V3BEKHUCTOH PECIHYBJIHUKACH OJIUU BA YPTA MAXCYC TABJIUM
BA3UPJIUTU
CAMAPKAH/I JABJIAT UET TUWIJIAP HHCTUTYTHU

HUHI'JIN3 TUJIN CTUJINCTUKACHU BA MATH TAXJINJI

PAHUIAH

YKYB-YCJIYBUU MAKMYA

CAMAPKAH/] - 2016

1



Y4eOHO-MeTOANYECKNI KOMILIEKC MO0 CTHJIMCTHKE AHIVIMHCKOro si3pika. — Camapkanua:

CamI'MUS, 2016. — 245 c.

[Ipennaraemplii  y4eOHO-METOIMYECKUH KoMmIUieKec paccuutaH Ha 30 yacoB
JCKIIMOHHBIX 1 46 9aCOB CEMHMHAPCKUX 3aHATUH.

Leas YMK — mnomoub cTyzneHTaM BbIpaOOTaTh HABBIKM CTHJIMCTUYECKOIO aHAIM3a
KOHKPETHOTO S3BIKOBOTO MaTepHualla, Hay4uThb HX OOHApyXuBaThb M MPaBUIBHO
WHTEPIPETUPOBATh S3BIKOBBIE SIBJICHUS pPa3HBIX YpPOBHEW, HECYIIHWE JOMIOJHUTEIBbHYIO
UHPOpPMAIMIO  JIOTHYECKOTO, AMOILMOHAIBHOTO, H300pa3UTENBHOTO U  OLEHOYHOTO
Xapakrepa.

Kommiekc coctout u3 15 neKIMOHHBIX U 23 CeMHHAPCKUX 3aHATH. Kaxkmas mexums
COJIEP’)KUT TEOPETUUECKUM MaTepuai, a KaKJ0€ CEMUHAPCKOE 3aHATUE COAEPKUT 3aJaHus
IUIS  CAaMOKOHTPOJS M yINpaXHEHWs. B KadecTBe WIUIIOCTPAaTHBHOIO —MaTepHuala
MCIOJIb30BaHa aHrios3bpuHas npo3a XIX—XX BB. O0beM U CIIOKHOCTh (PparMeHTOB JJIst
aHaJiM3a BO3PACTAIOT K KOHIY Kaxaol rnaBbl. [lpuMepHas cxema aHanu3a JaHa B
MPUJIOKEHUH B KOHIIE TOCOOUSI.

YMK conepKUAT TEKCTHI AJIsI Pa3BEPHYTOTO KOMILIEKCHOI'O CTUIIMCTUYECKOTO aHAJIN3a,
Mpe1ycMaTPUBAIOIIETO MCIOJIb30BAHNE HABBIKOB M YMEHUH, 3aKpEIJIEHHBIX Ha MaTepuale
MPEAbIAYIINX [JIaB.

COCTABUTEJIb: crapuuii npenoaasaresnb Hazapbsin A. P.

Camapkanockuit I'ocyoapcmeennvtit Hncmumym Huocmpannvix A3zvikos. 2016 2.
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@®annuHr yKyB aactypu Onmii Ba ypTa Maxcyc, KacO-XxyHap TabJIMMU HYHaTUILIapu
6yitua YKyB-yciy6uii Gupnammanap haoausTUHH

MyBoduknamtupyBun Kenrammuuar 2014 itun 10 HosiOpaaru S5-connu 6aéHHOMacu
OuiiaH MabKyJUIaHTaH.

®aHHUHT YKYB JacTypu Y30GEKHCTOH JaBNAT JKaXOH THIUIAPU YHHBEPCHTETHA
Anuiad YUKWIAHA.

Ty3yBuniap:

JxycynoB H. M. - «IHru3 Tumu CTHOIMCTUKACK Kadeapacu

norieHTH, ¢.}.H.
Hopmyponosa H.3. - «Hrnu3 tiim ctunuctTukacu» kadenpacu MyIupH,

¢.d.H., 10o1IEHT

Takpuszuuniaap:

Kypaepa M.A. - V3MV “TapsxnMa Ha3apuscu Ba KHECHIA
TUJIIITYHOCIUK Kadeapacu MyaupH, ¢.¢.H. JOIEHT
I'anmueBa M.P. - VBI[}KTY, “JInarsuctuka Ba Murnms agadbuértu”
kadenpacu gouentu, ¢.¢d.H.
DaHHUHT YKYB IacTypH Y30€KUCTOH JABJIAT aXOH THILIAPH YHHBEPCHTETH
Wnvmuii keHrammjga KypuO YMKWiIraH Ba TaBcus KunuHraH (2014 iun 26
uroHaaru 11-connu 6aéHHoMa. )



KUPuil

CrwmMcTuka Ba MaTH TaxJIMJIM FOKOPH Kypc Tajabamapura MyIDKa/utlaHraH Oyiuo,
MYJIOKOTHHHT Typiau OOCKMWIapuaa THIHU (Haoll Jrajuiaml, Majlaka Ba KYHUKMaJlapUHH
TaKOMWJUTAITUPHUIIIHU ¥3 oJiura Makcaa Kuinb kysau. CTUIMCTHKA Ba MaTH TaxXJ I (haHu Typiu
MYJOKOT Typjlapu, >KyMislafiaH, aHbaHaBUM, Oaauuii Ba WIMHUNA MYJIOKOTHH YpraHuil OuiaH Oup
Katopaa, Wl MyHocabatiapu (OWM3HEC, MapKEeTHHI, MEHEXMEHT cOoXajJlapuja XaM MYJOKOT
MaJlakajapura sra OYJIUIIHU TaK030 3Ta/IH.

Da”HHUHT MaKcaJ Ba Badudaaapu

daHHM YKUTHUIIAAH Makcaja TajabalapHUHT MIaXcui (UKpIapuHU TYypiaud XWI ycysuiap OuiiaH
EPUTUILHUHT MYyalsH HYTK LIAPOMTHUra MOC MYJJIADMHM aHMKJIAI XamJa TUJIJArd XHC-XAsHKOHIIU
XoJaTiapHu udoaanam yuyH KyJIIaHUIaIUraH JeKCUK—(Ppa3eoIoruk OMpuKMaaIapHUHT MabHO Ba
Bazu(alapuHU Tax U KWIHIIAAD, THIAaH Gaoi GoiganiaHuin Maaakacu MyJOKOTHUHT HXKTUMOMA,
MUJUIAN, TICUXOJIOTUK TOMOHJIAPUHU XMCOOTa OJITaH X0JIJja pUBOXKIAHTUPHUIII.

@®anHuHr Basudacu Oynakak MyTaxacCHCra OHIJIM YKUIIHU YpraTuil YCYJUIAPUHU SXIIUPOK
srajulalll MUMKOHMHM Oepull, acapra 03akd EHIAIIWIIHUHT OJAWHM ONWLI, Oaauuii MaTHHH
Mypakka0 TapkuOuil OyTYyHJIMK Tap3uaa TYIIYHUIIHH ypraTuml. Tadakkyp Ba XUCCHETHU CE3MIL,
YMYMUH FOS Ba TAbCUPYAHINKHU KYJaUTUPHIIL, SCTETUK TU, Oanuuii aqabuETHN YPraHUIITHA
IOKCaK MQ/IaHUATUHU SPATULI UMKOHHHH OCpPHIIL.

®an 0yiinya TanadanapHUHT OMJIMM, KYHHKMA Ba MAJIaKAaCHra Kyinujaaurad tajnatdaap

CtunucTvKa Ba MaTH TaXJWIM YKyB (DaHUHU Y3mMamTUpHIN skapaéHUAa aMaira OIIWpUIIaJuTaH
Macajajuap Joupacuja 6akanasp:

- CTHJIMCTHKA JMHTBUCTHKAHWHT KMCMHU Ba HYTK MaJaHUATH Ha3apusicu cudaruia, QyHKIHOHAI
ycayOmap TU3UMHM, CTWJIMCTHK JIYFATHUHT TacHU(HM, KOMMYHUKAaTHUB HYTK, CTHJIMCTHUK
ycIyONapHUHT Typjlapy, MaTH Ba MaTH TypH TYIIyHYaJapuHU aXpaTa OJIMII, MAaTH TaXJIMJIMHUHT
CTHJIMCTHK yCYJIJIapU XaKUAa TacaBBypra ara OYJIMIIN Kepak;

- MaTHHU Typiu yciybnap épaamuia apkmam, THI KypWIMIIMHUHT CTHJIMCTHK YCYJJIapyd Ba
XYCYyCUSTIIapH, Maxcyc afgabuil Ba cy3namryB OMpPIMKIAPMHUHI MaTHAArH (Qapku Ba XYCYCHUSTH,
MaTH KaTeropusjIapuHy OMIIUIIN KEPakK;

- KOMMYHHMKallUsg TypUHH, M(oAa STHII HIAKIM Ba TaXJIWJI ATHIMETTaH MaTH KOMMYHHMKAaTHB-
NparMaTuK TypJIapUHU aHUKJIAIIL;

- TWJ TY3WIMIIMHUHT Oapua OOCKWWiIapuia yCiayOouid OenruiaHraH OWpPJIMKIApHU TaHMUIIH,
YIIAPHUHT YCIIYOWH, KOMMYHUKATHB-TIparMaTUK MaTH Basu(alapuHH Ba MWUIMNW-MaJaHUN y3ura
XOCJIUTHHU aHUKJIAIl, KOHIENTyadl MAabHOIM Oaguuil AeTajiap KypcaTHIll YCyJUlapd, TypJiapu Ba
MaTH Ma3MyHUHU OYMIIArY aXaMUATUHY aHUKJIALIHY, MyaiisiH ax00poT TypUHU OYpUIIHU, MaTH
acoCHil KaTeropusjlapuHy KYJUTAIIHUHT THJI BOCUTAJIAPUHU aHUKJIAII, YCIyOuil Taxjui Ba Oaguuii
MAaTH TaxJIWIMHU YHUHT KOHLENTH Ba 3CTETUK 0aXOCHMHM OYMII MAaKCaauAa YTKA3UIl Majakajapura
sra Oynmumm kepak. @aHHUHT YKYyB pexkaaaru Oomka ¢aniap OunaH y3apo OOFIMKINIY Ba yCIyoui
xuxaTaaH y3puiaurn CTWINCTHKAa Ba MaTH TaxwiM (aHuHM VKUTHIIZA TanabaJlapHUHT
JICKCUKOJIOTHI, Ha3apuil Ba KuUECHI rpammaruka, (oHeTHKa, ajaOMETIIYHOCTHK, THIILIYHOCIHK,
Ypranunaérra T (QUIIONOTUACUTAa KUPHIL, YpraHujgaéTraH 4eT TWIM Tapuxu KalOu QanHimapiaH
srajyiaral OmimmIIapura acociaHwiaan. Maskyp ¢an Oolnka Ha3apuil Ba amanuil ¢annap Ounax
y3BUH OOFIIMK Xoyjma YKkuTwiaan. Maskyp daH TamabamapHUHT JyraT OOWIMIMHHM SHTH CY3 Ba
araManap OwiaH OoMHWTHIIra, >KOHIM TWI OMJIaH ajloKa KWJIHUIILIApUra, XO3HPru 3aMOH (hpaHily3
TWIMHUAHT y3Wra XOC XYCYCHATIApUHU ypraTulira KapaTwiran Oyiu0, y acocuil YpraHwimaérraH
TWI, IIYHUHTJACK WXTUMOMM-UKTUCOIMNA (aHmap — Ttapux, ¢ayncada, merarornka Ba ICHXOJIOTHS,
coroJiorusi Kabu dannap OuaaH y3BUU OOFIIHUK.



@aHHUHT MIIA0 YMKAPHIIIATH VPHHA

CrunucTruka Ba MaTH Tax iU (aHu UNLIIA0 YMKAPUII KapaéHu Onnan 6eBocuta OOFIHK dMmac. DaH
Oyiinua osrajularaH OWIMM, KYHMKMa Ba Majakajap TajgaballapHUHT yMYMHH YypTa TabluM
MakTabjapu, akaJeMUK JUIelaap Ba KacO- XyHap KoJulexiapuiaa (aoidusaT KypcaTHIUIapuia,
UIYHUHT/IEK UHIJIM3 TUJIMHY aMaiuil KyJutanuiapuia €épaam oepaau.

daHHM YKUTHIIIA 3aMOHABHI aX00pOT Ba NMeJAroruK TeXHOJOTHAIap

Tamaba panHM Y3mamTHPUII YIyH 3aMOHABUN axOOpOT Ba MEAArOTHK TEXHOJOTHSUIAPUHU TaTOWK
KWJIMII MyXdM axamustra osragup. PaHHM Y3mamTupuiia  Japciuk, YKyB Ba  ycinyouid
KyJUlaHManap, Mabpy3a MaTHJapH, 3JEeKTPOH MaTepuai Ba JIyFariap, TapkaTMa MaTepuasuiapaaH
¢oiigananmiaay. AManuil MalIFyaoTIapuia UHTEPAKTHB yCYIUIap, aKui XyKyM, MYJIOKOT, (UKD
alMalmil, 0axc-MyHO3apa, MHTEPHETAAaH H3JIaHWII Ba TAKAUMOT STHI, KUECHH TaxJIMuIap MocC
paButia GoinaTaHuIaIN.

ACOCHUI KUCM

daHra KUpUII

CrunucTuka KypCHUHUHT Joi3aponuru Ba Basudanapu. CTUIMCTHKA 3aMOHABUN THIIIYHOCTHK
iyHanunuiapy Huroxunaa. CTWIMCTUKAHUHT Oomika ¢aniap OuiaH OOFNIMKIMIU: CTUIMCTHKA Ba
KOMMYHHMKATHUB  JIMHIBUCTHKA, CTWIMCTHKA Ba  MpParMajJMHIBUCTHKA, CTWJIMCTHKA  Ba
JUHTBOKYJIbTYposiorusi. CTUIMCTUKA Typiapu: KUECHH CTWIMCTHKA, aMaldil CTUIIMCTHKA,
GbypKUMOHAT CTUIMCTHKA, HHIAUBUAYAN YCIIyO CTUIMCTUKACH, KOMMYHUKATHB CTUITUCTHKA.
CTHIIMCTHK TaxXJIUJI METOAJIAPH.

VYeayouii mexcuka TapkuoOu

VYcenyOuii nekcuka TapkuOu amabuii cy3map, HEHTpal cy3map, Ba OF3akd cy3map. amaduit
CY3NMapHUHT CTWJIMCTHK XMXATJIapU Ba TypJapH: aTama, apXau3M,HEOJIOTHU3M, YaTUIIMa, MOITHK
Cy3nmap TYyLIyHUYalapy Ba YJIapHUHI MATHAArd CTWINMCTHK Basudanapu. OF3aku CY3JapHUHT
CTMJIMCTUK XYCYCHSTIIapU Ba TYypJapu: CIEHI, BYJIbrapusM, 53BQEeMH3M, IIeBa Ba JKaproH
CY3JapHUHI TYIIyHYaJlapyd Ba YJApHUHI MaTHIAru CTUIMCTUK Basudanapu.Tunga Menep
tymyndacu. Illaxcuii €nmamyB Ba Mewnep. YMymwuid amabuii, or3aku Ba anabuii yciayomap
XycycusiTiiapu. Peructp TymryHuacu.

DOYyHKUMOHAJ yCayd TYIIYHYACH

@OyHKIMOHAN ycay0 Ba YHUHT TypiapH. bagunii yciny0o xycycustiapu:

IEhPUMA, JpaMa Ba HACp YCIyOJaprWHUHT acoCui THII Xycycustiapu. Unmuii ycny0d Xycycusariapu
Ba Bazu(anapu. [lydauuuctuk ycnyd xycycustiapu Ba Bazudanapu. ['azera ycnyOu xycycustiapu
Ba Baszu(anapu. ['azeTa maTHUAA XaHp Typiapu Ba Xycycustinapu. nopasuii yciny0 Basudanapw,
TypJapy Ba yJIapHUHT JINCOHUM XyCYCHUSITIIAPH.

JIeKCHK CTWIMCTHK BOCUTAJIAP

Hdona Ba crunuctuk Bocuta TylryHuacH. CTHIMCTUK Basuda TymryH4Yacu Ba Typiapu. Jlekcuk
MabHO Typiapu. CTHIMCTUK BOCHTAJApHMHT caTXJapapo TypJaHumu: MeTradopa, METOHHMHMS,
KECaTHIL, 3MUTET, MyOojlaFra, OKCUMOPOH,aHTOHOMACHsI, 3€BIMa, CY3 VHMHM TyIIyHYacH, JUCOHUN
axamusITH Ba Bazudamapu.

JIeKCHK-CMHTAKTHK CTWJIMCTHK BOCHTAJIAP

Vxmarum, nepedpas, TUTOTa, Ipajalys, aHTHTE3a, AUTIO3MS, Y3MAUITHPMA Tam TyIIyHYACH,
JMCOHUM axaMHUsATH Ba Bazudanapu.

CHHTAKTHK CTUJIMCTHK BOCHTAJIAP

CHHTaKTUK CTHWJIMCTUK BOCHTAJIAPHUHT JIMCOHMN axaMuATH Ba Basubamapu.l'an Kypuinumugarua
y3rapunuiapra acocjiaHraH CTHJIMCTUK BOCHTajap: Oup Ooml OVIakiau Tam, WHBEPCHS, Mapajuiel
KOHCTPYKLUS, XHa3M, TaKpop, CaHall, MOJIMCUHJETOH, aCUHAETOH Ba PUTOPHUK CYpoK ram. Or3aku
HYTKJAard ram TapkuOW y3rapunuiapra acocliaHraH CTWJIMCTUK — BOCHUTajap:  JJUIMIICHC,
TyrajylaHMaras raf, aXpaTUirad KOCTPYKIIHUSL.



DoHeTHK CTWINCTUK BOCUTAP
KOdonus, annmureparys, OHOMAaTONUS TYIIYHYACH, JIACOHUNA axaMHUATH BaBazuQatapu.
MartH Taxymian (panuHur Basudgacu.

Anabuii MaTH TymyH4acd. MaTH Ma3MyHH, 00pa3 CTpyKTypacu: Myaiuiud obpasu, Tabuar
o0Opasm, acap KaxpaMOHU 00pa3u, Oaauuii JeTajn TyIIyHYacH Ba YHUHT TypJjapu. MatH Oamuwmii
Komnosuuusicu. baaumii  neran Typnapu Ba Basudamapu. MaTH JUHBUCTUKACH aCOCHHU
TyllyH4anapu, MarH KaTeropuscu Typiapu: HHGPOPMATUBIMK KATErOpUsCH, MOJAJUIMK
KaTeropusCH, MaTH OOFJIMKIUIU Ba SIXJIMTIMTH KAaTETOPUSICH, MAaTH CETMEHTALMACH, YPUH HauT
KaTeropuscy, HMHTEPTEKCTYalNIMK Kareropuscu. banuuii acap HOMJIapW, Typiapud Ba YHUHT
uHpopmatuBauru. bagunii acap HOMUHUHT KOHLENTYall aXOOPOTHHU 04nO OepuIiaru YpHH.

MarH taxiuid Metojjiapu. MaTHHHHI KOHIENTyaldl aXxaMUATH. MaTHHUHI MWUIMA — MaJaHUl
XyCycusiTIapu. MaTHHU CTHIIMCTHK, IParMaThK, TMHTBOKYJIBTYPOJIOTHUK TaX M STHUIIL

CemMuHap MALUFYJIOTJAPHUHI TAXMHHHUI pyiixaTn

[ 1YcnyOuér npenmery, yHUHT acOCHil yHanuuuiapy Ba Oomika Ha3apuil harmap OuIaH ajJoKacH.
[] ®yukiuonan yciy6 Typiapy, YIapHUHT Basu(aiapyd Ba JMHIBHCTHK XycycusTiapu. (Oamuuid,
WIMHKH, Ba ra3eTa Ba MMyOJUIMCTUK, PACMHM XYXKaTiap).

[ JVHrIu3 THIK JIEKCHKACHHHUHT YCIyOuil TapKuOwH;

[ ]JIexcuk cTunucTuk Bocutanap (Meradopa, METOHHMHUSI, HPOHUSI, SIIUTET, OKCUMOPOH, UIepOoa,
AHTOHOMACHSI, 3¢BIrMa Ba Cy3 YHWHU)HUHT JIMCOHUHN aXxaMHsITH Ba BazudaaapH.

[] JeKCHK-CHHTAaKTHK CTHIMCTHK BocuTanmap (Yxmarumi, mepedpasa, JWTOTa, AaHTUTE3A,
rpajialiys )HUHT JUCOHUM axaMUSATH Ba BazuQaapu.

[ ] CHHTaKTHK CTHJIMCTHK BOCHTanap (MHBEPCHS, TaKpOpJIAlll, PUTOPHK CaBOJ Ba OOIIKaIap )HUHT
JIMCOHUN aXxaMUSTU Ba BazudaapH.

[ ldonernk crumuctuk Bocutanap (:0hOHUS, AIUTUTEPAIMS, OHOMOTAITHS )HUHT JIACOHUN aXaMUSsITH
Ba Bazudanapu.

