowers. He was as ever
assiduous and gallant. Every day he wrote and told her that he had heard of another

house for them to look at. A week passed and then he received the following letter:
Roger,
I do not think you really love me. | have found someone who is anxious to take care of me
and | am going to be married to him to-day.
Ruth.
He sent back his reply by special messenger:
Ruth,
Your news shatters me. | shall never get over the blow, but of course your happiness must be
my first consideration. | send you herewith *° seven orders to view; they arrived by this morning's
post and | am quite sure you will find among them a house that will exactly suit you.

Roger.
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The prime of Miss Jean Brodie.
By Muriel Spark.

THE STORY
Miss Jean Brodie, who keeps repeating to her pupils that she is in the prime of life, is a teacher in a junior school in
Edinburgh. From her class of ten-year-old girls she singles out a small | group of favorites that become known as 'the
Brodie set'. She has a major influence over their young, impressionable minds as she feeds them a diet of unorthodox
teaching methods and strongly-held personal views (» Text a).
She tries to maintain her hold over the girls through their teens but runs into an enemy in Sandy. When Sandy tells the

headmistress, Miss Mackay, that Miss Brodie had expressed fascist sympathies, the teacher is sacked.

Putting ldeas into My Girls' Heads (Text a)

Miss Brodie is taking her favourite group of girls on a walking tour of central Edinburgh. As she does so, she
explains what she thinks education means and how her views differ from those of Miss Mackay. While she is talking,
Sandy is making up a story in her head about a love story between herself and the hero of a Robert Louis Stevenson

novel.

Chapter Two

Their walk had brought them into broad Chambers Street. The group had changed its
order, and was now walking three abreast, with Miss Brodie in front between Sandy
and Rose. ‘I am summoned to see the headmistress at morning break on Monday,' said
Miss Brodie. ‘I have no doubt Miss Mackay wishes to question my methods of
instruction. It has happened before. It will happen again. Meanwhile, | follow my
principles of education and give of my best in my prime. The word 'education' comes
from the root e from ex, out, and duco, | lead. It means a leading out. To me education
is a leading out of what is already there in the pupil's soul. To Miss Mackay it is a
putting in of something that is not there, and that is not what I call education, I call it
intrusion, from the Latin root prefix in meaning in and the stem trudo, | thrust. Miss
Mackay's method is to thrust a lot of information into the pupil's head; mine is a
leading out of knowledge, and that is true education as is proved by the root meaning.
Now Miss Mackay has accused me of putting ideas into my girls' heads, but in fact that
IS her practice and mine is quite the opposite. Never let it be said that | put ideas into
your heads. What is the meaning of education, Sandy?

"To lead out,’ said Sandy who was composing a formal invitation to Alan Breck, a

year and a day after their breath-taking flight through the heather.

75



Miss Sandy Stranger requests the pleasure of Mr Alan Breck's company at dinner on Tuesday
the 6th of January at 8 o'clock.

That would surprise the hero of Kidnapped coming unexpectedly from Sandy's
new address in the lonely harbour house on the coast of Fife -described in the novel by
the daughter of John Buchan - of which Sandy had now by devious means become the
mistress. Alan Breck would arrive in full Highland dress. Supposing that passion
struck upon them in the course of the evening and they were swept away into sexual
intercourse? She saw the picture of it happening in her mind, and Sandy could not
stand for this spoiling. She argued with herself, surely people have time to think, they
have to stop to think while they are taking their clothes off, and if they stop to think,
how can they be swept away? carryaway

‘That is a Citroen,' said Rose Stanley about a motor car that had passed by. They are
French.'

'Sandy, dear, don't rush. Take my hand’ said Miss Brodie. 'Rose, your mind is full
of motor cars. There is nothing wrong with motor cars, of course, but there are higher
things. I'm sure Sandy's mind is not on motor cars, she is paying attention to my
conversation like a well-mannered girl. '

And if people take their clothes off in front of each other, thought Sandy, it is so
rude, they are bound to be put off their passion for a moment. And if they are put off

for just a moment, how can they be swept away in the urge? If it all happens in a flash

Miss Brodie said, 'So | intend simply to point out to Miss Mackay that there is a
radical difference in our principles of education. Radical is a word pertaining to roots -
Latin radix, a root. We differ at root, the headmistress and |, upon the question whether
we are employed to educate the minds of girls or to intrude upon them. We have had
this argument before, but Miss Mackay is not, | may say, an outstanding logician. (...)
'When | see Miss Mackay on Monday morning," said Miss Brodie, 'l shall point out
that by the terms of my employment my methods cannot be condemned unless they
can be proved to be in any part improper or subversive, and so long as the girls are the

least equipped for the end-of-term examination. | trust you girls to work hard and try
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and scrape trough, even if you learn up the stuff and forget it next day. As for
impropriety, it could never be imputed to me except by some gross distortion on the
part of a traitor. | do not think ever to be betrayed. Miss Mackay is younger than me
and higher salaried. That is by accident. The best qualifications available at the
University in my time were inferior to those open to Miss Mackay. That is why she
holds the senior position. But her reasoning power is deficient, and so | have no fears
for Monday"'
‘Miss Mackay has an awfully red face, with the veins all showing," said Rose.

I can't permit that type of remark to pass in my presence, Rose," said Miss Brodie, 'for

it would be disloyal.’

The English patient

By Michael Ondaatje
THE STORY

Hana, a Canadian nurse, has abandoned her unit which is accompanying Allied troops as they
pursue German forces up through Italy towards the end of the Second World War. She has stayed
behind in a Tuscan village to look after the English patient, who cannot move because his whole body
has been severely burnt. She is joined by Caravaggio, an old friend, and by an Indian soldier, Kip,
with whom she falls in love (» Text a).

The narrative switches from life in the village to the English Patient's recollections of the war in
North Africa, where the shooting down of his plane caused his horrific injuries. He dies just before
the war finishes and the other characters go their separate ways. The novel ends many years later

with a quasi-telepathic meeting between Hana and Kip (» Text b)

'Keep Very Still'
Kip has found a bomb and is trying to work out which wire to cut in order to defuse it.
At times he listens to music in his earphones because it helps him concentrate on this
very delicate operation. Hana wants to help him but he is very worried about her
safety.
Chapter 111 - Sometime a fire
(...)
He stood, his hands raised above him as if he were holding a giant cobweb. He was

shaking his head to get free of the earphones. As she ran towards him he yelled at her
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to circle to the left, there were mine wires all over the place. She stopped. It was a
walk she had taken numerous times with no sense of danger. She raised her skirt and
moved forward watching her feet as they entered the long grass.

His hands were still up in the air as she came alongside him. He had been tricked,
ending up holding two live wires he could not put down without the safety of a
descant chord. He needed a third hand to negate one of and he needed to go back
once more to the fuze head. He passed the wires carefully to her and dropped his arms,
getting blood back into them.

‘T’1l take them back in a minute.'

‘It is OK

‘Keep very still.'

He opened his satchel for the Geiger counter and magnet. He ran the dial up and along
the wires she was holding. No swerve to negative. No clue. Nothing. He stepped
backwards, wondering where the trick could be

‘Let me tape those to the tree, and you leave.

‘ No I'll hold it. They won't reach the tree.'

‘No’

‘Kip — I can hold them.’

‘We have an impasse. There's a joke. I don't know where to go from here. | do not
know how complete the trick is.’

Leaving her he ran back to where he had first sighted the wire. He raised it and
followed it all the way this time, the Geiger counter alongside it. Then he was
crouched about ten yards from her, thinking, now and then looking right through her,
watching only the two tributaries of wire she held in her hands. | don't know, he said
out loud, slowly, I don’t know. | think | have to cut the wire in your left hand, you
must leave. He was pulling the radio earphones on over his head, so the sound came
back into him fully, filling him with clarity. He schemed along the different paths of
the wire and swerved into the convolutions of their knots, the sudden corners, the
buried switches that translated them from positive to negative. The tinderbox. He

remembered the dog whose eyes were as big as saucers. He raced with the music along
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the wires, and all the while he was staring at the girl's hands, which were very still
holding onto them.

‘You would better go.’

‘You need another hand to cut it don't you?'

‘I can attach it to the tree.'

‘I’ll hold 1t.”

He picked a wire like a thin adder from her left hand. Then the other. She didn’t move
away. He said nothing more, he now had to think as clearly as he could, if he were
alone. She came up to him and took back one of the wires. He was not conscious of
this at all, her presence erased. He traveled the path of the bomb fuze again, alongside
the mind that had choreographed this, touching all the key points, seeing the X ray of
it, the band music filling everything else.

Stepping up to her, he cut the wire below her left fist before the theorem faded, the
sound like something bitten through with a tooth. He saw the dark print of her dress
along her shoulder, against her neck. The bomb was dead. He dropped the cutters and
put his hand on her shoulder, needing to touch something human. She was saying
something he couldn't hear, and she reached forward and pulled the earphones off so
silence invaded. Breeze and a rustle. He realized the click of the wire being cut had not
been heard at all, just felt, the snap of it, the break of a small rabbit bone. Not letting
go of her, he moved his hand down her arm and pulled the seven inches of wire out of
her still tight grip.

She was looking at him, quizzical, waiting for his answer to what she had said,
but he hadn't heard her. She shook her head and sat down. He started collecting various
objects around himself, putting them into his satchel. She looked up into the tree and
then only by chance looked back down and saw his hands shaking, tense and hard like
an epileptic's, his breathing deep and fast, over in a moment. He was crouched over.
'Did you hear what | said?"

'No. What was it?"
‘I thought I was going to die. I wanted to die. And I thought if I was going to die I

would die with you. Someone like you, young as | am, | saw so many dying near me in
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the last year. | didn't feel scared. | certainly wasn't brave just now. | thought to myself,
We have this villa this grass, we should have lain down together, you in my arms,
before we died. | wanted to touch that bone at your neck, collarbone, it's like a small
hard wing under your skin. | wanted to place my fingers against it. I've always liked
flesh the colour of rivers and rocks or like the brown eye of a Susan, do you know
what that flower is? Have you seen them? | am so tired, Kip, | want to sleep, | want to
sleep under this tree, put my eye against your collarbone | just want to close my eyes
without thinking of others, want to find the crook of a tree and climb into it and sleep.
What a careful mind! To know which wire to cut. How did you know? You kept
saying | don't know | don't know, but you did. Right? Don't shake, you have to be a
still bed for me, let me curl up as if you were a good grandfather | could hug, I love the

word ‘curl’, such a slow word, you can't rush it... .

Text B
If Writers Have Wings'

Hana is now thirty-four, still single, and living in Canada. Kip is living in India with his wife and

children. They have not seen each other since the war, but they often think about each other.

Chapter X - August
(...) She will, he realizes now, always have a serious face. She has moved from being a
young woman into having the angular look of a queen, someone who has made her
face with her desire to be a certain kind of person. He still likes that about her. Her
smartness, the fact that she did not inherit that look or that beauty, but that it was
something searched for and that it will always reflect a present stage of her character.
It seems every month or two he witnesses her this way, as if these moments of
revelation are a continuation of the letters she wrote to him for a year, getting no
reply, until she stopped sending them,
turned away by his silence. His character, he supposed.

Now there are these urges to talk with her during a meal and return to that stage they
were most intimate at in the tent or in the English patient's room, both of which
contained the turbulent river of space between them. Recalling the time, he is just as
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fascinated at himself there as he is with her - boyish and earnest, his lithe arm moving
across the air towards the girl he has fallen in love with. His wet boots are by the
Italian door, the laces tied together, his arm reaches for her shoulder, there is the prone
figure on the bed.

During the evening meal he watches his daughter struggling with her cutlery,
trying to hold the large weapons in her small hands. At this table all of their hands are
brown. They move with ease in their customs and  habits. And his wife has taught
them all a wild humour, which has been  inherited by his son. He loves to see his
son's wit in this house, how it  surprises him constantly going beyond even his and his
wife's knowledge and humour - the way he treats dogs on the streets, imitating their
stroll, their look. He loves the fact that this boy can almost guess the wishes of dogs
from the variety of expressions at a dog's disposal.

And Hana moves possibly in the company that is not her choice. She, at even this age,
thirty-four, has not found her own company, the ones she wanted. She is a woman of
honour and smartness whose wild love leaves out luck, always taking risks, and there
Is something in her brow now that only she can recognize in a mirror. Ideal and
idealistic in that shiny dark hair! People fall in love with her. She still remembers the
lines of poems the Englishman read out loud to her from his commonplace book. She
is a woman | don't know well enough to hold in my wing, if writers have wings, to
harbour for the rest of my life.

And so Hana moves and her face turns and in a regret she lowers her hair. Her
shoulder touches the edge of a cupboard and a glass dislodges. Kirpal's left hand
swoops down and catches the dropped fork an inch from the floor and gently passes it
into the fingers of his daughter, a wrinkle at the edge of his eyes behind his

spectacles.
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Text for discussing ‘Setting’

Tess of the d’Urbervilles

By Thomas Hardy

THE STORY

Tess Durbeyfield, a poor country girl, learns that she is descended from a noble family, the
d'Urbervilles. When she goes to find her rich relatives, she is seduced by Alec d'Urbervilles and has a
baby (P Text A) who dies in infancy. She goes to work on a dairy farm and falls in love with Angel
Clare. On their wedding night she reveals the secret of her relationship with Alec. Angel reacts
angrily, abandons her and goes to Brazil.

Out of necessity, and to help her family, she goes back to Alec. When she hears that Angel has
returned to England and realises he has forgiven her, she kills Alec in a fit of anger. Tess and Angel
run away to escape from the police but she is eventually captured at Stonehenge (™ Text B) and
hanged.

Text A
The Girl in the Pink Cotton Jacket

For the first time since the birth of her child, Tess returns to work. She is helping the other people

from the village with the harvesting.
Chapter 14

()

This morning the eye returns involuntarily to the girl in the pink cotton jacket, she
being the most flexuous and finely-drawn figure of them all. But her bonnet is pulled
so far over her brow that none of her face is disclosed while she binds, though her
complexion may be guessed from a stray twine or two of dark brown hair which
extends below the curtain of her bonnet. Perhaps one reason why she seduces casual
attention is that she never courts it, though the other women often gaze around them.
(...)

It is Tess Durbeyfield, otherwise d'Urbervilles, somewhat changed - the same, but not

the same; at the present stage of her existence living as a stranger and an alien here,
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though it was no strange land that she was in. After a long seclusion she had come to a
resolve to undertake outdoor work in her native village, the busiest season of the year
in the agricultural world having arrived, and nothing that she could do within the house
being so remunerative for the time as harvesting in the fields. The movements of the
other women were more or less similar to Tess's, the whole bevy of them drawing
together like dancers in a quadrille at the completion of a sheaf by each, every one
placing her sheaf on end against those of the rest, till a shock, or 'stitch’ as it was here
called, of ten or a dozen was formed.

They went to breakfast, and came again, and the work proceeded as before. As the
hour of eleven drew near a person watching her might have noticed that every now and
then Tess's glance flitted wistfully to the brow of the hill, though she did not pause in
her sheafing. On the verge of the hour the heads of a group of children, of ages
ranging from six to fourteen, rose above the stubbly convexity of the hill.

The face of Tess flushed slightly, but still she did not pause. The eldest of the comers,
a girl who wore a triangular shawl, its corner draggling on the stubble, carried in her
arms what at first sight seemed to be a doll, but proved to be an infant in long clothes.
Another brought some lunch. The harvesters ceased working, took their provisions,
and sat down against one of the shocks. Here they fell to, the men plying a stone jar
freely, and passing round a cup.

Tess Durbeyfield had been one of the last to suspend her labours. She sat down at the
end of the shock, her face turned somewhat away from her companions. When she had
deposited herself a man in a rabbit-skin cap and with a red handkerchief tucked into
his belt, held the cup of ale over the top of the shock for her to drink. But she did not
accept his offer. As soon as her lunch was spread she called up the big girl her sister,
and took the baby of her, who, glad to be relieved of the burden, went away to the
next shock and joined the other children playing there. Tess, with a curiously stealthy
yet courageous movement, and with a still rising colour, unfastened her frock and
began suckling the child.

The men who sat nearest considerately turned their faces towards the other end of the

field, some of them beginning to smoke; one, with absent-minded fondness, regretfully
83



stroking the jar that would no longer yield a stream. All the women but Tess fell into
animated talk, and adjusted the disarranged knots of their hair. When the infant had
taken its fill the young mother sat it upright in her lap, and looking into the far distance
dandled it with a gloomy indifference that was almost dislike; then all of a sudden she
fell to violently kissing it some dozens of times, as if she could never leave off, the
child crying at the vehemence of an onset which strongly combined passionateness
with contempt.

‘She's fond of that there child, though she mid pretend to hate en, and say she wishes
the baby and her too were in the churchyard," observed the woman in the red petticoat.
'She'll soon leave off saying that replied the one in buff. 'Lord, 'tis

wonderful what a body can get used o' that sort in time!'

Text B
It Is Stonehenge!

(a prehistoric ruin in S England, in Wiltshire on Salisbury Plain: constructed over the period of
roughly 3000-1600 BC; one of the most important megalithic monuments in Europe; believed to have
had religious and astronomical purposes)

Tess and Angel Clare are on the run from the police, who want to arrest her for the murder of Alec

d'Urbervilles.
Chapter 58
They had proceeded thus gropingly two or three miles further when on a sudden
Clare became conscious of some vast erection close in his front, rising sheer from the
grass. They had almost struck themselves against it.

"What monstrous place is this?' said Angel.

'It hums,' said she. 'Hearken!'

He listened. The wind, playing upon the edifice, produced a booming tune, like the
note of some gigantic one-stringed harp. No other sound came from it, and lifting his
hand and advancing a step or two, Clare felt the vertical surface of the structure. It

seemed to be of solid stone, without joint or moulding. Carrying his fingers onward he
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found that what he had come in contact with was a colossal rectangular pillar; by
stretching out his left hand he could feel a similar one adjoining. At an indefinite
height overhead something made the black sky blacker, which had the semblance of a
vast architrave uniting the pillars horizontally. They carefully entered beneath and
between; the surfaces echoed their soft rustle; but they is seemed to be still out of
doors. The place was roofless. Tess drew her breath fearfully, and Angel,
perplexed, said  'What can it be?'

Feeling sideways they encountered another tower-like pillar, square and
uncompromising as the first; beyond it another and another. The place was all doors
and pillars, some connected above by continuous architraves.

‘A very Temple of the Winds," he said.

The next pillar was isolated; others composed a trilithon; others were prostrate, their
flanks forming a causeway wide enough for a carriage; and it was soon obvious that
they made up a forest of monoliths grouped upon the grassy expanse of the plain. The
couple advanced further into  his pavilion of the night till they stood in its midst.

It is Stonehenge!" said Clare.

The heathen temple, you mean?'

"Yes. Older than the centuries; older than the d'Urbervilles! Well, what shall we do,
darling? We may find shelter further on.' But Tess, really tired by this time, flung™
herself upon an oblong slab that lay close at hand, and was sheltered from the wind
by a pillar. Owing to the action of the sun during the preceding day the stone was
warm and dry, in comforting contrast to the rough and chill*® grass around, which had
damped her skirts and shoes.

'l don't want to go any further, Angel,' she said stretching out her hand for his. (...)

In the far north-east sky he could see between the pillars a level streak of light. The
uniform concavity of black cloud was lifting bodily like the lid of a pot, letting in at
the earth's edge the coming day, against which the towering monoliths and trilithons
began to be blackly defined.

'Did they sacrifice to God here?' asked she.

'No," said he.
85



"Who to?"

‘I believe to the sun. That lofty stone set away by itself is in the direction of the sun,
which will presently rise behind it.' (...)

In a minute or two her breathing became more regular, her clasp of his hand relaxed,
and she fell asleep. The band of silver paleness along the east horizon made even the
distant parts of the Great Plain appear dark and near; and the whole enormous
landscape bore that impress of reserve, taciturnity, and hesitation which is usual just
before day. The eastward pillars and their architraves stood up blackly against the
light, and the great flame-shaped Sun-stone beyond them; and the stone of sacrifice
midway. Presently the night wind died out, and the quivering little pools in the cup-like
hollows of the stones lay still. At the same time something seemed to move on the
verge of the dip eastward - a mere dot. It was the head of a man approaching them
from the hollow beyond the Sun-stone. Clare wished they had gone onward, but in the
circumstances decided to remain quiet. The figure came straight towards the circle of
pillars in which they were.

He heard something behind him, the brush of feet. Turning, he saw over the prostrate
columns another figure; then before he was aware, another was at hand on the right,
under a trilithon, and another on the left. The dawn shone full on the front of the man
westward, and Clare could discern from this that he was tall, and walked as if trained.
They all closed in with evident purpose. Her story then was true! Springing to his feet,
he looked around for a weapon, loose stone, means of escape, anything. By this time
the nearest man was upon him.

"It is no use, sir," he said. "There are sixteen of us on the Plain, and the whole country is
reared.’'

‘Let her finish her sleep! he implored in a whisper of the men as they gathered round.
When they saw where she lay, which they had not done till then, they showed no
objection, and stood watching her, as still as the pillars around. He went to the stone
and bent over her, holding one poor little hand; her breathing now was quick and
small, like that of a lesser creature than a woman. All waited in the growing light, their

faces and hands as if they were silvered, the remainder of their figures dark, the stones
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glistening green-grey, the Plain still a mass of shade. Soon the light was strong, and a
ray shone upon her unconscious form, peering under her eyelids and waking her.

'‘What is it, Angel?' she said, starting up. 'Have they come for me?' 'Yes, dearest,' he
said. "They have come.’

'It is as it should be," she murmured. 'Angel, 1 am almost glad - yes, glad! This
happiness could not have lasted. It was too much. | have had enough; and now I shall
not live for you to despise me!" She stood up, shook herself, and went forward, neither

of the men having moved. 'l am ready’ she said quietly.
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9.I'noccapwuii

Alliteration - The repeating of consonant sounds. The repetition can be put side by side
(for example, "sleepy sun sank slowly over the sea").