[ ] Maru taxaunu Basudacu. baguuit acap MaTH TaxXIMIIMHHHT OOBEKTH cudaruma Oaaunii
MaTHHHHT ¥V3Wra XOCIWKJIApUHU KypcaTuil, Oamuuid nerajg, MaTH KOMITO3MIMSICH. MaTH
Kareropusuiapu. IHQopMaTHBIUK KaTeropusiaapyu. MaTHHU UAPOK ATHII BAa YHUHT TaXJIAIIH.
JlaGoparopusi MILIAPDUHM TAIIKWI 3THII OYiiH4Ya KypcaTMasap

®an 6yitnua 1abopaTopus HIIUIAPU HAMYHABHH YKYB pekaia Ky3aa TyTUIMaraH.

Kypc nmmHy Tamkui 3Tum 0yiiuda ycayounii kypcarmaJjiap

®an 6yitnua Kypc UM HAMYHABUH YKYB pexajia pekanalTupuiIMaraH.

MyCTaKI/lJI TABJUMHHU TAINKWJI 3TUIITHUHT IIAKJINX BA Ma3SMYHHU

Tamaba MmycTakui umuHA Taépnamaa GaHHUHT Y3UTa X0C XYCYCHITIIApUHUA XUCOOTa OJiraH XoJaa
Kyluaaru makiapaad GonJamaHull TaBCHsl TUIA IH:

-Mabpy3a MaB3yJlapura ouj TUJI MaTepuaslapuHy WAFUILL Ba KapTOUYKaJIap TY3HIIL;

-Mabpy3a MaB3ynapura ouJi pedepatiap €3ulI Ba TMHTBUCTUK anqabUETIapHU TaX U KUITUIIL,
-Oanuuii amabuéTnan ONMHTAH aJOXUAa MaTHJIAPHU YCIyOWH TaxXJuia KWW HaMyHAaCUHU HIILIA0
YHUKMIII,

-CTHJIMCTUKAHUHT aCOCUM KUCMJIapu Oyii4a MaTHJIAp TY3HIII,

-Mabpy3a MaTHJIApH OYinda MaKoJa, Kypc UIIM Ba MaJaKkaBUi UIUIAPHU E3UILL.



TaBcus 3THIAETraH MyCTAKHJ HIJIAPHUHT MaB3yJIapu

Comparative study of functional styles.

Language features and functions of special literary words.
Language features and functions of colloquial words.
Comparative study of metaphor/metonymy.
Comparative study of epithet/ oxymoron/ hyperbole.
Lingua-cultural peculiarities of antonomasia/ simile.
Lingua-cultural peculiarities of periphrasis/ Litotes.
Comparative study of Repetition.

. Lingua-cultural peculiarities of Rhetorical Question.
10. Lingua-cultural peculiarities of Phonetic SD.

11. Stylisic usage of synonyms.

12. Stylisic usage of idioms.

13. Stylisic usage of proverbs.

14. Stylisic usage of word-formation patterns.

15. Stylistic role of foreign words in literary texts.
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16. Convergence of stylistic devices in literary texts
17. The language of poetry.

18. Poetic details in the literary text.

19. Role of the title in the literary text.

20. Interpretation of a story.

©CoNokkwNE

JacTypHUHT MH(OPMAIHOH — METOAUK TABMUHOTH

Maskyp ¢daHHU YKUTHII kKapaéHuIa TabIMMHUHT 3aMOHAaBUM yciyOiapu, MeAaroruk Ba axoopot-
KOMMYHUKAIUsl TEXHOJOTUSUIADUHU KYJUIAHUIIUIIN Ha3apAa TYTHITaH:
TaxJIMIM Ha3apusacH acociapu OYIMMHra TETHIUIM Mabpy3a Japciiapuaa 3aMOHAaBUN KOMIIBIOTED
TEXHOJIOTHsIIapu €pAamMua TAKIUMOT Ba 3JIEKTPOH JAUJAKTUK TEXHOJIOTHSIIAPH;

- CTWJIMCTHKA Ba MaTH TaxXJWIM aMajluil MalFyJIoTIapuAa akiIud XYXKyM, XaMKOPJIH I€Jaroruk

TCXHOJIOTHAJIAPH,

- CTHJIMCTHUKa Ba MAaTH

- CTWJIMCTHMKAa Ba MaTH TaxJIMJIU aMalui MalIFyloTiapuia KUYUK Typyxjap MycoOakajiapu,

XaMKOPJIM [IeJarOTUK TEXHOJIOTUSJIAPUHY KYJIIaIl Ha3apAa TYyTUIAaaH.
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V3BEKHCTOH PECITYBJIMKACH OJIMH BA YPTA MAXCYC TABJIUM BA3UPJIUTHU
CAMAPKAHJ JABJIAT YET TUWIJIAP HHCTUTYTH

HWHIJVIN3 TN ®AKYJIBTETH

HWHIJIN3 TN JIEKCUKOJIOT'USA BA CTUJIMCTHUKACH

Pyiixatra onvHau:

“Tacouxkjaaiman”

VkyB ummiapn 6yiinda mpopexTop

qou. O. III. Py3ukyios

2016 i ¢ 7

2016 v ¢ ”

buimnMm coxacu:

TawiauMm coxacu:

TabuM HyHaIHAIIN:

Kypc -3

Cemectp — 5

CTuiadcTiKa Ba MAaTH TaXJuau GpaHuaaH

100000 - I'ymanuTap coxa
110000 — ITemaroruka

5111400 — xopwxwii T Ba aHaOUET (MHTIIU3 TUIIH)

UIIIYHU YKYB JACTYPH

Ymymuii yKyB coatn —128

Maspy3za — 30

Cemunap mamrynoriaapu — 46

MycTakua TabJIUM cOaTh — 52

Kamu: 128

Camapkann — 2016
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daHHUHT MITuK YKyB OacTypH - Y36ekucTon PecrryGmukacy Onuii Ba ypra Maxcyc TabIuM
BaszupyuruHuHr 2014nmaunr 13 HostOpaaru 430 connm OyipyFu OUiiaH TacAUKIaHTaH
HaMyHaBHH YKyB JacTypura MyBO(UK UIIIA0 YHKUIIH.

TysyBunnap:
Cr.mipen. A.P. Hazapesau
(1M30)
(1m30)
Takpuzumiap:
(®.M.111. naBo3umMu, 1apa)kacu Ba UIMHUN YHBOHH ) (1M30)
(®.1.11. naBo3umu, gapakacu Ba WIMUN YHBOHH ) (1m30)

@®anHuHr Wmud YKyB gactypu WHrnmm3 tunm ¢axyiapretd “WHMIM3 TUIM JIEKCUKOJIOTHS Ba
crunuctukacu” kadeapacuauar 2016 ium «__ » aBryctaaru «1»-CoH WAFMIIMIINAIA MyXOKaMaJIaH
VTau Ba (hakynbTeT KEHTAlllura MyXOKaMa KWW YIyH TaBCHSI STUIIIN.

Kadenpa myaupu: AmpuaauHosa H.III.

®aHHUHT UIIYM YKyB gactypu CamapkaH] AaBjiaT 4e€T TWLIAP MHCTUTYTUHUHT VHM3 Tiin

¢dakynpretn Kenrammuuar 2015 iiun «_ » aBrycraaru 1-coH Makiucua Myxokama dTHUJIIA Ba

MabKyJIaH]IH.
@DaKynbTET JICKaHU: noi. A. P. UcmauniioB
Kemummnou:

VKyB-ycny6uit 6y1im GOLLTHEN: aou. M. X0J1KOB

Kupum

Acocuii yprauunaérrad TWI UXTUCOCIMK (paHu cudaruaa THIM YpraauaaérraH MamiIaKaTIapHUHT
Oamuuii anabuéT HaMyHaJlapUHU YKUII Ba Ma3MYHWHHU aHTJIAI, 1aBpuid MaTOyoT Hampiaapuaa 6aéH
STHITAH acoCU BOKea-xoJucajap TYFpUCHAAa YKHUO, MabIyMOTra sra OYIuIIM Xamjaa ylapHU
OF3aKu Ccy31mab Oepulll, Ma3MyHUHH €3Ma Oa€H ATUINTA YPraTUIIHKA Ky3/1a TyTuiaan. Yoy dhanman
VTUnaauraH aMmajiuii MamFylnoTiapja MaTH OWlaH HIIall acocuia TalabaJapHUHT HYTKHHA
MaJIaKaCUHHM OLUIMPUII OPKAIN TYpPJIH XU HYTK YCIyOJapuHM OMINO OJMII MMKOHMSTUHH XOCHII
Kuiaad. Acocuid 4er TuiM, amanui (Haszapuil) (oHeTMKa Ba TpaMMaTHKa, JIEKCHKOJOTHS,
CTMJIMCTHUKA, KHECUI TUIOJNIOTMs Japciapuja Tajnabajgap OJraH OWIMMIIApDUHM — YMYMHUH
TWIIIYHOCTHK, TWJI TapuxXd, Ha3apuil (oHETHMKa, TrpaMMaTHKa, JIEKCUKOJIOTHSA, CTUIMCTHKA,
Tap)KuMa, KMECUI TUIIOJIOTHSI, IIYHUHIAEK IICUXOJIOIHs, elaroruka, MeToAuKa coxanapu Oyinda
Ha3apuil KypclapHu ypranuii xapaé¢uuia (oiinanana OWIMIIyg mapT.
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VKyB panuHMHT MaKcaau Ba Basudanapu

VKyB (anuHMHT Makcaam - Tanabanapia JIMHTBHMCTHK, JIHHBOKYJIBTYPOJOTHK Ba
KOMMYHHKAaTUB KYHUKMa Ba MaJaKaJlapHU MAKJUIAHTUPUILIWDP. JIMHIBUCTHK KOMMIETEHTJIMK THJI
TU3MMH XaKuJard OWJIMM Ba YHUHT XOPWXKHHM THJIAa KOMMYHHKAIUS JKapaCHHIA amall KU
KouJalapuHu ¥3 uuura xKampad onaau. KoMMyHUKAaTHB KOMIETEHTIMK HYTKUH KOMMYHUKAILIUS
mapTiapura OWHOAH XOPWXKHUK TWIJAa KOMMYHHUKAIUs »KapaHMHU Hazapjaa TyTaau. Myomana
(HyTK) BasmsATHIAa MypoXaaT KHMra KapaTWiraHd Ba CyXOaTJONUUIapHUHT Yy3apo MyHocabaTw
KOMMYHUKAIMs KUXATAaH yTa MyXumaup. JIMHTBOKYJIbTYpOJIOTMK KOMIETEHIHUS  TUIIU
ypranuiaaéTraH MamJIaKaTHUHT allHU MauTaard WXTUMOUM-WUKTHCOIWM Ba MaJaHUN PUBOXKU Ba
IIyHTa MOC Tap3/ia HyTK MyoMala MaJaHUSATHHH Ha3apja TyTaau. ACOCHHA 4YeT THiIu (haHUHUHT
KacOui menaroruK Makcaau 3ca YpraHuiaaéTraH TUJIHHM aJalTHB Japa)kaja KOHKPET MeJaroruk
MyoMaja MalakaJapuHU SrautamHu (YKYBUMJIAPHUHT HHTEJUICKTYasl (aolUsSTHHU OOIIKApHII,
HYTK (haonusiTHHU MyalsiH MaKcaara HyHaNTUPUIL, HYTK (aoJUATUHU TAIIKWI THIL, YHH Ha3opar
KWW Ba X.K.) ¥3 HUrra Kkampad oJaim.

@®anHuHT Badudacu — HyTK aMaTUETH TajJadalapHUHT MAaHTUKHUHN TaQakKypruHU, YET
TUJUIATH HYTKUH KOOWIHMSITHHH, XOTHPJIAII Typiapu, GUKpIapy, YMyMHYTKUNA Ba YMyMTabIAMHMA
HypukIapau, T OViinYa MyCTaKWJI MIILIAII MajakajJapyuHU PUBOXKIAHTUPAIU. ACOCHI YeT THUIIH
Japciapya amMaivii Ba Hazapuid rpaMMmaTHKa, MaMJIaKaTIIYHOCIHK, JIEKCUKOJIOTHUS, TUJ TapUXH,
CTHJINCTUKA, LIIYHUHT/IEK, TICUXOJIOTHs, METOAMKAa Ba OolIKa (aHiapaa y3iamThupraH OUIUM Ba
MaJlakaJlapHU KYJUIAaHWINIIY Ky3/1a TyTHJIaIu.

@aHHN YKUTHII )KAPAEHUHU TAIIKWJI 3THII Ba YTKa3ull 0yiin4a TaBcusijiap

®anHu YKUTHII KapaCHUAA TAbJIMMHUHT aHbaHaBUW Ba WHTEp(aAos YKUTHII yCyJulapiaH
¢oiinananmnaayu. Hazapuii mamrynotnapaa xap Oup MaB3y TETHIIUIM Mabpy3a MaTHIApUHHU OF3aKU
TYWIYHTUpUII Hynu OunaH OaéH »tunanu. CeMuHap MalIFyJoOT/Iapy OF3akM Ba €3Ma MLIaKiga
TalIKWI 3TWIKAIIN Ky3/1a TyTunaau. Mappys3a Ba CEeMUHAp MAaIIFYyJIOTJIAPUHUA YKUTHUII Kapa€Huia
WIFOP INENAaroruK TEXHOJIOTHAJIApaH, XyCyCaH KyprasmMald CIaiUIapHd KOJOCKOI OpKalIH
HaMOMMIII €THIll, MEKTPOH MaTepUaJLIapHU MPOEKTOP OPKaJIM TACBHpra YMKApPUII BOCHUTATApUAAH
dholinananmIanm.

@aHHUHT TErMIUIM Ha3apuil Ba CEMHMHAp MAalIFyJIOTJIApUAAa TabJIMMHUHI HMHHOBALMOH,
uHTEep(ha0a METOUIapH, JKyMJIaJlaH dKCIIpecc-CYpoBiap, akiIuil XyXyM, axypid appa, MyHO3apa,
KUYHK TypyXJiap/ia HIIUIall, MeHIo, 1e0aT kabu MeToUIapyHM KYIIJIaml Ha3apaa TyTHIIAIH.

®an 0yiinuya TanadasapHUHT OMIIMMHUTA, KYHHKMA Ba MAJIaKacura KyHuJjaaurad tajnadaap

Acocuii ypranwiaérrad Tiil (MHIIM3 TWIKM) YKYB (aHUHU Y3MaIITHPUII XKapaéHuaa Oakanasp:

- WHIJIM3 TWIMHUHT MOPQOJIOrMK TY3WJIUIIXA Ba TOBYII TH3UMH; YPraHWIAETraH TUIAAH YKUTHIL
om0 GopunaéTrad TWIra Tap>KuMa aMaluéTu crenn(uKacu Ba CTUIMCTHK XYCYCHITIapU, MEbEPU
rpaMMaTHKa acoCIapH;

- WHIUIM3 TWIMHUHT PUBOXXM Ba TWJI JOUpacHJard acoCUil HKCTPAJUHIBUCTUK >KUXATAaH
IIAKJUTAHUIIHUHT aCOCUM OMMJUIapM XaMJa TapuXui MaHOajgapu, YHHUHI JMAJIEKTHK XHJIMa-
XWIIUTH;

- MYJIOKOTHUHT OF3aKH Ba €3Ma TypJlapH;

- MHIIM3 TWIMAa GUKPHU JIMCOHUHM Monia KWIMII YCyJUIapH Ba YJIApHUHT HYTK OF3aKd Ba &3Ma
HIaKJUIApHUIa KYJUIAHWIAIIY KOHYHUSATIIAPH;

- HyTKHMHT TUAJIOTUK Ba MOHOJIOTHK IIAKJIApU XaKua TacaBBypra sra OYIuIim;

- TWIHMHT 3aMOHaBUW XoJjaTh TaBcudu, €3yB, rpadmuka, opdorpadus, MyHKTyarus, JEKCHUK-
rpaMMaTuK TYpKymjap, cy3 TY3WIMIIH, OOIIKa TWIIApAAaH CY3 KUPHO KENUIIMHUHT yMyMHUN
TapUXWHU;

- cojja Ba KyIIMa Trariap, cy3 OMpHUKMallapu CHHTAKCHCH, JIEKCMKA Ba €3Ma HYTK, JHAJICKTall
JIEKCUKAHHUHT aCOCUH XyCYCUATIIAPH;
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- WHITIM3 TWIKAA CY3JI0BYM IIAXCIAPHUHT KEHI TapKaliraH KyHJaTuK Ba KacOWi BaszusATiIapiaa
cy3/maraH HYTKMHM TyIIyHa OJIMIIL DJIIWTWIAETraH MaTHIapAaH (paauo, TeJEBUICHHUE,
BUJeokacceranap, [IBJl) xamMaa miMuii MaTHIapHU TYyLIyHa OJIMII Ba yJlapAaH y3U y4yH 3apyp
OynraH ax0OpOTHHU 0J1a OWITHIIL,

- MaTHJIapHU JIMHTBUCTUK J>KMXATAaH TaXJIWI KWIMII, TYypJaH >KaHpra OWJ MaTHJIApHM WHIJIU3
THUJIMIAH OHA TWINIa Ba OHA TWIIMJAH VHIVIM3 TWIUTA OF3aKU Ba €3Ma Tap KUMa KWJINIL,

- JKaXOHHUHT TYpPJIU JaBiaTiapyd MaJaHUSATH XYCYCUSATIApUHU KHECTAI, COJUIITHUPUII Ba TaXJIHJI
KWJINLI,

- JIMCOHUH Ba YIKAUIYHOCIMKKA aJOKagop OWJIMMIApHM KEHraWTHUPUII Ba YYKYpJIalITHPHIL,
KOMMYHHUKAaTHUB  KYHUKMaJapuHM  (QaoJIalUTHUPUIN  Y4yH  3aMOHaBUH  MH(OpPMaLUOH
TEXHOJIOTUsUIap/iaH (oiaaIaHnII MajlaKacura ra OYIMIny Ba yiaapaaH (oiiianaHa ONuIIn;

- MHIIM3 TWIMJIATH XO3UPIM aJa0buil MIakiuaa Typiau XWI MypakKaOJIuraard MaTHJIAQPHUHT €3Ma
Tap)KUMa KUJIUILI,

- WHITM3 TUIMJA XOPWXKUH MyTraxaccuciaap OuiaH KacOMM Ba MauMIIMi BasuATIapAa KOHIU
MYJIOKOT 0110 6opui;

- Xap XWJI MaB3y Ba MaTHJIAPHU YKUTUII 0JInO OopuiiaéTrad Tira cyxoar, HyTK Ba Mabpy3alapHU
OF3aKH M34MJI BA CHHXPOH TapyKUMa Kujla OJIMIL;

- NHIJIU3 TWJIM Ba YKUTHUII 0110 OOpMIaéTraH TWIaru MablIyMOTIapHU KYJu1ab aHHOTaIus,
pedepar, MabIyMOTIap TYIUIAII Ba TY3HIL;

- SHI'M HH(QOPMALMOH TEXHOJIOTUsIIap/iaH KacOra HyHalnTUpUIIraH MaKcauiapaa ¢poiganaHa oJuml
KYHUKMAacura sra OyJIuIIm 3apyp.

@®aHHUHT YKYB pexagaru 6omka ¢gannap Ouian y3apo OOFIHKINIH Ba yCJIyOHi JKUXATAAH
Y3BHil KeTMa — KeTJIUId

Acocuii ypranunaérran T (MHIAM3 Twid) (aHu aifHUKca, aMmaiuii (OHETMKAa Ba aMajHi
rpamMMmaThka, WHIIW3 anaouétu Qammapu Ownman OeBocuta OOFNMHMK OYImMO, ymOy mapciapaa
Tanabanap odraH OWJIMMIIAPUHU YMYMHH THIIIYHOCIMK, THJ TapuxW, Ha3apuil QoHEeTHKa,
rpaMMaTHKa, JEKCUKOJIOTHsl, CTUIMCTUKA, TapXKUMa, KUECUI TUIOIOT U, IIYHUHIJEK, TICUXOJIOTHS,
nejaroruka, Meronuka Qannapu Oyinda Hasapuil KypciapHH YpraHul skapaéHuna Qoiiganana
Oownmmmapu mapT. by uHrmm3 Trim GaruHUHT Yoy dhannap OuiiaH aJoKaIOPIUTHHN Ba Ma3MyHUM
Y3BUWINTUHYU TAbMUHJIAN]IN.

DaHHUHT AMAJIHETAATH YPHHU
Xopwkuil (UIOIOTH TabJIUM HYHaAIWIIM Oyiinua OakanaBp Taképriam OOCKHUYMHHMHT a)Kpajimac
OVruHu cudaruga acocuid ypraHwiaérraH TWI (MHIVIM3 TWIM) yMyMmKacOuil ¢an xucoOiaHuo,
Tanmaba-0akaaBpJapHUHT YMYMUN ¥pTa TabIuM MakTabJiapH, aKaJeMHUK JIMIEeHIap Ba KacO-XyHap
KoJIekiIapuaa GaoiausT KypcaTHiuiapura épaam oepaiu.

daHHM YKUTHIIIA 3aMOHABHI aX00pOT Ba NMeJAroruK TeXHOJOrusAIap

TamabanapHUHT acocuii YpraHwiaérraH T (MHTIW3 TWIM) (GaHUHU Y3IAIITHPULUIAPU YIyH
VKUTUIITHAHT WIFOP Ba 3aMOHaBUU ycy/utapuaad (oigananumi, SHru WHGOPMAIMOH-TIEAArOTuK
TEXHOJIOTUSUTAPHU TAA0MK KWIMII MYXUM axamustra sragup. @aHHM Y3mamTUpUIaa Japcivk,
VKyB Ba ycinyOuil Ky/utaHManap, Mabpy3a MaTHJIAapH, TapKaTMa Ba 3JEKTPOH MaTepualiapiaH
dholinananmIanm.

Ymly ¢annu ypranuimga TabIMMHUHT 3aMOHAaBHW METOUIApUIAH, SBHU SJEKTPOH IMOYTa, YaT
KaHaJulap Ba BUPTYyaJl XaKUKUIIMKHHU Y3WJa >KamiaraH MHTEpHETAaH (oimajaHHIl JIO3UM, SHHU
AJIEKTPOH VKYB afaOuéTinap Ba MabJIyMmMoOTNIap OaHKM OWJIaH MILIAll HWHTEPHET TapMOFUAAH
Makcajiu doigananum Oy kabu OWIMM Ba KYHUKMaJIApHU XOCHJI KWJIMII Ba PUBOMIIAHTHPHUIIIA
KaTTa camapa oepaim.
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CTuaHCcTHKA Ba MATH TaXJHUJIHN

CTniaMcTHKa KYpPCHHHMHI Joa3ap0auru Ba Basudagapu. CTwiMcTUKa 3aMOHABHU
TWIITYHOCIUK WyHamunuiapu Huroxuaa. CTUIUCTUKAHWHT Oomika ¢anmap OuiaaH OOFIUKIIUTH:
CTHJINCTUKA Ba KOMMYHUKATHB JIMHTBUCTHKA, CTUJIMCTUKA Ba MparMajJlHTBUCTUKA, CTHJIMCTUKA Ba
JUHTBOKYJIbTyposioTusi. CTHIMCTHKA TypJjapu: KUECHH CTWIMCTHKA, aMalliii CTUIIMCTHKA,
(bypKIIMOHAT CTHIIMCTHKA, UHAUBUIYANl YCIYO CTUIMCTUKACH, KOMMYHHKATHB CTHIIMCTHKA.
CTHIMCTHK TaxXJIWJI METOJIAPH.

Yeayouii Jexkcuka TapkuOM: amaluii cy3map, HEUTpan cys3nap, amabuii cy3mapHUHT
CTUJIMCTUK >KUXATJapH, OF3aKU CY3JapHUHI CTHJIMCTHK XYCYCHSATIApu. AnaOuil HYTK JIGKCHKACH:
arama, apxam3M, HEOJOTM3M, YaTHIIMa, MO3THK Cy3j1ap TyNIyHYaJapyd Ba YJIApPHUHT MaTHAATd
CTUIUCTUK Basudanapu. OF3aKu HYTK JEKCHKACH: CIICHT, ByJIbrapus3M, 3B(heMusM, eBa Ba kaproH
CY3JMapHHMHT TYyIIyHYalapy Ba YJIApHUHT MaTHIArd CTHIMCTHK Basudamapu. Tunama wmenép
tymyndyacu. Illaxcuit €nmamyB Ba Mewnep. YMymwuil amabuii, or3aku Ba anabuii yciaydmap
xycycusatiapu. Peructp Tymyngacu.

dyuknuonaa yecayd tymyHuyacu. DyHkmuoHanm ycnyd Ba YHUHT Typiapu. bamuuii ycimy0
XYCYCUSITIIapU: IEHPHH, [paMa Ba HACp YCIyOJapUHUHT acOCUH THII XycycusaTiapu. Mnmuii yciyo
xXycycustiaapu Ba Bazudanapu. [lyomunuctuk ycmyd xXycycusiTiiapy Ba Bazudanapu.

lazera ycnyOu xycycusitnapu Ba Basudanapu. ['azera MaTHUAA KaHP TypJiapu Ba XYCYCHSTIIAPH.
Pacmuii xyxoxatinap ycmyou Bazudanapu, Typiaapu Ba yJIapHUHT JucoHHM Xycycustinapu.Mdoaa Ba
CTHJIMCTUK BocuTa TymryH4acu. CrwimcTuk Basuda tymyHyacun Ba Typiapu. CTHIMCTHK
BOCUTAJIAPHUHT CaTXJIapapo TypJIaHUILIN.

JlekcMk CTHJAMCTHK BoOcHTajJap: Meradopa, METOHUMHS, HUpPOHMs, OSIHUTET, TIunepboa,
OKCIOMOPOH, aHTOHOMACHSI, 3€BrMa, Cy3 YHUHM TyLTyHYacH, TUCOHUIN axaMUATH Ba Ba3udanapu.

JIeKCHMK-CMHTAKTHK CTHWJIMCTHK BOCHTAJAP: YXIaTuil, nepedpas, TUTOTa, Ipaganus, aHTUTE3a,
aJUTIO3Us, Y3IalITHpMa raf TyIIyH4YacH, IMCOHUM axaMMsITH Ba Basu(allapH.

CHHTAKTHK CTWIMCTHK BOCHTAJAPHUHT JIMCOHUN axaMUATH Ba Bazudanapu. ['an Kypunumumgaru
y3rapuiuiapra acocjaHraH CTWIMCTUK BOCHTajap: Oup Oomn OYiakiau ram, MHBEPCHs, Mapajuien
KOHCTPYKLHUSA, XHa3M, TaKpoOp, CaHall, MOJIHUCUHIIETOH, aCHHAECTOH Ba PUTOPHUK CYpoK ram. Or3aku
HYTKIaru ram TapKkuOM y3rapumnuiapra acocllaHraH CTHJIMCTHK — BOCHUTAlap:  3JUINIICHC,
TyrajylaHMara raf, aXXpaTuirad KOCTPYKLHS.

@oHeTHK CTHJIMCTHK BOCHTAp: I0QOHHUA, aTUTEepalys, OHOMATONUS TYUIyHYacH, JMCOHHUN
axamusITH Ba Bazudanapu.

CTUIMCTHK KOHBEPreHIMS TYITYHYAaCH Ba YHUHT Bazudallapy.

®pa3eoIOTUSTHUHT CTHJIMCTUK MaHOaallapu Ba yCIIyOHi KYJUTaHUITUIITH.

MopdoJOTHSIHUHT CTHIIMCTHK pecypeiapu. Cy3 TypKyMIapUHUHT CTUIIMCTUK

UMKOHUSTIApH.

Matn Taxguiau ¢aHuHur Basudacu. MaTHHUHT agabuil Ba JIMHTBUCTUK  TY3WJIUIIN
xycycusitnapu. MatH masmyHu. OOpa3 cTpykrypacu: myamumd obOpasu, tabuat oOpasm, acap
KaxpaMOHU oOpasu, Oamuuii JeTan TYIIYHYacd Ba YHHHT Typjapu. MarH makad. MatH
JTUHBUCTUKACU aCOCHI TyIIyHYalapu, MaTH KaTeropuscu Typiapu: HHPOPMATHBIMK KaTETOPHUSICH,
MOJIQJUIUK KaTeropusic, MaTH OOFIUKIUIH Ba SXJIUTIUTH KAaTeTOPUSACH, MAaTH CErMEHTAlMSICH,
YPHUH NaUT KaTeropusCH, UHTEPTEKCTYAJUIUK KaTErOPUSCH.

banuwnii acap Homitapu, Typiapu Ba YHUHT HHGOpMaTUBIUTH. baauuii acap HOMUHUHT KOHIIETITYaJT
ax0opoTHH ounb Oepurinaru ypHu. MaTH TaXJIWIA METOAJIapH. MAaTHHUHT KOHIENTYyal aXaMHUSTH.

14



MaTtHHUHI  MWUIMA ~ —-MaJaHud  XycycusTiaapu.  MaTHHM  CTHIMCTHK,  IIParMaruk,
JIMHTBOKYJIBTYPOJIOTHK TaXJIMJI ATHIIL.
Kypc nolinxacuHuHT Makcaau TajgabaJapHUHT MYCTaKWJ HIILIANl KOOMITUATUHI
PHBOXJTAHTHPUIII, OJITAH Ha3apuil OMJIMMITApUHU KYJUTalga aMaJinid KYHHKMasIap XOCHIT
kuiaup. Kypc noluxXacMHUHT TaXMUHUN MaB3yJapHu:
1. Ycny6uil BocuTalapHUHT JMHTBUCTUK MOXUSTH Ba yJIApPHUHT HYTKJIAru Basudanapu.
2. arau3 Ba ¥30ek TWinard yciyouid BOCUTaIapHUHT KMECUH TaXJIHIIN.
3. OyHKIHMOHAJ yCayOJapHUHT Y3UTa X0C XycycusTiapu (0aauuii, myOJUIIUCTUK Ba peKIama
ycnyGnapu).
4. OF3aKku HYTK yCIIyOW Macayiajiapu.
5. Cy3 OoitnmuruHuHT 6ab3u Oup OYIMMIIapu, S’bHU HEOJIOTU3M-SIHT U sICajiTaH Cy3Jap, CJIdHT,
TEPMUH (ATOXHUa coXara Ouj) CY3JIapHUHT yCITyOHil TaxXJIHIIH.
6. baguuit MaTHIAr® TUJI MaHOATAPUHUHT KOHIENTYal KUIMATH.
7. banuuii MaTHHYU TaxXJIWi1 KAJIUII KaTEropusijapyu, MOJAJNIMK KaTErOpUsCH, SIIUPUH
MabHOHH OYHUII KaTErOpUsICH, UH(OPMATUBIUK KaTETOPHUICH, IPOCTICKIINS, PECTPOCIICKIIS.
8. banunii anabuéT Ba razera MaTHJIapUIa capiiaBXa.
9. C¥3 sicam »apaéHuia Cy3IapHUHT yCITyOuid OenrniaHraHIuru.
10. Murnu3 Ba AMepurKa €3yBUIIIapH acapiiapuiiary y3ura Xoc yeiuyoui Xycycustiap.

VKyB coatiapu MUKIOpH

T/P |Homnapu Kamu rokrama

1 |[Maspysa 30

2  |Amamuér 46

3 MycTrakuil TabiluM 52
Kamu: 128

Yly umrau nqactyp ounan uHrau3 gunonorusicu ¢pakynsTeT Ba «VMHIIU3 THIN
JIEKCUKOJIOTHS Ba CTIJIMCTHKA» Kadeapac kaMoacy TAaHUIITHPUIITAH.

“CTHWIMCTHKA Ba MATH TAXJWIK” (aHUIAH MAIITYJIOTJIAPHUHT MaB3yJiap Ba coatjap
OyiH4a TAKCMMOTH

Ne |Mag3y Nurnus Masbpy3a | Amamuii | Myctaku
HyHamumu Mali-T I
1 |General notes on Style and Stylistics 8 2 2 4
2 |Stylistic classification of the English vocabulary. 8 2 2 4
3 |Functional Styles of Language 8 2 2 4
4 |Special literary vocabulary 2 2 4
5 |Special Colloquial vocabulary 2 2 4
6 |Phonetic Expressive Means and Stylistic Devices 10 2 4 4
7 lR.hythm, rﬁyme", ailiteration, onomotopoeia 10 2 4 4
8 |Graphical Stylistic Means 8 2 4 2
9 |Lexical Expressive Means and Stylistic Devices 6 2 2 2
10 |Epithet. Metaphor. 10 2 4 4
11 [Metonymy. Oxymoron. 10 2 4 4
12 |Antonomasia, irony 10 2 4 4
13 |Pun, zeugma, hyperbole 10 2 4 4
14 |Syntactical Expressive Means and Stylistic Devices 8 2 4 2
15 |Parallel constructions, repetitions 6 2 2 2
JKam: 128 30 46 52
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Tanadanapra Oepuiiagurad TONMMPHUK TYPJapu
Tamabanapra Oepuiagurad TONIMPHUK Typaapu: Mabpy3aHu MyXTa Y3JIalITHPHIIL, TECTIap, aMaJIui
MAIIFyJI0TJIap (03acHJaH CaBOJUIAP MaXKMyacH, Ha30paT CaBOJUIapW, TaKAUMOTIap, pedepatiap
Taiiéprnari, TanabaHUHT WKOAUHN (PUKpiam KOOMIUATHHY sTHa/la TAKOMWUTAIITUPAIUTaH OF3aKU Ba
é3Ma unuap, bytok bpuranus Ba AKI xa€TUHHMHT Typau coxajapura ouJ MabJlyMOTJIap TyILIall
Ba yJIapHH YpraHuliiad uoopar.
@DaHHU YKUTUIMIINAA KYJJIAHAIUTAH BOCUTAJIAP, YCYJJIap Ba TEXHOJIOTHSAJIAP

TanaGa yuyH TapkuMa Ha3zapusAcH Ba aMalIMETu (aHWra MyJDKaIJIaHraH JIacTyp, HINYM peka,
Mabpy3ajap MaTHHU, TapKaTMa Marepuaiiap, AyHE xapurtacu, byrok bpuranus xapuracu, AKII
XapUTacu, TEXHUK BocUTalap (KOMIbBIOTEpP, SJIEKTPOH JapCiMKIap, ayJuo Ba BUAEO €3yBiap) AaH
doitmananu.

JdacTypHuHr wWHpOPMAUOH — yCcIyOWid TabMHUHOTH. AcCOCHN YpraHuiaa€TraH 4eT THIIU
baHuHM YKUTUII S>KapaéHUAAa TAabJIMMHUHT 3aMOHABUl MeETOJUIapH, MEJaroruk Ba ax0opoT
KOMMYHHUKATHB TEXHOJIOTUsIapUiaH (oiaamaHuII Ha3ap/aa TYTHIITaH.

Maskyp (aHHHHI KypcH I03aCHAaH MAIIFyJOTJIapia ayJuo-BHAECO BOCHUTAIIAPU Ba KOMIIBIOTED
TEXHOJIOTUSIIapH €pJlaMK/la TAKAUMOTIAP YTKA3HUIIL

AManuii MalFynoTaap Aapciaapua akiaui XyxKyM, TypyxJjid GUKpIiall, JAanor, MOJIUIIor,
KOMMYHHUKaTHUB MYJIOKOT Kabu wuHTepdaosn yycymwiapugan ¢oigananum. Kuuuk rypyx
MycoOakaigapy, HHTEPHET SIHTWJIMKIApU Ba WIFOP MENaroruk TEXHOJOTHsJIApHU KYJlall Ha3apAaa
TYTUIIAH.

Bynnan tamkapu TH3UMIM EHIONIIYB acoCHaa TajabalapHUHT YKUII — Omiui GaonusiTHHA
TacBUpJIAWIUTraH TabIUM XapaCHUHUHT JIOWMXAcH Ty3uO umKmiagu. TabiuMm Makcagu peall, aHUK
JAMArHOCTUK OYIUIIMTa SpUIIMIagd Ba TalaOaHWUHT OWIIMM, Y3JMAIUTUPUIIN CU(paTH OOBEKTHUB
OaxonaHagu. TabnuM >kapaéHUHUHT TY3WIMIIM Ba Ma3MyHM SIXJIMTJIUTH, ¥3apo OOFJIMK Ba y3apo
TabcupHaa Oynummra spunniagn. Mabpy3aBuil Ba aManMid  MAaIIFyJIoOTJIap Tala0aHUHT
(daommurura TasHUO 3WUr3ar, OpEeWHCTOpPM, CKapabeil Ba mry kabu Meromiap €paaMuaa Oiauo
O6opunamu. OpanvkK Ba SKyHHH Ha3opaT Ba OaxoOJAIIHUHI Kepakiu YpUHIApu OelruiaHrax
Me30HJIapra OuWHOaH TajabalapHUHT TecT BasudalapuHu OaKapuIlM OpKAIM  amalra
OLIMPWIAINKH, OyHAa Tanmabanap OwiIMM JapakaCH HIAKIJIAHTUPYBYM Ba JKaMJIOBUM Oaxoiap
épraMuia aHUKJIaHAIH.

“CTHWIHCTHKA Ba MATH TaxXJwin”’ganu Oyiindya Ha3apuii MaB3yJiap
MAa3MYH MOXHUSITH:

1.CTUMCTUKA TWINIYHOCIMKHUHT aXpaJMac KHCMH OynuO, y Oaauuii HyTKHUHT HQOIaTaHUIIT
yciyonapu, yIapHMHT  TabCHUPYAHJIWTH Ba YMyMaH WHCOH HYTKMHHM YypraHajuraH QaHaup.
CrunucTukaia Cy3JapHUHT MabHOCHHU YpraHUII KaTTa axaMmuaTka dra. byHna cy3nmapHUHT
MaBXyMJIUK Japakacd , MabHO XYCYCHATIAp, TYrpH Ba KydMa MabHOJAPHUHT WHTHIWIIHA |,
CY3JIapHHUHT y3apo OOTJIaHWII KOoWJajJapura Kypa Taxjauwin onaud Oopwiran. Illy ronomumimza
(bpa3eonoruk —TypryH OMpHUKMa Ba y3rapyBuu Cy3Jiap TaxJIMiIM xam Oepunran. Kelimnaru gaBnapaa
Typau QyHKIMOHAN yciayOnap maiigo Oynma Oomuramy , THJ Ha3apusCH JKajuaja cypbhaTiap OuiaH
PHUBOXJIAHAM, TUITHUHT JIyraT TapkuOu 00iinb opau.
[Ten rexnonorusnap: bymepanr, Huma yuyn Ba Kanmait, Hunydap rymu meronu, Knactep, 3x4,
Ay XyXKyM METOAJIApH.
Anabuérnap: A2;A3; K1; K2; K3; K4; K5;
2. Xo3upru 3aMOH WHIJIM3 THJU JIYTaTH TapKUOWIa Cy3JIApHUHT anabuii Ba Or3akd HYTKKa XOC
TypyxJIapu MaBxyA. Anabuil HyTKKa OuJ Cy3jap KMUTOOMMIIMK XYCYCHUATHUra, Or3akyd HYTKKa XOC
Cy3llap Cy3JallyB yclyOW JeKCHKacura ouj cy3iapjaaH Oymu0 , YMyMHHIIMK XyCYCHSTHra 3Tra
Oynaan.AmaOuii HyTK JISKCHKAcH: YMYMHUM amaOuid cysnap, aTamaiap , MO3THK Cy3Jap, apXauk(3cC
KHPraH) Cy3Jiap , y3JamTupma cy3iap, 4aTUIIMalnap Ba sSHTU Cy3JIapHH KaMpad OJaIu.
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ITen texnonorusinap: bymepanr, Ben auarpammacu, Hunydap rynm meroau, Knacrep, 3x4, Axnmii
XyX’yM METOJJIapH.
Anabuérnap:A2;A3; K1; K2; K3; K4; K6;

3. Or3aku HYTK JIGKCUKAaCUHUHT Y3UTa XOC OHp XyCYCHUSATH YJIAPHHHT aCOCaH MabJIyM OUp TOBYII
y3rapunuiapy  (GOHETUK  y3rapuuuiap-TOBYII — TYIIMIIM, TOBYII  OPTTUPWJIMILM, TOBYII
aNAIIMHUIIMKA0WIap) OWiaH aTWIMIIM, KymmaHumuaup.by cysnmapHuHr Oaauuii acapmapna mry
y3raprad IIaK/ulapia KyJJIaHWIOM — acap OaguMMIMIuHU — ommMpaau, oOpasjapHuH — Tyja
IaKJUTaHTUpUmra epaam  Oepagu. . Orsakd HYTK  JIEKCMKacH: CJEHT, I KaproHiap,
npodeccuoHaI3MIap, AUAJEKTU3UMIIAp, ByIrapusmiap.

ITen texnonorusnap: bymepanr, Ben auarpammacu, Hunydap rynm meroau, Knacrep, 3x4, Axnmii
XyxKyM METOJJIapH.

Anabuérnap: Al1;A2; K1; K2; K3; K4; K5;

4. Taxnuauii ToBynuiap Oy Typiu Cy3iap Ba Xap XWI TOBYII OMpPUKMaTapyu BOCHTACHIA
OupopTabuMii TOBYIITA TAKIU KNI UYJIU OWJIaH aMalra OUMpuiIrad Topynuiapanp. ®onerux
CTHJINCTUK BOCUTAJIAPH Ba YCYJUIAPH: AIUTUTEPAIUsi, OHOMATOMHsI, KOPUS, pUTM.

[Ten Texnomorusinap: bymepanr, Huma yuyn Ba Kannaii, Ben nuarpammacu, Humydap rynm
Mmetonu, Knacrep, 3x4, Axnnii XyXyM METOU1apH.

Anabuérnap: Al;A2;A3; K1; K2; K3; K4; K5; K6;

5. Jlekcuk CTMIIMCTHK BOCHMTAaNap Ba ycylulap Xycycuja ran OopapkaH MabHO HMKKH JICKCHK SIHU
JyraBHii Ba MaTHUH MaHOJIAPHUHT y3apo MyHocabatujaa maiino Oymamu. baszan Oynap opacuparu
¢apk kyzna xarra Oynaau Ba OyHIall MabHOJNAPHUHI KYJJIAHUIIMJIAH KyTHJIMaraH XoJuca Manjo
Oynmagu. By xonnma Ou3 CTHIMCTHK ycynl maijno OynraHnuruHu ce3amu3. CTWIMCTHK Makcajia
KyJUIAaHWJIQJUTaH MabHOJIADHUHI OpacUAard y3apo MyHoOca0aTHU KyHluzaru xosuiapra Oyiuin
MyMKHH: 1) cy3nmap ypracujaru yxXIIAIIJIMKKa acocliaHTaH MyHocabarra Kypa — HCTHopa ; 2)
TyLIyHYajap ypTacHAaru sSIKMHINKKA, OMp —Oupura anokalopivKKa acoclaHraH MyHocabartra Kypa
— METOHUMHSL;3) Cy3JIapHUHT TYTPH Ba TeCKapy (3MJ)MabHOCUTA acOCIaHTaH MyHOCAT — KHHOS. by
MyHOca0aTIapHUHT Xap OMPUHHU aJTOXU/Ia-AT0XUIa KypruO YHMKaMu3.