Allusion - A short mention of a famous historical or literary person or event.
Analogy - New words, ideas, or pronunciations become like the pattern of older or

more familiar ones. Comparing two different things. The purpose of an analogy is to
describe something unfamiliar or new with something that is more familiar.

Antagonist - The character who the main character has the most conflict with. The
antagonist is not always a person or animal, however: for example, the main character
could have the most conflict against nature.

Anecdote - A short and humorous (funny) story about a real event or person.

Antihero - A protagonist who does not have many heroic qualities. For example, Tom
Jones in Henry Fielding's book Tom Jones is an antihero. Sometimes antagonists who
are surprisingly likable are called antiheroes, too.

Archetype - The good example, pattern, or model of a type or group. All other things
of the same kind are made from this.

Aside - In a play, an aside is a speech that the actor says in a way that the other
characters are supposed not to hear it. It usually shows the person's inner thoughts.

Autobiography - A form of nonfiction. In an autobiography, a person tells his or her
own life story. For example, Benjamin Franklin wrote his own famous autobiography.

Audience - A group of people that experience a work of art or literature.
Ballad - A song or poem that tells a story in short stanzas and repeated simple words.

Bard - A poet hired by a patron such as a ruler or nobleman to write or sing about the
patron's ancestors and to praise the patron's own works.

Biography - A form of nonfiction in which a writer tells the life story of a different
person.

Character - A person or an animal who is part of the action of a literary work. The
main character is the one the work focuses on. The person with whom the main
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character has the most conflict is the antagonist. He is the enemy of the main
character, who is usually called a protagonist.

Conflict - A struggle between two forces against each other. It can be internal or
external. When a conflict happens inside a character, it is called internal conflict. For
example, in Charlotte Bronté's novel Jane Eyre, Jane is asking herself whether she
should live with Mr. Rochester, whom she loves, or if she should go away. An external
conflict is usually a conflict that is easy to see, happening between the protagonist and
antagonist. Conflict is one of the most important elements of narrative literature.

Crisis or climax - The moment or event in the plot where the conflict is most directly
addressed. Here, the main character usually "wins" or "loses". After the climax, there is
a denouement (falling action).

Drama - A story written to be performed by actors. The person who writes the play
writes dialogue for the characters to speak and directions for costumes, lighting,
setting, and the character's movements.

Dramatic monologue - A poem or speech in which an imaginary character speaks to a
silent listener.

Epilogue - A piece of writing at the end of a work of literature, especially in drama. It
is usually different from the whole work and is used to end it.

Essay - A short nonfiction work about a special subject from the writer's point of view.
Essay comes from the Old French word essai, meaning "a trial, try, or attempt".

Idyll - A short poem about simple everyday life, sometimes written in a pastoral (about
shepherd life) or sentimental style.

Imagery - Imagery is strong describing language which helps us use our senses and
memory when we read.

Irony - Irony means to say something while meaning a different, contradictory thing.
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1. Stylistics and Text interpretation as a subject. Its place in the theory of literature.

2. Edgar Po and his contribution to detective genre development. Literary and
stylistic analysis of his stories.

3. Literary and stylistic analysis of O Henry’s stories.

4. The role of a title in the development of plot.

5. Plot strucure of a literary text.

6. Analysis of a literary text.

7. The place of a word in literary text plot development.

8. Imlicitness and its function in the literary text.

9. Types of Poetic Details.

10.Character sketches in literary text.

11.The role of stylistic devices in literary texts.

12. The idea and the theme of a literary text. Comparison of terms.

13. Literary characters in J.Galsworthy’s short stories.

14. Literary and stylistic interpretation of the S.Maugham’s short stories.
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12. TassHY KOHCIIEKT

1-MAB3Y: Stylistics and Interpretation as a subject. Its aims , tasks

and ties with other subjects Literary text as Poetic Structure.

MawryaoT WaKIu

Kupum-mas3y 6yiinua mabpy3a

Mawbpy3a pexacu

1 .The essence of the subject of
Interpretation and Stylistics.

2. The aims and tasks of Interpretation.
4. Ties of Interpretation and Stylistics
with other branches of learning.

5. Verbal and supraverbal layers of the
literary text.

6. Poetic structure and the form-content
relationship of its components .

7. Principle of Poetic structure cohesion.

YKyB MalIFyJIOTHHHHT MaKCaIu

e (CrunmucTtdka Ba MaTH Taxawid ¢aHu,
VHUHT KeJIMO YMKHUIIM,Xamjaa OyIumiiapu
XaKWJla TyIyH4ara sra OVIiuiiL.

e dagHmHrM Makcaj Ba BazubaIapPUHU

yprasuui.

TastHu Tynryn4a Ba nbopainap

Essence of the literary work, Stylistic Devices,
Expressive means, Objective reality, verbal layer
of the text, supraverbal layer of the text, principle

of incomplete representation, principle of

analogy and contrast, principle of recurrence
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Ilenarorux Bazudanap

YKyB paoMsTH HATHKAJIAPH

Tanabanapan CTuUIMCTHKAa Ba MaTH TaXJIMIIA

daHuHUHT Makcaax Ba Basudanmapu OunaH

TaHUIOTUPHIIAN.

Tamabanap CruiaucTUKa Ba MATH TaxJIAIU
(dbaHMHUHT Makcaj Ba Basudalapu Xakuaa anTuo

Oepa onaauiap.

dagHuHT NpEeaAMCTH Ba CTUJIMCTUK TaXJIJI

Makcajuiapy Xakuja MabJyMOT Oepuiaiu.

dagHuHT npeaMeT Ba CTUIMCTUK TaxXJIMJI

Makcajulapu  XakuJa — TyuolyHyajapra  ara

oynmaauiap.

CtwmcTiika Ba MaTH TaXJIMIMHUHT TapKHOWi
KHcMIIapu Ba Ootmika (aHimap OusiaH OOFIUKINUTH

XaKHJa MabIyMOT OepUIaan.

Crunuctuka Ba MaTH TaXJIMJIMHUHT TapKUOUI
KHCMIIapu Ba Oomika (anmap OusiaH OOFIUKINTU

XaKuJa MabIyMoT Oepa osagunap.

VKuTum ycyaiapu

Manwpy3a, Hamouum, OUIl CYpoB, Kiactep,

AKJINI XYKYM.

YKUTHII BOCUTAIAPH

Masbpy3a MaTHU, KOMIIOTOP TEXHOJIOTHSCH,

crauiap.

YKUTHII IHAKJIAPH

®poHTaj, KOJUIEKTUB UIIL.

YKUTHII IAPOUTH

TexHnuk BocuTanap OuigaH TAabMUHJIAHTaH,
YKUATHII YCYJUTApUHM KYJIJIAll MYMKHH OYiraH

VKYyB XOHA.

MoHuTOopHMHI Ba 0axoJia

Kyszatumi, of3zaku Hazopar,é3Ma HazopaT, YKyB

TOHNIIUPUK

Mabpy3aHUHT TEXHOJIOTHK XapUTACH

N JKapaéHu D0 MATHUHT Ma3MYHH
Oocku4iaapu VKuTYBUN Tanaba
BaKTH

1.1. yxKyB paHUHMHI HOMHHU aMTagu, MPEIMETHUHT
1 Gock. nactiaadku yiwyMI/H?I TacaBBYpuHU Oepanu. YcnyOuit | Tunrnaiiau Ba €3aau
Kypumn Ba TAIIKWJIMHA TOMOHJIApH, Tanadajgap OMIMMIIAPUHU
(15 naxixa) 0axojam Me30HJApUHU Ba (aH CTPYKTYpacuHU

TaHUITHpaau. (1-unosa)

1.2.  wma3kyp ¢aHHUHT YpraHwJIaATraH MaB3yllapH
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Oyiinua Hasapuii Ba aMaluil  MalFyIoTIap,
YJIAPHUHT Y3BUWIMIM XaKuJa KUCKAada MabIIyMOT

Oepunmn, Acocuwii amabuérmap pyiixaru Owian | MaBly HoOMUHH — €3u0
TaHUIITHPAIU. (2-UIT0BA) oJIauIiap.
VYKyB nacTypuHH Tanadanapra TAaHUIITAPATIH.
1.3. Masbpy3a JapCUHUHI Makcaid Ba VK
pys P . YIYE CagoJsutapra #KaBoO
GdaonmusaTH HaTWKaTApUHU aitagu. TamabamapHu 5
aKMMiA  Xy)KyMIra TOPTHUII YYyH >KOHJIAHTHPYBUH cpat.
caBoJutap Oepaau. (3-mioBa).
2.1. Mabpy3a pexacMHHHT Oapua caBoJutapu Oyitmua | Tunrnaiinm,
BHU3yaJl MaTEPUAIIH HAMOMMII KWJIAIN. yprananau,
MaB3yHHHT acocHil >KOWIapuHu €3u0 ONUIUIApUHU | €3a1H, aHUKIIANIH,
cypaiiu. caBoJutap Oepau.
daoamTUPYBYH CaBOJ KaBOO yTKa3au. .
Acocuii KoMapHU
o o N ézanu.
JXKaoOmapHu TYFpuIaiiu Ba XyJrocaaaiiu.
2 Bockud 2.2. Tanabanapra >pkuH (DUKp aiTumra pyxcart
Acocuii xapéu Cagosmapra KaBOO
Oepwiiaiv Ba YIIapHH parOaTIaHTUPAIIH. 6
(55 naxuka) epaau.
XapOup TasiHY TyIIyHYa

Ba nbopamapHu
MyXoKaMa KHJIa IH.
Ezanu.

’KaBob Gepany.

3 0ockn4
SAxyHuit 60cKud
(10 makuka)

3.3. Mag3y 6yiinua yMyMui Xysoca KAJIaau.

3.4. TanabasapHUHT OWJIMM Ba KYHUKMaJapuHU
Oaxoaiam.

3.3. HapOGarmeru  mamfymoTra  KypuiaguraH
MacaJlaHd bJIOH KUJIAJAW Ba MYCTaKuUJ Taléprapiuk
KYPUILHU CYpailIn.

3.4. Tanmabanapra yiira Ba3zuga Kumo:

1. Kenrycu wmaB3y »OBJOH KWIMHAIM Ba YHra
Tal€pIaHuO KEeJUI alTUIIaIN.

2. V3uHM-y3M HazopaT KWIMII YdyH CaBOJUIAp
Oepunaay.

3. TaBcus kunuHran anabUETIapHU YpraHumira
Oepay.

TuarIaiIun.

Mycrakun umam yuyH
TONIIUPUKIApHU  &3u0
oJI1aJIu.
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2-MAB3Y: EXPRESSIVE MEANS AND STYLISTIC DEVICES, THEIR
CHARACTERISTIC FEATURES AND FUNCTIONS

MawryaoT WaKIu

Kupum-mas3y 6yiinua mabpy3a

Mawsbpy3a pexacu

1. The category of expressiveness and

emotiveness.

2. Expressive Means and their types:
e Phonetic EMs;
e Morphological EMs;
e Lexical EMs;

e Syntactical EMs.

3. Stylistic Devices and their functions.

YKYB MalIFyJJIOTHHUHT MAKCAIH

e Crunucruka ¢danuma nhoaanuImK

TymryHyacura XakKuJa MabJIyMOTra ora

oymumI.

e Udona BocuTamapu Ba  yJIapHUHT

TYpJIAPUHM YPTaHMIIL.

e CTWIMCTUK YCYJUIADHUHT ¥y3HMra XocC

XYCYCHUSITIIApUHH YPraHuII

TastHu Tymrynya Ba nbopainap

Expressiveness.
Emotiveness.
Intensification.
Manifest.
Predominant.
Pitch.

Ileparorux Basudganap

VKyB ¢aoausTu Bazudanapu

TanaGanmapau udoAaTUINK KAaTErOpUsACH Ba
Oy kareropusi OuiaH OOFJIMK TyHIyHUYanap

Ounan TaHUIITUPUIIAIN.

Tanabanap udoJanuIvK KaTeropusicu

Ba Oy

KaTeropusi OuiaH OOFIIMK TyIIyHYalap Xakuaa

aiitu6 Oepa onaaunap.

WNdona BocuTamapu Ba yIapHUHT Typiapu

HNdona BocuTanapu Ba yJapHUHT TypiapH
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XaKHJa MabIyMOT OepUIaan. XaKHJla MabIyMOTra ara Oymaaunap.

Crunuctuk ycymiap Ba yJaapHUUHT y3ura xoc | CTHIMCTHK yCyJulap Ba YJIapHUUHI Y3HUra xoc

XYCYCHSITIIApH MUCOJIIap épaamMuia | XyCyCHsITIapHHA MUCOJLIap Epmamuia
TYIIYHTUPUO Oepuianu. TYIIyHTUPUO Oepa onaauiap.
YKUTHII yCYJUIApH Masbpy3a, HamoWwil, OJIUI[ CYpOB, KIacTep,
aKJII XY KYM.
YKUTHII BOCHTAJIAPH Masbpy3a MaTHH, KOMITIOTOP TEXHOJIOTHSICH,
crauiap.
YKUTHII IAKJJIAPH ®dpoHTa, KOJUIEKTHB HUIIL

Texauk BocHUTaJ1ap OunaH TabMHHJIAHI'aH,

VKuTHII IapouTH VKUTHII yCyIIapuHy KyIUIam MyMKHH GYIran
VKYB XOHA.

MoHuTOopHHI Ba 0axoJiam Ky3arumi, of3aku Ha3opart,€3Ma Ha3opar, YKyB
TONIIHUPUK

Mabpy3aHUHT TEXHOJIOTHK XapUTACH

N JKapaéHu Do IMATHUHT Ma3MyHH
OocknuIapu YxutryBun Tanaba
BaKTH

1.1. yxKyB (haHMHMHT HOMHUHH aWTaad, MPEAMETHHHT
nactnabku yMyMud TacaBBYpHHH Oepaau. YcnyOuii | Tunrnaiinu Ba €3aau
Ba TalIKWINA TOMOHIApH, Tajgabanap OWIMMIIApUHU
Oaxoyiain Me30HJapuHU Ba (aH CTPYKTYpacHHU
tanumTHpaau. (1-uaosa)

1.2. Maskyp ¢(aHHUHT VpraHWIaaTraH MaB3yllapu

1 60cKuY. Oyiinua Hasapudi Ba aMmanuil  MalFynoTIap,

Kupuiu YAApHUHT Y3BUIIMTUM XaKuJa KHUCKada MabIyMOT

(15 nakuka) Oepunu, Acocuil anabu€rmap pyiixarm Ownan | MaB3y HomMHHE — €3u0
TaHULITUPAJIH. (2-unoBa) oJlaiuIap.

VYKyB JacTypuHH Tanabaiapra TaHUIITHPATH.

1.3. Masbpy3a OapCHHUHI Makcaad Ba YKYB
GdaonuaTH HaTwKanmapuHu aitagu. TanmaGamapHu
AUl Xy)KyMra TOPTUII Y4yH >KOHJIAQHTUPYBYH
caBoJutap Oepaau. (3-mioBa).

CaBosapra XKaBoO
Oepanu.
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2 6ocku4
Acocuii xap€H
(55 nakuka)

2.1. Masbpy3a pexxacuHUHT Oapya caBosuiapu Oyinua
BU3yaJl MaT€pUAIIHU HAMOMHUII KUJIaIH.
MaB3yHUHT acOCHil JKoiyapuHu €310 OJMIUTAPUHU
cypaiiau.
DaonnamTHPyBYN CaBOJI KaBOO YTKA3aIH..
1. 1. What is the category of expressiveness and

emotiveness?
2. What is the

expressiveness and emotiveness? Explain

difference between

with examples?
3. What is EMs? How many types of EMs do

Tunarnaigu,
ypranaau,
€3a1u, aHuKJIanau,

caBoJuiap Oepaju.

Acocuii KOWIIapHU
é3anu.

CaBoJsutapra #KaBoO
oepau.

XapOup TasgHY TYyIIyHYa

3 0ockng
SAxyHuit 60cKuY
(10 makuka)

Ba nbopanapHu
you know? MyXoKaMa KHJIAIH.
4. What kind of Phonetic EMs do you know? Esanu.
’KaBo06 Gepanu.
Count them.
PKapoOnapHu TYFpuiiaiiiu Ba Xynocalanau.
2.2. Tamabamapra SpkuH (QUKp aWTHIITa pyxcar
Oepria/iv Ba yIapHH parOaTIaHTHPAIH.
3.5. Mag3y 0Vitn4a yMmyMuii Xyjoca KujIau. TuHrTal M.

3.6. TamabamapHuHT OWJIMM Ba KYHUKMalTapHUHA
Oaxoaiam.

3.3. HaBOataBru MamrynoTra Kypuiiagural MacaaaHu
IBJIOH KWJIaM Ba MYCTaKWJI Tal€prapivk KypHUILIHU
cypaitau.

3.4. Tamabanapra yiira Ba3zuga Kumo:

1. Kenrycu M™aB3y »3bJOH KWJIMHAAM Ba YHra
Tal€pIaHnO KEeJUI alTUIIaIN.

2. V3umHu-y3u HazopaT KWIMII Y4yH CaBOJUIAp
oepunaay.

3. TaBcus KwimHraH anaOuETIapHU VpraHMIITa

Oepay.

MycTrakuin unuiam y4yH
TOMIIIUPUKIAPHU  €3U0
oJIaJIu.

3-MAB3Y: Stylistic Devices based on the interaction of logical and

contextual meanings. Stylistic Devices based on the interaction of logical and

emotive meanings of the word.
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MawryaoT WaKIu

Kupunm-mag3y 6yiinua mabpysa

Mawsbpy3a pexacu

1. Metaphor — its linguistic nature, types
and stylistic function.
2. Metonymy — its types of associations,
and functions.
3. Irony — its linguistic nature. Irony and
humor, their functions.
4.Epithet and logical attribute. Ways of
expressing of Epithet, types and functions.
5.0xymoron; structural models of
Oxymoron.
6.Hyperbole; types of hyperbole, its

functions.

TastHu TyrmyHua Ba ubopanap

metaphor
metonymy
irony
affinity
contiguity
opposition
interaction

personification

Ilenaroruk Basudaap

SJ]KyB ¢aonusaTu Bazudanapu

TanabGanapuu Metadopa, METOHUMUS, KHHOS
KabM CTWIMCTMK Yycyiaap OuiaH OOFJIUK

TylIyH4ajap OUIaH TaHUIITHPUIIAIH.

Tanabanap wMeradopa, METOHUMHS, KHUHOS

KabM CTWIMCTUK YCyiap  OuiaH OOFJIMK

TyLIyHYaiap Xakuja aitiuo o6epa onagunap.

Mertadopa,  METOHUMHS,  KUHOA  Kabu

CTWJIMCTUK YCYJUIAPHUHI TYpJIapu XaKuaa

MabJIYMOT GCpI/IJ'IaI[I/I.

Meradopa,  METOHUMHMS,  KHHOS  Kabu

CTWJIUCTUK  YCyIJiap,

XaKuJa MabIyMOTra ara Oymaaumiap.

yIapHUHT  TypJlapu
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CrunucTuk ycymiap Ba yJAapHUMHT y3ura xoc | CTHIMCTHK yCyJulap Ba YJIapHUHUHI Y3HUra xoc

XYCYCHSITIIApH MUCOJIIap épramMuaa | XyCyCUsiTIIapuHu MUCOJLIap Epmamuia
TYIIYHTUPUO Oepuiany. TYIIyHTUPUO Oepa onaauiap.
YKUTHII yCYJUIApH Masbpy3a, Hamouwmil, OJIUI[ CYpOB, KIacTep,
aAKJIMHI XYXKYM.
YKUTHII BOCHTAJIApH Masbpy3a MaTHH, KOMITIOTOP TEXHOJIOTHSICH,
crauiap.
YKUTHII IAKJJIAPH ®dpoHTa, KOJUIEKTHB HUIIL

Texauk BocHUTaJ1ap OunaH TabMHWHJIQHI'aH,

Vkurnm IAPOUTH Vkurum yCYJUIapUHH KYJIIall MyMKUH OYiaran
VKYB XOHA.

MoHuTOopHHI Ba 0axoJia Ky3arumi, of3aku HazopaTt,€3Ma Ha30par, YKyB
TOMIIHUPUK

Mabpy3aHUHT TEXHOJIOTHK XapUTACH

N JKapaéHu Do MATHUHT Ma3MyHH
0ocku4iapu YkutryBun Tanaba
BaKTH

1.1. yxKyB (haHMHMHT HOMHUHH aWTaad, MPEAMETHHHT
JMacTIadKK YMYMHU TacaBBypuHH Oepamu. Ycnyowuit | Tunrnaiiam Ba €3aam
Ba TalIKWINA TOMOHIApH, Tajabanap OMIMMIAPUHU
Oaxoyialn Me30HJapuHU Ba (aH CTPYKTYpacHHU
tanumTHpaau. (1-uaosa)

1.2. Maskyp ¢(aHHUHT VpraHuWIaaTraH MaB3yllapu

1 6ockuu. Oyiinya Hasapuii Ba aMaluil  MalIFyloTIap,

Kupuiu YJAapHUHT Y3BUMJIMIM XaKuJa KHCKaua MablIyMOT

(15 naxuka) Oepunu, Acocuil anabuérmap pyiixatu Owunad | MaB3y HomMuHH — €3u0
TaHUIITHPA/IH. (2-unoBa) oJlaiuap.

VYKyB JacTypuHH Tanabanapra TaHUIITHPATH.