Ilen texunonorusmnap: bymepanr, Ben nmarpammacu, Huma yuyn Ba Kannaii, Hunydap rymu
meroau, Knacrtep, 3x4, Aximii Xy:XKyM METOJIapH.

Anabuérnap: A1;A2;A3; K1; K2; K3; K4; K5;

6. Acocuii MaHTHKHI Ba KyudMa MabHOJIAPHUHT y3ap0 MYyHOca0aTura acocjaHTaH CTUIIMCTHUK
BOCHUTAJap: MUTET, 310rMa, OKCUMOPOH, Cy3 YHUHH.

[Ten rexnonorusnap: bymepanr, Huma yuyn Ba Kanmait, Hunydap rymu meromu, Knactep, 3x4,
Axynii XyKyM METOAJIApH.

Anabuérnap: A2;A3; K1; K2; K3; K4; K5; K6;

7. Acocuii —MaHTHKMW Ba HOMJIAHTaH (aTamMa)MabHOJAPWHUHT MyHOca0aTWra acocCiaHTaH
CTUJIMCTUK BOCHTaNap: AHTOHOMACHUS , yXIIaTull, nepedpas , 3ppeMusnmiap Ba Mmyooara.

[Ten rexnonorusnap: bymepanr, Huma yuyn Ba Kanmait, Hunydap rymu meromu, Knactep, 3x4,
Axymii XyKyM METOAJIApH.

Anabuérnap: A1;A2;A3; K1; K2; K3; K4; K5;

8. Nanm xypwmMmmmard y3ura XoC Maxcyc KyJUIaHHWIUIApHUTa, aJlOXUAa Tal [IaKJIapuHHU fo3ara
KEJATUPYBYM SMOIMs HQoAanam y4yH XU3MaT KWIYBYM BOCHTajapra, CHHTAKTHK CTHIIMCTUK
BocuTanap naewWmnanu. by Bocurtamap €pmammma maxcyc udomamap spartunud, ymap Oerapad
CHHTaKTUK OMpIMKIapaaH TyOaaH ¢apk Kuiaau. YIly «MaxCyCHUHI» oaauii «OeTapadra» Oyiaran
MyHocabaTuHHu OU3 Kyiuaa Kypuo YrMKaMus.
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Ilen texnonorusmap: bymepanr, Huma yuyn Ba Kanpaii, Hunydap rymu meromgu, Kmactep, 3x4,
Axmuii XyXyM METOJIJIapH.
Anabuérnap: Al1;A2; K2; K3; K4; K5; K6;

9. JIeKCUK-CUHTAaKTHK CTWJIMCTHK BOCHTAJap Ba yCyJulap:Mapajjiesl Kypuiamaiap, XuasM, Takpop,
CaHalll, rpajlaliusi, aHTUTE3a, peTapJaius.

Ilen texnonorusnap: bymepanr, Huma yuyn Ba Kanpaii, Hunydap rymu meromgu, Kmactep, 3x4,
Axmuii Xy»XyM METOJIJIapH.

Anabuérnap: A3; K1; K2; K3; K4; K5; K6;

10. CHHTAaKTHK CTWIMCTHK YyCyJ JeraHaa MaBXyl MOP(OIOrMK, CHHTAaKTHK Ba CTHUJIHCTUK
KOoUJajap/aH YeKUHUII TYIIYHWIaaAd, aMMo Oy YEeKHMHUII XaTo Ae0 Kapaamaiau, Oanku y3 maxcui
MYJIOXa3aCHHUHT [03ara Keiaumy 1e0 TymyHuiaagu. CTHIUCTUK CUHTAaKTHK KypHJIUILIIAp THIIHUHT
YMYMHI CHUHTaKTHK TypU cUdaTuja ypraHuiauimu MyMkuH. HopMa myaiissH Oup THJI pUBOXHHUHT
TypiIu TapuxXuid JaBpiapnia, HyTKAarn (OHETHK, MOPQOJOTHK, CHUHTAKTHK, CTHIIMCTHK
KOUIAJJAPUHUHT KYJUTAaHWIUIIHANP.

Ilen Texnonorusuiap: bymepanr, Ben nuarpammacu, Hunydap rynmu meroau, Knacrep, 3x4, Axnuit
Xyx’yM METOJJIapH.

Anabuérnap: A1;A2;A3; K1; K2; K3; K4;

“CTHINCTHKA Ba MATH TaXJWIKH” (paHUIaH Mabpy3ajap Oyinua
UIIYH JACTYP Ba KaJeHAap TEMATHK pexka

V cemecTp
Mag3sy Coar | myanar HM30
1 | General notes on Style and Stylistics 2 1-xadra
2 | Stylistic classification of the English 2 2-xa(dra
vocabulary.
3 | Functional Styles of Language 2 3-xadra
4 | Special literary vocabulary 2 4-xadra
5 | Special Colloquial vocabulary 2 5-xadra
6 | Phonetic Expressive Means and Stylistic 2 6-xadra
Devices
7 | Rhythm, rhyme, alliteration, onomotopoeia 2 7-xadTa
8 Graphical Stylistic Means 2 8-xajdra
9 Lexical Expressive Means and Stylistic 9-xadra
Devices
Devices.
10 | Epithet. Metaphor. 10-xadra
11 | Metonymy. Oxymoron. 11-xadra
12 | Antonomasia, irony 12-xadra
13 | Pun, zeugma, hyperbole 13-xadra
14 | Syntactical Expressive Means and Stylistic 14-xadra
Devices
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14

Parallel constructions, repetitions 15-xadra

Total:

30

“CTWIHCTHKA Ba MATH TaxJwin” ¢anu 0yiinuya

Tajgadajap OMIMMHUra Kyiuiaguran rajadaap

Bann Baxo
86-100 “abwno”

71-80 “axmm”

56-70 “KOHMKapiu”

55 Gamnnan nact “KoHUKapcu3”

TanabanapHUHT OMJIUM JapaKkacu

“Crunnctuka” Oyiinya Tanmaba uykyp Ounmmra sra Oynanu,
sraJjlaral OWJIMMIIADMHU amalijia KyJlaid onaau, Ha3zapui
OMITMMIIAPHUHT MOXUSTUHU TYIIYHAIW, MYCTaKWJI MYIIOXaaa
IOpHUTa OJIa/Id, aHUK TacaBBYp KHJa OJaad, aHWK Ba JIYHIA
nbopanap Ounan MaB3yHU OaéH Kuia olaau, KaBoOwaa
MaHTHKHIA KEeTMa-KeTIMKKa amall KHJIaad, MYCTAaKHI Kapop
YUKapaIy Ba XyJoca Kuja OJaju.

“Crunnctuka” 6yiinya Tanaba erapau OwiMmiapra

ara Oynaau, OMIMMIIApHU €Tapiauda KyJulaid ojiaau, OuimmIiap
MOXUSATHHHU €Tapiinya TYIIYHaId MYCTAaKWI (GUKP IOPUTHILTA
ypUHaJAW, MaHTUKaH yMyMaH TYFpU >kaBoO Oepa osanu,
MYCTaKII XyJI0Ca YMKapa OJaH.

“CrunucTtuka” 6yiinda Tanaba MabIyM Iapaxana,

JIEKWH eTapiu Oynmaran Ownumra sra Oyiaaw, OMIMMIIapHU
amalnja KyJamra KuiHanaam, OuimMiaap MOXUATHHU €Tapin
Tapakaga TyIIyHMaian, MyCTaKiiI GUKP FOPUTHINTA
KuifHanaau, GUKpIapHU FaIn3 THIAA, IOHMMa-miol OaéH
KHJIaJIi, MyCTaKHJI XyJI0ca YMKapa OJIMaiu, MabIyM
Japaxxana, JICKMH aH4a HOAHUK TacaBBypra sra Oyiamu.

“Crunnctuka” 6yiinya Tanada OuauMu MebEpian

nact 0ynanau, €ku OunuMu OyImMaiau, OUTUMIIapHH IEeIpPIn
amanjia Kyiaid onmainu, GukpiaapHu TYFpu 0aH Kuia
OJIMAaI1, MyCTaKWUJI (PUKpJIald OJIMAMIH, XyJI0ca KAITUIIT
KYHHUKMAacH UYK, TaCaBBYp Kuja OJIManau €K yMyMaH
TacaBBYp Kuiia OJIMAIH.

TanaGanap OMIMMUHY PEHTHHT TH3HMH ACOCHA

BAXOJAII ME30HH

®dan Oyinua peUTHUHT >KaJBALIAPH, HA30paT TYPH, IIAKIIK, COHU Xam/ia Xap Oup Ha3oparra aXpaTiiraH
MakchMan Oall, NIYHWHTZICK JKOpU Ba SKYHMH  HA30paTjapuHUHT capajaml Oamiapu Xakuaard
MabIyMoTIap (an OVitnua OMpHUHYIM MAIIFYIIOT/AA Tajadanapra YbJI0OH KHTHHA/IH.
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@an Oyiinua TamabaTapHUHT OWIMM CaBUACHM Ba Y3AIUTHPUII JapaXacMHUHT JlaBnar Tabium
CTaHJapTIapura MyBOGHKIMTMHI TAbMUHJIAII YIyH KyHUIard Ha30paT Typiiapy YTKa3WIaIu:

xopuii Hasopar (KH) - rtamaGanuar ¢an MmaB3ymapu OyiiMua OwiMM Ba aMaiMii KYHHKMa
JapakaCMHU aHWKIaIl Ba Oaxonmam ycynau. JKopwid Ha3zopar (paHHUHT XYCYCHUSTHIAH KeauO
YUKKaH XOJJa aMajldil MalFyloTiapAa OF3aKH CYpOB, TECT YTKas3WIl, Cyx0aT, Ha3opaT HIIH,
KOJUIEKBUYM, Y Bazu(paapuHu TEKIIUPHIII Ba 1Ty KaOK OOITIKA IMaKyUIap/a YTKa3WIHIT MyMKHH;
Opamuk Hazopar (OH) — OHHu yTka3um sxkapaéHu €3Ma M1akijia oOJTuHaIn

skyanid Hazopar (FIH) - cemectp sikyHuma myaitssH (an Oyinua Hazapuii OWIMM Ba aMaui
KYHUKMaJIapHU Tajabanap TOMOHHMJIAH Y3IalITHPHIN JapaXacHHU Oaxonaml ycynu. SKyHuid
Ha30paT acocaH TasiHY TYIIyHYa Ba HOOpayiapra acocJIaHraH “‘of3aku’’ IaKIua YTKa3uIaIu.
Omnuit TabuM MyaccacacH paxOapuHUHT OyHpYFH OWsiaH MYKH HAa30paT Ba MOHUTOPHUHT OYITMMHU
paxOapiuruaa Ty3wiran KoMuccusi umrupokuaa SAH vu yTkazumn sxkapaéHu MyHTa3aM paBHUIIIA
Ypraun6 Oopuiany Ba yHU YTKasuil Taptubnapu Oy3wiran xoiuiapna, SIH Hatwkamapu Gexkop
KWIMHUIIM MyMKHUH. byHnait xonnapna SIH kaiita yTkazunaau. TaimaGaHnuHT OMIUM CaBUSCH,
KYHUKMa Ba MallaKaJapUHHU HA30paT KWJIHMIIHUHT PEUTHHT TU3MMH acoCHIa TanabaHuHT (aH
OVitnua Y3mamTupuin gapaxacud Oamap opkanu udonamanaan. TamadanmapHUHT CeMeCTp
JaBoMuyIary y3namrupuil kKypcatkuuu 100 6anmuk TuzuMaa 6axoaaHaIu.

Yudy 100 6as 6axonaii Typiapu Oyinda Kyiinaarnya TakCUMITaHAI!:
SI.H.-30 Gam, xomran 70 6am aca - 2KHra 40 6ami, OHra 30 6an Kurb TaKCUMIIaHAIH.

MYCTaKI/I.]I NIUIAPHHA TAIIKWJ 3TUIIHUHT IIAKJIH Ba Ma3MYHH

WMHrnms3 tunuaa cysianyBuyyd MamiIakaTiap JaBpuil HalIpiapy TUWIMHHUHT Y3Ura X0oC

XYCyCHUSITIIapU Ba yIIapHUHT TapKUOUI Ty3WIIMajapy, )KaHpJIapu; TypJiid Aapaxaaard axoopot
xabapiiapy: aHUK BOKea-X0Aucaiap TyFpucuaa CuéCuii-uKTUCOIMH-Maianuid ax00poTiiap; HT
aXxaMHUATIN BOKea Ba XOJMCalIapHU U30XJ1a0 Oepul; ¥3 MaMiIakaTy Ba KaxOHJIark aHUK CUECU-
MKTUCOIUN-MaJJaHU BOKeaJIap Ba )KapaCHJIapHU Ha3apUi KUXATAAH YMyMIAIITHPUIL.
Tanaba MmycTakui1 UIIHU Tal€praniaa MyaiisiH paHHUHT XyCYCUSTIapUHU XHCcOOTra oJiran
XOJ1a KyHuaary makiapaas GoilaTaHuIy TaBCHsl dTUIIAIN:

- TYPJIA XWJI JIyFaTiap, rpaMMaTUK MabJIlyMOTHOMAJIAp €pJaMu/ia JIEKCUK Ba CHHTAKTHK
OUpIIMKIIap YCTHIA YYKYp I 0710 OOpUIIM; THII Ba MaJJaHUAT OOpAaCcUaa TYPIU XU
VXmanuimkiaap Ba TahoByTIapHUA aHUKJIAIIIN;

- KOMIBIOTEpJIALIral JUHradOH BOCUTATApH OMJIaH MIIUIALL,

- OpKHH MaB3yjla MHIIO €KUM 0a€H €3I, TAKIUMOT KUJIUIIL, 1e0aT/aa UIITHPOK ITHIIL,

- YpranuiaéTrad Ba MyaMMOJIM MaB3yJiap/ia JOMUXaBUi — TAAKUKOT UITAPUHH OJIMO GOpHII;
- YpraHwia€rrad T Ba HYTK MaTepHaiura JI0Mp Mallkjiap Ba TeCTIap Ty3HIL,

- ra3era, JKypHaJ MaKoJaJapHHU YKHII Ba yjapJaH Tap>KUMau X0JI, pe3IoMe, aHHOTalus E3U11a
ol nananm,

- Oaauuii anabuéTt YKUII Ba yHU TaKIUMOT KHJIUIII,

- TYpJH XU QYHKIMOHAN ycIyO1aru MaTHIApHU TapyKUMa KUJIHIIL

- (hopMymsIp, aHKETA TY3HIL, TapKUMaK X0J, pPe3toMe, aHHOTaLUs E3UIL;

- E-mail 6¥iin4a ax00poT xyHATHII Ba KaOyJI KUJIHIIL,

- nebaT, MyxoKama, KeIUIIyBiap, yupamysiap, YHuHIap YyTKa3uIL.

Tanaba mycTakui UIIHYU Talépnama GaHHUHT XyCYCUSTIapUHHU XucoOra ojraH Xosja
Kyluaaru makiapaad GonJamaHull TaBCHsl TUIA IH:

Japcnuk Ba YKyB KyJutaHMmainap o6yiinda ¢an 6001apy Ba MaB3yJapyuHU YpraHUIl;

TapkaTma maTepuaiiap Oyitnua Mabpy3ajiap KHCMUHU Y3TalITHPHUILL

Maxcyc agabuérnap 6yinua danmap Oyaumiaapu €Ku MaB3yJapy YCTH 1A UITUIAILL,

WHTepHeT MMKOHUATIApUIAH (OiAaIaHuUII,

MacodaBuii (IMCTaHIIMOH) TAbJIUM UMKOHUSATIApUIaH (DOHIaTaHuIII,

MycTaKu Ul HaTWXKaJlapy I03acual €3Ma Ba OF3aKH ax00poT Oepui;

MycTtakuil Uil y4yH aKpaTWjiaJurad BakT Xa)KMUHU Ba Bazu(aHu KymanTHUpHUII;
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TanaGanmapHUHT MyCTaKHJI FXKOIMH MIIUTAPUHU HA30paT KUJIHII Ba OaxXoJialll.

Kypc nolinxacuHuHT Makcaay TajgabajapHu WHTIIA3 THJIM Ha3apuil (OHETHKACH Ba
¢donosorusicu Oyiinya MycTaKuiI HIUTAI KOOMIHATHHN PUBOXKIIAHTHPUILL, OJIraH Ha3apHid
OWIMMITApUHY KYJUTAIIa aMaIii KYHUKMAaIap XOCHJI KWJTUII, yiiapJaH y3 (haonusaTuaa yHyMITH
¢oiigananuil, Kypc JOHUXaTapuHA WHTIIN3 THINIA E3UI KYHUKMAaCHHH MIaKJTAaHTUPULIIAH
nboparaup.

Kypc nmm maB3ysnapu ¢gan tanadunad kenud 4uKu0 Ty3uiaaau Ba Xxap HUIN SSHTUJIaHUO

Ba Tynaupu6 6opmnanu. Kypc unmiapu MaB3ynapu oJIuHPOK TalépiaHaau Ba Taiadagapra
TaHUIITUPUIIA]TH.

Nnmuii pax6ap xap 6up tanabara maxcuii TONMMUAPUK Oepaan, Kypc HITMHUHT PeXach
TY3WJIaIM Ba TETHIUIA aAa0uETIap TaBcus KUIMHAIN Ba JOMMUM paBHILAa HA30paT KHINO
oopaau.

“CTHWIHCTHKA Ba MATH TaxXJwin” ¢anu 0yiinya TajnadaJapHUHT
MYCTAKWJI ypraHviiMH{ TAIIKWINH HIAKIA

Ne | MycTrakui Tabjiaum baxapum Bakrtu Xaxxmu H3ox;:
Ma3MyHH HIAKJIN coatna | Myemaxu
1 | JIuHTrBOCTHINCTHKA U [Ipe3enTanus mas szz
auTEpaTypoBeaUecKas 1 - xadra 4 monuup
CTWJIMCTHKA. Y POBHM aHAIM3A. uKnapun
2 | Literary Stratum of words "
2 - xadra 4 basicapea
[Ipe3enTanus Haapunu
H2
3 | Tunsl 1eKCUYECKUX 3HAUCHHI [IpezenTanus namuosica
3 - xadTa 4 cu
4 | Euphony and Graphon TIpeseHTanus Ncopui,
4 - xara 2 e
5 | Lexico-phraseological [Tpesenrarus 5 - xadTa 4 AKynuii
EXpPressive means Hazopam
6 | Various cases of play of words, [Tpesenrarus 6 - xadTa 4 nap
types how it is created, what bannapu
. mapxuou
effect it adds to the utterance oa
7 | Syntactical Stylistic Devices YcrHas 7 - xadTa 4 oynaou.)
[IpesenTanus
8 | Transferred use of structural [Tpesenrarus Tascus
meaning 8 - xadra 2 ITHIIAE
9 | Denotational and Connotational [Tpesenrarus TraH
meanings of the word 9 - xadTa 4 MYyCTaK
10 | Peculiar use of colloguial words | TIpesenranus 10 - xadra 2 Ha
11 | Personification. Functions and pedepar 11- xadra 4 nuiap
examples. Allegory. Types of allegory HUHT
12 | Stylistic analysis of the text [Mucemennnrii | 11- xadTa 4 MaB3y.JI
aHaJn3 apu
13 | Hills like white elephants. E. [Mucemennsiii | 12- xadra 6 1.
Hemingway aHaJIn3 Compar
14 | The romance of a busy broker. [Mucemennsiii | 12- xadra 4 ative
O’ Henry aHaJIn3 study of
+ Total: 52 function
al
styles.

2. Language features and functions of special literary words.
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. Language features and functions of colloquial words.
. Comparative study of metaphor/metonymy.

. Lingua-cultural peculiarities of antonomasia/ simile.
. Lingua-cultural peculiarities of periphrasis/ Litotes.

3
4
5. Comparative study of epithet/ oxymoron/ hyperbole.
6
7
8

. Comparative study of Repetition.