1.3. Masbpy3a OapCHHUHI Makcaad Ba YKyB

. CasoJsutapra XKaBoO
GdaonusaTH HaTWXKamapuHu adWTtaaud. TamabamapHu
aKIMil Xy)KymMra TOPTHUII Y4YyH >KOHJAQHTHPYBUU Ocpau.
caBoJutap Oepaau. (3-mosa).
2 G0CKHY 2.1. Masbpy3a pexxacuHUHr Oapya caBosuiapu Oyinua | Tunrmaiom,
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Acoculi xap€H
(55 maxuka)

BU3yaJl MATEPUAITHU HAMOMUIL KUJIa/IH.
MaB3yHHUHT acOCHil JKoiylapuHu €310 OJMIUTAPUHU
cypaiiau.

daonnamTUPyBYU CaBOJ KaBOO YTKa3aIH.

yprananau,
€3a1u, aHuKJIalau,
caBoJuIap Oepajiu.

3 6ocKHu
SAxyHuit 60cKuY
(10 makuka)

3.8. TamabanmapHuHT OWJIMM Ba KYHUKMalapHHU
Oaxoiaiam.

3.3. HaBOaTaBru MamrynoTra Kypuiaaurad Macajlanu
9BJIOH KWJIAJU Ba MYCTaKWJI Ta€prapiiuK KypUIIHU
cypaitau.

3.4. Tamabanapra yiira Ba3uga Kumo:

. Kenrycu M™aB3y O9bJOH KWJIWHAAM Ba YHra
Tal€pIaHnO KEeJUI alTUIIaIN.

2. V3uHE-y3M HazopaT KWIMII Y49yH CaBOJUIAp
oepunaay.

3. TaBcuss KwimHTaH anaOuETIApHU VpraHMIITa

Oepau.

. . Acocuit YKOMJIapHU
1.What SDs are registered when dictionary and | . P
€3aau.
contextual meanings interact?
) o Caosutapra ’KaBoO
2.What is the linguistic nature of metaphor? Gepa.
3.According to what aspects a metaphor is
classified? Xap 6Hp TASHY TYIIYHYA
4.From what sources do the writers and poets | B4 ubopanapHu
B MyxXOoKaMa KUJI1aau.
borrow images for metaphors and metonymy? Esamm.
DKaBoOapHu TYFpuIaiIu Ba Xyrocanaim. ’KapoO Oepasu.
2.2. Tamabamapra SpkuH (QUKp aWTUIITA pyxcar
Oepuiaay Ba yJaapHU parOaTIaHTUPAIN.
3.7. Mag3y Oyitnua yMyMu#t Xyaoca KA. Tunrnaiiau.

Mycrakun unuiam y4yH
TOMIIUPUKIApHH &30
oJ1aJIu.

4-MAB3Y: Lexico Syntactical Stylistic Devices. Syntactical Stylistic Devices.

MawryaoT IaKiIu

Kupnm-mas3y 0yiinya mabpysa

Mambpy3a pexacu

1.Simile, its types and functions. Simple
and logical comparison.

2. Periphrasis, its types and functions.
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3.Antithesis, its types and functions.
4.Litotes: its structural types.
5.Climax (gradation), its types and
functions.

6.Rhetorical question.

7.Inversion.
8 .Detached construction.

1. Repetition

TasiH4 TymryH4ya Ba noopaJiap

simile

periphrasis
antithesis

litotes

climax ( gradation )
rhetorical questions
basis

assertion

Ieparoruk Bazudgaaap

VkyB daosmsTn Bazudanapu

Tanmabanapam Yyxmatuii, nepudpas, aHTUTE3A,

JUTOTA, TPaJalus, PUTOPUK CYPOK ram Kabu

Tanmabanmap  yxmarum, nepudpas, aHTUTE3A,

JUTOTA, Tpajalus, pUTOPUK CYpPOK ram kabu

CTHUJTCTHK ycysiap Ontan OOFJIMK | CTWJIMCTHK  YyCyJuIap Owian  OOFJIUK
TylIyH4ajgap OWIaH TaHUIITHPUIIAIH. TyHIyHYan1ap Xakujaa antiud oepa onaauiap.
Yxmarum, mnepudpas, aHTUTE3a, JUATOTA, | YXIMIATHII, Tepudpas, aHTHTE3a, JUTOTA,

rpajaius, pUTOPUK CYPOK ram KaOu CTHUIIMCTUK
YCYJUIAPHUHT TypJIapd  XakKuJa MablIyMOT

oepunaay.

rpajaius, puTOPUK CYPOK Tar KaOu CTUIUCTHK
ycymap, Typaapu

MabJIyMOTra 3ra Oynanunap.

yIapHUHT XaKuaa

CTWINCTHK ycyJUlap Ba YJIApHUMHI Y3Ura Xoc

XyCyCHATIapH MUCOJUIAp épnamMuaa

TYLIYHTHPUO Oepuiiaau.

CTuincTK ycyjulap Ba YJIapHUMHI Y3Ura xoc

XYCYCUSTIApUHU MUCOJUIAp épaamMuaa

TYHIYHTHpUO Oepa omajguiap.

VKuTHm yeyaiapu

Masbpy3a, Hamoium, Oaul cYpoB, Kiacrtep,

AKJIMHN XYXKYM.
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YxuTnm BOCHTAJIapHU

crauiap.

Masbpy3a MaTHH, KOMIIKOTOP TEXHOJIOTHUSCH,

YRKUTHII IIAKJIAPH

@poHTAI, KOJUIEKTUB UIII.

YKUTHII IHAPOUTH

VKYB XOHA.

Texuuk BocCHUTAaJIap OunaH TabMHWHJIQHI'aH,

VKUTHII yCyIapuay KyIUIam MyMKHH GYiIran

MonuTopuHr Ba 6axoJiam

TOMIIHUPUK

Kysaruii, or3aku Hazopar,€3Ma Ha3oparT, YKyB

Mabpy3aHMHT TEXHOJIOTHK XapUTACH

N Kapaénm Da0JUATHUHT Ma3MYHH
Oocku41apu SufKHTyBIH/I Tanaba
BaKTH
1.1. SJ’KyB (haHMHUHT HOMUHHU aWTaau, MPEIMETHUHT
JMacTIadKu YMyMH# TacaBBypuHH Oepamu. Ycnyowit | Tunrnaiiam Ba €3aau
Ba TAIIKWJIUN TOMOHJIApH, Tanabanap OMIMMIIApUHU
Oaxonamr MeE30HJIApUHU Ba (¢aH CTPYKTypacHHH
taHumTHpaau. (1-uaosa)
1.2. Ma3kyp ¢aHHUHT Ypra”wiaarraH MaB3yJlapu
1 6ocKu. Oyiinua Hasapudi Ba aManuil  MalFyIoTIap,
Kupuu yIApHUHT Y3BUMJIUTH XaKHJa KUCKaua MabIyMOT
(15 nakuka) Oepunu, Acocuil anabuérnap pyiixatu Ownad | MaB3y HoOMuHH €310
TaHUIITHPaIH. (2-UI0BA) oJlaauIap.
VKyB macTypuny Tanabanapra TaHAIITHPAIH.
1.3. Manpysa JApCUHMHI  MaKkcaju Ba  YKys Casomnapra KABOG
daonuatu HaTwKajmapuHu aiitanu. TamaGanapuu
aKIMil  Xy)XXKymMra TOPTUII VY4YyH >KOHJAHTUPYBUU Ocpau.
caBoJutap 6epaau. (3-maoBa).
2.1. Mabpy3a pexxacuHUHT Oapua caBosuiapu Oyinda | Tunrnaiom,
BU3yaJl MaTEpUATHU HAMOWHUII KUJIa IH. Vypranaau,
MaB3yHUHT acocuid >KoinapuHu €3u0 ONUIUIApHHM | €3aU, aHUKIANU,
2 Gockia cypanu. 5 caBoJutap Oepaju.
. N daommamTHPYBUX CaBOJ KaBOO YTKa3aIu.
Acocuii xapen Acocuii JKOMIapHU
(55 nakuka) 1. What is the difference between simile and the _— P
logical comparison
2. How many types of periphrasis do you know gj;;;iapra aBod
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3. What

difference between it and oxymoron

is the antithesis and what is the

XapOup TasgHY TYyIIyHYa

3 0ockuu
SxyHuii 6ockuy
(10 makuka)

3.10.  TanmaGanmapHUHT OMJIMM Ba KYHUKMaJIAPUHU
Oaxomaiay.

3.3. HaBGargaru mamrynoTra Kypuiaaurad MacaiaHu
IBJIOH KWJIAJU Ba MYCTaKWJ TaW€prapivK KypUIIHU
cypaitau.

3.4. Tamabanapra yiira Ba3zuga Kuimo:

1. Kenrycm w™maB3y OBJIOH KWIMHAJAW Ba YyHTa

DKaBoOmapHu TYFprIaiiv Ba XyJlTOCaIaiIn. Ba nbopanapHu
2.2. Tamabanmapra spkuH (uUKp alTHIITa pyxcaT | MyxokKama KUJIa/IH.
Oepuiazy Ba yJaapHU parOaTiIaHTHUPAIH. Ezamm.
’KaBob Gepanu.
3.9. Mag3y 0Vitn4a ymyMuii Xyjnoca Kujaau. TuHrnaau.

Mycrakun unuiam ydyH

TaﬁépnaHH6 KEJIWII alThIIaIn. TOMIIUPHUKIApHH  &3U0
2. V3uHU-Yy3M Ha3opaT KWIWII Y49yH CaBOJUIAp | OJaiH.
Oepunaay.
3. TaBcuss KwimHTaH anaOuETIapHU VpraHMIITa
Oepau.
5-Mag3y: Informativity of the text. Implicitness and explicitness.
MamryJaoT IaKJIu Kupum-mags3y 0yiiuua Mmabpy3a
1. Informativity the main category of the
text.
Manbpy3a pe:xacu 2. Types of information.
6. Levels of expressing thoughts.
7. Types of implication
8. Deliberate and undeliberate types of
Implicitness
9. Symbols. Cultural and literary symbols
Factual information, conceptual
information, subtextual information,
implied information, Explicit and
implicit information, implicit title,
Tasiny TymyH4ya Ba uéopanap implication of precedence, implicit
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detail, symbols, cultural symbols,

literary symbol

Ilenarorux Bazudganap

VKyB paoausTu Bazudaaapu

Tanabamapan ax0opoT KaTteropusicu, ax0bopot
TypJIapyu, UMIUIMOUAT Ba SKCIUIMOUT MAabJIyMOT

Kabu TymryH4anap OWiiaH TaHUIITHPUIIAIH.

Tanmabamap ax0opoT Kareropwsicu, ax0opoT
TypJjJapu, UMIUIMOUT Ba SKCIUIMLOUT MAabJIyMOT

Kabu aiiTu6  Oepa

TyulyHYajgap Xakuaa

oJlaauIap.

Ax06opoT Kareropuscu, axO0opoT Typiapy,

HUMIIUITMOUT Ba OSKCIUIMOUT MabJIIyMOT Kabu

TyLIyHYajgap XaKuaa MabIyMOT OepHIIaH.

AxOopoT Kareropusicu, axOopoT TypJapu,

HMIUTMOUT Ba OKCIUIMOUT MabJIyMOT Kaou

XaKyuaa MabJIymMOTra ora

TyIIyHYaIap
Ooymaauap.

YIapHUUHT y3Ura Xoc

Tymynuamap Ba

XyCyCUsSTIapu MUCOJITAp épmamMmua

TYIIYHTUPUO Oepuiaau.

Tymrynuanap BA YJAPHUUHT y3ura Xoc

XYCYCUSITIApUHHA MUCOJITAP épraMuaa

TYIIYHTUPUO Oepa onaguiap.

Vkutnm yeyanapu

Mabpysa, Hamoitum, OIUIl CYpOB, KIacrtep,

aAKJIMI XYXKYM.

YKUTHII BOCUTAJIAPH

Masbpy3a MaTHH, KOMIIOTOpP TEXHOJIOTHUSCH,

crauiap.

YKUTHII IHAKJIAPH

d)po HTaJ, KOJIUICKTUB HIII.

YKuTHII IIAPOUTH

TexHuk BocuTanap 6uiaH TabMUHJIAHTaH,
YKUTHII yCyJUTapUHM KYJUTalll MyMKHH OYJraH

YKYB XOHA.

MounuTopuHI Ba f0axoJia

Ky3arumi, ofr3aku Hazopat,é3Ma Ha3opar, YKyB

TOIIIUPHUK

Mabpy3aHUHT TEXHOJOTUK XapUTACH

N JKapaéHu Da0JIMATHUHT MA3MYHH
Oocku4Iapu YKutTyBun Tanabda
BaKTH
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1.1. S"I(yB (aHUHUHT HOMUHH alTaJu, IPEIMETHHHT
nacTiabKku yMyMHE TacaBBYpuHHU Oepaau. Yciyouid
Ba TAIIKWJIUK TOMOHJIApH, Tanabanap OMIMMIIAPHHU
Oaxojam Me30HJIApUHU Ba (aH CTPYKTYpacHHHU
tTaHuTupau. (1-unosa)

Tuarmaiam Ba €3aqu

1.2. Ma3skyp ¢GaHHHMHT YpraHujiaaTraH MaB3yllapH
1 6ocKuY. Oyiinua Hasapudl Ba aMaluil  MalFyIoTJIap,
Kupui yIApHUHT Y3BUWIMTH XaKuJa KUCKada MabJIyMOT
(15 maxuka) Oepumam, Acocwii amabuérmap pyixarn Owmian | MaBly HOMUHH — €3u0
TaHUIITUPaIU. (2-UI0Ba) oJlauap.
VKyB nacTypunu Tanabanapra TAHUIITHPAIY.
1.3. Maspysa JApCHHUHT  MaKcaju Ba  YKyB Casomnapra KABOG
daonuaTy HaTwKajdapuHu aitanu. TanaGamapHu
Ak  Xy)KyMIra TOPTHII YYyH >KOHJIAHTHPYBUH Ocpau.
caBoJutap Oepaau. (3-moBa).
2.1. Mabpy3a pexxacHHUHT Oapua caBoJuiapu Oyiinua | Tunrnaigm,
BU3yaJl MATEPUATTHU HAMOMUII KUJIa/IH. yprananau,
MaB3yHHHT acocuil >KoimapuHu €3u0 ONUIUIAPUHU | €3a7H, AHUKIIANIH,
cypaiiu. caBoJutap Oepau.
daoyTamTUPYBYH CaBOJI KaBOO YTKazau.
. . . Acocuit KOMIIapHU
PKaBoOnapHu Tyrpuiaiiu Ba XyJocananm. —
2 Gockiu 2.2. Tamabamapra spkuH (uUKp alTHmTa pyXxcar
Acocuit xapéu Oepuitau Ba ylaapHU parOaTIaHTUPAIH. Casonnapra KABOG
(55 nmakuka) Oepasm.

XapOup TasHUY TyIIyHYA

3 0ockHu4
SIkyHuii 60cKuY
(10 makuka)

Ba nbopanapHu
MyXOKama KUJTa TH.
Ezamu.
2KaBob Gepanu.

3.11. Mag3y Oyiin4a yMmyMuil Xynoca Kuilaau. TuHrIal M.

3.12.  TanabGanapHUHT OWJIUM Ba KYHUKMaJapUHHU

OaxoJaiam.

3.3. HaBOarmaru mamrysnoTra Kypriagurad MacajaaHu
9BJIOH KWJIAJU Ba MYCTaKWJ Tal€prapiiiK KypUIIHU
cypanu.

3.4. Tanabanapra yiira Bazuda Kuiuo:

1. Kearycu wmaB3y O3bJIOH KWJIMHAaId Ba YyHra
TalépIaHuO KEJUII alTUIIaIH.

2. V3uHE-Y3M Ha30paT KWIMII ydyH CaBOJUIAp
Oepuaay.

3. TaBcus KwimHraH afaOMETIapHU YpraHuiira

Oepau.

Mycrakun umam y4yH
TONIIUPUKIApHU  &3u0
oJIaJIu.

6-Mag3y : Category of modality of the text
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MawryaoT WaKIu

Kupunm-mas3y 6yiinua mabpy3a

Mawsbpy3a pexacu

1. The notion of modality
2. Different approaches to the problem.
3. Realization of modality in different
substyles of emotive prose
4. The theme of the literary text

Idea of the text.

5

6. Plot of the text, composition of the text.
7. Poetic details. Their types, Functions.
8

. The title of the text, its types.

TasiH4 TymryH4ya Ba noopaJiap

objective modality, subjective modality,
phrase modality, textual modality, the
theme and

idea of the text, plot

structure, components  of  the
composition of literary text, setting and
poetic  details: 1)

authentic; 3)

its  functions,
depicting; 2)
characterological, 4) the implication
details, title of the text

IMeparoruk Bazudgaaap

VKkyB daosmsaTn Bazudanapu

TanaGanapHu MOJAJUTMK KAaTETOPHSICH, YHUHT
CyOBEKTHB Ba OOBEKTHUB TYypJIapu, UOOpaBHil
Ba TEKCTya MOJAJUIUK, OaJ Ui acap rosicH,

Kabu TylryH4ajap OuaH TaHUIOTHUPHIIAIH.

Tanabanap MOJaNTUK KaTErOPUSCH, YHHUHT
CyOBEKTHB Ba OOBEKTHUB Typyapu, HOOpaBUil
Ba TEKCTya MOJIaJUTUK, Oauuil acap rosicy,

KaOu TyluIyH4alnap Xakujga atub Oepa

oJiaauiaap.

Mopamiuk KaTeropuscH, YHUHT CyObEKTUB
Ba OOBEKTUB Typiapu, HOOpaBHil Ba TEKCTya

MOJAJUTHK, OaJIUU acap TOsICH,

Mopamiuk KaTeropusicl, YHHHI CYOBEKTUB
Ba OOBEKTUB Typiapu, HOOpaBHil Ba TEKCTya

MOJAJUIHK, OaIUU acap TOsICH,

Kabu TyLIyHYaIap XaKuJa MabIyMOT | KaOu TylIyHYajap Xakuja MablIyMoTra 3ra
Oepunanu. O6ynaaunap.

Tymynuamap Ba ylIapHUUHT Yy3ura Xxoc | TymryHyanap Ba YJIAPHUUHI y3ura Xoc
XyCyCUATIApH MHUCOJUIAP épraMua | XyCyCHUSTIIapUHU MHCOJIIap épramMuia

TYLUIYHTHUPUO Oepuiiaau.

TYUIYHTHpUO Oepa onajunap.
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VKuTHm yeyaiapu Maspy3a, Hamoiiuui, Oaul CYpoB, Kiacrtep,

aKJINHI XYXKyM.

YKUTHII BOCUTAIAPH Mabpy3a MaTHU, KOMITIOTOP TEXHOJIOTHSCH,
crauiap.

YKUTHII IIAKIJIAPH ®poHTal, KOJUIEKTHB HIII.

Texuuk BocCHUTaJIap OunaH TabMHWHJIAHI'aH,

VKuTHII IapouTH VKUTHII yCyIapuay KyIUIam MyMKHH GYiIran
VKYB XOHa.

MonuTopHHI Ba 6axoJiamn Ky3arum, or3zaku Ha3opart,€3Ma Ha30par, yKyB
TOMIINPHK

Mabpy3aHUHT TEXHOJIOTUK XapUTACH

N JKapaéHu DaoMATHUHT Ma3MYHH
0ocku4iaapu YVKUTYBUM Tanmaba
BaKTH

1.1. SJ’KyB (haHMHUHT HOMUHHU aWTaau, MPEIMETHUHT
JMacTIadKu YMyMH# TacaBBypuHH Oepanu. Ycnyowit | Tunrnaiiam Ba €3aam
Ba TAIIKWJIMKA TOMOHJIApH, Tayiabajgap OMIMMIIAPUHU
Oaxojam Me30HJIApUHU Ba (aH CTPYKTypacuHU
taHumTHpaau. (1-uaosa)

1.2. Ma3skyp ¢aHHUHT Ypra”wiaarraH MaB3yJlapu

1 6ocKuu. Oyiinya Hasapuii Ba aMaluil  MalIFyloTIap,

Kupuiu YJAapHUHT Y3BUMJIMIM XaKuJa KUCKAaya MabJIyMOT

(15 naxuka) Oepunu, Acocuil anabuérmap pyiixaru Owian | MaB3y HomMuHH €310
TaHUWITHPaW. (2-MoBa) oJlaauiap.

YKyB AacTypuHu Tasiabanapra TaHUIITUPA/IH.

1.3. Mabpy3a JapCHHUHT Makcaau Ba YKYB
daoynuaTH HaTWKajgapuHu aiTamu. TanmaGamapHu
aKIMKA  XY)KyMIra TOPTUII YYyH >KOHJIAHTHPYBUYHU
caBoJutap Oepanau. (3-uosa).

CapoJutapra )KaBoO
oepasu.

2.1. Masbpy3a pexxacuHuHr Oapya caBosuiapu Oyinua | TuHrmangm,

BHU3yaJl MaTEpUAIIHM HAMOMMII KUJIA]IH. yprananu,
2 GOCKHY MaB3yHUHT acocuil >KOinapuHu €3u0 ONUIIIApUHU | €331, aHUKIANN,
Acocuii )xapéH Ccypanm. caBoJutap Oepaju.
(55 nakuka) daomnamTHPYBUX CaBOJ KaBOO YTKa3aIH.
Acocuii YKOWJIapHU

PKaBoOnapHu TYFpuiaiiu Ba Xynocanaiau.

. é3a/1U.
2.2. Tanabanmapra »pkuH (uKp adTuira pyxcaT el
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Oepuiiaav Ba ylnapHH parOaTiaaHTUPAIH.

Caosutapra ’KaBOoO

Oepaau.

XapOup TasgHY TYyIIyHYa

3 0ockuY
SxyHuii 6ocKku4
(10 maxuka)

Ba nbopanapHu
MyXOKama KAJTa IH.
Ezamu.
2KaBob Gepanu.

3.13. Mag3y Oyiin4ya ymyMuii Xyjnoca Kujaau. TuHrnaau.

3.14.  TanmabanapHUHT OMJIMM Ba KYHUKMAaJIAPUHU

Oaxosaiau.

3.3. HaBOargaru MamrynoTra Kypuiagurad MacaiaHu
IBJIOH KWJIAJU Ba MYCTaKWJ Tal€prapiivK KypUIIHU
cypaitau.

3.4. Tamabanapra yiira Ba3zuga Kuimo:

1. Kenrycm wmaB3y »5bJIOH KWIMHAAUM Ba YyHra

Mycrakun unuiam ydyH

TaﬁépnaHH6 KEJIWII alThIIaan. TOMIIIUPUKIApHH  &3U0
2. VY3uHU-Y3W Ha30paT KWIMII Y4YyH CaBOJUIAp | OJIAJU.
Oepunaay.
3. TaBcuss KwimHraH amaOuETIapHU YpraHuInra
Oepasu.
/-MaB3y: Segmentation of the text. Syntactical whole. Wholeness of
the text.
MamryJaoT IaKJIu Kupum-magp3y 0yiiuua Mmabpy3a
1. The problems of segmentation of the
text.
Manpy3a pexxacu 2. Volume pragmatic segmentation
3. Context-variative segmentation
4. Wholeness as a structural — semantic
category of the text.
5.The classification of the means of
cohesion.
Segmentation,  volume  pragmatic
segmentation, context- variative
segmentation, paragraph, narration,
description,  author’s  digressions,
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Tasiny TymyH4ya Ba uoopanap

dialogue, monologue, reported speech,
Cohesion(wholeness): logi—cal,
associative, image-forming,
compositional-structural, stylistic and

rhythm-creating cohesion

IMeparorux Basudgaaap

VKyB paoausTu Bazudanapu

Tanabamap  Gamumii MaTH OYnUHWIIN Ba
OOFJTaHHIITH Kabu TylmryH4ajgap OwiaH
TaHUII TUPUITA]IH.

Tanabanap Oanuuii MaTH OYIMHUILM Ba
OofrnmaHMIM KaOW TyIIyHUYanap Xakujaa aiitud

Oepa onaauiap.

bamuuit MarH OYynuHuUIIM Ba OOFIAHUIIN

banunit matH OYnuHUIIM Ba OOFIAHUIIN

Kabu  TymryH4aiap XaKuJa MabJIyMOT | KaOM TyllyHYajgap XakuJa MabiIyMoTra ara
Oepunay. Ooymaauap.

Tymynuamap Ba ylIapHUUHT Yy3ura xoc | TymryHgamap BA YJAPHUUHT y3Ura XocC
XyCycHUsTIapH MHCOJUIAp épraMmia | XyCyCHsTIapUHU MHCOJUIap épraMuia

TYIIYHTUPUO Oepuianu.

TYIIYHTUPUO Oepa onaguiap.

Vkutnm yeyanapu

Mabpysa, Hamoitum, OIUIl CYpOB, KIacrtep,

aAKJIMI XYXKYM.

YKUTHII BOCUTAJIAPH

Masbpy3a MaTHH, KOMIIOTOpP TEXHOJIOTHUSCH,

crauiap.

YKUTHII IHAKIAPH

d)po HTaJ, KOJIUICKTUB HIII.

YKuTHII IIAPOUTH

TexHuk BocuTanap 6uiaH TabMUHJIAHTaH,
YKUTHII yCyJUTapUHM KYJUTalll MyMKHH OYJraH

YKYB XOHA.

MounuTopuHI Ba f0axoJia

Ky3arumi, ofr3aku Hazopat,é3Ma Ha3opar, YKyB

TOIIIUPHUK

Mabpy3aHUHT TEXHOJOTHK XapUTACH

4001 JKapaéHu ‘

Da0IUATHUHT MasMyHH
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0ocKUWIaApH VKuTyBUH Tanaba
BaKTH
1.1. S"I(yB (aHUHUHT HOMUHH alTaJu, IPEIMETHHHT
nacTnabku yMyMud TacaBBYpHHH Oepaau. Ycnybuii | Tuarnaiinu Ba €3aam
Ba TAIIKWJIUM TOMOHJIApH, Tanabanap OMIMMIIAPHHU
Oaxojam Me30HJApUHU Ba (aH CTPYKTypacuHU
taHuTupau. (1-unosa)
1.2. Ma3skyp ¢GaHHHMHT YpraHuiaaTraH MaB3yllapH
1 6ocKHY. Oyiinua Hasapudl Ba aMaluil  MalFyIoTJIap,
Kupuu yIApHUHT Y3BUWIMTH XaKuJa KUCKada MabJIyMOT
(15 naxuka) Oepunu, Acocuil amabuérmap pyiixaru Ounan | MaB3y HoMmuHM  €3u0
TaHUIITUPaIU. (2-UI0Ba) oJlaauap.
VKyB nacTypuHu Tanabanapra TaHMIITHPAJIM.
1.3. Masbpy3a mapCHHMHI Makcaad Ba VK
(daonuaTu Ifgrgnmana%mm altanu. Tana6anzp1§1 Caposnapra aBoo
Ak  Xy)KyMIra TOPTUII YYyH >KOHJIAHTHPYBUH Ocpau.
caBoJutap Oepaau. (3-moBa).
2.1. Mabpy3a pexxacHHUHT Oapua caBoJuiapu Oyinua | Tunrnaigm,
BU3yaJl MAaTEPUATTHU HAMOMUII KUJIa/IH. yprananau,
MaB3yHUHT acocuil >KoimapuHu €3u0 ONWIUIAPUHU | €3a1M, aHUKIIANIH,
cypaiiu. caBoJutap Oepau.
daoyTamTUPYBYH CaBOJI KaBoO YTKazau.
. . . Acocuii KOMIIapHU
PKaBoOmapHu TYFpuaiim Ba Xysocanaim. ——
2 Gockiu 2.2. Tamabamapra SpkuH (QUKp aWTUIITa pyxcar
Acocuit apén Oepuinazy Ba yJaapHU parOaTIaHTHPAIH. Casonnapra KABOG
(55 nakuka) Oepasm.

XapOup TasgHY TyIIyHYA

3 0ocku4
SkyHuii 60cKu4
(10 makuka)

Ba nbopanapHu
MyXOKama KWJIa]TH.
Ezanu.
2KaBob Gepanu.

3.15. Mag3sy Oyitnya yMmymMui Xysioca KujiIaau. TuHrIal M.

3.16.  TamabGanmapHUHT OWJIUM Ba KYHUKMaJapUHHU

OaxoJaiam.

3.3. HaBOatgaru MamrynoTra Kypuiaaiurad Macaianu
9BJIOH KWJIAJU Ba MYCTaKuJ Ta€prapiiik KypUIIHU
cypanu.

3.4. Tanabanapra yiira Bazuda Kuiuo:

1. Kenarycu wmaB3y O9bJIOH KWJIMHAagM Ba YHra
TalépIaHuO KEJUII alTUIIaIH.

2. §’3HHH-}”I3I/I HazopaT KWJIMII Y4yH CaBoOJUIap
Oepuaau.

3. TaBcus KwimHraH afaOMETIapHU YpraHuiira

Oepaau.

Mycrakun umam y4yH
TONIIUPUKIApHU  &3u0
OJIa/IN.
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O ZBEKISTON RESPUBLIKASI OLIY VA O RTA MAXSUS
TA’LIM VAZIRLIGI
BUXORO DAVLAT UNIVERSITETI
XORIJIY FILOLOGIYA FAKULTETI
INGLIZ FILOLOGIYASI KAFEDRASI

Stilistika va matn tahlili

fanidan ma’ruza matnlari
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Tuzuvchi: Khajieva F.M.

Buxoro — 2013

Lecture 1
Stylistics and interpretation of the text as a subject.
Its aims, tasks and ties with other subjects.
Literary text as poetic structure.

Literature
1. «Interpretation of literary text» E.S.Aznaurova and others, Tashkent 1990.
2. «Analytical Reading» V.B.Sosnovskaya, Moscow Higher School 1974.
3. CTUnMCTHKA COBPEMEHHOTO aHTITMHCKOTO si3bika. V.B. ApHoinba, Jlenunrpan 1981.
4. Nurepnpertanusa tekcta. B.A. Kyxapenko, Jlenunrpan. IIpocsenienue 1979.
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1 .The essence of the subject of Interpretation and Stylistics.

2. The aims nand tasks of Interpretation.

4. Ties of Interpretation and Stylistics with other branches of learning.

5. Verbal and supraverbal layers of the literary text.

6. Poetic structure and the form-content relationship of its components .

7. Principle of Poetic structure cohesion.

Interpretation of the text as a scientific subject comprises a system of
methods and devices for grasping the meaning of a belles-lettres text and its
ideological-aesthetic and emotional information by comprehending the author's
vision of the world and cognition of objective reality reflected in the text.
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Interpretation is aimed at developing the student's skill for penetrating into the
deep essence of a literary work, for finding objective reasons in the text of its
ideological, aesthetic, educational and emotional impact on the reader and for
extracting the entire information that is deposited in it. Its aim is to give students
of English some major concepts in the theory of verbal art enabling them to derive
greater aesthetic pleasure out of reading imaginative literature, to disclose the
meaning of the text.

Stylistics is an integral part of Linguistics which investigates expressiveness
and emotiveness of human and literary speech styles.

Language studies can not avoid subjecting to observation any language data
whatever so where grammar refuses to treat Stylistics steps in. Stylistics has
acquired its own status with its own inventory of tools (Stylistic Devices and
Expressive Means) with its own object of investigation and with its own
methods of research.

The exploration of language potentialities is becoming significant and that is
why so much attention is paid in Linguo-Stylistics, to the analysis of EMs and
SDs, to their nature and functions, to their classification and to possible
interpretations of additional meanings, they may carry in a message as well as
their aesthetic value.

In order to limit the borders of Stylistics, it is necessary to go at some length
into the question of what is style.

The word style is derived from the Latin word ‘“stilus” which meant “a
short stick” — sharp at the one end and flat at the other used by the Romans for
writing on wax tables. Now the word “style” is used in so many sentences that
it has become a breeding ground for ambiguity. The word is also applied to the
teaching of how to write a composition; it is also used to reveal the
correspondence between thought and expression, it frequently denotes an
individual manner of making use of language. Having been changed from

Latin, it came to stand not only for a weapon of writing, but for “a manner of
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writing”. One should not only possess the right speech, but his speech must be
stylistically rich, emotional and expressive.

Speaking about interpretation as a scientific subject many researchers point
out its creative character considering it to be a humanitarian branch of learning.
Interpretation is rightly considered to be a linguistic subject and finds itself on the
juncture with stylistics and literary criticism on the one hand and philosophy,
sociology, ethics and aesthetics on the other hand. Why? Because the very choice
of the subject for the book is usually determined by the atmosphere of the epoch
and its main conflicts: social, ideological, political, psychological and emotional
and the artistic properties of a belles-lettres work are inseparable from these
tendencies and they can be revealed only through the analysts of its linguistic level
as well.

Stylistics and Interpretation of the literary text is based on the 3 kindred
humanitarian sciences: literature, history and linguistics. Stylistics as one of the
branches of linguistics is the main constituent of interpretation of the text. The task
of it is a deep penetration into the creative method of the writer, peculiarities of his
individual skill through the use of linguistic means. Interpretation of the text
reveals the interaction and unity of all means by which the idea and emotions of
the text are achieved.

Literary and linguistic stylistics

According to the type of stylistic research we can distinguish literary
stylistics and lingua-stylistics. They have some meeting points or links in that they
have common objects of research. Consequently they have certain areas of cross-
reference. Both study the common ground of:

1)  the literary language from the point of view of its variability;

2)  the idiolect (individual speech) of a writer;

3)  poetic speech that has its own specific laws.

The points of difference proceed from the different points of analysis.
While lingua-stylistics studies

. Functional styles (in their development and current state).
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. The linguistic nature of the expressive means of the language, their
systematic character and their functions.

Literary stylistics is focused on

e The composition of a work of art.
e Various literary genres.
e The writer's outlook.

Comparative stylistics

Comparative stylistics is connected with the contrastive study of more than
one language. It analyses the stylistic resources not inherent in a separate language
but at the crossroads of two languages, or two literatures and is obviously linked to
the theory of translation.

Decoding stylistics deals with analyses of the text from both author’s and
reader’s point of view. It takes into consideration the epoch, the historical
situation, the personal, political, social, aesthetic views of the author and
vocabulary, composing sentence arrangement. That is to say it makes literary and
linguistic analyses simultaneously. Decoding stylistics is an attempt to
harmoniously combine the two methods of stylistic research and enable the scholar
to interpret a work of art with a minimum loss of its purport(coaepsxanue) and
message.

Functional stylistics

Special mention should be made of functional stylistics which is a branch of
lingua-stylistics that investigates functional styles, that is special sublanguages or
varieties of the national language such as scientific, colloquial, business, publicist
and so on.

Stylistic lexicology

Stylistic Lexicology studies the semantic structure of the word and the
interrelation (or interplay) of the connotative and denotative meanings of the word,
as well as the interrelation of the stylistic connotations of the word and the context.

Stylistic Phonetics (or Phonostylistics) is engaged in the study of style-

forming phonetic features of the text. It describes the prosodic features of prose
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and poetry and variants of pronunciation in different types of speech (colloquial or
oratory or recital).

Stylistic Morphology is interested in the stylistic potentials of specific
grammatical forms and categories, such as the number of the noun, or the peculiar
use of tense forms of the verb, etc.

Stylistic Syntax is one of the oldest branches of stylistic studies that grew
out of classical rhetoric. The material in question lends itself readily to analysis
and description. Stylistic syntax has to do with the expressive order of words, types
of syntactic links (asyndeton, polysyndeton), figures of speech (antithesis,
chiasmus, etc.). It also deals with bigger units from paragraph onwards.

The subject of Stylistics_includes the analysis of expressive means of the

language and their functions in different styles of speech.

The aims of analysis:

1. to perceive the character and inner structure of these stylistic means;

2. to define the main functions fulfilled by them being dependent on
speech situations;

3. to choose the right word from the synonyms.

The literary text is entirety individual (unique), it is essentially
unsubstitutable for any other word sequence. When we substitute some parts of a
literary text, we simultaneously change the content. What is a text? The word text
in Latin (textum) means to weave. While reading a literary text one gradually
moves from the first word of it on to the last one. The words one reads combine
into phrases, phrases into sentences, sentences into paragraphs making up larger
passage: chapter, sections and parts. All these represent the verbal layer of the
literary text.

At the same time when one reads a text of imaginative literature he can not
but see another layer gradually emerging out of these verbal sequences. He sees
that word sequence represent a series of events, conflicts and circumstances in
which characters of the literary work happen to find themselves.

All these word-sequences make a composition, a plot, a genre, and a style,

116



they all go to create an image of realty and through this image the author conveys
his message, his vision of the world.

Plot, theme, composition, genre style, image and the like make the
supraverbal (poetic) layer. The verbal and supraverbal layers of the text are thus
inseparable from each other because all the elements of the literary text mentioned
above materialized in word sequence, make the latter acquire a meaning that is
superimposed by the whole literary text.

The cohesion of two layers , i.e. of the strictly verbal and supraverbal
constituents is known as poetic structure of the literary text. There is nothing in
the literary work that is not expressed in its poetic structure. It is the whole of the
poetic structure that conveys the author's message. One element (or component) of
the poetic structure is as important, as any other, for through them the author's
entire message is conveyed. All the components of the poetic structure compose a
hierarchy, an organization of independent layers. The basic unit of the poetic
structure is the word. All the various layers of the structure, i.e. the syntactic, the
semantic, the rhythmical, the compositional, the stylistic are expressed in words.

The simile «he watched me intently like a prize--fighter», taken by itself is
nothing, just a play of words, a word image, but within a literary text it is a unit
which along with others of all tropes and figures of speech used in the novel «The
Quiet American» goes to depict the image of Pyle. The image of Pyle in its turn, as
one of the character-images, together with all the other ones in the novel goes to
convey the author's message.

Representation of the literary work in terms of a structure or a hierarchy of
layers presupposes the concept of macro (theme and idea, image, genre,
composition, etc.)  and micro ( tropes ,figures of speech)-elements( components)
and bears upon form — content relationship.

Macro and micro-elements is a functional, not an absolute category. Within
a literary work a simile , for instance , is a micro — element in relation to a macro-
element which may be the image of a character , and the latter in its turn  is a

micro-element in relation to the macro-element which is the literary work itself ,

117



understood as an image of reality.

The fact that macro-elements of a literary work are made out of micro-
elements means in the final analyses that micro- elements are form in relation to
macro elements which are content.

Thus, an analysis in which the idea of the literary work is considered
separate from the verbal materialization is an erroneous and harmful practice,
because it leads the reader away from the appreciation of the essence of verbal art.

Each literary work is a unique instance of imaginative representation of
reality. Imaginative representation has its own principles which cohere all
elements of the literary text and render it possible for the latter to constitute a
world complete in itself. These principles are common to all literary works.

Principle of incomplete representation.

Author in re-creating an object or phenomenon of reality selects out of an
infinity of features pertaining to the object only those which are most
characteristic. In other words , a literary image represents features that are most
characteristic of an object or which at least , seems such to the author.

Principle of analogy and contrast.

Analogy and contrast are known to be universal principles of cognition. It
is by analogy that the essence of a phenomenon is revealed. The similar and the
contrastive in different phenomena discovered.

In literature analogy — contrast is a way of imaginative cognition. The
author contra- and juxtaposes images of real life in that way reveals the good and
the evil , the beautiful and the ugly, the just and the unjust of the life.

Analogy and contrast are the organizing axis of poetic structure. They
permeate the whole text, all its components , both macro- and micro- : the
character and the events representation the imagery.

Principle of recurrence.

When we read a literary text our thoughts does not run in just one , onward ,
direction. Its movement is both progressive and recursive: from the given item it

goes on to the next with a return to what has been previously stated. This
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peculiar movement of the thought is conditioned by the fact that the literary text
represents a cohesion of two layers the verbal and the supraverbal. The
supraverbal layer is not coincident with the strictly verbal layer. The verbal is
direct, linear, the supraverbal is essentially recursive.

Poetic structure of the literary text is so modeled that certain of its elements
which have already occurred in the text recur again at definite intervals. These

recurrent elements may be a poetic detail , an image , a phrase, a word.

Key words and word combinations.

Essence of the literary work, Stylistic Devices, Expressive means, Objective
reality, verbal layer of the text, supraverbal layer of the text, principle of
incomplete representation, principle of analogy and contrast, principle of

recurrence

Questions:
What does interpretation as a scientific subject comprise?
How does the reader decode the writer's message?
Why is interpretation on the junction with stylistics & literary criticism?
What other branches of learning is interpretation connected with?
What is the main task of stylistics and interpretation?
What the meaning of the term “Stylistics”?
What is a text? What does the word «text» mean?
A literary text is a fragment of objective reality, isn't it?
Why does the author always address his work to the reader?
Why is any literary production called a “cultural context”?
What is an addressee ? What are the types of it?
What is the verbal layer of the text?
How is supraverbal layer of the text materialized?
What is the basic element of the text?

Why are verbal & supraverbal layers inseparable from each other?
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Slide 2

Stylistics is applied to:

1) A system of devices (SD) and expressive means in the language (EM);

2) Emotional colouring;

3) Synonymous ways of rendering one and the same idea;

4) Aesthetic function of the language:

5) Functional styles;

6) The individual style of the writer.
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Lecture 2
Stylistic Devices (SDs) and their functions. Classifications of SDs
Outline:
Stylistic Devices as a main tool of the subject.
The difference between SD and EM.
Different classifications of SDs.
Phonetic SDs.

The boundaries of Stylistics are not limited with the study of EMs. In most

W np e

cases we deal with SDs. According to Prof. I. R. Galperin’s definition “It is a
conscious and intentional literary use of some of the facts of the language
including EM in which the most essential features both structural and semantic
forms of the language are raised to a generalized level and thereby present a
generative model.” Most stylistic devices may be regarded as aiming at the
further intensification in the corresponding EM.

In another sourse SDs are characterizes as following: “A figure of
speech(here SD) is any use of language which deviates from the obvious usage
in order to achieve a special meaning or effect.”

This conscious transformation of a language fact into a stylistic device has
been observed by certain linguists whose interests in scientific research have
gone beyond the boundaries of grammar.

The birth of a SD is not accidental. Language means which are used with
more or less definite aims of communication and in one and the same function
In various passages of writing begin gradually to develop new features, a wider
range of functions and become a relative means of the language. It would
perhaps be more correct to say that unlike expressive means stylistic devices are
patterns of the language whereas the expressive means do not form patterns.
They are just like words themselves, they are facts of the language, and as such
are, or should be, registered in dictionaries.

The interrelation between expressive means and stylistic devices can be

worded in terms of the theory of information. Expressive means have a greater
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degree of predictability than stylistic devices. The latter may appear in an
environment which may seem alien and therefore be only slightly or not at all
predictable. Expressive means are commonly used in language, and are
therefore easily predictable. Stylistic devices carry a greater amount of
information . They are less predictable than expressive means. It follows that
stylistic devices must be regarded as a special code which has still to be
deciphered.

SDs must always have some function in the text, besides they bring some
additional information. The conception that words possess several meanings
gives rise to such SDs as metaphor, metonymy, and irony. Thus Metaphor is
intentional intensification of typical semantic properties of a word.

He enveloped her in a great embrace.

The dictionary meaning of the verb “envelop” is “wrap up”, “cover on all
sides”. The contextual meaning is “to embrace”.

He wants his girlfriend to mother him

(He wants his girlfriend to take care of him, to protect him).

Speaking about SDs we must mention the cases when two or more EMs or
SDs meet at one point, in one utterance. Such clusters of SDs are called

convergence. “Together, each SD adds its expressivity to that of the others. In

general, the effects of these SDs converge into one especially striking
emphasis.” (M. Riffaterree).

Thus, we may draw the conclusion, that EMs are the facts of the language,
while SDs are the property of the speech. They are the creation of individuals
(writers and poets) and are based on the peculiarities of existing EMs of the
language. This is in short the difference between EMs and SDs.

Classifications of EM and SDs.