9. Lingua-cultural peculiarities of Rhetorical Question.
10. Lingua-cultural peculiarities of Phonetic SD.

11. Stylisic usage of synonyms.
12. Stylisic usage of idioms.
13. Stylisic usage of proverbs.

14. Stylisic usage of word-formation patterns.
15. Stylistic role of foreign words in literary texts.
16. Convergence of stylistic devices in literary texts

17. The language of poetry.

18. Poetic details in the literary text.

19. Role of the title in the literary text.

20. Interpretation of a story.

“CTHINCTHKA Ba MATH TaxJuau” ¢aHu 0yiinya tanadanapHUHT

MYCTAKWJI
VpPraHviuMHu

PedTHHI TU3MMH acocuaa 0axoJan Me30HJIapu

Bann Baxo
25-21,5 86-100
21.3-17.8 71-85
17.7-13.6 56-70

13.2-... 55 GajuigaH mact

TanadajapHUHT OWJIUM Japaacu

“Crunuctuka”  Oyiinva Tanmaba 4ykyp Owimmra sra Oynanu,
srajularaH OWJIMMJIAQpUHU aManjia KyJulaid oiaad, Hazapui
OMJIMMJIAPHUHT MOXMSITUHU TYIIYHAIU, MYCTaKUJI MyIIOXaaa
IOpUTA OJIaJId, aHUK TacaBBYp KWJa OJIQJAW, aHWK Ba JIYHJIA
nbopanap OwiraH MaB3yHH Oa€H Kwia oOJlaau, >KaBoOuzja
MaHTUKHHA KEeTMa-KeTIMKKa amall KHWJIagu, MYCTaKuil Kapop
YHKapaIu Ba. XyJloca Kuja oJaju.

“Crunuctuka” Oyitnua Tanmaba erapiau  Ounmmiiapra sra
Oynaau, OUTMMIIApHY €Tapinyva KyJiail — onaam, Owimmiap
MOXHUSATHHU €Tapinda TYITyHAI, MYCTaKUI bukp
IOpUTHUIITA YPUHAIW, MAaHTHKAH YMyMaH TYFpU kaBoO Oepa
OJIa/IN, MYyCTaKHII XYyJIOCa YMKapa OJIAIH.

“Cruimnctuka”  Oyiinmva Tamaba MabiayM aapaxkaja, JICKUH
erapnu OyiMaran Ounaumra sra O0ymaau, OMJIUMIIApHU amaljia
Kyjlamra KuiHamaau, OWwinMiaap MOXMSTUHU — eTapiu
Japaxana TYIIyHMaad, MycTakuil (UKp  IOpUTHINTA
KuitHanmaau, GUKpIIapHu Faju3 THIIIA, TToMMa- moi 0Oaéu
KWJIaAu, MYCTaKWI XyJloca 4YHKapa OJIMAlad, MabllyM
Japaxasna, JIKMH aH4a HOAHUK TacaBBypra sra Oyiaau.
“Ctwnctuka”  Oyiinua Ttamaba OWIMMH MebEpAAH IacT
oynaau, €ku OunmuMu OYMaian, OUITMMIIApHH JACSIpIn aMalia
Kynnail onmaiau, QukpiaapHu TYFpu O0aH Kuja OJMaiiau,
MyCTaKuI (GUKpIIaid oMaiau, XyJioca KNI KYHUKMAcH UK,
TacaBByp Kujaa oOJIMaiauM €KUM yYMYMaH TacaBBYp KWIIa
OJIMaWIH.

Tanabanuur ¢an 0yiinya OMp cemecTpaaru peMTHHIH KyHHaru4a aHuKJIAHAIH.
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R=(V*0’)/100 Oy epna:

V- cemectpaa (anra axpaTuiran yMyMui YKyB IOKJIamacH (coaTyiapia);

O’— dan 6yitnua y3namrupumn gapaxacu (6aiapaa).

®dan Oyitnya xKopui Ba OpaIMK Ha3opatriapra aXpaTWiIraH yMyMHd OamHWHT 55 ¢ousu capanair
O6amn  xucobmanuO, ymoOy ¢ousznan kam Oamwnl TyIularan Tamabanap SKyHUH Ha3zopaTra
KUPUTUIIMANIH.

Cemecmpoa ¢an oytiuua yxcopuil ea opanuk Hazopamaapza ayxcpamuazan ymymuil 70 éannune
55% (39 o6ann) capanaw 6anu xucoonanudé, ywoy ¢pouszoan kam (0-38) 6ann mynnacan
manabdanap AKYHUIl HA30pamea KUPpUMUIMaiiou.

H3o0x: Cemecmpoa akynuil nazopam yuyn capainawi oanu uyk. Macanan, yxcopuii éa opanux
Hazopamaapoa manadanune mynaazan oanu 54 o0ynca, y akynuit nazopamoa 1 éann onzam
makoupoa xam manaba aunu yrawmupzan xucoonranaou. Kopuii ea opanuk
HazopamaapHunz xap oupuza anioxuoa capanawi 6anu 0eacuiaHMacan.

Kopwuit Ba opanuk Hazopar Typjiapu Oyinda 55 Ba yHAaH IOKOpH OaiHM TYIuiarad Taiada GaHHU
Y3namrupran ae6 xucobianaau Ba ymoOy (an Oyitmua siKyHMH Ha3zopaTra KUPMACIUTH MYMKHH
sTbHH Oy TaslabaHWHT UXTUEPUIA OYIaan.

TanaGanunr cemectp gaBomuaa Qgan Oyinua Tyrutaran ymyMmuid 6anm xap Oup Ha30par TypUAaH
OenruiaHTaH Kouaagapra MyBoGUK TYIiarad Oamiapyu WHFUHIUCUTA TEHT.

* SH xanenmap TeMaTHK pexara MyBOQHK IEKaHAT TOMOHUIAH TY3WITaH PEUTHHI Ha3opar
XKampaulapu acocuya  yTkaswiaad. SIH cemectpHuHr oxuprum 2 xadracu MoOaitHuIa
YTKa3uIaau.

* JXH nazopatinapna capasamn 6amiaaH Kam Ol TyTUIaraH Ba y3piu cababmiapra Kypa Hazoparmiapia
KaTHallla oJiMara Tajadara KaiTa TOMIIMPHII YayH, HaBOAT/Iary 11ty Ha30par Typuraya, CyHITH KOpUH
Ba OPATHK; HA30paTap YUyH eca SKyHUH Hazopatrada Oyiaran Mmyaaat Oepuiaau.

*  Tanabanunr cemectpaa JXKH Oyitnua Tyruiaran 6ayuiapy ymoy Ha3opar Typiapyd yMyMH OaTuHUHT
55 domsuman kam Oyrca EKM ceMecTp SKYHHI YKOPHIA, OpaTFK Ba SIKyHHI Ha30par Typiapy Oyiinda
TYTI1araH Oayutapy HuFrHIMcH 55 6aniaH Kam 0yIica, y akaeMHK Kap3/iop Ae0 X|ucoOIaHaIu.

e Tamaba Ha3opar HaTWwKaIapuaaH HOpo3W Oyiica, (aH OyitMda Hazopar Typu HaTKalapu E€hIOH
KWJIMHTaH BaKT/IaH Oorwiad Oup KyH MoOaiiHuaa (paKyaTeT AeKaHura apusa OuiiaH MyposkaaT 3THIIN
MyMKuH. ByHmai xonna ¢akyaTeT IeKaHMHUHT TaKIMMHOMACHTa Kypa peKTop Oyhpyru OwiaH 3
(y4) ap30o1aH KaMm OymMaraH TapKkuO/1a anesuisicust KOMUCCHSICH TALKUIT 3TN,

*  Anewnsnms KOMHCCHSACH TalabaJlapHUHT apu3ajiapuHd KYpuO 4YMKHO, Iy KYHHHHT Y3uja
XYJIOCAaCUHU OUIIIUpPaIH.

e baxomammuHr YpHaTHITAaH Tamaliap acocuaa OeNrMiaHraH My/yiariapia VTKa3WIMIIM Xamjia
pacMuiaITUprii  (pakyITeT JeKaHd, kadempa mMymaypu, YKyB-yciayOmii Oomikapma Xamaa
WYKU Ha30paT Ba MOHUTOPUHT OYJIMMU TOMOHHUAAH HA30paT KUIUHA/IH.

DoiinanaHUIaUIaH aCOCUN JapCiIMK Ba YKYB KyJUIaHMaJlap pynuxaTu

TAJIABAJIAP )KOPUI1 HABOPATIAH TYIUIANUIUT AH BAJUIAPHUHI HAMYHABUI

ME3OHJIAPU
No JKH 6ammapu
Ha3zopar «kxypcarkuunapu Ma | XK | My | K | My
K H ¢c |H- |c
6anm| 1 | Tap |2 Tab
bl bl bl
1. | dapcra KaTHaITaHJIMK Ba aMajiuii MaIlFyIoTiaapaara 12 | 3 3 |3 3
daommuru. AManuii MamFyiaoT AadTapuHUHT IOPUTHIIALITT
Ba XOJIaTH.

23



2. | MycTakui TabJIMM TONIIUPUKIAPHHUHT V3 BaKTHIA Ba 12 | 3 3 3 3
cudatian OaxapHIl, Y3IalITHPUII JTapaXKacH.

3. | Or3aku caBoa->kaBo0jap, KOJJIOKBUYM Ba OOIIIKa Ha30paT 16 | 4 4 4 4
TypJIapy HaTIKaJapu OynHuya.

4. | XKamu: XXKH Gamrapu 40 | 10 | 10 | 10 | 10

OPAJIUK HA3OPATIAH TYIUIAUJNUI AH BAJUIAPHUHI HAMYHABUI

ME3OHJIAPU

No

OH oOamn

Hazopart kypcarkuunapu

Makc
Ooat

10
08
6

85
71

70
56

55

Tanaba yykyp Ownmmra sra Oynmaau, srajijiaraH OWIMMIIApUHH E3Ma
0aéH KujIa onaad, Hazapuil OMIMMIIAPHUHT MOXMSATHHHU TYIIYHAIH,
MYCTaKHJI MYIIOXaJa IOPUTA OJIa[(1, aHUK TAaCABBYp KWJa OJIaJH, aHHUK
Ba JyHAa mOopamap OwiaH MaB3yHH wudoja dTa ojaad, >kaBoOHIa
MaHTHKHIA KETMA-KCTIUKKA aMayl KWIAJW, MyCTaKWI Kapop 4YUKapaau
Ba XyJloca KWJia OJaJiu.

10

9

7-6

55

Tanaba erapmu Ounumiapra sra Oynamy, OWIMMIIApHH eTapiiya
KyJulail onaay, OWIMMIap MOXMSTHHM €Tapinda TYIIYHAJM, MYyCTaKHi
GUKp OpUTHINTa YpUHaIW, MaHTHKaH YMyMaH TYIpH >kaBoO Oepa
0J1aJI1, MYCTaKHJI XyJloca YuKapHO €3a onaau.

10

55

Tamnaba MabiyMm mapaxana, JIGKHH eTapiu OyiamaraH Owimmra sra
Oynmanu, OwiMMIapHH aManjga KyJUlalmra KaWHANagw, Owimmiiap
MOXHMATHHH €TapiH Japaxazna TyOIyHMainm, MycTakun (ukp
IOPUTHINTA KAWHAIATH, (UKPIAPHA Talu3 THIAQ, ToWMa-moi GaéH
KWJIagu, MYCTaKWJI XyJioca YHKapa OJMaiaHM, MabiIyM Aapaxana,
JICKWH aH49a HOAHUK TacaBBypra sra Oymazm.

10

7-6

55

Tanmaba OwnmmMu MebEépaaH macT Oynamu, €ku OwimMu OyiMaiy,
OMITMMITApHU JESPIIU amalia KyJiai oaMaian, GukpiaapHu Tyrpu 6aéH
KWjga OJMauau, MycTakwil (UKpIaid oNMaiam, Xyjnoca KHIUII
KYHHKMacU HYK, TacaBBYp KuJjla oJMaiiin €K yMyMaH TacaBBYyp Kuia
OJIMaMIH.

30

30-
26

25-
22

21-
17

16-1

TAJIABAJIAP IKYHUIT HA3BOPATIAH TYIUIAMJIUT AH BAJIJTAPHUHT

HAMYHABHWU ME30OHJIAPU
Ne Ha3opar «kxypcartkuumapu SH Gann
Makc |10 |85 |70 |55
Gamg |08 |71 |56 |1
6
1. Tanaba yykyp Ownumra sra Oymajau, SrajularaH OWJIUMIIAPUHHU OF3aKd 10 9 8 7-6 | 5.5
0aéH Kunma oJagy, Hazapuil OWIMMIAPHUHT MOXHSTHHH TYLIYHa[H,
MYCTaKWJI MYLIOXa/ia IOpPUTA OJIa[(1, aHUK TACABBYpP KHJIA OJIa/Iv, aHHK Ba
nyHna wubopamap OwmnaH MaB3yHM — wdoja dTa OJaad, >XaBoOHma
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MAHTHUKHAN KETMa-KETIUKKA aMall KUIaJH, MyCTaKWI Kapop YUKapaad Ba
XyJI0ca KHJIa OJIaJIf.

Tamaba erapnu OmnmMiapra sra Oyianu, OWIMMIIAPHH eTapinda KyJutai
onany, OWIMMIIap MOXMSTHHH eTapiuya TyUIyHaad, MYCTakuil (QUKp
IOPHUTHIITA YPUHAIW, MaHTUKaH yMyMaH TYIpu »aBoO Oepa omaiw,
MYCTaKWJI XyJIoca YMKapr0 oF3aku 0a€H dTa oJIajm.

10

5.5

Tamaba MablyM Japakaaa, JEKUH eTapiy OyiIMaran OummMra dra O0yimam,
OWIMMIApHU aMaijga Kyjuialra KuidHajgaad, OWIMMIIAp MOXHSTHHU
eTapiy Japaxkajia TyUIyHMaiau, MyCTakwt QUKD IOPUTHILTA KUHHATA M,
(buKprapHu ranu3 TWINA, MoWMa-moi 0aéH KuWiaau, MyCcTakuwil XyJoca
YUKapa OJIMain, MabIyM Aapaxaia, JICKHH aH4Ya HOAHWK TacaBBypra
ara Oymaj.

10

5.5

Tanaba Owiumu MebEpmaH nacT Oynamu, €ku OwiumMu OyIManu,
OMIMMIIApHU JeIpiM amaija KyJulad onMaian, GukpiapHu Tyrpu 0agéH
KWia OJMaiau, MycTakwn Qukpnaid oiMmaiam, Xyjioca KHWIHII
KYHMKMacu MYK, TacaBBYp KuUJa OiIMailnu €ku yMyMaH TacaBBYp Kuia
OJIMaiIu.

30

30-
26

25-
22

21- | 16-
17 | 1

HA3OPAT TYPJIAPU BYHMUUA BAXOJIAIIHUHI TEXHOJIOT MK XA IBAJIU

Hazopart Ttypnapu

Asxpatunran | 100-86% 85- 71%

Makc Oajut

70-

56%

55 -1%

’Kopwuii Hazopar -

20 Gann 20-18 Oamn

1

17-15 OGamn

14-11 Gann

10-1 Oamn

2’Kopwuii Hazopar -

20 Gann 20-18 Oamn

2

17-15 OGamn

14-11 Gann

10-1 Oamn

Opanuk Hazopar

30 Oamn 30-26 Oamn 25-22 OGann

21-17
Oaut

16-1 Oamn

SlkyHuit Hazopat

30 Oamn 30-26 Oamn 25-22 OGann

21-17
Oaut

16-1 Oamn

Doii1aIaHUIAIUIAH ACOCHH JaPCIMK BAa YKYB KY/LIAHMAJIap pyHXaTH
Acocuii 1apcimMKIap Ba YKYB KyJLUIaHMAaJap

1. Uneum b. A. Uctopust anrnuiickoro si3eika. M. BII, 1975
2. laneniepun U.P. CtunmcTrka COBPEMEHHOTO aHTIIUICKOTO si3bika. M.: Beicmas mkomna, 2004.

3. Komissarov V.N. Koralova A.L. A Manual of translation from English into Russian M., Higher
school, 1990.

Kymumua agaduéraap

Sus~wd P

Asnayposa D.C., Amyposa JI.Y. Interpretation of literary text. T.: Yxurysuun, 1990.
Koposbkosa B.A. Learn to read papers.-M.: Beicmast mkosna, 1989.
[extman H.A. [Ipaktukym mo ¢pazeonoruu coBpeMeHHOTO si3biKa. - JI., [IpocBemenue, 1971.
Mycaes K. English stylistics. T.: Angonar, 2003.
BoGoxonosa T.A. Murnu3 tiu crunuctukacy. T.: Ykurysun, 1995.
Kyxapenko B.A. “A book of practice in stylistics”. Moscow, 1986.

CrunucTrka Ba MaTH TaxJIuin ¢anu 6yunda tanadanap OMIMMUHE 0aXOJAIIHUHT TEXHOJIOTHK

XapHUTaCH
V cemectp
YkyB
Aactypu Capanam | Makcuman . Hasopar
Ne | 0Oyiinua Coarnap Baxomnam typu GaL GaL YTKa3uiIaJAural

MaB3yJap BaKT

éxu 606

P EEIREE Typu | Ulawm
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KB 1 )
(4 xadra) Or3aku 11 20 2016 it Ampen

1] 144 |8 |10]12]30 Kb 2 Orsaxn 11 20 2016 i Maii
(7 xadra)

onl ] )
2 5-7 6 8 | 12 | 26 (5-xadra) E3ma 17 30 2016 #1 - Anpen
Kavn | 14 | 18 | 24 | 56 s1b fava 17 30 2016 i Mait

(8-xadra)

OBIIME ITOJIO)KEHUA KYPCA

B 3apaum xypca BXOIUT pacCMOTpPEHHE MpeAMeTa CTHIMCTHUKUA KaK HayKd, 03HAKOMIICHHE
CTYICHTOB C COLIMOJIMHIBUCTUYECKUMH U TMPArMaTUUYE€CKUMM aCIEKTaMH CTUJIMCTHUKH, a TaKkKe C
knaccupukanueid (QyHKIIMOHATBHBIX CTUJICH W BUAAMH CTHJIMCTUYCCKUX 3HaueHWil. OcCBOcHHE
JTAaHHOHM y4eOHOHN NUCHIMIUIMHBI MpenoiaracT (GopMUpOBaHUE Yy CTYACHTOB IMOHSATHS S3BIKOBOU M
CTHJIMCTUYECKON HOPMBI U PA3BUTHE CTUIMCTUYECKON KOMIETEHIMU CTYJEHTOB B NPABUIHLHOM
BBIOOpE CJIOBa, WCIOJB30BAaHUU HEUTPAIbHOW, CTHUJIIMCTHYECKH MApPKUPOBAHHOW JICKCUKH |
YCTOMYMBBIX CIIOBOCOYETAHUM, a TAK)KE HABBIKOB CMBICJIOBOM M CTHJIMCTHYECKOW MHTEPIIPETALIMU
XyJI0)KECTBEHHOT'O TEKCTA.

entpansHoe MecTo B ydyeOHOW auciuiuimHe «CTUIMCTHKA W WHTEPHpPETAMs TEKCTa»
3aHUMAET WU3yUYEHUE BBIPA3UTEIbHBIX CPEACTB U CTHJIMCTUYECKHX BO3MOXKHOCTEW COBPEMEHHOTO
AQHTJIMACKOTO SI3bIKa HA BCEX S3BIKOBBIX YPOBHAX: MOP(OJOTHUECKOM, CHHTAKCHYECKOM,
CII0BOOOpa30BaTEIbHOM,  JISKCHUECKOM,  (ppaseonormueckoM, (oHorpapuueckom. YueOHas
muciuruHa  «CTUIMCTUKA» TPENANosaraeT aHalu3 OCOOCHHOCTEH CTPYKTYphl, CEMaHTHKH U
(YHKITMOHUPOBAHUS BBIPA3UTENBHBIX CPEACTB M CTWIMCTUYECKUX MpHEeMOB. PaccMarpuBaroTcs
BO3MOXHOCTH HCIIOJIb30BAaHUSI KaXJOTO CPEACTBA B PA3IMYHBIX CTWIAX W THUIAX pPEUYH U
JOCTUTAaeMBbIi IPH 3TOM CTUIIMCTUYECKUN AP PEKT.

bonpmiyto posib B mpemsiaraeMod ISl M3YYEHHUS JHCIUIUIMHE WMIPAET PacCMOTPEHHUE
O0COOCHHOCTEH (PYHKIIMOHATHHBIX CTHUJICH, THUIIOB M3JIOKEHHUS M KOMIIO3UIIMOHHO-PEUEBBIX (HOpM,
HeoOXxoauMoe B Tporiecce (GOPMHPOBAHUS M PA3BUTHS HABBIKOB CMBICIOBOW M CTHUIMCTHYECKOM
WHTEpIPETAIMU TEKCTOB Pa3HbIX CTUJIEH.

N3yuaembie B yueOHOW  gucnumimHe  «CTWIMCTHKa»  MPOOJIeMbl W SIBJICHUS
paccMaTpuBalOTCA B IIUPOKOM KOHTEKCTE COBPEMEHHOW HAYYHOW MpPOOJIEMATHKU — MparMaTHKH,
MHKPO- U MaKpO-CTHUJIIMCTUKHU, CTHJIIMCTUKH AEKOJWPOBAHUS, TEOPUU MO3HAHMS C MPUBJICYECHUEM
HOBEHIIINX HAYYHBIX TOCTHKEHUHN U pa3pabOoTOK OTEUECTBEHHBIX U 3apYOCIKHBIX UCCIIEIOBATEINCH.

B pamkax nmaHHOW Yy4eOHOW IUCIUIUIMHBI TPEAYCMaTpPUBACTCS IPOBEACHHUE JICKIIHM,
CEMUHApPOB W KOHCYJbTalMW. 3ajaueldl JIEKIIMOHHOTO Kypca SIBJISETCS CHCTEMHOE H3JI0KEHUE
OCHOBHBIX TIOJIO)KCHHUHN CTUIIMCTUKH, YIIyOjaeHrne U 0000IIeHne 3HaHUH, MTOTYYEHHBIX CTY/IeHTaMU
Ha 3aHIATHUSX [0 MPAKTHYECKOMY KYpPCY aHTIHICKOTO S3bIKa, OOIIETro S3bIKO3HAHUS, JIEKCUKOIOTHH,
(hoHETHKH, TPaMMaTHKH.

Lenb ceMuHapCKUX 3aHATUN — 3aKPENHUTh MOJTYYECHHBbIE TEOPETUUYECKHE 3HAHUS U Pa3BUTH
HaBBIKUA CTHJIMCTUYECKOTO aHaJIM3a U CMBICIIOBOM MHTEPIPETALIMU TEKCTa HA TPAKTUKE.

Jlnsi pa3BUTUS HABBIKOB CaMOCTOSTENbHOM pPaOOThl M aKTHBU3ALMU TBOPYECKOTO IOTEHIIMANA
CTyIGHTOB WM IPEMJIaraloTcd KOHTPOJIbHBIE  33aJaHHs  TBOPYECKOTO  XapakTepa Ui
CaMOCTOSITEJILHOTO aHAJIN3a.

[To oxoHUaHUU H3y4YEHHS] CTHWJIMCTUKH CTYICHTHI, MPOSIBUBIIME HHTEpeC K MpoliemMam
JaHHOM HayyHOW IMCUUIUIMHBL, MOTYT MPOJOJDKHTH pa3pabOTKy BOIPOCOB CTHWJIMCTHKU Ha
3aHATUSAX CIIELKYypCa M0 CTWINCTUKE U MHTEPIPETALMU TEKCTA, @ TAKKE B KYPCOBBIX U BBIITYCKHBIX
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KBaJTM(HUKAIIMOHHBIX paboTax.

HeJILIO y‘IC6HOI>i JUCHUITIINHBI «CTunmuctuka» SBISETCS O3HAKOMIJICHHE CTYACHTOB C

NPUHIUIIAMUA BBIOOpa SI3BIKOBBIX CPEACTB M UX (PYHKIIMOHAIBHBIX BO3MOXKHOCTEH JJIS Mepenadu
MBICJIM U SMOLIMH B PA3HBIX CUTYalUAX OOLEHMS.

1)
2)
3)
4)
5)

6)

3amayu Kypca BKJIIOYAIOT:

W3YYCHHE COOTHOIICHUS PEIMETHO-JIOTMUECKOT0 acTeKTa cooOIIeH s ¢ QYHKIUIMU S3bIKA U
OTHOIIIEHUEM TOBOPSIILIErO K MPEeIMETY BHICKAa3bIBAHUS U CUTYAIlUU OOIICHNUS;
paccMoTpeHue Kiaccupukanuu (yHKIIMOHATBHBIX CTHIICH M WX XapaKTEPHBIX S3BIKOBBIX
0COOCHHOCTEH;

(dbopMUpOBaHHE TTOHITHIA S3BIKOBOM M CTUITHCTUYECKON HOPMBI;

pa3BUTHE CTHIIMCTUYECKOW KOMIIETEHIINH CTYIEHTOB B PAaBUILHOM BBIOOpPE CIIOBA;
M3YYCHHE CTHIMCTUYECKUX BO3ZMOXKHOCTEH MOP(OIOTHH, CHHTAKCHCA, CIIOBOOOPA30BAHHSI,
(dpazeosnoruu;

(dhopMUpOBaHHE U PA3BUTHE HABBIKOB CTHIIMCTUIECKON U

CMBICJIOBOM MHTEPIPETALUN TEKCTOB Pa3HbIX (PYHKIMOHAIBHBIX  CTHIIEH;

7) Pa3BUTHUC HABBIKOB BAYMYUBOTO YTCHUA U YMCHUSA I'PAMOTHO U

8)

BBIPA3UTEIBLHO TOBOPUTH U MHCATh HA aHIVIMKACKOM SI3BIKE;

pa3BUTHE ICTETUYECKOT0 BKYCa CTYACHTOB Ha IIpUMepe

U3Yy4YEHUs OTPBIBKOB JIYYIIHUX KJIACCUYECKUX U COBPEMEHHBIX

MIPOU3BEICHUHN XYI0’KECTBEHHOM MPO3bI, TO33UH, IPAMBIL, TYOJIUIIUCTUKU U IPYTUX CTUJICH.

MeToanyeckue peKOMeHAANMHA I PenogaBares

Kypc nexkumii no yue6HOU aucuurumHe «CTUIMCTUKA» MOCTPOEH Ha 0asze KIIaCCHYEeCKHX
Y4eOHMKOB CTHJIMCTHKHM aHTJIMHCKOTO sA3bIKa i BeIciied mikonsl W.B. Apnonba, W.P.
Iansnepuna, B.A. Kyxapenko, MycaeBoii, babaxaHoBa M Jpyrux OTE€YECTBEHHBIX U
3apyOeKHBIX JIMHIBUCTOB U HMMEET NPAaKTUKO-OPUEHTHPOBAHHBIA MOAXOJ, T.K. IPU3BAaH
IIOMOYb CTYACHTAM OBJIAJ€Th HABBIKAMM CTHJIMCTUYECKOIO aHaau3a U CMBICIOBON
UHTEepOpeTanuu TekcTa. Jleknmuu mpoBousATcss B ¢GopMe  JICKIUI-CEeMHHapOB C
UCIOJIb30BaHUEM TecTOB. Ha KaKIOM 3aHATUM CTYOEHTBHI IOIY4aroT 3aJaHue Ui
CaMOCTOSITENIbHOM PAa0OThl HAaJ TEOPETHUECKUMHM MCTOYHUKAMH WM [PaKTHYECKUE
3aJJaHMsl, KOTOPbIE 3aTe€M NPOBEPSIIOTCS MIPENOiaBaTeNeM U 00CYKIal0TCs B Ay AUTOPHUH.

CamocrosiTeibHast pad0Ta CTYICHTOB

B pamkax paHHON y4eOHOW IUCIMILIMHBI IPEAOIAraeTcs caMoOCTOsTEIbHAs IOJrOTOBKA
CTY/IEHTOB HE TOJIBKO K CEMUHapaM, HO U K JeKIMAM. JIeKIMu MOTyT poXoauTh B (hopme
JEKIUI-CEMMHApOB M BKJIIOYATh HEOOJIbIIME TEKyIIHME WIM MPOMEXYTOUHBIE TECTHI,
IIPOBEPSIOIIUE YPOBEHb OCBOEHHUS COJEP)KAaHUSA Kypca M JAlONIMe IPEroJaBaTello
BO3MOYKHOCTh IPOKOHTPOJIMPOBATH MOHMMAHUE OTHEIBHBIX TEM MU pPa3/eioB y4eOHOU
TUCLUUIUIMHBL, a TpU HEOOXOIUMOCTH BEpPHYTbCS K TOW HIM HMHOM mpodbneme. Ilo
OKOHYAaHUU Kypca OOy4YeHMs CTYACHTHI MUIIYT HTOTOBBIM TECT, pe3yJbTaT KOTOPOTo
YYUTBIBACTCS IIPU BBICTABIICHUM UTOINOBOM OLIEHKH I10 IIPEAMETY.

1. Pexomenayemas iuTeparypa

OcHoBHAA:
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1. Apuonba, U.B. Ctunucruka.CoBpeMeHHbIH aHTIMiickuii si3bik [ Tekcr]/ 1.B.
ApHonba: YueOHuk 115 By30B. — M.: dnunta: Hayka, 2002.

2. Tanenepun, U.P. Ctunucruka anrauiickoro sseika [Texcer]/ U.P.Iansnepus - M.: Beiciias
mKkoJja, 1986.

3. Kyxapenko, B.A. [Ipaktukym o crunuctuke anrauiickoro sizbika [Texct]/ B.A. Kyxapenko -
M.: Beicmas mxona, 1986.

JlomosHuTENABHAS:

1. Bbpanaec, MLII. Crrumuctuueckuit ananmu3 [Texcr]/ ML.I1. bpannaec - M.: Beicias mkosna, 1971.

2. To66ener, .B. OcHOBBI (UIOIOrHYECKON MHTEPIIPETAIUH JUTEPATYPHO-XYI0KECTBEHHOTO
tekcta [Tekcr]/ U.B. I'to66ener - M.: Uzn-so MI'Y, 1991.

3. Usanosa, T.I1., Bpannec, M.II. Ctunuctuyeckas untepnperamus texcra [Texcr]/ T.I1.
NBanosa, M.II. bpangec - M.: Beiciias mkona, 1991.

4. Mopoxosckwuii, A.H. Ctunuctrka anrmuiickoro sizeika [Tekcr]/ A.H.Mopoxogsckuii - Kues,

1991.

Onunros, B.B. Ctunuctuka tekcra [Tekcr]/ B.B. Oqunios - M.: Hayka, 1980.

6. IleneBuna, H.®. Ctunuctuueckuii anaaus xyaoxecrsennoro tekcra [Tekcr]/ H.®. ITeneBuna:
yueb. nocobue. — JI.: IIpocemenue, 1980.

7. Pasunkuna, H.M. ®ynkunoHaabHas CTHIMCTHKA aHTIHICKOTO si3bika [Tekcr]/ H.M. Pa3unkuna
- M.: Bricmras mkoira, 1989.

8. Comranuk, I'.51. Ctunuctuka tekcra [Tekct]/ I'.S1.Conranuk - M.: Hayka, 1997.

o

Marepuanel, yCTaHaBIMBAIOIINE COACPKAHUE U MOPSIAOK MMPOBEACHUS
MMPOMEKYTOUYHOU U UTOTOBOM aTTeCTalun

TpeGoBaHusi K YPOBHIO OCBOCHHS NPOTrPAMMBbI

[To oxoH4YaHUU Kypca O0y4eHUs CTYJIEHTHI JOKHBIL:

® yMeTb COOTHOCUTBH MPEAMETHO-IOTUYECKOE COJepaHhe BBICKA3bIBaHUS C (QYHKIUIMU
S3pIKa U OTHOUIEHHEM TOBOPSIIErO K CUTyallu OOIEHUS U MPEAMETY BbICKa3bIBaHUS;

® VyMETh aHaJIM3UPOBAaTh BO3MOXKHOCTH MOP(OIOTHYECKHX KATErOpuid, CHHTAKCHCA,
CIIOBOOOpa30BaHMUs, a TaK)Ke BBIPA3UTEIbHBIC CpPEICTBAa s3bIKa Ha (oHOTpadUuecKOM
YpOBHE;

® 3HaThb KpUTEpUHU KiIaccU(UKAIMM, XapaKTEpHbIe OCOOCHHOCTH W LETU (DYHKIMOHAIbHBIX
CTHJIEH;

¢ [IOHUMATh KAaKUC HMCHHO SA3BIKOBBIC CpPCIACTBA IMOMOTIalOT pPCaIU30BaATh BbBIPA3UTCIIBHLIC
BO3MOYXHOCTH SI3bIKa B TEKCTE U KAKUM 00pa3oM;

® 3HATh NPUHIMIBI CTHJIMCTUYECKON CTpaTU(UKALUK aHTIUICKOTO CIoBaps;

® yMeTbh BBIOPATh HYKHOE CJIOBO B 3aBUCUMOCTH OT CUTYaI[UU OOIICHNUS;

® yMETh aHAJM3UPOBATH TEKCThI PA3HBIX KAHPOB.
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10.
11.
12.
13.
14.

=

ooooooooooow[\)

e o o .h

IIpumepHble TeMbI KyYPCOBBIX U BBIITYCKHBIX KBAJTH(PHUKAINOHHBIX
paodor

Mertadopa B pomane [[x. ['oncyopcu «CoOCTBEHHHUKY.

Metonnmus B pacckazax O.['enpu.

Tunel 1 pyHKIIMN TOBTOPOB B Tipom3BeneHusx [x.Conmunmkepa.

ONUTET KaK CPEeJICTBO MOPTPETHBIX XapaKTEPUCTUK B paccka3zax C.Mosma.

Oco0EHHOCTH COBPEMEHHOTO MYyOIUIIUCTUYECKOTO CTHJIS.

CooTHo1IEHNE TUIIOB U3JI0KEHUA B poMaHe J. XeMHUHry3s «Duectay.

Tponeunyeckue cpeactra B ckazkax O.Yainaa.

CrunucTuueckre CpeacTBa XapakTEpUCTUKU IepcoHaxel B pomane Y. JlukkeHca «Onusep
TBucT».

CrunucTuyeckoe UCIoNIb30BaHKUE AIIEMEHTOB pa3rOBOPHOro cTUis B pomaHe «Haxa npomacteio
BO PXKH.

Oco0eHHOCTH S3bIKa COBPEMEHHBIX aHTITMHCKUX (AMEPUKAHCKUX ) Ta3eT.

OcobenHocTH cTUIIs Acce Ha mpumMepe npousBenenuii b.111oy.

Vcnonb30BaHue 3J1eMEHTOB HAYYHOTO CTWIIS B Tpou3BeaeHusix P.bpenbepu.
doHorpaduyecKkue CTUIMCTHISCKHE CpeIcTBa B cka3zkax P.Kumnmnra.

O06pa3 pacckazunka B mpou3BeaeHnu M. Tsena «lIpukmouenus ['exinbpoeppu OuHHAY.

IIpuMepHBIi NepeYeHb BONPOCOB K IK3aMEeHY
(5 cemecTtp)

HPCILMCT N OCHOBHBIC HalIpaBJICHUA UCCIICAOBAHUA CTUIIUCTUKU. I_ICJ'II/I CTHJIMCTHYCCKOT'O
aHajm3a.
BI)IpaSI/ITCJ'IBHBIe CpeAcCTBa A3bIKA U CTUJIMCTUYCCKUEC ITPUCMBI.

. JIekcuueckue BBIPA3UTCIILHBIC CPCACTBA U CTUIIMCTUUICCKHUC IIPUCMBI:

Meradopa

Metonumust

KanamOGyp

HNponus

onuTeT

I'unepOona

OxcroMOpOoH

AHTOHOMA3US

OO6pa3Hoe cpaBHEHHUE

[Tepudpas. DBhemusm

CrunucTuyeckre UCIOIb30BaHUE YCTOWYUBBIX BBIPAXKEHH: KIIHIIE, TOCIOBUIIbI, TOTOBOPKH,
LUTAThI, AJTIO3UU, UAUOMBI.

CHHTaKCHYECKHE BBIPA3UTEIbHBIC CPECTBA M CTUIIMCTUYECKUE TIPUEMBI:
AHTHTE3a

Hapacranue

JInrora

[ToBTOp

29



@DaHHU YKUTUIMINNAA KYJJIAHAIUTAH BOCUTAJIAP, YCYJJIap Ba TEXHOJIOTHSJIAP

TanaGa yuyH TapkuMa Ha3zapusacu Ba aMaiuéTu (aHWra MyJDKJIaHTaH JIacTyp, HINYH peka,
Mabpy3aJlap MaTHH, TapKaTMa Marepuaiuiap, AyHE xapurtacH, bytok bpuranus xapuracu, AKILI
XapuUTacu, TEXHUK BOCUTAIAp (KOMIBIOTED, IEKTPOH AAPCIMKIAp, ayJuo Ba BUAEO €3yBiap) AaH

ol nananmi.

“CTHIMCTHKA Ba MaTH TaxJui ¢anu Oyinua
Tagadanapauar MYCTAKWJI ypranMuyHu pedTHHT TH3UMHU

Bann Baxo
25-21,5

21.3-17.8 71-85

17.7-13.6 56-70

13.2-... 55 Gayuiga” mmact

acocuaa 6axoJiall Me30HJIaApH

TanabanapHuHTr OMJIUM JapaKkacu

86-100 “Cruimctuka” Oyiimda Tayiaba
yyKyp Ownmmra osra Oymamm, arajularaH
OWIMMITapUHU amasaa Jjmal  onaaM, — Hazapuu

OMITMMITAPHUHT MOXUSTUHU
TYIIYHaAd, MyCTaKWJI MYIIOXaJa IOpUTa
OJIaJI¥, aHUK
TacaBBYp KuJja OJIajid, aHUK Ba JyHJa nbopanap

Ounan MaB3yHU
0aéH Ku1a oJlagy, )KaBoOUJa MaHTUKHIM KeTMa-
KETJIMKKa amat

KHWJIaJ1, MyCTaKWJI Kapop YMKapa Iy Ba.
XyJoca Kujia OJajy.

“Cruinctuka” 6yiinua tanabda etapiu
Ounmumiapra sra 0yinaau, OMIMMIIApHU eTapiindya  KyJuai
oJlaau, OMIMMIIap MOXUATHUHU €Tapinya TyIIyHaIu,
MYCTaKHI (PUKp IOPUTHILTA YPUHAIN, MAHTUKAH YMyMaH
TYFpU ’kaBoO Oepa onaan, MyCTaKHII XyJI0ca YuKapa OJIaid.
“Crunnctuka” O6yiinya Tagada MabIyM Japaxana,
JIEKUH eTapiii OynMmaraH Ounumra sra Oyiaaw, OWInMIIapHU
amanja KyJuiamra KuidHaunaau, OMIMMiIap MOXHUSTHHH €Tapiu
napaxaaa —TyIIyHMalaud, MycTakuil (UKp  IOpUTHINTra
KUifHamaau, GUKPIApHU FaIHU3 TUJIAA, ToMMa- nou
0a€H KuJ1aay, MyCTaKWI XyJioca YuKapa  OJIMailiu, Mabiym
Jmapaxkasia, JICKUH aHda HOAaHUK TacaBBypra 3ra Oyimaau.
“Cruymnctuka” Oyiinua Tanaba oMMy MebEpaH
nact Oynmaau, €ku Ommumu OynMaiiau, OWIMMIApHH AESpiid
amaJsia Kyiai onMaiau, GukpiapHu TYFpu 0aéH Kuma
ONIMaiiIu, MycTakui (pUKpIaid oIMaiiu, Xynoca KUJINII
KYHUKMAacHu WVK, TacCaBBYp KHjia OJIMAlan €KU yMyMaH
TacaBBYyp KWJIa OJIMANIH.
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IIJIAH 3AHATHU

TEXHOJIOT' sl IPENIOJABAHUS JIEKIITMOHHBIX 3AHSATHIA

TEMA Nel

Introduction. General Notes on Style and Stylistics.

Moaeab TexHOA0IMs1 OOy YeHsT

Bpewmst 3ansiTias — 2 4.

Koan4aectBo cryaenTos ot 30 40 80

Twn 3aasaTus

BsoaHO-mHQpOpMannoHHOe 3aHsATIe

IIaan aexium

1. General notes on style and stylistics.

2. Expressive means and stylistic devices.

3. General notes on functional styles of language.
4. The English literary language.

5. Varieties of language.

Lleav yuebnozo sanamus: AaTh OOIee MHOHATHME 00 yyeOHOM Kypce. O3HaKOMeHUe

CTYA€HTOB C TeOpeTMYEeCKMM 3aHJATVAMUI II0 CTUMANCTIIKE, B 9aCTHOCTH, AaThb O6H_U/I€

IIOHATISI O THUIIAX pedn; 00 CTUAMCTUYECKUX InpmueMax "M BbIPa3UTEAbBHBIX CpeAaCTBax

SI3bIKa, O (l)yHI(LH/IOHa/lebIX CTNAMX sI3bIKa.

[ledazozuuecxue 3adavu:
e Ilea U 3ajauM y4yeOHOIO Kypca,
JaTh MOHITIE Ha OCHOBE AOTMYECKOIO
OIMCaHNsI 10 IPOBOAVMOIL TeMe

e oOmasn XapaKTepyCTHKa
BBIPA3UTEABHBIX CpPeACTB s3BIKA U
CTUAUCTUYECKUX IIPUEeMOB

e oOmas XapakTepucTIKa

(PYHKIIMOHAABHBIX CTUAEN SI3bIKA
® OINCaHMEe TUIIOB Peunt

e JeKCUYecKyre U CHUHTaKCU4YecKue
0CODEHHOCTM YCTHOTO (Pa3roBOPHOIO)
THUIIA peunt

e JeKCUYecKre U CHUHTaKCU4YecKue
0COOEHHOCTY IIOCMEHHOTO TUIIA pedn
daxTs

ANTEPaTYyPHOTO sI3bIKa

e oOOmue pasBUTUL

Pesyrvmamotr yuebrou desmervHocmu:

® packpplBaeT IeAu U 3ajauu y4eOHOTO

Kypca,

A0TNYECKOTI'O OIIMCaHVA 110 HpOBO,ZI,I/IMOIZ TeMe

JaeT oOIlee IIOHATHME Ha OCHOBE
e Jaer 001I1YIO
CPeACTB
CTUAVCTUIECKIX IIPVIEMOB

XapaKTepUCTUKY
BBIPa3UTeAbHBIX S3bIKa u
® OODsCHsAET U gaeT OOIIYIO XapaKTepUCTUKY
(PYHKIIMOHAABHBIX CTUACI S3bIKa

e OODsCHs]eT U OINChIBaeT OCHOBHbIE TUIIBI
peun uX JeKcUdeckyre ¥ CHHTaKCUJIecKiue
0COOEHHOCTH

® 0COOEHHOCTM YCTHO peun

® 0COOEHHOCTU IVICbMEHHOI peun

® IIOsICHSeT BUADBI yAapeHuii, uXx
ynoTpeb.AeHus 1 3HaYMMOCTH B peun

® KOMMEHTHpYeT XapaKTepHble 0COOeHHOCTHU

PasBUTHA ANTEPaTyPHOTIO SI3bIKa

Memoduvl 00yuenus

Harasianas aexkums, obcyxaeHne

Dopmvl 00yueHuUs

I'pyninosas

Cpedcmea 00yuenus

IIpoexTop, yueOHOe 1TocoOMe

Yeaosus obyuenus

Ayautopus 4451 AeKIVIOHHBIX 3aHATUIN

Monumopunz u ouerxa

YCTHBIN OIIPOC: BOIPOC-OTBET
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1.2. Texnoaorndeckas kapTa 1o reMe «General Notes on Style and Stylistics»

DTansl Coaep>xaHne AeATeAbHOCTU
paOoTHI 1 IIperroaasarean Cryaent
BpeMs
Jran 1. IloaroToBka cogep>kaHus yueOHOTO Kypca
noaroTosku | 2. Iloaroroska caaitgoB AAs1 A€KIIUM
3. BerpaboTtaTh KpuTepuu OoljeHKM 3HaHUI CTYAeHTOB
4. IIpmBecTn CIIMCOK MCII0Ab3yeMOV AUTePaTyphl 110
U3y4eHUIO y4eOHOIo Kypca
1. Beeaenne | 1.1. 3HakoMUT c HazBaHMeM Kypca. BeiBoauT Ha 9KpaH Caymaror.