Before looking into the new stylistic theories and findings it's good to look back

and see what's been there for centuries. The problems of language in antique times

became a concern of scholars because of the necessity to comment on literature

and poetry. This necessity was caused by the fact that mythology and lyrical poetry
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was the study material on which the youth was brought up, taught to read and write
and generally educated. Analysis of literary texts helped to transfer into the sphere
of oratorical art the first philosophical notions and concepts.
The first linguistic theory called sophistry appeared in the fifth century B. C
oration played a paramount(ssiciuii) role in the social and political life of Greece
so the art of rhetoric developed into a school.
Antique tradition ascribes some of the fundamental rhetorical notions to the Greek
philosopher Gorgias (483-375 B.C). Together with another scholar named
Trasymachus they created the first school of rhetoric whose principles were later
developed by Aristotle (384-322 B.C.) in his books «Rhetoric» and «Poeticsy.
Aristotle differentiated literary language and colloquial language. This first theory
of style included 3 subdivisions:

«  the choice of words;

« word combinations;

«  figures.
1.  The choice of words included lexical expressive means such as foreign
words, archaisms, neologisms, poetic words, nonce (colloquial coinages) words
and metaphor.
2. Word combinations involved 3 things:
a)  order of words;
b)  word-combinations;
c) rhythm and period (in rhetoric, a complete sentence).
3. Figures of speech. This part included only 3 devices used by the
antique authors always in the same order.
a)  antithesis;
b)  assonance of colons;
c)  equality of colons.
A colon in rhetoric means one of the sections of a rhythmical period in Greek

chorus consisting of a sequence of 2 to 6 feet. (in classical prosody) a part of a
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rhythmic period with two to six feet and one principal accent or ictus(metpuueckoe
ylIapeHue).

Later contributions by other authors were made into the art of speaking and
writing so that the most complete and well developed antique system, that came
down to us is called the Hellenistic Roman rhetoric system. It divided all
expressive means into 3 large groups: Tropes, Rhythm (Figures of Speech) and
Types of Speech.

A condensed description of this system gives one an idea how much we owe the
antique tradition in modern stylistic studies.

The classification suggested by Prof. Galperin is simply organised and very
detailed. His manual «Stylistics» published in 1971 includes the following
subdivision of expressive means and stylistic devices based on the level-oriented
approach:

1.  Phonetic expressive means and stylistic devices.

2. Lexical expressive means and stylistic devices.

3. Syntactical expressive means and stylistic devices.

Phonetic Stylistic Devices

The stylistic approach to the utterance is not confined to its structure and sense.
There is another thing to be taken into account which in a certain type of
communication plays an important role. This is the way a word, a phrase or a
sentence sounds. The sound of most words taken separately will have little or no
aesthetic value. It is in combination with other words that a word may acquire a
desired phonetic effect. The way a separate word sounds may produce a certain
euphonic effect, but this is a matter of individual perception and feeling and
therefore subjective.

1. Phonetic expressive means and stylistic devices. To this group Ilya Romanovich
Galperin refers such means as:

1)  onomatopoeia (direct and indirect): ding-dong; silver bells... tinkle, tinkle;

2) alliteration (initial rhyme): to rob Peter to pay Paul;

3) assonance is the repetition of similar vowels, usually in stressed syllables.
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4)  rhyme (full, incomplete, compound or broken, eye rhyme, internal rhyme.
Also, stanza rhymes: couplets, triple, cross, framing/ring);

5)  rhythm.

Onomatopoeia is a combination of speech sounds which aims at imitating sounds
produced in nature (wind, sea, thunder, etc.) by things (machines or tools, etc.) by
people (singing, laughter) and animals. Therefore the relation between
onomatopoeia and the phenomenon it is supposed to represent is one of metonymy.
Onomatopoeia is the choice of sounds capable of suggesting the image of the
object by their very sounding, imitating the signified object or action.

E.g. bubble, splash, rustle, purr, flop, giggle, whistle.

e.g. ... where white horses and black horses and brown horses and white and black
horses and brown and white horses trotted tap-tap-tap tap-tap-tappety-tap over
cobble stones ... (I11.O’Keiicu)

The pretty birds do sing-cuckoo, jug-jug, pee-we, to-witta-woo!

There are two varieties of onomatopoeia: direct and indirect.

Direct onomatopoeia is contained in words that imitate natural sounds, as ding-
dong, burr, bang, cuckoo. These words have different degrees of imitative quality.
Some of them immediately bring to mind whatever it is that produces the sound.
Others require the exercise of a certain amount of imagination to decipher it.
Onomatopoetic words can be used in a transferred meaning, as for instance, ding -
dong, which represents the sound of bells rung continuously, may mean 1) noisy,
2) strenuously contested.

(Direct) onomatopoeia (3Bykomonpaxkanue) - the use of words whose sounds
Imitate those of the signified object of action (V.A.K.)

(Direct) onomatopoeia is a combination of speech-sounds which aims at imitating
sounds produced in nature (wind, sea, thunder, etc.), by things (machines or tools,
etc.) by people (sighing, laughter, patter of feet, etc.) and by animals (I.R.G.) e.g.
babble, chatter, giggle, grumble, murmur, mutter, titter, whisper; buzz, cackle,
croak, crow, hiss, howl, moo, mew, roar; bubble, splash; clink, tinkle; clash, crash,

whack, whip, whisk
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e.g. hiss, powwow, murmur, bump, grumble, sizzle, ding-dong, buzz, bang,
cuckoo, tintinnabulation, mew, ping-pong, roar
e.g. Then with enormous, shattering rumble, sludge-puff, sludge-puff, the train
came into the station. (A.Saxton)
Indirect onomatopoeia demands some mention of what makes the sound.
Indirect onomatopoeia is a combination of sounds the aim of which is to make the
sound of the utterance an echo of its sense. It is sometimes called “echo writing”:
“And the silken, sad, uncertain rustling of each purple curtain” (E.A.Poe), where
the repetition of the sound [s] actually produces the sound of the rustling of the
curtain or the imitation of the sounds produced by the soldiers marching over
Africa:
“We are foot-slog-slog-slog-slogging
Foot-foot-foot-foot-slogging over Africa.
Boots- boots- boots- boots - moving up and down again (Kipling).
Alliteration is a phonetic stylistic device which aims at imparting a melodic effect
to the utterance. The essence of this device lies in the repetition of similar sounds,
as a rule, consonant sounds, in close succession, particularly at the beginning of
successive words:

“The possessive instinct never stands still” (J.Galsworthy)

“Deep into the darkness peering, /long I stood there wondering, fearing, doubting,
dreaming dreams no mortals ever dared to dream before” (E.A.Poe).

“Dead Dufton,” I muttered to myself. Dirty Dufton, Dreary Dufton, Dispicable
Dufton” — then stopped. (J.Braine) — (“/ywmnwiii Jagpmon, — 6opmoman st cebe noo
Hoc. — Jlonomonnwvui /lagpmon, [paunou /Jagpmon, oxnviti Hagpmon ...”" — u
VMOJIK.)

Assonance is the repetition of similar vowels, usually in stressed syllables.
e.g. Tell this soul, with sorrow laden, if within the distant Aiden,
I shall clasp a sainted maiden, whom the angels name Lenore

Clasp a rare and radiant maiden, whom the angels name Lenore? (E.Poe - Raven)
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Rhyme is the repetition of identical or similar terminal sound combination of
words. Rhyming words are generally placed at a regular distance from each other.
In verses they are usually placed at the end of the corresponding lines.
Full rhymes: Might - Right
Incomplete rhymes: worth - forth
Eye - rhyme: love - prove

And on the leaf a browner hue, (a)

And in the heaven that clear obscure, (a)

So softly dark, and darkly pure, (a)
Rhythm exists in all spheres of human activity and assumes multifarious forms. It
IS a mighty weapon in stirring up emotions whatever its nature or origin, whether it
Is musical, mechanical or symmetrical as in architecture. The most general
definition of rhythm may be expressed as follows: “rhythm is a flow, movement,
procedure, etc. characterized by basically regular recurrence of elements or
features, as beat, or accent, in alternation with opposite or different elements of
features” (Webster's New World Dictionary).

In verse rhythm is regular succession of weak and strong stress. A rhythm in
language necessarily demands oppositions that alternate: long, short; stressed,
unstressed; high, low and other contrasting segments of speech.

In prose - by the alternation of similar syntactical patterns. Rhythm in verse as a
S. D. is defined as a combination of the ideal metrical scheme and the variations of
it, variations which are governed by the standard.

Rhythm is not a mere addition to verse or emotive prose, which also has its

rhythm. Rhythm intensifies the emotions.

Key words:Stylistic Devices, convergence, phonetic SDs, onomatopoeia, alliteration, assonance, rhyme, rhythm
Questions:

What is Stylistic Device? How do we define the term?

What classifications of SDs do you know?

Characterize [.R. Galperin’s classification of SDs.

What is Stylistic convergence? Give examples.

Phonetic SDs are divided into several types. What are they?

o o~ 0w D PE

Give examples to direct and indirect onomatopoeia.
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Lecture 3

Lexical stylistic devices
Metaphor — its linguistic nature, types and stylistic function.
Metonymy — its types of associations, and functions.

Irony — its linguistic nature. Irony and humor, their functions.

Epithet and logical attribute. Ways of expressing of epithet, types and

stylistic functions.
Oxymoron and structural models of oxymoron.

Hyperbole: its types and functions.
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Metaphor — its linguistic nature, types and stylistic function.
The relations between different types of lexical meanings may be based on
various principles:

1. the principle of affinity(metaphor); kinship poxctso

2. the principle of contiguity(metonymy); contact nmpumbikanue

3. the principle of opposition (irony).

Metaphor is a lexical SD based on the interaction between the dictionary and
contextual meanings, on the resemblance of two objects, ideas, features and
actions. For ex: She is a fox.

The word “fox” denoting one object is transferred into another in order to
indicate a resemblance between them on the bases of one common feature
“cunning”. It is very important to remember that metaphor doesn’t identify two
notions. They are brought together on the bases of only one feature, other features
being quite different. There should be a certain distance between two objects
comparing.

Metaphors like many SDs must be classified according to three aspects:

1. the degree of expressiveness;

2. the structure — in what linguistic form it is presented or by what part of
speech it is expressed. (Metaphors can be expressed almost by all parts of
speech, but it is mostly expressed by nouns. For ex: The night swallowed
him up. The leaves fell sorrowfully.)

3. the function — the role of a SD in making up image.
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Favourite images in oriental poetry are nightingale, rose, moon. Nature, art,
fairy tales and myths, science may also serve as sources for metaphorical images.

We can distinguish genuine and trite metaphors. The metaphors in which

Images are quite unexpected are called genuine (fresh, speech metaphors). Those
which are commonly used are called trite (language) or dead metaphors. Genuine
metaphors can easily become trite if they are frequently repeated.

Metaphor is a productive way of building up new meaning and new words.
Language can be called the “dictionary of faded metaphors” (I.R. Galperin).

Examples for genuine metaphors:

e The whole space was a bowl of heat.
e Mrs. Small’s eyes boiled with excitement.
e The words seemed to dance.

Examples for trite metaphors:

e The salt of life;

e A flight of imagination;

e To burn with passion (anger).

Very often trite metaphors are given new force (intensify) and their primary
dead meaning is created a new. It is achieved by introducing new additional

images. Such metaphors are called: sustained or _prolonged, that’s to say it is

expressed by a group of words.

“Our family joined other streams and the stream was a river pouring into St.
Thomas Church”.

The main function of metaphor is to create images. Genuine metaphors create
bright images in poetry and emotive prose. Trite metaphors are widely used in
newspaper and scientific prose style.

When likeness (affinity) is observed between inanimate objects and human

qualities, we have the cases of personification :

Slowly, silently, now the moon
Walks the night in her silvery shoon,

This way and that she peers and sees
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Silver fruit upon silver trees.
Metonymy — its types of associations, and functions.

Metonymy is a lexical SD which is a transfer of meaning upon the
association of contiguity (proximity). In metonymy the name of the thing is applied
to another with which it has some permanent or temporary connection.

Metonymy can be divided into trite (words of metonymy origin) and genuine
metonymy.

Trite metonymy in the course of time its figurativeness and emotional
colouring fades away: hand — workman, bench — a judge, grave — death.

Metonymy is based on different relations of contiguity (proximity):

1. A leading significant feature of a person can be used instead of its possessor:

Who is the moustache? Olive uniforms (young men).

Some names of fairy tales: Red Riding Hood

2. A symbol can be used for an object:

Then | think of taking silk (to become a lawyer).

3. the name of the place can be used for somebody and something connected
with it:

It was too late for the river. (a picnic on the riverside).

4. A concrete noun may stand for an abstract one:

My mother’s voice had the true tiger in it. (had fierce in it).

5. An abstract notion may stand for a concrete one:

Subservience sprang round the counter. (weak and mild people were standing

round the counter).

6. An object may denote an action :

When | awakened old sleepy Mary was gone and coffee and bacon were

afoot. (the breakfast was ready).

The sources where images for metonymy are borrowed are quite different:
features of a person, an object, facial appearance, names of writers and poets,

names of their books, names of some instruments.
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Prof. Galperin states that in order to decipher the true meaning of a genuine
metonymy a broader context is necessary. Though for trite metonymy the case is
not the same. We can see this from the following examples:

Genuine metonymy: The brown suit gaped at her. The blue suit grinned,
might even have winked. But the big nose in the grey suit still stared and he had
small angry eyes and even didn’t smile.

Trite metonymy: fifty sails — fifty ships, to live by the pen — by writing,
smiling year — spring.

Synecdoche is the case when the object is called instead of the whole object:
under one’s roof — in one’s house, not to lift a foot — don’t help.

The general function of metonymy is building up imagery and it mainly
deals with generalization of concrete objects. Besides it may have a characterizing
function when it is used to make the character description significant or rather
insignificant (by mentioning only his hat and collar). It has the function of
introducing a new person into the book.

Irony — its linguistic nature. Irony and humor, their functions.

Irony — is lexical SD which is based also on the interaction of dictionary and
contextual meanings, but these two meanings stand in opposition to each other.
This is peculiar feature of irony. In irony the opposite of what is said is meant: It
must be delightful to find oneself in a foreign country without a penny in one’s
pocket.

The word “delightful” has two meanings: dictionary and contextual. It is
generally used to convey a negative meaning through the positive one. Irony
mustn’t be confused with humour, in spite of the fact that they have much in
common.

Humour always causes laughter and may be produced by different SD not
only by irony. The main stylistic function of irony is to produce a satiric affect, but
it rather expresses a feeling of displeasure, pity or regret.

Irony is realized only in the context and it mostly used in belles-lettres style.
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Epithet and logical attribute. Ways of expressing of epithet, types and

stylistic functions

The epithet is an SD which is built on the interplay of two meaning of a
word: emotive and logical. It denotes a permanent and temporary quality of a
person, thing, idea and characterizes it from the point of view of subjunctive
perception:

Cat-like eyes, iron hate, waiting silence, silver hair

A comparison of such word combinations as “iron gate” and “iron will”
shows the difference between an epithet and a logical attribute. In the first case
“iron” is a logical attribute denoting a special type of gates and in the second
one iron will serves as an epithet and denotes a very strong and unbroken will.
The same refers to green leaves — green old age, green thoughts;

Steel weapon — steel will;

Golden watch — golden heart;

Black pencil — black thoughts.

So epithet makes a strong impact on the reader and he begins to see and
evaluate things as a writer wants him to. Like all SDs epithets are divided into
trite and genuine.

After the long usage epithets form fixed word combinations which are
established in the language and enter the group of set —expressions: true love,
sweet smile, heated discussion.

Individual epithets depend on the author’s style and his artistic purpose:

He looked shy and embarrassed and a wild hope came to me.

From the point of the compositional structure epithets may be divided into:

1. simple epithets;

2. compound epithets;

3. string epithets;

4. phrase/sentence epithets;
5. reversed epithets.

Here are illustrations:
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Simple epithets: a brainless animal, smiling year, the wild moon.

Compound epithets stand very close to compound adjectives: weak-minded
ideas, a shamed looking dog, fairy-like work.

String epithets are like enumeration: Moving magically fresh and strange
and exciting places.

Phrase/sentence epithets: a life and death struggle, all-is-well-in-the-end
adventures.

Reversed epithet consists of two nouns connected by an of phrase: a day of
happiness, a claw of fear.

The function of epithet is to reveal the subjective evaluative attitude of the
writer towards the events or things spoken of.

Oxymoron and structural models of oxymoron

Oxymoron is the attributive phrase that is contradictory to the noun it
modifies: beautiful sorrow, busy idleness, stormy silence, horribly beautiful.

The emotive meaning suppresses the logical meaning. But it should be noted
that the logical meaning being suppressed is not lost completely. If the logical
meaning is lost there, there is no SD or we call it the trite oxymoron. For example:
in word combinations: awfully nice, awfully glad, terribly sorry, -- the words
awfully and terribly have lost their primary logical meaning and now used with
emotive meaning only as intensifiers.

Genuine oxymoron is a SD and it is an individual creation: the poorest
millionaires.

Oxymoron has the following structure models:
Adjective + noun — an honest lie;
Adverb + adjective — pleasantly ugly, horribly beautiful.

Noun of noun — paradise of our despair, vitality of a person.

H w0 npoE

Verb + adverb — she cried silently.

The main stylistic function of oxymoron is to express the writer’s attitude to
the things or phenomena described and sometimes to produce a humorous
effect.
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Hyperbole: its types and functions.

Hyperbole is based on the interaction of the logical and emotive meanings. It
IS an exaggeration of a feature essential to the object or phenomena: a million
colored rainbow (but we know that there are only 7 colors in rainbow). Hyperbole
may be based on exaggeration and just the opposite it. It diminishes the described
object. For ex: | would give you worlds to see again.

I haven’t seen you for ages.

Hyperbole is widely used in the oral type of speech to make it more vivid
convincing, that’s why the main stylistic function of hyperbole is to express
feelings and emotions.

Key words:
Metaphor, Metonymy, irony, affinity, contiguity, opposition, interaction,
personification, genuine, trite, Epithet, Oxymoron, Hyperbole, Compound Epithet,
String Epithet, Phrase Epithet
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LECTURE 4

Lexico Syntactical Stylistic Devices, Syntactical Stylistic Devices.

Simile, its types and functions. Simple and logical comparison.
Periphrasis, its types and functions.

Antithesis, its types and functions.

Litotes and its structural types.

Climax (gradation), its types and functions.

Rhetorical question.

Inversion.

Detached construction.
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Ellipsis.
10.Repetition.
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Simile, its types and functions. Simple and logical comparison.
Simile reveals the most essential features of an object (or person) and draws

a comparison between two different things. Such formal elements as: like, as, such

as, as if, seem introduce similes and comparison. We must not confuse ordinary
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comparison and simile as a SD. Comparison implies estimation of two objects

which belong to one class of objects. Its purpose is to show the features which

bring these objects together: If he is like his mother, he must be a good — looking

boy, two human beings are compared.

The nature of simile is to compare two (or several) objects which belong to

different class of things. Simile finds one or several features (the state, actions, and

manners) which are common to the objects compared: The sun was as red as ripe

new blood.

2.

My heart is like singing bird.

The body was tensed as a strong leaf spring.

I crawled like a mole onto my bed.

A simile usually consists of these components:
1. What is compared — the subject of a simile,
2. with what is comparison is made — the object of the simile,
3. the basis of the comparison:

She is happy as a lark out of here.

Subject basis object
Like all SDs similes are divided into trite and genuine. Similes enrich

English phraseology: Like a squirrel in a cage, to sleep like a dog, busy as a bee,
blind as a bat. These phraseological units are trite similes.

The stylistic function of simile may be different:

1. imaginative characterization of a phenomenon;

to produce a humorous effect by its unexpectedness: a hairless as a boiled
onion.

Periphrasis, its types and functions.

Periphrasis is the nomination of an object or action through exhibiting
certain features of this object or action. Periphrases are divided into two logical
and figurative. The logical periphrasis constitutes the essence of traditional
dictionary periphrasis: to turn over a new leaf (to make a new, a better start),
one’s better half (a wife), to tie the knot (to marry), the House of God (the

church), to enter the House (to become a member of parliament). All these
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word combinations are synonyms by nature and have become phraseological
units.

Figurative periphrasis is often based on the use of metaphor or metonymy:
Five weeks of perfect liberty... would have prepared her for the day of
bells. (for the day of wedding).

One of the stylistic functions of periphrasis is to produce a humorous effect,
sarcastic description: Come on. Has the cat got your tongue? (Can you
speak?).

Antithesis, its types and functions.

Antithesis is such a SD which is based on the opposition of concepts. We
must distinguish between logical and stylistic opposition. Logical opposition
implies the use of dictionary antonyms — words that are contrary in meaning to
another: white-black, day- night, long — short. Stylistic opposition is based on
the relative opposition which arises out of the use of contextual antonyms. Let’s
see the following examples:

We are young, friend, like the flowers,
You are old friend like the tree,

What concern have you with ours?
You are dying, we’re to be

It is very true, I'm dying,

You are roses still in bud...

In this poem antithesis is based on the following oppositions: young — old,
Flowers — trees, dying — to be: only the first opposition “young - old” may be
considered as dictionary antonyms, the rest are contextual antonyms and bring
the emphasis to the whole poem. The use of antithesis built on the contextual
antonyms is clearly seen in the next example:

| had walked into the reading — room a happy healthy man. | crawled out a
decrepit wreck. In this sentence such word — combinations as “walked into”” and
“crawled out” and “a happy healthy man” and ““a decrepit wreck” are used as

contextual antonyms.
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Among the stylistic functions of antithesis we single out the following:
making comparison of different objects and notions, division or separation of
several concepts, combining various objects and notions.

Litotes and its structural types.

Litotes is an utterance where an affirmative meaning is expressed in the
negative form. It is used to diminish the positive meaning instead of “He is a
clever man” we say “He is not a silly man”. In this case we have intentional
restrain which produces a stylistic effect.