(15 munyT)

CTPYKTypHO-AOTI/I‘IeCKI/Iﬁ gepTeX Kypca 11 Ha3BaHM: TEM,

AaéT KOpOoTKoe onpegeaeHne 11o teMaM (IIpumevanne 1).

1.2. IlosicHsieT nepByIo TeMy, LieAn U 3ajadu Kypca.
1.3. IIpuBOoAUT KpUTEpUM OLIEHOK 3HAaHUI CTYA€HTOB
(ITpnmeuanme?).

1.4. 3agaeT BOIpOCHI C 11€AbIO BBIABACHNUS 3HAaHUII 110
HPOBOAVIMON A€KLIN

Caymalor u
00Cy>KAaIOT.
CryaeHTsl
OTBEYalOT Ha
BOIIPOCEHI

2. OCHOBHOM
aTan
(50 munyT)

2.1. C nomompio mporpamMmmal Power Point
AEMOHCTPUPYET U MOSICHsIeT OCHOBHBIE TeOpeTIIecKe
CTOPOHBI TEMBHI.
2.2. O0OBbsCHSeT C IIOMOIIIBIO TaDAUITBI OCHOBHBIE
IIOHATIIS DKCIIPECCHBHBIX 3HAUEHUII SI3BIKA U
CTUANMCTIYIECKIIX IIPVIEMOB
2.3. Ha caaitaax mpuBOAUT CBOeOOpa3Hble OCOOEHHOCTH
(PYHKIIMIOHAABHBIX CTHAEN! SI3BIKA
2.4. OOBsICHSIET A€KCUYECKIe U CHTaKCIIecKIe
0COOEHHOCT YCTHOTO U IMMCbMEHHOTO TUIIa Peunt
2.5. IlpuBoauT oO1ne pakTsl pa3sBUTHE AUTEPATYPHOTO
SI3bIKa
2.6. C 1earo 3akpernaeHns yueOHOrO MaTepuaja 3ajaeT
C/AeAyIolyie BOIIPOCH:

e What are the main trends in style study?

e What forms and types of speak do you know?

Caymaror u
NIy T

CryaeHTHI
OoTBevaro Ha

e What is the functional style and what functional | Borpocsr.
style do you know?
Caymaior,
IUITYT
3. Koneunnni | 3.1. OTBeuaeT Ha BOZHUKIIINE Y CTYA€HTOB BOIIPOCHI I10 3agaior
9Tarl TeMe, JelaeT OKOHYaTeAbHbIe BEIBOABI. BOIIPOCHI.
(15 munyT) | 3.2. Jaa caMOCTOsITeAbHON paOOTHI IIpeAlaraeT TeMy: 3anmceIBaioT
«/IMHTBOCTUANCTIKA U AUTepaTypoBeJdecKast 3agaHue.

CTUANCTUKA. YPOBHI/I aHaAu3a».
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IIpumeuanue 1.

CTpPYKTYpPHO-JI0TMYeCKHM YePTeK MpeaMeTa
«CTHIIMCTHKA aHTJIMICKOI0 SI3bIKA»

JIeKIIMOHHbIE 3aHATHSA

A 4

General Notes on Style and
Stylistics

General classifications of the
English Vocabulary

Special Literary Vocabulary

Special Colloquial VVocabulary

Phonetic Expressive
Means and SDs

Lexical Expressive
Means and SDs

Syntactical Expressive
Means and SDs

33

CemMuHapckue 3aHATHS

A 4

Fields of investigation.
FS; SD; EMs.

Neutral, Common Literary and
Common Colloquial VVocabulary

Terms. Poetic and Highly Literary
words. Archaic words, Barbarisms
and Foreignisms. Literary Coinages.

Slang. Jargonisms. Professionalisms.
Dialectal words. Vulgarisms.
Colloquial Coinages.

Sound Instrumenting.
Onomatopoeia; alliteration; Rhym;
Rhytm.

Metaphor. Metonymy. Play on
Words. Irony. Epithet. Hyperbole.
Oxymoron.

Repetition. Parallel Construction.
Inversion.  Suspense.  Litotes.
Simile. Climax.




[Tpumeuanue 2

Ha xaxnoe JeKIIMOHHOE U ceMMHAPCKOeE 3aHATHE BbiAeasercs oT 5,5 1o 10 6annos.
Pe3yabTaThl OLIEHOK 1O PEHTHHTY:

10 -8,6 6anI0B — «OTIIHYHOY

8,5 — 7,1 6annoB — «X0poIo»

7,0 — 5,5 6aioB — «yAOBJIETBOPUTEIHLHOY
5,4 6aIoB — «HEYAOBIETBOPUTEITHHOY»

IIpumeuanue 3

/

\_

\
e What are the main trends in style study?
e What forms and types of speak do you know?
What is the functional style and what functional style do you know?
J

[Tpumevanue 4

STYLISTICS, SOMETIMES CALLED LINGUO-STYLISTICS, IS A BRANCH
OF GENERAL LINGUISTICS.

!

It deals mainly with two interdependent tasks:

! !

a) the investigation of the b) certain types of texts
inventory of special language (discourse) which due to the
media which by their ontological choice and arrangement of
features secure the desirable language means are distinguished
effect of the by the pragmatic aspect of the
utteranceinterdependent tasks: communication.

EXPRESSIVE MEANS

\ 4 \4 \ 4

Phonetic Lexical Syntactical
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GENERAL NOTES ON FUNCTIONAL STYLES OF LANGUAGE

The belles-lettres style ]

y
fothe language style oh
poetry;

ethe language style of
emotive

e prose;

e the language style of

K drama. /

A

y

[ The publicistic style ]

A 4

/0 the language style \
of oratory;

¢ the language style

[ The newspaper style

/0the language style of\
brief news items and
communiques;

of essays;

¢ the language style
of feature articles in

intirnals.

newspapers and

\

The scientific prose style ]

A

v

ethe language style of
newspaper headings

ethe language style of
notices and
K advertisements

)

[ The official document style

prose.

\

fothe language style of\
humanitarian sciences;

ethe language style of
"exact" sciences;

e the language style of
popular scientific

AN

A\ 4
/0 the language style of \

diplomatic documents;

e the language style of
business documents;

e the language style of
legal documents;

e the language style of
military documents.

)
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TEXHOJIOT'UsI IPENNOJABAHUS JIEKIITMOHHBIX 3AHATUI

TEMA Ne2 Stylistic classification of th

e English vocabulary

Mopesb TeXHO0JI0THH 00y4YeHHUsI

Bpems 3ansaTusi — 2 4.

KosmnuectBo crynenTos ot 30 10 80

Tun 3anarua

BBoaHo-uHpOpPMalMOHHOE 3aHATHE

1. General co

IInan Jexkuun

nsideration

2. Neutral, common literary and common colloquial vocabulary.

Lenv yuebHozo 3anamus: o01lee MOHATHE TUAX KJIAaCCU(PUKAIIUU CIIOBAPHOTO COCTaBa

aHTJINICKOTO A3bIKa. O3HAKOMIICHHE CTYJICHTOB CO CJIOBAPHBIM COCTaBOM AHTJIMHCKOTO SA3bIKA,

noka3aTh (PYHKIIMM Pa3IMYHbIX IUIACTOB CIIOBAPHOTO COCTaBa AHTJIMHCKOTO S3bIKA.

Ileoacocuueckue 3adaqu:

® ONUCaHUE CIOBAPHOIO COCTaBa
COBPEMEHHOTO aHTJIMHCKOTO SI3bIKA 10
MPU3HAKAM Pa3HOCTOPOHHOCTH.

e 00mIas XapaKTepUCTUKA JTUTEPATYPHO-
KHU>KHOU U Pa3rOBOPHOM JIEKCUKH.

e OO0mias MMTEepaTypHO-KHIKHAS JIEKCHKA.

e 00mIMe NPUHIMIBI PYHKITMOHATBHON

JUTEPaTyPHO-KHIIKHOM JIGKCUKH UX aHAIN3a 1

MECTO B COCTaBE€ aHTJIMHCKOIO S3bIKa

Pezynomamet yuebnou desmenvrnocmu.
® PpacKpBIBaET BOMPOC O CTHIIMCTUYECKOM
(GYHKIIMH pa3TUYHbIX [JI1ACTOB CIIOBAPHOTO
COCTaBa aHIJIMMCKOTO S3bIKA.
® ONUCHIBAET OOLIYIO0 XapaKTEPUCTUKY

JIUTEPATYPHO-KHUKHOU U Pa3rOBOPHOU

JICKCUKH.
® J1aeT OOIIIOI0 XapaKTEPUCTUKY

JTUTEPATypPHO-KHIKHOM JIEKCHKE.

e J1aeT O0IIMe MPUHIHITEI (PYHKIIMOHATHHON
JTUTEPATypPHO-KHIKHOM JIEKCHKE.
® OOBSICHSIET CTPYKTYPY, aHAJN3 U MECTO

CIIOB B COCTaBE aHIIMMCKOTO S3BIKA.

Memoowvt 0byuenus

Harmsimaast nekiust, o0cyxaeHue

Dopmwl 00yuenus

I'pynnosoit

Cpeocmea 0byuenus

[IpoexTop, yuebHOE ocodue

Ycnosus obyuenus

Aynutopus s JEKIIMOHHBIX 3aHITHI

Monumopune u oyenxa

Y CTHBIN ONPOC: BOIIPOC-OTBET
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1.2. Texnosornyeckasi kapta nmo Teme «Stylistic classification of the English vocabulary»

JTansl CoaepixaHue 1eATeJIbHOCTH
padoThI 1 IIpenoanaBarennb CryaeHr
BpeMs
Itan 5. [loaroroBka coaep:kanust yaeOHOTo Kypca
NOAr0TOBKH 6. I[TogroroBka ciaaigoB IS JIEKIUA
7. BeipaboTaTh KpUTEpUU OIIEHKH 3HAHUH CTYJICHTOB
8. [IpuBecTH CIUCOK UCHOIB3YyEMOM JTUTEPATYPHI IO
MIPOBOAUMOM JIEKIIUU
1. BBenenue | 1.1. 3HaKOMUT C Ha3BaHUEM TE€MBI JIeKIMU. BoiBoauT Ha 3kpan | Ciymator.
(15 munyT) IJ1aH ypoKa U Ja€T CBeICHNE 00 OCHOBHBIX Pe3yJbTaTax,

OKHJAeMBIX 10 ocBemeHuto TeMbl ([Ipumedanne 1).

1.2. I[loscHsieT TeMy, LIeTU U 3a7a4H .

1.3. IIpuBOANT KpUTEPUH OLIEHOK 3HAHUM CTYAECHTOB
(ITpumeuanue?).

1.4. 3amaeT BOPOCHI C 1EJIbIO BBISIBIICHUS 3HAHUH 1O
MIPOBOAUMOM JIEKIIUU

CnymaoT u
00CyXIaroT.
CryneHTsl
OTBEYAIOT Ha
BOTIPOCHI

2. OcHoBHOM
Tan
(50 MunyT)

2.1. C momorsto nporpamMmmel Power Point neMoHcTpupyer u
MOSICHACT OCHOBHBIC TCOPETUUCCKHUE CTOPOHBI TEMBI
(ITpuueanue 3)

2.2. O0OBACHSET C TOMOIIBIO TaOJIUIILI OCHOBHBIE CXOIHBIE U
Pa3JIMYUTEIbHBIE YEPTHI TUTEPATYPHO-KHUKHOU JIEKCUKU C
JIEKCUKOM C HEUTPaJIbHON CTUIIMCTUYECKON OKPAaCKON U
pa3roBOpHOU

2.3. Ha cnmaiiiax mpuBOJUT CBOCOOpa3HbIE OCOOCHHOCTH
PA3JIMYHBIX IJIACTOB CJIOBAPHOI'O COCTaBa aHIJI. sI3bIKa

2.3. naet kiaccuukanuio GyHKIMOHATBLHOHN JIMTEpaTypHO-
KHMYKHOM JIEKCUKE U OOBSICHSAET KXl ITOIBUL

2.4. C nenplo 3aKperuieHusl ydeOHOro Marepuana 3agact
CJICAYIOIUC BOIIPOCHI:

1. What can you say about the meaning of a word and its
relation to the concept of an entity?

2. What types of lexical meaning do you know and what
stipulates their existence and differentiation?

3. What connotational meanings do you know? Dwell on
each of them, providing your own examples.

4. What is the role of the context
actualization?

5. What registers of communication are reflected in the
stylistic differentiation of the vocabulary?

6. Speak about general literary words illustrating your
elaboration with examples from nineteenth- and twentieth-
century prose.

2.5. Iloka3bIBaeT Ha ciaaigax NpUMeEpHl 0 KaKI0MY HOATUITY

in  meaning

CnymaooT u
TUIITYT

CryneHTsl
OTBEYAI0 Ha
BOTIPOCHI.

Canymaror,
HUIIYT

3. 3akaoun-
TeJbHBIA dTal
(15 munyT)

3.1. OTBe4aeT Ha BO3HUKIIUE Y CTYJIEHTOB BOIIPOCHI MO TEME,
ACJIa€T OKOHYATCJIIbHBIC BHIBO/IHI.

3.2. Jlast camocTosITeIbHOM paboThl mpeaiaraet Temy:’’ Literary
Stratum of Words “’

3agaror
BOIIPOCHI.
3anuceIBalOT
3aJIaHHue.
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[Tpumeuanue 1

STYLISTIC CLASSIFICATION OF THE ENGLISH VOCABULARY

Plan

1. General consideration
2. Neutral, common literary and common colloquial vocabulary.

3. Special Literary vocabulary

[Ipumeuanue 2

Ha kaxnoe JieKIIMOHHOE M CeMUHAPCKOE 3aHsITHE BblaessieTcs ot 5,5 1o 10 0asu1oB.

Pe3yabTarhl OLIEHOK IO PETHHIY:

10 -8,6 6anI0B — «OTIIHYHOY

8,5 — 7,1 6annoB — «X0poIo»

7,0 — 5,5 6amioB — «yAOBJIETBOPUTEIHLHOY
5,4 6aIoB — «HEYAOBIETBOPUTEITHHO

[Tpumeuanue 3

STANDARD ENGLISH VOCABULARY

'

Child
Father

Go away

Neutral words Common literary words Common colloquial words
Infant Kid
Parent Daddy
Retire Get out
SPECIAL LITERARY VOCABULARY

Terms

Poetic and highly literary words

Archaic, obsolescent and obsolete words

Barbarisms and foreignisms
Literary coinages
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Terms are generally very easily and easily accepted and new coinages as

easily replace out-date ones.

Poetic and highly literary words are mostly archaic or very rarely used
highly literary words which aim at producing an elevated effect.

THE ARCHAIC, OBSOLESCENT AND OBSOLETE WORDS
We shall distinguish 3 stage in the aging process of words:
1. When the words become rarely used, such words are called obsolescent.

They are in the stage of gradually passing out of general use. garniture =
furniture.

2. The second group of archaic words are those that have already gone
completely out of use but are still recognized by the English-speaking
community. These words are called obsolete. methinks = it seems to me, nay =
no.

3. The third group, which may be called archaic proper, are words which are
no longer recognizable in modern English, words that were in use in Old
Enalish. troth = faith.

BARBARISMS AND FOREIGNISMS
Barbarisms are words which have already become facts of the English language.
Foreign words though used for certain stylistic purposes, do not belong to the
English vocabulary.

LITERARY COINAGES

Literary coinages (including nonce - words). There is a term in linguistics which
by its very nature is ambiguous and that is the term neologisms. There are 2
types of newly coined words:

1. Terminological coinages, those which designate new born concepts.

2. Stylistics coinages, words coined because their creators seek expressive
utterance.




TEXHOJIOT' sl IPENIOJABAHUSI JIEKITMOHHBIX 3AHSATHIA

TEMA Ne3

| Functional Styles of Language

Mopesb TeXHO0JI0THH 00y4YeHHUsI

Bpewms 3ansaTusi — 2 4.

KosnuectBo crynenTos ot 30 10 80

Tun 3anarua

BBoaHo-uHpOpPMalMOHHOE 3aHATHE

IInan Jexkuun

arwddE

Functional Styles of the English Languages.

The definition of a functional Style.

The main functional styles of the English language.
The peculiarities of emotive prose.

The peculiarities of other functional styles.

Llenv yuebnozo 3anamus: naTh odliee NOHATHE 00 OOIETUTEPaTypHOM Pa3srOBOPHOM JIEKCUKE U
(yHKIMOHATBHBIX CTUIISAX. O3HaKOMIIGHHE CTYICHTOB C HEJTUTEPaTypHOU pa3rOBOPHOM
JICKCHUKOM, C MOHATHEM Ka)KIOTO MOJBHUIA M UX CBOIMCTBA, DYHKIIMU U Pa3IHYHSL.

Iledazocuueckue 3a0auu:
e omnucaHue OOUIMX MPU3HAKOB
o0IIenuTepaTypHOl pa3roBOPHOM JIEKCUKHI
1 (hpazeosorumu.
e 00mIas XapaKTepUCTHKA KaXIOTO BUAA
e boJsbias 3MOIMOHaIbHAS
OKpAIIEHHOCTH JIEKCUKU 00pacTaer
JOTIOJTHUTEIbHBIMU CMBICIIOBBIMHU
OTTEHKaMH, CJI0Ba CTAHOBSITCS
MHOT'O3HAYHBIMH.
® PpPacCMOTPEHUE KAKI0ro BUIA 1O
OTJIETbHOCTH
® pacCMOTPEHUE OLICHOYHO-
SMOLMOHAIBHOTO XapaKTepa KaXJao0ro Buja
® CONOCTAaBHUTEIbHBIN aHAIN3
JINTEPATYPHOH JIEKCUKH C Pa3rOBOPHOM
JIEKCUKOM

Pezynomamet yuebnou desmenvrnocmu.
® DPACKpbIBaE€T OCOOCHHOCTH OOIIMX MPU3HAKOB
o0IIeNUTEepPaTypHON PA3TOBOPHOM JIEKCUKHU U
(dbpazeonorumu.
® JaeT CPAaBHHUTEJIBHYIO CXEMY XapaKTePUCTHKY
KaX/10TO BHJIA
® packpbIiBaeT 0COOCHHOCTDh U audPepeHITHAIIIO
Ka)KJI0T0 BHJIa
e OOBICHSET CTUIIMCTUYECKHE U MPAKTHUECKHUE
0COOEHHOCTH Ka)I0T0 BUJIA
® [I0Ka3bIBa€T IMOLMOHAIbHAIO OKPAILIEHHOCTh
JIEKCUKH
® TIOSCHSET CYIIECTBOBAaHUE ONPEICICHHOTO
KOJIMYECTBA JIEKCUUECKU BBIPAKEHHBIX MOHATHUH,
pa3nuyaroIuXxcs o CBoeMy 00beMy.
® ONUCHIBAET U MOSACHSET CTYJACHTAaM CJIOBA U
BBIPQKEHUS 3HAYEHUSI KOTOPBIX TPYIAHO
pacro3HaBaTh
® BCECTOPOHHE OCBEIIAeT 0COOEHHOCTHU
pacnpesenieHus JeKCUYeCKIX eAUHUIL U UX
3HAYEHUs

Memoodwbl 0byuenus

Harnsinaas nekuwsi, o06cyxneHue

Dopmul 0Oyuenus

['pynmoBoit

Cpeocmea 0byuenus

ITpoexTop, yuebHOE mocodue

Yenosus 0byuenus

AynuTtopus sl TEKIMOHHBIX 3aHITHI

Monumopune u oyenka

Y CTHBINM OMpoc: BONPOC-OTBET
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TEXHOJIOT' sl IPENIOJABAHUSI JIEKITMOHHBIX 3AHSATHIA

TEMA Ne4

| Special literary vocabulary

Mopesb TeXHO0JI0THH 00y4YeHHUsI

Bpewms 3ansaTusi — 2 4.