In litotes the negative particle “not” stands before the word with a negative
meaning: “Her figure was evidently not bad” means “it was good”, “She is not
without a taste”, means “she has a taste”.

In litotes we have two meanings of quality — positive and negative. The
positive meaning is in opposition to the negative meaning. The following
structural types of litotes can be outlined:

5. Negative particle +a word with a negative meaning: She is not a fool.

6. Negative particle + a word with a negative prefix: He was laughing at her

but not unkindly.

Litotes doesn’t express a positive state in a negative form, but produces a

certain SD effect making the utterance more ironical

Climax (gradation), its types and functions.

Gradation is an SD is a structural unit which is based on the gradual
intensification of logical meaning and emphatic expression. In gradation every
sentence or phrase is emotionally stronger or logically more important than the
preceding one:

The human heart has hidden treasures,
In secret kept, in silence sealed,-

The thoughts, the hopes, the dreams, the pleasures

Whose charms were broken if revealed?
(Ch. Bronte).
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Each word of this structural unit coming one after the other (the thoughts,
the hopes, the dreams, the pleasures) is understood to be more convincing in the
revealing the authors idea. It is only the analysis of synonym that helps us to
feel the increase. We must distinguish three ways of increasing the significance:
logical, emotional and quantitative.

Logical gradation is based on the use of a successive unit which is stronger
than the preceding one from the point of view of its meaning: Threaten _him,
imprison him, torture him, kill him, you will not induce him to betray his
country.

The word “kill” is the strongest in meaning among all these contextual
synonyms.

Emotional gradation is based on the relative emotional tension produced
by words of emotional meaning: He was in love, and if in love then not just a

little in love, but terribly, desperately, and needfully in love.

Quantitative gradation is based on the use of hyperbole or numerals:

Farmers wives had strength, endurance and enerqy of locomotives

and the appetites of dinosaurs...

The main stylistic function of Gradation is to show the significance of the
things described and to show the dynamic development of the same process.
Rhetorical question.

Rhetorical question is lexico-syntactical SD which contains a statement
made in the form of a question. Interrogative sentence is more expressive that an
affirmative one from the stylistic point of view.

Rhetorical questions are realized in different constructions:

1. Interrogative sentences (general and special questions): Is there such a
thing as a happy life? What can any woman mean to a man in comparison
with his mother?

2. Interrogative negative constructions: Who has not seen a woman hide the

dullness of a stupid husband?
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3. Arhetorical question contains the modal verb “should” + “but”: Whom
should they light but Rebecca and her husband?

4. Declarative sentences: So it was wicked, like being smutty, to feel happy
when you looked at things and read Keats?

5. Infinitive constructions take part in the building of rhetorical questions
to express indignation: A man like Matthew Brodie to return home at the
childish hour of ten o’clock?

Rhetorical questions express doubt, assertion, or suggestion.

Inversion.

The direct word order in Modern English is well known fact for everybody.
But according to the writer’s aim the word order may be changed in the
sentence after which the emphasis springs up. The leading stylistic function of
inversion is to add accessory meaning to the narration. They are realized in the
following widely used patterns of Stylistic inversion:

1. The object is at the beginning of the sentence: Poems he wanted to enjoy.

To this question he didn’t answer.
2. The attribute is after the word it modifies: With fingers weary and worn.
3. The predicative is placed before the subject. The predicative is placed
before the link verb and both are placed before the subject: Strange is the
heart of woman. Sure am | from what | have heard.

4. The adverbial modifier is at the beginning of the sentence, the subject

becomes especially emphatic: Among them stood tulips.

5. The modifier and predicate stand before the subject: Off flew the entire

roof. Down went the group of struggling men again.

6. Simple verbal predicate also serves to lay the emphatic stress on the

subject: Came frightful days of snow and rain.

The main SF of inversion is to put stress on one of the parts of the sentence

which is significant.

Detached construction.
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Detached constructions are such constructions which are formed by singling
out secondary parts of the sentence. This isolation is achieved with the help of
stress, commas or dash. DCs stand close to inversion: He didn’t answer, and sickly
white, she jumped up. They awe us, these strange stars, so cold, so dear.

Different parts of the sentence may be detached. For example: 1) An
attribute can be detached from its head noun: The coffee came — hot and good - the
whole ring of cake. 2) The adverbial modifier can also be detached:
Subconsciously, he knew that he looked better than in an ordinary coat.

As inversion DCs breaks the ordinary word order in the English sentence

and in this way isolates the secondary parts of the sentences.

Ellipsis.

Ellipsis is a deliberate omission of some parts of the sentence in the written
type of speech — especially in belles — lettres style. Very often ellipsis occurs in
poetry. It is caused by the melody of poetry:

And all men Kill the thing they love,

By all let this be heard,

Some do it with a bitter look,

Some with a flattering word,

The coward does it with a kiss,

The brave man with a sword!

Repetition

Repetition as an SD is typified generalization of essential features of the
language means that express emotive, excited state of the mind. The excited speech
is always broken, fragmentary illogical and that’s why the repetition of some
words, word combinations and parts of the sentence is quite natural. When
repetition becomes an SD it brings logical emphasis to a certain part of the
utterance in order to attract the reader’s attention.

Like other SDs repetition has several structural types:
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2. The repeated word or phrase at the beginning of each sentence, clause or

phrase. This repetition is called anaphora.
For want of a nail, the shoe was lost,
For want a shoe, the horse was lost,
For want of a horse, the rider was lost,
For want of the rider, the battle was lost.

3. The repetition of a final word or word group is called epiphora. When | go
into a bank I get rattled. The clerks rattle me. The wickets rattle me, the
spirit of money rattles me.

4. Frame repetition when the beginning of a syntactical unit or phrase is
repeated at the end. E.g.: He couldn’t spy on her. If she wanted to keep
things from him — she must; he couldn’t spy on her. This structural type of
repetition is sometimes called ring repetition. It is expressive in poetry and
singling out a paragraph in prose:

Our hands have met, but not our hearts;
Our hands will never meet again,
Friends, if we have ever been
Friends we cannot now retain:

I only know I loved you at once,
| only know I loved in vain.

Our hands have met, but not our hearts;
Our hands will never meet again...

5. Another model of repetition is linking repetition or anadiplosis. The last
word or phrase of an utterance is repeated at the beginning of the next part.
Anadiplosis serves to stress the most important part of the utterance: To Jan
it was as though a curtain had been raised in her mind - a curtain from
which she recoiled in horror.

6. There are cases when the linking device is repeated several times in one
utterance. This compositional form of repetition is called chain repetition:

But two minutes later the sun vanished behind flying cloudy continents, a
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relative darkness descended on the summer afternoon, and rain too
descended — descended in such soaking overwhelming quantities that...

. The next type of repetition is root repetition. The child smiled the smile and
laughed the laughter of contentment...In these examples not the same word
but the same root is repeated.

. Synonym repetition consists in the reiteration of the same notion by means
of various synonyms: The poetry of earth is never dead, the poetry of
earth is ceasing never.

We distinguish between different SF of repetition. One of the leading
functions of repetition is to intensify the utterance, to bring emphasis into the
narration. However, the overuse of repetition may bring sadness, meditation
and thus monotony appears which is considered the lack of the style.

Key words:
Simile, periphrasis, antithesis,litotes, climax ( gradation ), rhetorical
questions basis,assertion, Inversion, Detached construction, Ellipsis,

Repetition, Anaphora, Epiphora, Ring repetition, Anadiplosis
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Informativity of the text
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1. Informativity of the text-the main category of the text.

2. Types of information.

3. The theme of the literary text.

4. The idea of the text.

5. The plot of the text: exposition, story, climax and denouement.

6. Setting and its functions

145



7. Levels of expressing thoughts.

8. Types of Implications.

9 . Deliberate and undeliberate types of Implicitness

10. Symbols. Cultural and literary symbols.

Informativity is the main category of the text, its ability to convey
information, i.e. certain meaningful contents. The concept of information embraces
a number of problems, one of them is the problem of the new (the unknown). The
report, which is new, rises much interest of the reader, on the contrary, the
information which being repeated loses its value and as a result ceases to be
information. We distinguish the following kinds of information:

content—factual information (C.F.1.)

content—conceptual information (C.C.1.)

content- sub-textual information (C.S.1.)

C.F.1, contains reports about facts, processes which took place or are taking
place or will take place in the surrounding world, real or imaginary.

C.C.I. conveys to the reader the author's individual understanding of the
relations described by means of C.F.l., individuals and their complex
psychological, aesthetic and cognitive interaction.

C.S.1, is a kind of sub-current, concealed information that can be derived
from C.F.1, thanks to the ability of the language units and connotative meanings as
well thanks to the ability of sentences united into syntactical wholes to convey
increment of sense.

Subtext is the meaning of some events or remark, which is felt by a reader
but not expressed by the words in the imaginative text, it's a purely linguistic
phenomenon connected with the ability of sentences to engender additional sense
thanks to different structural peculiarities. It is difficult to catch it in the first
reading and it requires more thorough observation in the second or third reading.
It's a kind of additional information, which arises thanks to the reader's ability to
see the text as a combination of a linear and superlinear information. The greater is

the wealth and diversity of the reader's thesaurus the more is the ability to perceive
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the untold and implied things in the text. Informativity of the text presupposes
definite requirements of the choice of theme and idea of any literary text.

It is known that language has two levels of expressing thoughts: explicit
and implicit. The explicit is what has, its own, complete immediate verbal
expression, the implicit is what has no such verbal expression, but is suggested by
the explicit, expressed and comprehended by the addressee with the help of the
explicit, as well as the context, linguistic and pragmatic situations and other
factors. Therefore we can’t say that the explicit has its own expression, but their
kinds are different: the first one is direct and immediate and the second one is
indirect and hidden. The explicit and implicit are in a certain sense opposite forms
of expressing thoughts.

The analyses of the implicit presupposes the following questions: what the
man says and what he means by it; what is concealed in his utterance, what is
employed by his words; what he keeps in his mind, what he is hinting at, what is
the hidden meaning of his words.

Very often the conveyance of the implicit becomes a primary and even the
only purpose of the utterance, moving the explicit to the background. V. I. Moroz
compares the act of thinking with an iceberg, calling the explicit its ‘above- water’
part and the implicit- its ‘under water’ part.

The problem of the implicit acquires a special significance in studying
literary texts, as the essence of imaginative literature lies in the fact, that its ideas
are expressed by means of images, i.e. smth. abstract is expressed by means of
smth. concrete. Consequently that means that literary texts should consist of two
layers or two levels: the obvious surface layer (explicit) and the deep-lying,
concealed layer (implicit). Moreover the implicit layer may have different levels
which results in different degrees of grasping the meaning by different readers
(addressees).

The idea of belles-lettres work must be implicit, it shouldn’t be self-evident
and unequivocal, it is the law of imaginative literature, its sense, the basis of its

artistic significance.
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The first man to pay attention to the problem of the implicit was Aristotle.
At present time the implicit is researched from the position of logic, philosophy,
psychology and literary criticism.

In the linguistic literature the problem of the implicit was touched upon by.
R. Galperin, V. A. Kuharenko, |. Arnold and others.

Implicitness is often identified with the concepts of subtext, implication,
suggested meaning.

Implicitness of the text is a concept of structural-semantic character, the
implicit level has its own structural unit- an implicate.

Among the most wide-spread types of implicates in belles-lettres text we
distinguish the following:

a) an implicit title. It expresses in a concentrated form the main idea or
theme of a literary production and requires for its realization the macro context of
the whole work. An implicit title is a framing sign, requiring obligatory conclusive
consideration after reading the complete literary text. It increments the volume of
its meaning at the expense of a multitude of contextual meanings. The content
meaning of a title at the entrance into the text never coincides with its meaning at
the exit from the text.

b) Implication of precedence(npenmectBoBanue). It denotes such
compositional structure of a literary text which gives the reader an impression that
he is a witness of some continued story and the preceding events, facts and
personages are supposed to be familiar. Implication of precedence is realized with
the help of such implicates as the initial definite article opening the text, initial
usage of personal and demonstrative pronouns and other synsemantic elements,
producing the impression of ‘beginning from the middle’, increasing the dynamism
of narration and deep-hidden tension.

¢) An implicit detail. This term unites a multitude of implicates, which mark
the external characteristics of a phenomenon, intimating its deep-lying meaning.

Kinds and degrees of Implicitness.

There 2 kinds of implicitness:
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1) Deliberate, introduced by the author
2) Undeliberate, occasional

Usually Deliberate implicitness becomes the object of the interpreters
attention. They are consciously intended for the reader's consideration. Yet not all
of them yield( naBath pe3ynbrar) to unambiguous(tounsiit) decoding, to a great
extent it depends on the reader's linguistic, philological, cultural competence - his
“background knowledge” as well as on the time remoteness of the literary work,
the conditions of writing and other facts.

According to the degree of their significance it's necessary to distinguish
5 types of implicitness: 1). Superficial; 2). Trite; 3). Local; 4). Deep; 5). Dark.

Superficial implicates are language economy in speech, it doesn't need
special decoding, the missing parts are easily restored. It embraces all kinds of
elliptic utterances Are you going to the cinema? Yes, (1 am is missed but implied.
It embraces all kinds of elliptical utterances, unfinished sentences, aposiopesis, and
break-in-the-narration,

Trite implicates include trivial SD and EM: dead epithets, metaphors,
similes, hyperbole.

Local are rather significant for the correct understanding of the text lexical
repetition of the same word serves as an implicate to emphasize some details of the
description.

Deep implicates require maximum attention from the reader and its decoding
is significant for the understanding of the entire, literary works, its primary theme,
the main idea. Such are the implication details-symbol, as symbols of loneliness ,
homelessness, dissatisfaction.

Dark implicates require from the reader not only the knowledge of the given
work but also the acquaintance with the history of its creation, with historic
situation, biography of the writer, and other production by the same author.

Symbols
A symbol is an example of what is called the transference of meaning.

Writers take a concrete item - an object, a colour, a person, a place - and attribute a
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deeper meaning to it. A symbol may be a detail, an object, a character or an
incident. It exists first as something literal and concrete in the work, but it also has
the capacity to evoke in the mind of the reader a range of invisible and abstract
associations. By definition symbols are open-ended. A given symbol will evoke
different responses in different readers. There is, however, an acceptable range of
possible readings and any interpretation of a symbol must be confirmed by the rest
of the work.
The identification and understanding of symbols demands awareness and
intelligence of the reader. It involves the reader directly in the creative process,
asking him to add his own intellectual and emotional responses. Through this
collaboration the work is enriched and enlarged.
Cultural or shared symbols
Many symbolic associations are widely recognised and accepted: the dawn
with hope, the serpent with evil, the colour white with innocence, light with
knowledge, dark with ignorance. Writers often make use of these cultural or shared
symbols. Readers must not, however, automatically apply conventional meanings
to these symbols. Sometimes writers will enlarge or narrow the meaning of a
cultural symbol. The reader must first carefully examine how the symbol is used in
the text before assigning meaning.
Literary or personal symbols
Authors also use their own original symbols. Personal or literary symbols
do not have pre-established associations: the meaning that is attached to them
emerges from the context of the work in which they occur. A particular landscape
or certain atmospheric conditions may become associated with a character's
emotional state. A colour or an object may take on a secondary meaning. A
recurring gesture or a character may be given symbolic meaning.
Identifying and understanding symbols
When does an object, character or action cease to be just part of the story
and begin to develop symbolic associations? There is no simple answer to this

question. Ultimately, the reader must develop his own awareness through receptive
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and responsive reading. There are, however, some broad guidelines he can follow.
The principal techniques that writers use for creating symbols are:
repetition: the reader should take note of multiple references to a particular object

or the recurrence of the same gesture;

emphasis: does the author seem to pay particular attention to some element,
describe it in detail or use poetic or connotative language when referring to it?
associations automatically made with shared symbols: the reader should try to
understand if the author wishes him to make conventional associations with the
symbol or if he has added his own personal significance.

While there is a risk that a reader may not identify symbols, there is also the
danger that he may see symbolic importance where the writer did not intend it.
'Symbol hunting', i.e. attributing symbolic status to objects, characters or actions
when there is little evidence in the text that they should be viewed as a symbol,

should be avoided.

Words and word combinations.
Factual information, conceptual information, subtextual information, implied
information, Explicit and implicit information, implicit title, implication of

precedence, implicit detail, symbols, cultural symbols, literary symbol

Questions:
Why is the informativity considered to be the main category of the text?
And what problems does informativity embrace?
What are the main levels of expressing thoughts?
What are the wide — spread types of implicates? Comment on each of them.
Why do we distinguish implicates according to the degree of significance?
Does the writer refer repeatedly to any objects or gestures in his work?
Does he make any concrete items in the story emerge and assume importance?

Does he use poetic or connotative language when describing particular objects or

151



gestures?
Does he use any shared or cultural symbols?
Does he attribute the conventional meaning to these symbols?

How does the use of symbols help the writer to convey the meaning of his work?

o

' We distinguish the following kinds of

information:
content—factual information (C.F.1.)
content—conceptual information
(C.C.1)
content- sub-textual information
(C.S.1)

9

Lecture 6

Category of Modality of the text.

Literature:
1. «Interpretation of the literary text» E.S. Aznaurova. Tash. «Ukituvchi»1990.
2. «Murepnperanus tekctay B.A.Kyxapenko. JI-a. «IIpocBemenne», 1979.
3. «CTunuctuyueckuil aHanus xynoxecrBeHHoro tekcra». H.®d.IleneBuna. JI-n.

«IIpocsemenue». 1980.
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4. TekcT kak 00BEKT JIMHIBUCTUYECKOTO UccnenoBanus. 1.P.I"anenepun.-M., 1981,

5. “Fields of vision” D.Delaney, Longman 2003.

Plan:

1. The notion of Modality of the text.

2. Different approaches to modality

3. Realization of modality in different sub-styles of Emotive style.

4. Poetic details, its types.

5. The title of the text, its types.

Modality implies the authors attitude to his personages and described reality.
It can be explicit when the author describes the events and characters himself or
hidden when he entrusts role to one of the personages . Modality can be expressed
directly or indirectly . In the first case the author himself shows his attitude to the
personage through his evaluating epithets ( Jack was a brave man and true friend )
In the second case it is the reader who draws conclusions about the personage’s
positive or negative traits through the description of his actions by the author.
There are 3 approaches to modality. The first group of linguists
consider modality as following: modality or the attitude of the speaker or writer
to reality characterizes any utterance. It is a category inherent in the language in
action and therefore, equally with other categories, constitutes the essense of the
communicative process. This is' the opinion of the outstanding modern linguists
V.V.Vinogradov, I.R.Galperin, N.Yu.Shvedova, G.A.Zolotova and others.

The second approach is that the category of modality is presented in two
aspects — as an objective modal meaning and a subjective modal meaning.
Besides the objective modal meaning belonging to the system of sentence forms
and referring the report to reality/irreality plane, writes N.Yu.Shvedova,— every
utterance possesses subjective modal meaning. The objective-modal meaning
expresses the character of the relation of the reported information to reality,
whereas the subjective modal meaning expresses the attitude of the speaker to the

reported information. This meaning is expressed not through the structural scheme
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and its forms but by additional grammatic, lexico-grammatic and intonation
means, imposed on one or another form of the sentence

The third approach to modality is found in modern English grammars,
which avoid giving any definition to this category, evidently looking upon it as a
matter of course, and confine themselves only to stating the forms which carry
modality. (J.Lyons, R.Quirk).

Out of the three enumerated approaches to the category of modality the
second one is the most suitable for the theory of interpretation, because it
distinguishes objective and subjective modality. The introduction of subjective
modal meaning into the general category of modality represents an important stage
in extending the limits of grammatic analysis of a sentence and serves as a bridge
connecting a sentence with an utterance and a text. So, I.R.Galperin demarcates
phrase and text subjective-evaluating modality. According to his definition, phrase
modality is expressed by grammatic and lexical means; text modality, besides
these means applied in a special way, is realized in personages' characters, in a
peculiar distribution of predicative and relative spans of the text, in epigrammatic
statements, in deductions, in foregrounding some parts of the text, etc.

Modality is especially conspicuous in poetry, where the author expresses his
attitude to reality through the words of his lyrical hero

It is inherent in a poetic text as a whole. "From the three main genres of
literature — lyrics, epos, drama — writes G. V. Stepanov, — for many centuries of
its existence lyrical poetry has become the best form of expressing the author's
inner state", and further on: “A personal attitude to the created image is sure to
suppose an evaluation”.

Things are entirely different in scientific texts. Objectivity, logic,
argumentation— the typical qualities of scientific texts — usually leave no room
for subjective evaluating modality. Similar absence of subjective modality is
typical of business documents too, while in newspaper editorials, sketches, essays
and speeches modality comes forward rather distinctly.

In compositions of emotive prose textual modality is realized on  the
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basis of certain regularities. Subjective evaluating attitude to the object of
utterance, as a rule, doesn't reveal the essence of a phenomenon, but only colours
it correspondingly, and gives a notion of the author's world outlook. Therefore
textual modality more frequently finds its place in_relative _spans of the text,
which don't carry the main factual information, but not in predicative spans, which
are mostly imbued with facts. Yet, in the process of linear development of the text
accentuation can be shifted and relative spans may gradually acquire the status of
predicative ones. As a result, modality acquires a more significant role in
creating conceptual information.

Grammatical and lexical means of modality serving for revealing this
category inside a sentence (phrase modality) are used in the text in special ways.
For instance, repeating one and the same pattern of a stylistic device and giving it
various lexical filling, the author consciously or unconsciously characterizes some
phenomenon, event or personality and indirectly reveals his own attitude to them.

The most convenient and concise way of realizing modality in a sentence is an
epithet. In the text it plays a less significant part, because (in virtue of its syntactic
function of an attribute) it characterizes only the object to which it refers. Yet
the epithet also, becoming a frequently repeated  stylistic device, begins  to
reveal the textual modality. This is particularly conspicuous in literary
portraits (cf. the portrait of Babbit, created by S. Lewis, the portrait of
Scrooge, created by  Ch. Dickens, the portrait  of Pyle by Gr. Greene). Textual
modality in the novels of these and other writers becomes obvious only when
the reader can get a notion about some thematic field, i.e. about a group of
epithets, similes, descriptive phrases and indirect characteristics scattered
over the text and united by one dominant of emotional meaning. For  instance,
the adjectives "innocent", "quiet", "good" used by Gr. Greenin "The Quiet
American”  acquire an  ironic meaning in the context of the novel, form a
distinct thematic field expressing textual modality of condemnation and censure.

The theme of a literary work is the represented aspect of life. As

literary works commonly have human characters for their subject of depiction, the
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theme of a literary work may be understood to be an interaction of human certain
circumstances such as some social or psychological conflicts. A writer may depict
the same theme, i.e. the theme of war, from different angles, the same theme, on
the other hand, may be differently developed and integrated with other themes in
different works. Within a single work the basic theme may alternate with rival
themes and their relationship may be very complex. They are all linked, a link
between the various constructive themes is indispensable(o6s3aTenbhbiii): loses its
essential characteristic, which is unity of all its element.

The theme of a literary work can be easily understood from the plot of the
work (the surface layer); it allows of a schematic formulation for instance as: this
Is a story of race discrimination or victims and the like.

There are no 2 works that have the same poetic idea; there are no 2 works
that have exactly the same mode of representation. The poetic idea and its mode of
representation form a unity, a unity of content and form. Plot is a sequence of
events in which the characters are involved, the theme and the idea are revealed.
Events are made up of episodes in their turn, of smaller actions, details, etc.

Each and every event that represent a conflict (the gist of the plot) have a
beginning, a development and an end. The plot, accordingly, consists of
exposition, story, climax and denouement.

In the exposition the necessary preliminaries to the action are laid out, such
as the time, the place and the subject of the action. Also some light may be cast on
the circumstances that will influence the development of the action.

Story is that part of the plot, which represent the beginning of the collision
and the collision itself.

Climax is the highest point of the action.

Denouement is the event or events that bring the action to an end. There is
no uniformity as far as the above-mentioned elements of the plot and their
sequence in the text are concerned.

A literary work that has all the element mentioned above is said to have a

closed plot structure. Such short story writers as W. Irving, E. Poe, Bret Hart and
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O. Henry mostly cultivated this type of writing. A work of narrative prose in which
the action is represented without an obvious culmination, which does not contain
all the above-mentioned elements understood in its conventional sense, is said to
have an open plot structure. Plot structure is not a formal factor. It is as
meaningful work, whether it is open or closed is conditioned entirely by the
content.

Where does the story take place? What kind of world do the characters live
in? The term we use to refer to the general locale and historical time in which a
story occurs is the setting. The term is also used to refer to the particular physical
location in which an episode or scene within the story takes place. The general
setting of a story may be , for example, a large city like London, while the setting
of the opening scene may be the kitchen of the main character.

Some settings are relatively unimportant. They serve simply as a decorative
backdrop  helping the reader to visualise the action and adding
authenticity(mommuanocts) to the story. Other settings are closely linked to the
meaning of the work: the author focuses on elements of setting to create
atmosphere or mood or setting plays a major role in shaping the characters’
identity and destiny. If the setting is sketched briefly, we can assume that it is of
little importance , or that the writer wishes us to think that the action could take
place anywhere and at any time . If the passages describing the setting are
extensive and highly developed, or are written in connotative or poetic language ,
we can assume that the setting is being used for more profound or symbolic
purposes. Some of the main functions of setting are:

Setting as a mirror

The setting may reflect a prevailing mood or reinforce (ykpemnsats) the
emotions felt by a character; barren (6ecrmotasriit) landscapes may mirror despair
and desperation; stormy weather may provide a suitable backdrop for emotional
turmoil. However the setting may also be ironic or comment on the characters’
state of mind or behavior in an indirect way.

Setting as an antagonist. The setting of the story often shapes the
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characters’ identities and destinies-making people what they are. Someone
growing up in an inner city slum is likely to have a different outlook on and
approach to life than someone who has grown up in wide open rural spaces, in
close contact with nature. Stories sometimes show us characters that are direct
products of their environment, reflecting its moods and values. Often, however,
stories depict characters who rebel against their restrictive settings and fight to
break free of their stifling environment.

Setting as a way of revealing character.The manner in which a character
perceives the setting may tell the reader more about the character and his or her
state of mind than about the setting itself. When, for example, an urban landscape
is described by a character as ‘desolate’ and ‘ominous’ the writer may be telling us
more about how the character is feeling rather than accurately describing the
setting. The writer is using the outer word setting to give us an insight into the

character’s inner world.

The setting may also reinforce and clarify the theme of a novel or short
story. The physical setting in which the action takes place may symbolically
represent the central ideas of the work. A solitary house in bleak, hostile
surroundings may reinforce the theme of man’s struggle against nature. Many
modern literary works take place in what are termed ‘alien settings’, where even
the familiar seems unfamiliar. The characters are often exiles(usraannuk), tourists
or expatriates(amurpant), and the inhospitable setting reinforces the theme of loss
of roots and loss of home which is common to much modern fiction.

Setting in time.The historical period, time of year and time of day are all
important features of the setting. The fact, for example, that most of a story’s
action takes place at night may create an atmosphere of mystery, violence or
conspiracy. Authors often use the traditional associations with the seasons and the
cycle of the day to create appropriate time settings for their work, for example
spring-morning-youth.

Social setting
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While the setting refers to the time and place in which the action occurs, the
term social setting is used to indicate the social environment in which a story takes
place. The social setting of a novel or story may be explicitly indicated by the
author or it may be conveyed through the use of social or class markers, i.e. the
way the characters talk, where and how they live, the clothes they wear, how they
eat, and so on. Like the physical and temporal setting, the social setting may be
relatively unimportant or it may play a determining role in a novel or story. In
many novels characters are presented as products of their social class, and many
authors have explored the themes of conformity to or rebellion against the values

and mores of specific social settings.

Poetic Details are such details, which are selected by the author to represent
the whole and serve as a basis for recreation of the compete picture by the reader.
In the function of a PD the word is always used in its direct meaning. It is
actualized and serves as a signal of imagery. It stirs up the reader's imagination, it
arouses his active thinking. PD greatly contributes to the localism and terseness of
style because they give a great impulse to the reader's imagination and help to
avoid verbosity of style. As for S.D. for instance, metaphor, metonymy, simile,
synecdoche, and etc. The are used in the transferred meaning and care should be
taken not to mix them with PD.

The main function of PD is to create Implicitness, subtext of the literary
work. In some definite cases PD can be a poetic symbol. For instance rain in
«Farewell to Arms» by E. Hemingway is the symbol of unhappiness, loneliness;
the word «hyena» in «The snow of Kilimanjaro» is the symbol of misfortune, fear.
PD carries out different functions. According to their functions we distinguish the
following kinds of details: 1) depicting; 2) authentic; 3) characterological; 4) the
implication details.

Depicting details are frequently come across in the description of nature,
person's appearance, and they help to make these descriptions more concrete,

vivid, individual.
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Authentic details chiefly denote the names of the country, cities, streets,
avenues, numbers of houses, flats. Sometimes they are non-existent places, persons
and are used to create the impression of reality,

Characterological details are of 2 kinds:

a) details describing a new trait of the personage;

b) details describing the most essential feature of the character, revealing his
predominant merits or demerits.

Implication details mark a surface of the phenomenon, to create
undercurrent information. Sometimes it is achieved by aposiopesis or some hints
for guessing the meaning.

PD help to convey much through little a din correlation with other elements

create a harmonious picture of the imaginary object or phenomenon.

The title of the text has great importance for implicitness or conceptual
information. Sometimes in explicit and concrete form, sometimes in veiled and
implicit form the title expresses the scheme, idea concept incarnated by the author
in the text.

The title represents the nucleus of the content-conceptual information. First
the title denotes a vague, abstract notion, later on it fills with concrete meaning. In
the course of plot development the words chosen by the author for the title, begin
to acquire some additional connotative shades of meaning, extend their semantic
structure. The title can be metaphorically depicted as a wound up spiral, revealing
its potentialities.

According to their form concept-content-conceptual and content-factual
information reflected in them titles can be classified as: a title-symbol; a title-

thesis; a title-quotation; a title-report; a title-hint; a title-narration.

Words and word combinations.

objective modality, subjective modality, phrase modality, textual
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modality, the theme and idea of the text, plot structure, components of the
composition of literary text, setting and its functions, poetic details: 1)
depicting; 2) authentic; 3) characterological; 4) the implication details, title of

the text

Question:
What is modality as a category?
What are the main approaches to the problem of modality?
What is the role of the title of the text in disclosing the author's attitude
towards the events (characters) described?
How is modality expressed by the author?
What is the theme (and idea) of the literary text?
What arc the components of the composition of the literary text?
What is a closed and open plot structure?
What is the setting of the work in time and space?
Is the setting briefly sketched or is it described in detail?
Is the language used in the descriptions connotative or poetic?
What are Poetic details?
What is the difference between PD and SDs?
What is the main function of PDs?
What are the types of PDs?
What is the title of the literary work?
What are the main types of the title according to the form, cont-factual and

cont -conceptual information?




Lecture 7
Segmentation of the text. Syntactical whole
Literature
1. «Interpretation of literary text» E.S.Aznaurova and others, Tashkent 1990.
2. «Analytical Reading» V.B.Sosnovskaya, Moscow Higher School 1974.
3. CTunMCcTHKa COBPEMEHHOTO aHTITMHCKOTO si3bika. V.B. ApHoinba, Jlenunrpan 1981.
4. Unrepnperanus tekcta. B.A. Kyxapenko, Jlennnrpan. [Ipocsenienue 1979.
5. TekcT kak 00BEKT JIMHTBUCTHYECKOTO ucciaenoBanus. M.P.I'anenepun.-M.,1981.
Plan
I. The problems of segmentation of the text
2. Volume- pragmatic segmentation.
3.Context- variative segmentation.
Segmentation of the text is a function of the general compositional

plan of a literary work. The character of segmentation depends on the size of the
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text, the content-factual information and the author's pragmatic aim. For the
convenience of the readers the writer tries to divide the text into such portions as to
ensure the most effective way of perceiving information. The segmentation of the
text is regulated by the reader's ability to grasp the given volume of information
with the least possible losses.

Segmentation of the text is based on the psycho-physiological factors
connected with a man's ability to concentrate attention on one and the same object
for a more or less definite period of time. Intervals in temporal continuum are as
necessary for the mental activity as for the physical one. Switching over from one
object of attention to another in C.F.I, unfolding is as necessary as the change of
kinds of physical exercises.

There are two kinds of text segmentation: volume — pragmatic and
context-variative.

The volume-pragmatic segmentation takes into consideration the size

(volume) of each part and orientation at the reader's attention.

An imaginative text of maximal length, as for instance a novel is, can be
segmented in the following way: a volume, a part, a chapter, a section demarcated
by dots, paragraphs, syntactical wholes. The segmentation of a whole complete
text into parts is caused by the author's endeavour to pass over from one line of
plot development to another or from one episode to another.

The character and peculiarities of text segmentation are very significant for
interpretation because they reveal the author's orientation at the perception of the
text by the reader and simultaneously show how the author in accordance with his
socio — political views, moral, ethic and aesthetic principles demarcates some
episodes, facts and events etc. from others. Sometimes we can observe logically
inconsistent movement of the narration line. That is connected with the author's
endeavour to actualize separate moments in narration to make the reader dwell on
them, divert his attention from the perception of consecutive facts and concentrate
his attention on the chosen episode.

Thus, the segmentation of the text into chapters in this case focuses the
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reader's attention on the most important spans of the text, compels him to halt and
ponder over the significance of this or that element.

One of the main compositional units facilitating the reader's perception of
the utterance is a paragraph, since it graphically reflects the logic and emotional
structure of the semantic unit. While reading, a paragraph is marked out by a
specially prolonged disjunctive pause. The disjunctive pause between paragraphs
sums up the information of the preceding paragraph and prepares transition to the
succeeding one. The pause and the structure of the paragraph perform important
textual-stylistic functions: they help to place accents, create the composition of the
text, reflect and make noticeable the principles of selecting language material and
the degree of its completeness;

A paragraph is a syntactico-intonational unity of a higher range than a sentence.
It consists of one or more sentences joined by conjunctional-adverbial connections,
by pronominal or lexical repetitions, by the unity of time, by the change of the
indefinite article into the definite one etc. The general feature of a paragraph in all
functional styles is its logical wholeness. Typical peculiarities, of a paragraph
which distinguish the style of one trend from another are the relative completeness
or incompleteness, dependence .or independence of its constituting sentences.

The second kind of text segmentation is a context-variative one. This kind

represents different forms of stating content-factual and content-conceptual
information, to wit: narration, description, the author's meditations, as well as a

dialogue, monologue and represented speech.

Narration conveys the main plot thread of a literary production. Most
frequently the events are related in their chronological succession. The successive
relation of facts makes it possible for the author to mark out the plot line more
conspicuously and to convey information about the persons of the novel or story.

A characteristic trait of narration is its dynamism. Dynamic spans of the
text abound in verbs expressing action. The action can be external, physical,

denoting movement or shifting in space. Besides that the action can be internal,

164



taking place inside a person's mind: something changes in his knowledge and

understanding of the environment, in his attitude to it, in his personal inclinations

Description serves for depicting nature, locality, interior of the house and
personal appearance. Characterization of a man's qualities also belongs to
description. The description of personal appearance, landscape, interior of an
apartment is static  in comparison with an account of external or internal
action; asif in such cases the time in narration halts or slows down and no
events are taking place. Description is an integral part in a majority of prosaic
works. Its main function is to create imaginative space and environment in which
the action takes place. In truly artistic texts descriptions are very important. They
can be used for the expression of emotions as a parallel or a contrast to some or
other events, as a plot metaphor. It is just descriptions that are usually selected
for stylistic analysis.. As arule they contain a great number of stylistic devices

and stylistically-marked language means.

Parts of the text containing the author's digressions also play an important
role in disclosing the conceptual information. The author's discourses usually take
the form of deep philosophic generalizations, conclusions, judgments and
individual epigrams. The author's reasonings very distinctly show his position, his
social, political and aesthetic credo. It is just the author's reasonings that very
frankly express his ideologic and aesthetic point of view, his personal evaluation of
depicted things. Thus, the author's discourses are characterized by an extraordinary
functional load, performing the role of principal turning points in a literary
production, most ponderous in ideological and artistic respects. The enumerated
forms of context-variative segmentation-narration, description, discourse —
constitute the plan of the author's speech. The speech of the personages is
represented in the text by the forms of dialogues, monologues and represented

speech.
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Dialogue of a literary  work is a complex and  polyfunctional
formation. Being an analogue of oral speech, it, on one side, reflects the
regularities intrinsic to oral intercourse and on the  other side it immediately
expresses individual peculiarities of a  speaker and characterizes his life standing,
ideologic, aesthetic and social status. The dialogic context is a portrayal of
personages: it reveals their speech peculiarities, discloses their world, outlook

and clearly shows their emotional, ethic and moral traits.

Interior monologue - the interior speech of the personage, which allows
the author and the reader to peep into the inner world of the character, to observe
his ideas and views.

Thus the personage’s viewpoint can be realized in the uttered (dialogue) and
inner (interior) speech. Both are introduced into the text by the author's remarks,
containing indications of the personages name or name substitute and the act of
speaking, thinking expressed by such verb as «to say», «to think», and their
numerous synonyms.

Represented (reported) speech - peculiar blend of the view points and
language spheres of both the author and the character. Represented speech serves
to show either the mental reproduction of a once uttered remark or the character's
thinking, i.e. uttered and unuttered represented speech. The inner speech is close to
the personages interior speech in essence but differs from it in form: it is rendered
in the third persons singular and may have the author's qualitative words.

All this forms of presentation as a rule interrelate; in a literary text with one
or another of them standing out more prominent (descriptive - narration
interrelated with some elements of dialogue or represented speech and so on).

The arrangement and disposition of all the forms of the subject matter
presentation make up the composition of the literary work.

It is necessary to remark that the analysed speech forms are seldom used in their
pure state. They are usually mixed up or combined with one another. There are

different ways of joining them: either one form is interspersed with elements of the
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other, or one form intrudes in big portions into the other, or several forms are
mixed up together. Replenishing each other they blend so organically that
sometimes it is difficult to disjoin them. And yet they present different kinds of
information dynamic (action, movement, communication) and static (the
description of an object and its environment).

The structural-semantic categories, which actually serve as "steps of
cognizing™ the nature of the text, its organizational units and its functioning,
include the category of text wholeness —the category reflecting the primary
properties of the text.

In modern linguistics the wholeness of the text, the close interconnection of its
constituents has got the name of text coherency (from Latin "cohaerens”—sticking
together, well-knit). It is also metaphorically conveyed by the molecular-physics
term — cohesion, attraction of particles to each other, tendency to remain united.

The means of cohesion in the text can be classified according to different
traits. Besides traditionally graphic means, performing the text-forming function,
they can be divided into logical, associative, image-forming, composition-
structural, stylistic and rhythm-creating.

The traditionally grammatic means embrace all conjunctions and
conjunctional  words  of the type: as, since, therefore, that's why, because,
however, in this connection, both...and, participial phrases. All these means
are called traditionally grammatic means because they are already described as
means of connection between separate sentences and clauses. But in the text they
serve as means of connection between much larger spans — syntactical wholes,
paragraphs, chapters. Such forms of cohesion also include the following means,
of enumeration: in the first place, in the second place, graphic means-a) b), c), or
means dismembering parts of the utterance by figures 1), 2), 3), etc. Such adverbs
as: soon, a few days (weeks, years) later, when etc, being temporal parameters of
communication, hitch-together separate events, imparting authenticity to them. The
same function is performed by the following words: not far from, apposite, behind,

under, above, next to, in the distance, close by, past, etc., which are spatial
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parameters of communication. The enumerated means of cohesion are considered
logical, because they fit the logic-philosophic concepts —the concepts of
consistency, temporal, spatial, cause-and-effect relations. These means are easily
recognized and therefore don't detain the reader's attention. It is; just in logical
means of cohesion that we observe the intersection of grammatic and textual
forms of connection. Connecting  separate spans of the text into one aggregate
whole, into a speech production, the grammatic means acquire the status of textual
means, i.e.. acquire the status of cohesion.

Naturally in this process the connective means don't lose their system
properties completely. That's why we can say that in logic connectives we observe
simultaneous realization of two functions: grammatic and text-forming.

The basis of the next kind of cohesion — associative — is  formed by
other peculiarities of text structure such as: retrospection, connotation,
subjective-evaluating modality. The verbal signals of associative cohesion are
such introductory phrases as: suddenly it occurred to him, that reminded him of...
etc. Associative cohesion is often elusive. However it sometimes determines the
connection between the described phenomena, the connection which is very impor-
tant for understanding the content-conceptual information of a literary work.
It is necessary to point out that associations in literary works do not appear
accidentally  (spontaneously). They appear as a result of imaginative-creative
process, in which remote notions, which are not connected by logical means of
cohesion acquire quite clear connections.

The compositional-structural forms of cohesion include first of all
such forms which break consistency and logical organization the communication
by all kinds of digressions, insertions, temporal or spatial descriptions of
phenomena, events, actions, not immediately connected with the main theme (plot)
of narration. Such violations, interrupting the main line of narration, sometimes
constitute the second plan of communication. The compositional-structural forms
of hitching remind of the assemblage of cinema sequences into complete films,

when some recollections, "second plans” burst into the consistently connected
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stills.
In every case of compositional-structural cohesion we can mentally
imagine words and expressions which could logically conned the disunited pieces

of narration, for instance: "digressing from the theme of the account”, "passing

over to the second line in the narration”, 'that reminds me of...",

"a parallel case”, "simultaneously with this", "at the same time", "in the other
place", "we can detect similarity of the events"... etc.

Stylistic and rhythm-creating forms of cohesion in many cases interface, as
the above, mentioned forms also do by the way. Stylistic; forms of cohesion are
revealed in such organization of the text, in which stylistic peculiarities
successively recur in the structure of syntactical wholes and paragraphs. Structural
identity always supposes a certain degree of semantic affinity. If in one paragraph
of the text we find a structure, in which the events develop from cause to effect,
then a similar development of the structure in the second or third paragraphs of the
text (extract) will constitute a case of stylistic cohesion. The same can be said
about the usage of partial parallelism, about anaphoras in two or more spans of the
text. Most frequently such means of cohesion is realized by the device of
parallelism, i.e. by the identity of structures in sentences, syntactical wholes and
paragraphs. Such identity of structures is perceived only at the contact disposition
of text spans with the given structure, although sometimes identity can be observed
even at the distant realization of parallelism. In cases of distant disposition of
stylistic devices cohesion is traced with the help of statistic methods.

The most ordinary case of stylistic cohesion is the usage of chiasmus, when
the sequence of sentences in one syntactical whole (paragraph) is inverted with
regard to the preceding or succeeding one. Sometimes this device is realized in
much larger spans of utterances. Thus, if in one span the unfolding of
communication goes from cause to effect, and in the next span from effect to
cause, then we deal with chiasmus, i.e. a form of stylistic cohesion.

These forms of cohesion also include recurrent usage of one and the same

stylistic device (simile, allusion, metaphor), if its basis is identical and the forms of
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realization are different

Rhythm-creating forms of cohesion are hardest for perception. They

chiefly belong to poetry. Such phenomena as meter and rhyme serve not only the
purposes predetermined for them by the very form of poetic works, but act as
means of cohesion.
The rhythm-creating form of cohesion is almost elusive in prosaic works, since the
rhythm of prose refers to such categories about which we say "it is inexplicable,
but it is felt". Yet, if in a number of successive spans we can see certain identical
syntactic structures, their rhythmic organization can be recognized as a form of
cohesion.

By image cohesion we mean such forms of connection, which echoing

the associative ones, arouse notions of sensually perceptible objects of reality. The
peculiarity of this kind of cohesion consists in the fact, that the author connects not
objects or phenomena of reality, but images, through which these objects are
depicted.
One of the best known forms of image cohesion is a sustained metaphor. This
stylistic device can develop communication inside a syntactical whole or,
integrating the entire literary production, it can join two or more parallel
communications into one united whole. Furthermore, a sustained metaphor,
possessing the ability of realizing itself simultaneously both within the limits of a
syntactical whole and the entire literary work does not only serve as means of
creating intertextual connections (linkage), but, being a stylistically marked
element of the text (focus), it facilitates revelation of the text contents and its
theme (topic) through a number of minute particular themes or subthemes.

By the ""theme' we mean the sense nucleus of the text, the condensed and
generalized contents of the text. The quotation itself from a theoretical treatisel on
this subject runs as follows: "By the theme of the whole text or a micro-text we
consider the sense nucleus understood as a generalized concentrate of the entire
contents of the text".

The subthemes are revealed in separate chapters, paragraphs and complex

170



syntactical wholes constituting a speech production. Between the theme of the
entire speech production and its subthemes there exists an indirect connection. The
theme of the entire speech production is by no means a mere arithmetic sum of
particular subthemes. That is most distinctly seen in the genre of imaginative
literature. The main idea of a literary work, as it is well known, is not stated by the
writer immediately, but it is brought to the reader through a system of images,
through concrete pictures of human life, coloured by his subjective attitude to it.

Nature descriptions, portraits of people, stories about separate events in the
life of personages, or about their sufferings and experiences serve as separate
subthemes of chapters, parts and syntactical wholes. Of course, the aggregate sum
of subthemes is not equal to the ideo-thematic contents of the whole literary work,
but it is only aimed at its revelation and serves as a means of its

realization.

Words and word combinations.

Segmentation, volume pragmatic segmentation, context- variative
segmentation, paragraph, narration, description, author’s digressions,
dialogue, monologue, reported speech,

Cohesion(wholeness): logical, associative, image-forming, compositional -

structural, stylistic and rhythm-creating cohesion

Questions

What main parameters does the character of segmentation depends on?
What factors is segmentation of the text based on?

What kinds of segmentation do you know ?

What is volume — pragmatic segmentation?

What is context- variative segmentation?

What forms of stating does context variative segmentation represent?

O N o a k& DN

Why wholeness is considered to be a structural-semantic category of the lit
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text?

9. What kinds of cohesion do you know?

=

Beenenne B nureparypoBenenue. llom.pen. JI.B.Uepneu. Mockaa,
2003

Benenne B smrTeparypoBeneHue.  Xpecromartusa.  llox.pen.
I1.A.HuxomaeBa. MockBa, 1988

Kssatkosckuit A. [Toatnueckuii caioBapb. Mockga, 1966.

bapt P. Kputuka u uctuna. Ot npousBeAeHUss K TeKCTy. MOCKBa,
1994.

Kparkuit cimoBaps nureparypoBeaueckux TepMuHOB. lloa.pen.

C.B.TypaeBa. Mocksa, 1974
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6. Delaney Denis and others. Fields of vision. Volume 1. Longman,

2003
7. Sosnovskaya V.B. Analytical reading. Moscow, 1974.

8. Xazarepos I'.I'., Jlobanos 1.b. OcHoBBI TeOpuu nutepaTypbl. PocTos-

Ha-Jlony, n3-Bo «®enukc», 2009.

15.Kypc unnapu MaB3yJiapu (MyCTaKuI U Y9yH
MaB3yJiap)

MycTakui TabJAUM YYYH QKPATWITaH MaB3yJap.

Erskine Caldwell. Daughter p.114

Joyce Carol Oates. Stalking p. 123

Flannery O’Connor. Enoch and the Gorilla p. 134
John Updike. The Stare p. 144

William Faulkner. Carcassonne p. 155
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Stan Barstow. Freestone at the fair p. 162
Pelham Grenville Wodehouse. By Advice of Counsel p. 171

Robert Sheckley. The store of the Worlds p. 183

All the stories are taken from the book «MuTepnperanusi Tekcta» B.A

Kyxapenko. - Mockpa 1988

“CTunucTUKa Ba MaTH TaxXJWin~ (GaHUHUHT MaKCaaW TYPTUHYM OOCKHY
Tajabanapura MyJpKautaHrad 0yiu0, y MyJTOKOTHUHT Typiau OOCKUWIApUIa THITHU
¢aon sramnmami, Mantaka Ba KYHUKMaJIapUHU TaKOMUJUTAIITAPUI, Oaiuuii MAaTHHH
Mypakkad CTpyKTypan OYTYHJHMK Tap3uja TyIIyHUIIra ypratagd. byHmgaH
TalKapy, OyHAai Tal€prapauk Oyiakak MyTaXxaCCUCHU OHIJIM YKHUIITa YpraTHIIl
YCYJUIApUHU SXIIMPOK drajjlall WMKOHMHHM Oepanu, Oamuuii acapra I03aku
EHIOMMIITHUHT OJIIMHUA OJaaH, Ta(akKyp Ba XHCCUETHU HO3WK CE3WIN, YMYMHM
FOS Ba TABCUPUYAHJIMKHU KYYaUTUPHII CTCTUK AU, Oaqunii aqabuéTHN YKUIITHIHHT
IOKCaK MaJaHUATHHU SIpaTUIl MMKOHUHH Oepajiu.

@danHUHT  Makcaj Ba Basubamapura  Oamuui MaTHJIAPHUHT TYpPJIA

XWJJIAPUHHU, Y3UTa XOCIUTUHU, paHTO0a-paHIJIurMHU aHUKIall Kupagu. Tanabanap
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O0amuuii MAaTHHUHT ¥3Ura XOCIWTH, YHHHT KaTeropusiapu(nH(OpMaTHUBIHK,
MOJIaJUIMK), CTHJINCTUK BOCHTAajap Ba YJIAPHUHT MAaTHAArd Ba3u(acuHU TaxJIWI
KWJIa OJIHII KYHUKMaTapUHU MAKIUTAHTHPAIIIap.

TabnuMm xapaénuaa tanadanap HaCpUil MaTHIAP TaXJIWIW, YIAPHUHT FOSICU
Ba MaB3yCHHHU (papKJall Ba M30XJall Majlakacura xaM sra 0ynu6 Oopaawiap, Oy
OWIMM KeNaXkak/a yJIapHUHT Kypce JoWHMXa uIulapuaa, MajllakaBuil OUTHpPYB Ba
WIMHNA TaAKUKOT UIIUTAPUIA acoc OYIUIIK Ha3apa TYTHIAIH.

®an O6yiinya Tanabanap y3napura IOKIaTUIraH BazudanapHu Oaxkapuiuiap,
Oepunran wuiaMuUd Ba Oaauuii anabuérnap OwinaH TaHUIIKMO OOpUILIApH,
Mabpy3alapHu Kailg dTHO, CceMUHAp MJapciapyaa  KymiuM4a MabIyMOTIIap

KEJITUPUILIAPU KEPaK.

Xaxuea depyza MoasicoBHa — 1979 #tunna Tyrwirad. MabiaiymMoOTH OJIMH.
Bbyxopo maBnaT yHUBEpCHUTETH XOPWXKHH (Guiaogorus (pakyJIbTCeTHHHUHT OaKalaBp
XaMmja MarucTpaTypa WyHaauniapuaa Taxcui oo, myBadGakusTiiv sKyHIaraH.
2005 #umnman OyéH byxopo npaBiaatr yHuBepcutetH Duiosiorus (pakyabTeTH
WNurnums gunonorusacu kadeapacuaa YKUTYBUA JTaBO3UMUIA UITLTA0 KEIMOKIA.

MyTtaxaccuciauru — agabueTiryHoc.
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Anabuér smaca MWwUIAT SMAWAW, JeraH dKaH MyTadakkupIapuMHu3IaH
O6upu. CTUIMCTHKA Ba MATH TaXJIWIK (paHU aJa0UETIIYHOCTUKHUHT aKpaniMac Oup
KUCMHU Oynrannuru cababinyu yHM ypraHuimn O0ajauuil anaOuéTHU TepaH aHIJIall Ba
anabui, ScTeTHK TadaKKypHHU MIAKUTAHTUPHIIIA acOCUH Kypoia OYiamd xusmar
kunanu. [llynnmait sxaH, anabuér puBOXKHIA Y3UTa XOC YpHHTa 3ra Oyiran ymoy
“CTunUCTUKA Ba MaTH TaXJ Wi paHUHUA YKUII Ba YKUTHUIIAA aTa0uETITyHOCIUKKA
OWJI JIyFaTiiap, aTamajap JIyFaTH, OaJuuii acapiiap TaxXIMJIMHUA KEATUPYBUN HIMUAM
TAQAKAKOT MILIIApUHU Ypranu® Oopuin Maxcaara MyBoduk Oymapau. I[llyHuHT
Owian Oup KaTopja YpraHwiraH Mabpy3aldapHH MycTaxkamiad Oopuiga TypiH
Oanuwuii acapiapHy YpraHUII Ba TaXJIWJ KWW Mabpy3a Oepajuran caMapaHu Oup

KaTop OLIMpraH Oynapu.
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Ounonorus hakynsretn WHrnmms ¢unonoruscu
kadenpacuHUHT 1- COHJIM HUFUIIAIIN
BAEHHOMACUJIAH
KYUUPMA

byxopo maxpu
2013 #iunm ___ aBrycT
Karnamauaap:

Kadenpa mynupu 3.11.Pacysnos Ba
kadenpa mpodeccop-yYKuTyBUMIApU

KyHn tapTuou:
1. Kadenpacu dannmapu Oyitmua Ty3wiraH WIUMA YKyB JacTypiap xamja
YKyB ycIyOuii MaKMyalapHU TacAUKJIIAII.

DIUTHIAN:
Ymby macana ro3acunan kadeapa myaupu §.¢.H. 3.1.Pacynos cy3ra unkam
Ba 2013-2014 yxyB Hunmma YruTuiaaauraH Oapya danmap OVitmua Ty3wiaraH
WIIYM VKYB JacCTypJIApHH, VKyB-ycayOuii mMaxkmyanap Ba Tmpodeccop
VKATYBYMIAPUHUHT MIAXCUH HII PEKATAPUHUHT TY3WIHIINA TYFPUCHIA MABIyMOT
Oepau xaaa TacaUKJIAIl TYFPUCHIA TYXTaIUO YTIu.
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Kadenpa ab3onapu 6apua annap Oyiinua Ty3wiraH U4 YKyB JacTypJiap,
YKyB ycayOuil MaxkMmyajap Ba IIaXCUW UM PEKATAPUHUHT TY3WIHUIIH F03aCU/IaH ¥3
bukp MynoxazaJapuHu OWIAUPIUATIAP

Kapop xuiamnam:
1. 2013-2014 yxyB Hununa xadenpana YKUTWIaAUTraH Oapua Qaniap
oyiinya
TY3WITaH UIIYU YKyB AacTypiapH Xamja YKyB yCIyOWid Makmyamnap
Ba mpodeccop YKUTYBUMIAPUHUHT IIAXCHA HII  pekaaapu

TaCIUKJIAaHCHUH.

2. Yuby KapopHU TacauKIall dakynprer Wnmuii KeHramujaaH
CYpaJICHH.

Pauc : ¢.¢p.n. 3.U.Pacyos

KorTuba: H.C. KoouioBa

byxopo naBJjiaT yHUBEpPCUTETH
dusonorus paxkyabreTd MIMHUNA KEHTAIIUHUHT

1-iinrnanmu 6aéHHOMACHIaH
KYUUPMA
byxopo maxpu Karnamaunap:
2013 iima _ aBrycr Kenram av3onapu Ba GpakyiabTeT

npodeccop-YKUTYyBUMIIaApU

KYH TAPTUBMU:
1. ®unonorus dakynpreTaa 2013-2014 ykyB #wnmmma VKUTHIAJAWTaH
Oapua ¢ammap Oyiinya Ty3WIraH HWINYU YKyB JIacTypilapy XamJa YKyB-
ycnyomii  MakMyaJdapHH ~ MyXoKama ~ Kwidiml — Ba  mpodeccop-

YKUTYBUYMJIAPHUHT IAXCUM UII PEKATAPUHU TACTUKIIALT

QIIUTUJIIN:

Ymby macana ro3acuaan ¢akyiabTeT Aekanu A.A.XalgapoB cysra
yuku0, 2013-2014 ykyB ¥innuaa yKkuTriagurad 6apua ¢amnaap 6yiindya Ty3uiraH

WIIYM VKYB JacTypJiapHH, VKyB-ycnyouil maxmyanapHu Ba mpodeccop-
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VKATYBUMJIAPHUHT INAXCUH HII peKajJapUuHU TacAUKJIall TYyFpuUcuAa TYXTaauO
VYTIH.

Kenram aw3onapu Ba paxynprer npodecop —yKUTyBUMIAPH Ma3Kyp Macaia
103acujia ¥3 GuKp-MysaoxazadapuHu OWIIUPUILIIH.

KAPOP KHNJIUHIAUN:
1. 2013-2014 yxyB #wnuaa Ykutwiaauran Oapua ¢annap Oyinua Ty3WiIran
UM YKYB JAcTypJiiapyu Xamja YKyB-yclIyOud mMakmyajap Ba npodeccop-
YKUTYBUYUIIAPHUHT LIAXCUH U PeKaJapy TACAUKIAHCHH.

Kenram pauncu: A.A.Xaiinapos
Koruba: JI.Aynnomena

byx1Y ®uiaonorusa ®@akyabrerd UHriam3 gpuiaoioruscu kageapacu
ykuryBurcu ®.M.XaxxueBa TOMOHMAAH O0akanaBp uyHaguumm IV
Kypc TajgadajapuHuH “CTHIMCTHKA BAa MATH TaXJWIn”’ (aHu

Oyiin4a TY3WITaH 3JIEKTPOH YKYB-yCJIyOMH MaKMyacura

TAKPU3

AYYM “ Crunnctuka Ba MaTH Taxiuind ~ QaHugaH OakanaBp HyHaIMIIH
IV kypc TamabGamapura Mmymkamianran Oymu6, ymby DYYMpa — Mabpysa

MAaTHJIAPH, aMAIMI MalIFyJoTiIap HUIUIAHMACH, YJIAPHU KYJUIAIIHUHT TEXHOJIOTHUK

XapuTajapy TAKBUMHUM UL pexa acocuaa EpuTUITaH.

“CtunucTiKa Ba MaTH Taxawin®  GaHWHUHT  [PEIMETH, acCOCHH
TylIyH4Yajgapu, OaJuvii MaTHHHHT  V3UTa XOCJIHIH, CTHJIMCTHK BOCHTAJIap,
TUJIHUHT DSKCIPECCHUB BOCHUTAJapH, Oaauuil acap apXWUTCKTOHWKACH  XaKuja

Tanabanapra MabIyMOT OepuiIaIm.

Japcnap yd4yH YKyB-BU3yaJl MaTe€pualap, MYCTAKWI TAabJIMM LIAKJUIAPH,
pPEUTHHT Ha3opaT Typiapu, Tanabanap OUTUMUHU TEKIIUPHUIIT YIyH TOMITUPHUKIAD

Mapxyl. Tommumpukiap Typau (GopMaJapuHUHT Ma3Kyp Maxmyajaa E€pUTHUIUIIN
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TanabaJapHUHT MYCTaKWJI paBHIlJla YpraHWIraH MaTepuaiap acocuaa Oaauuii

MAaTHHH MO3THUK TaXJIWJI KWINII KaOu KYHUKMaJlapuHU YCTUpHIra €pjaam Oepasu.

MaxMyaHUHI 53JIEKTPOH BapHaHTHUJA IOKOpPUAA TabKUJUIaHraH Oapya
mIaKJjiap My»accamijamrad. OY YM HaMyHaBUil JacTyp acocuaa Ty3WITaH, Xamaa

VHA aMaIMETAA KyJUIall MyMKHH.

Takpuszuu: ¢.p.n. 3.U.Pacysos

byx1Y ®uiosorusa @akyabreru UHriams ¢puiosorusicu kageapacu
ykurtyBuucu ®.M.XakueBa ToMoHMAAH “ CTWIHCTHKA BAa MATH
TaXJIWIKn” (paHu OYHUMYA TY3WITaH JIEKTPOH YKYB- YCJIyOuil

MaxkMyara

TaKpH3.

IV kypc Tanabamapu ydyH MYyJDKaJlJIaHTaH YIIOY 3JEKTPOH YKYB-yCIyOuid
Maxmya “CTuinucTuka Ba MaTH Taxuwn daHugaH 0ynub, HaMyHaBUW JacTyp,
UIIYM  JacTyp, Mabpys3ajgap MaTHH, TeCTiap, caBoJUlap Ba BapUaHTIap
My>KaccaMJIalITUPUIITaH.

®.M.Xaxuea “Crunuctuka Ba MaTH Taxmwim® — (aHuIaH YKyB ycIyOwuid
MakMya Ta€praimiia KaTop OJMMIap TOMOHHJIAH HAalIp STWJTaH Ma3Kyp (anra
goup kuToO0 Ba VYKyB Ky/uanManapaad ¢oipamanrad. Kym Xxommapma
N.P.I'anenepun, B.A.Kyxapenko, K.Mycaes KaOW TUJIIIYHOCJIAPHUHT WIMUHN
unuiapuaad ¢oigananradn. MaxmyalaH YHUHT TapKUOWM KuCMIapw OYiIMUII
HAMyHaBUW JaCTyp, UIIUU JACTyp, Mabpy3aiap MaTHHu, (haH Oyiinya caBoyuiap Ba
TecTiap TYIJIaMU, TECTIAPHUHT BapUaHTIapra OYJIMHTaH IIakJIapH, >KOpHH,

OpajlvK Ba SKYHMA HA30paT TONIIUPHUKIAPY HaMyHaJIapu KaOwiap YpwWH OJTaH.

180



Maskyp VKyB yciuyOuili Maxmyajgard wumdud gactyp “CtunucTuka Ba MaTH
Tax;iian’”’ (aHuJaH HaMyHaBUM AacTyp Tanabaapu Oyinya MaKIJIaHTUPUIITaH.
HamynaBuii nactypna mymkamiaHrad Oapya maB3yjap MIIYM JacTypaa y3
aKCHHH TonraH. Ymby MaxMya Y36exucTon Pecny6nmkacu Omuit Ba Ypra
Maxcyc Tabium Bazupiuru tomonugan 2008 iunnga TacauKIaHTaH HAMYyHaBUMN
JacTyp Tanabnapura OWHOaH  Ty3wiral OYnu0, Oapua Mabpys3anap MaTHH,
caBoJIIap, TECTJap Ba BapuMaHTJIAp WHIVIM3 TWIWAA Tail€praHrad. Ymoy VKyB-
yciyouit Mmaxkmya Oapua Tayabnapra xaBo0 Oepaau Ba yuu [V TanabanapuHUHT

Mabpy3a Ba aMaJIMi Japciapaa KyJulal MyMKHH 1e0 XucoOmaiimaH.

Takpuszuu: ¢.¢.1. X.V.IOcynoBa

Reyting nazorat turlari va baholash me'yorlari

Joriy baho-30 Oraligbaho -40 | Ya.B | Jami Baholash me'yori

10 10 | 10 | |20 20| 30 | 100 | 0-54=2 | 55-70=3 | 71-85=4 | 86-100=5

®AH BYHUNYA TAJABAJIAP BUWJIMMHWHHA BAXOJIAII
ME3OHJIAPHU
Tanmabamap 6mnumu 100 Gammm tv3um Oyitmda 6axonanaau. bynnan: 30 OGamn
x)opuii Hazopar, 40 Oamn opanuk HazopaT Ba 30 Oamn sSKyHUH Hazopar
HaTWXajlapura Kypa TyIiaHagau.

bana baxo Tanaba Ouaum gapaxkacu

86-100 | Awio 1. CtunucTrka Ba MaTH TaxJuian ¢GaHu OYiuda TaxXTuiaui
¢ukpnap Oepa onui, ¥3 OUIUM CaBHSUIADUHUA MYCTaKHII
Oepa oJuI.

2. HyTKHUHT paBOH Ba XaTOCU3JIUTH.

3. Wnmuii acapmapmarn MabiyMOTIAapHUA TaJIKMH KWja
OJIMIII, TAJTKUHTA WKOAUMN EHIAIINII.

4. Esma wmnapaa TpaMMaTHK, JEeKCHK Ba CTHIHMCTHK
xaTojapra Myn KyWMaciuk, €KW XaTtora WyJl KyWHJITaH[1a
xam Oup Oetya OUTTAIaH ONIMACIIUTH.

71-85 SIxmm 1. CtuiucThKa Ba MaTH TaxXJIWIA XaKuJa TYJIUK
TylIyHYara sra Oyauui.
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2. OUKpHUHT PaBOH Ba CaHOKIM Xartonap OwiaH udoaa
ATWIHILY.

3. Wnmuil acapnapaaru €HaanyBllapHU UKTUIOPU €TraH
napaxaza tabpud-TaBcud 6epa OJuIIL.

4. E3ma unuiapiaa kam rpaMMAaTtHK, JEKCUK Ba CTUIMCTHK
XaTosiapra nyJ KyMulll.

55-70

Konukapnu

1. CTuHMCTUK BOCUTANIap XaKHaa TylIyHYara 3ra OYJIHIiL.
2. ®uxpHu, 0ab3u rpaMMaTUK Ba CTHIKUCTUK XaTojap
Ownan Oysca-aa, 6aéH ATa OJIHIIL.

3. bapuwmii acapmapparu Bokea-xoaucalapHu Oa€H 9Ta
OJIMII, yJapJard oOpa3japHu TaBCU( Kujia OJIULL.

4. E3ma umapaa xap 6up Gerna 7 TagaH OPTUK XaTora
NyJI KYHMacCiuK.
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