KosnuectBo crynenTos ot 30 10 80

Tun 3anarua

BBoaHo-uHpOpPMalMOHHOE 3aHATHE

IInan Jexkuun

1. Terms

2. Poetic and Highly Literary Words
3. Archaic, Obsolescent and Obsolete Words
4. Barbarisms and Foreignisms

5. Literary Coinages (Including Nonce-Words)

L]env yuebHozo 3anamus: 1aTh o0IIee MOHITHE O CIIELUAIBLHON JIUTEPATYPHOU JIEKCUKE U
¢dpazeonorun. O3HAKOMIICHHE CTYJCHTOB C IOHSATHEM Ka)KIOTO MO/IBH/Ia U X CBOICTBA,

GYHKIMH B pa3Indusl.

Ileoacoeuueckue 3adauu:
® OIMMCaHHE OOIIMX MPU3HAKOB
o0IIeTEPATYPHOU MUCHMEHHOM JIGKCUKH
U Gpazeosoru.
e 00mIas XapaKTepUCTHKA KaXXJI0TO BUAA
e CupHast DMOIIMOHAIbLHASA
OKpAILIEHHOCTh JIUTEPATYPHON JIEKCUKU
oOpacraeT JOMOTHUTEIBHBIMU
CMBICJIOBBIMU OTTEHKAMHU, CTAHOBUTCS
MHOTO3HaYHBIMU
® paccMOTpEHHE Ka)KJ0ro BHJIA MO
OTJIENbHOCTH
® pPacCMOTPEHUE OLICHOYHO-
SMOIMOHAIIBHOTO XapaKTepa Kaxaoro Buia
® CONOCTaBHUTEIbHBIN aHAIIN3
TUTEPATyPHOU JIEKCUKH C Pa3TOBOPHOI
JIEKCUKOM

Pe3zynomamur yuebnoti oeamenvHocmu:
® PpacKpbhIBaeT OCOOCHHOCTH OOIINUX MPU3HAKOB
o0IIEeMTEPaTyPHOU MUCbMEHHOM JIEKCUKHU U
¢dpazeonoruu.
® JJaCT CPABHUTEIIbHYIO CXEMY XapaKTEePUCTUKY
Ka)KJ]0T0 BHJIa
® packpbIiBaeT 0COOCHHOCTH U U epeHmamo
Ka)KJIOTO BHJIA
® O00BSACHSAET CTHIINCTUYECKUE U MTPAKTUUYECKHE
0COOEHHOCTH Ka)KI0ro BUA
® [I0Ka3bIBaET IMOIMOHAILHAIO OKPAIIEHHOCTh
JIEKCUKH
® TMOSICHSIET CYIIECTBOBAHUE ONPEACIECHHOTO
KOJIMYECTBA JICKCHUECKU BBIPAKECHHBIX TIOHATHUH,
pa3IMYaOIIUXCsl 10 CBOEMY 00bEMY.
® ONUCHIBACT U MOSCHSET CTYJACHTAM CJIOBA U
BBIPKEHUS 3HAYCHHSI KOTOPBIX TPYIHO
pacrno3HaBarth
® BCECTOPOHHE OCBEIIACT 0COOEHHOCTH
pacmpeseneHus JeKCUIeCKIX SAMHHII U UX
3HAYEHUs

Memoowvl 00yuenus

Harmsigaas nexius, oocyxaeHue

Dopmwbl 00yuenus

I'pynnosoit

Cpeocmea 0byuenus

ITpoexTop, yaeOHOE TocoOne

Ycnosus obyuenus

AynuTopus sl JEKIIMOHHBIX 3aHITUH

Monumopune u oyenxa

Y CTHBIN ONIPOC: BOIPOC-OTBET
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TEXHOJIOT'UsI IPENNOJABAHUS JIEKIIMOHHBIX 3AHATHUIA

TEMA Ne5

| Special Colloquial vocabulary

Mopesb TeXHO0JI0THH 00yYeHHUsI

Bpems 3ansaTusi — 2 4.

KoanuectBo crynenTosn ot 30 10 80

Tun 3anarua

BBoaHo-uHpOpPMalMOHHOE 3aHATHE

IInan Jexuun

1.Slang

2.Jargonisms

3.Professionflisms

4 Dialectal Words

5.Vulgar Words and vulgarisms

6. Colloquial coinages( words and meanings)

Lenv yuebHoeo 3ansamus. naTh 00IIEE MOHATHE 00 OOIICIUTEPATyPHON PA3rOBOPHOI JICKCUKE U

¢dpazeonornu. O3HaAKOMIIEHUE CTYCHTOB C HEIUTEPATYPHON pa3rOBOPHOM JIEKCHKOMN, C MOHATHEM

Ka)KJIOTO TTOIBUIA M X CBOMCTBA,(DYHKITUU U Pa3THUHS.

Ileoacoeuueckue 3adauu:
® OIMCaHHE OOIIMX MPU3HAKOB
o0IIenuTepaTypHOl pa3roOBOPHOM JIEKCHUKHI
1 (hpazeosorumu.
e 00mIas XapaKTepUCTHKA KaXI0TO BUAA
e bonblias sMouuoHabHas
OKpAIIIEHHOCTh JIEKCUKU o0pacTaer
JOTIOJTHUTEIbHBIMU CMBICIIOBBIMHU
OTTEHKaMH, CTAHOBSATCS MHOT'O3HAYHBIMU
® PpacCMOTpPEHUE KaKI0ro BUIA 1O
OTZIETILHOCTH
® PpPOACCMOTPHHE OLIEHOYHO-
SMOIMOHAIIBHOTO XapaKTepa Kaxaoro Buaa
® COIOCTaBUTEJbHBIN aHAIN3
JINTEPATYPHOH JIEKCUKH C Pa3rOBOPHOM
JIEKCUKOM

Pe3zynomamur yuebnoti oesmenvHocmu:
® PpacKphIBaeT OCOOCHHOCTH OOIINUX MPU3HAKOB
o0IIeNUTEepaTypHON Pa3TOBOPHOM JIEKCUKHU U
(dbpazeonorumu.
® J[aCT CPABHUTEIIbHYIO CXEMY XapaKTEPUCTUKY
Ka)KJIOTO BHJIA
® packpbIiBaeT 0COOCHHOCTD U audPepeHITHAITIIO
Ka)KJI0T0 BHJIa
® OOBSCHSET CTHIINCTUICCKUE U MMPAKTUICCKHE
0COOEHHOCTH Ka)JIOT0 BUJIA
® [I0Ka3bIBaET IMOLMOHAIbHAIO OKPAILIEHHOCTh
JIEKCUKH
® TIOSCHSET CYIECTBOBAaHHUE ONPEIEICHHOTO
KOJIMYECTBA JICKCHUECKU BBIPAKECHHBIX TIOHATHUH,
Pa3IMYaOIIUXCsl 10 CBOEMY 00bEMY.
® ONUCHIBACT U MOSCHSET CTYACHTAM CJIOBA U
BBIPKEHUS 3HAYEHUSI KOTOPBIX TPYIAHO
pacmo3HaBaTh
® BCECTOPOHHE OCBELIAeT 0COOEHHOCTH
pacnpesesieHus JeKCUYeCKUX eAUHUIL U UX
3HAYCHUS

Memoowbl 0byuenus

Harnsinaas nekuwsi, o06cyxneHue

Dopmul 0Oyuenus

['pynmoBoit

Cpeocmea 0byuenus

ITpoexTop, yuebHOE mocobue

Ycnosus obyuenus

AynuTopus sl JEKIIMOHHBIX 3aHITUI

Monumopune u oyenxa

Y CTHBIN ONIPOC: BOIIPOC-OTBET

1.2. Texnonoruueckasi kapta mo teme Special Colloquial vocabulary»
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9Tansl

Conep:xxaHue 1eTeIbHOCTH

padoThI IIpenogaBarennb Cryaenrt
BpeMs
Jran 1. TloaroroBka comepxaHUs TEMbI
NOATOTOBKH 2. TloaroroBka ciaaigoB IS JIEKIIUA
3. BripaboTaTh KpUTEPUH OLICHKH 3HaHUI CTYJCHTOB
4. TlpuBecTH CIIUCOK MCTOIB3YEMOH JIUTEPATYPHI TIO
MIPOBOAVMON JIEKI[UU
1. BBegenue | 1.1. 3HaKOMUT ¢ Ha3BaHUEM TEMBbI JIEKIIMHU. BBIBOAUT Ha SKpaH Crymaror.
(15 MunyT) | MUaH ypoka u JaéT cBeileHue 00 OCHOBHBIX pe3yibTarax,
O’KHMJIaeMbIX 1o ocBenieHuto TeMbl ([Ipumedanne 1). CnymaroT u
1.2. ITosicusier Temy 00CyX1aI0T.
1.3. [IpuBOAUT KpUTEPUH OLIEHOK 3HAHUM CTYJECHTOB CTyneHTsI
(ITpumeuanue?). OTBEYAIOT Ha
1.4. 3agaeT BONPOCHI C 1EBIO BBISIBIICHUS] 3HAHUU 10 BOIPOCHI
MIPOBOAMMON JIEKI[UU
2. OcuoBHoii | 2.1. C momotisio mporpammbl Power Point geMoHcTpupyeT u CnymaroT u
Tan MOSICHACT OCHOBHBIC TCOPCTUYCCKUC CTOPOHBI TCMBI. MUaryT
(50 munyT) | 2.2. OOBSACHSAET C TOMOIIBIO TAOJIUIIBI CYIITHOCTh
o0IIenuTepaTypHOl pa3rOBOPHOM JIEKCUKH U (Pa3eosIoTru.
2.3. Ha crnaitnax npuBOAUT MOHATHS KaXKJIOTO BUIA U UX
cieuuuky.
2.4. OOBACHSET CPAaBHUTEIBHYIO CXEMY XapaKTEPUCTUKY
24. C 1uenplo 3aKkpeIuieHUss Y4eOHOro Marepuana 3aaaéT
CJIETyIOIIHE BOIPOCHI:
1. Can you recognize general colloquial words in a literary
text? Where do they mainly occur?
2.. What are the main characterictics of slang?
3.. What do you know of professional and social
jargonisms?
4. What connects the stock of vulgarisms and social | CtyaeHTsI
history? OTBEUalo Ha
5. What is the place and the role of dialectal words in the | Bompocsr.
national language? in the literary text?
6.To provide answers to the above questions find words | Cayrrator,
belonging to different stylistic groups and subgroups: MUITYT
2.5. IlpuBoauT MpUMEPHI HA CIaiiax Ha KaKIbIH BUT
3. 3akmouun- | 3.1. OTBeuaeT Ha BO3HMKIINE y CTYIEHTOB BOIIPOCHI T10 TEME, 3anaror
TeJbHbIH JieJlaeT OKOHYATeNbHbIE BHIBO/IBI. BOIIPOCHI.
ITan 3.2. Ins caMOCTOSTENHLHON pabOTHI peaiaraeT 3anuchIBaOT
(15 munayt) | Temy:”’Colloquial coinages™ 3aj[aHue.
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[Tpumeuanue 1

SPECIAL COLLOQUIAL VOCABULARY

MnaH
. Slang
.Jargonisms
. Professionalisms
. Dialectal Words
. Vulgar Words and vulgarisms
. Colloquial coinages( words and meanings)

AU, WN B

SLANG
» The term slang is ambiguous and obscure. The “New Oxford English Dictionary”
defines slang as follows:

1. the special vocabulary used by any set of persons of low or disreputable character;
language of a low and vulgar type;

2. the cant or jargon of a certain class or period;

3. language of highly colloquial type considered as below the level of standard educated
speech, and consisting either of new words or current words employed in some special
sense.

bread — basket = the stomach

JARGONISMS
» In the non-literary vocabulary of the English language there is a group of

words that are called jargonisms. Jargon is a recognized term for a group of
words that exists in almost every language and whose aim is to preserve
secrecy within one or another social group.

» In England and in the USA almost any social group of people has its own
jargon.

» Jargonisms do not always remain on the outskirts of the literary language.
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PROFESSIONALISMS
Professionalisms are the words used in a definite trade, profession or

calling by people connected by common interests both at work or at home.

tin - fish = submarine

DIALECTAL WORDS
Dialectal words are those which in the process of integration of the English

national language remained beyond its literary boundaries, and their use is
generally confined to a definite locality.

VULGAR WORDS
The term vulgarism is rather misleading. Webster’s “New International
Dictionary” defines vulgarism as “a vulgar phrase or expression, or one
used only in colloquial, or, esp. in unrefined or low, speech”.

There are different degrees of vulgar words. Some of them, the obscene
ones, are called “four-letter” words.

A lesser degree of vulgarity is presented by expletives and they sometimes
appear in euphemistic spelling.

COLLOQUIAL COINAGES (WORDS AND MEANINGYS)
Colloguial coinages (nonce-words), unlike those of a literary-bookish

character, are spontaneous and elusive.

Not all of the colloguial nonce-words are fixed in dictionaries or even in
writing and therefore most of them disappear from the language leaving no
trace in it whatsoever.

When a nonce-word comes into general use and is fixed in dictionaries, it is
classified as a neologism for a very short period of time. This shows the
objective reality of contemporary life.
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TEXHOJIOT' sl IPENIOJABAHUS JIEKITMOHHBIX 3AHSATHIA

TEMA Ne6 | Phonetic Expressive Means and Stylistic Devices |

Moaenb TeXHOJOruu 00y4YeHust

Bpems 3anstus — 2 4. KosamnuectBo cryaentos ot 30 10 80

Tun 3ausTus BBoaHo-undopmanmnonHoe 3aHsiTHe

General notion
Sound symbolism

Ilnan Jekuun

wn e

Purpose of phonetic stylistic devices
4. Euphony and cacophony

Llenv yuebnozo 3anamus.; Jath odlIee NOHATHE O POHO-TPahUUIECKUX CPEICTBAX
BbIpa)keHUs1.O3HOKOMIIEHUE CTYJEHTOB C OCHOBHBIMHU (DOHETHUECKUMHU CPEJCTBAMU BBIPAKEHUS U
CTHJIMCTUYECKHMHU IPMEMaMH Ha OCHOBE (POHETHUECKUX CPEJICTB.

Ileoazocuueckue 3a0auu:
e Onucanue poHorpaduueckux cpeacTB
BBIPAXKCHHS
e lcnonuurensckue GOHETUYECKUE
CpeacTna
e JleHOTaTUBHOE M KOHHOTATUBHOE
3Ha4YeHus HoHeM
e XapakTepucTuKka U 0COOEHHOCTH, a
TaK)Ke 3HaYeHHE 3BYKO-MHCTPYMEHTAIHLHOTO
npuema ‘Onomatopoeai’
e XapakTepucTUKa U 0COOEHHOCTH, a
TaK)Ke 3HaYeHHE 3BYKO-MHCTPYMEHTAIBLHOTO
npuema ‘Alliteration’
® XapaKTepUCTUKA U OCHOBHBIE TUIIBI
‘pudmer’
e XapaKTepUCTUKA U TIOHATHUS U 3HAUCHUS
‘put™’

Pe3ynomamui yuebnoti desmenvnocmu:
® PACKpPBIBAET CIIOCOOHOCTH (DOHEM B CO3/IaHUE
CTHJINCTUYECKUX TTPHEMOB
® JlaeT XapaKTEPUCTUKY H UCTOYHHUKH MOSIBIICHHSI
(OHETHYECKUX CPEJICTB
® ONUCHIBACT U PACKPHIBACT OCOOEHHOCTHU
JIEHOTaTUBHOTO M KOHHOTATUBHOTO 3HAYCHHUS
dboHem
® pacKpbIBaeT OCOOCHHOCTH TpHeMa
® pacKpbIBaeT OCOOCHHOCTH MpHeMa
® [IOKa3bIBaeT oOIIee ISl IPUEMOB SIBIICHUE
pudMbI
® TOSICHSICT 3HAYCHUS PUTMa €r0 OCOOCHHOCTH
KaK MpueMa, a TakKe MPU CO3TaHUU APYTUX
CTHJTUCTHYECKHX TIPUEMOB.

Memo0dwbl 0byuenus

Harnsnnas nekmus, o6cyxaeHue

Dopmul 0Oyuenus

I'pyninoBoit

Cpeocmea 0byuenus

[TpoekTop, yuebHOe nocobue

Ycnosus obyuenus

Aynutopus s JEKIIMOHHBIX 3aHITHI

Monumopune u oyenxa

Y CTHBIN OPOC: BOIIPOC-OTBET
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Texnonornueckas kapra o teme «Phonetic Expressive Means and Stylistic Devices»

Jtanbl padoTsl

ConepxaHue 1esiTeJbHOCTH

U BpeMms IIpenogaBarennb CryneHr
Jran 1. IloaroToBka conepxaHus TEMbI

nmoaroroBku | 2. Iloaroroska ciiaiiioB JJjis JIEKIIMH
3. BrIpaboTaTh KpUTEpUU OLICHKH 3HAHUHN CTYIEHTOB
4. TlpuBecTH CMCOK MUCIOJb3yeMON JTUTEPATYPHI 110
MPOBOAUMOM JIEKIIUU

1. Beenenue | 1.1. 3HaKOMMT ¢ Ha3BaHUEM TEMBI JIEKIIMU. BpIBogUT Ha skpaH | Ciymator.

(15 munyT) IJ1aH ypoKa U Ja€T CBeICHNE 00 OCHOBHBIX Pe3yJbTaTax,

OKHJIAeMBIX 10 ocBemeHuto TeMbl ([Ipumedanne 1).

1.2. IloscHsieT Temy

1.3. IIpuBOANT KpUTEPUU OLIEHOK 3HAHUM CTYAECHTOB
(ITpumeuanue?).

1.4. 3amaeT BOIPOCHI C 1EJIbIO BBISIBIICHUS 3HAHUH 110
MPOBOAUMOM JIEKIIUU

CnymaooT u
00CyXaaroT.
CryneHTsl
OTBEYAIOT Ha
BOTIPOCHI

2. OcHOBHOM
Tan
(50 munyT)

2.1. C momorsto nporpamMmmsl Power Point nemoHcTpupyer u
MOSICHACT OCHOBHBIC TCOPECTUUCCKHUE CTOPOHBI TEMBIL.
2.2. OOBACHSET C TIOMOIIBIO TPUMEPOB OCOOCHHOCTH (POHEM
BCTYIIAaTh B OMPCACIICHHBIC OTHOMICHUA JJIs1 CO3AaHNA
doHOrpahUUECKUX MPUEMOB.
2.3. Ha cnaiinax npuBOAUT ONPEACIICHUS M0 KOKIOMY
HpHUEMY, a TAKIKE WILIIOCTPALIAIO IIPUMEPOB 110 KaXKIOMY
[puemy.
24. C uenpio 3aKkpervieHUs y4eOHOro marepuana 3afaér
CIIETYIOIIE BOTIPOCHI:

1 What is sound-instrumenting?

2What cases of sound-instrumenting do you know?

3What is graphon?

4What types and functions of graphon do you know?

5What is achieved by the graphical changes of writing-
its type, the spacing of graphemes and lines?

6Which phono-graphical means are predominantly used
in piose and which ones in poetry?
2.5. IlpuBoUT yHUBEpCAIbHbIE CBOMCTBA (hOHOTpahUIECKIX
CpPEACTB BBIPAXKECHUS.

CnymaoT u
TUIITYT

CryneHTsl
OTBEYAI0 Ha
BOTIPOCHI.

Canymaror,
HUILIYT

3. 3akiarouu-
TeJbHBIA dTAn
(15 munyT)

3.1. OTBe4aeT Ha BO3HUKIIUE Y CTYJIEHTOB BOIIPOCHI MO TEME,
ACJIa€T OKOHYATCJIIbHBIC BHIBOIHI.

3.2. JInst caMOCTOSITENIbHOM pabOThI MpejiaraeT TeMy:
«euphony and graphon»

3agaror
BOIPOCHI.
3anuceIBaOT
3a/laHHue.
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EUPHONY AND CACOPHONY
Example #1

Shall I compare thee to a summer’s day?

Thou art more lovely and more temperate.
Rough winds do shake the darling buds of May,
And summer’s lease hath all too short a date.
Sometime too hot the eye of heaven shines,

And often is his gold complexion dimmed,;

And every fair from fair sometime declines,

By chance, or nature’s changing course, untrimmed,;
But thy eternal summer shall not fade,

Nor lose possession of that fair thou ow’st,

Nor shall death brag thou wand’rest in his shade,
When in eternal lines to Time thou grow’st.

So long as men can breathe, or eyes can see,

So long lives this, and this gives life to thee.

(“Sonnet 18” by William Shakespeare)

This love sonnet by William Shakespeare is among his most famous, and for
good reason. Shakespeare uses many techniques to create a tone of love and
adoration. The ways in which he creates euphony in the poem are numerous. First of
all, he uses the regular meter and rhyme that are common to all of his sonnets, which
Is to say iambic pentameter with the rhyme scheme of ABABCDCDEFEFGG. This
regularity is pleasing to the ear, because the listener knows what to expect and is
gratified when Shakespearer fulfills these expectations. Also, he uses many words
which are euphonious in and of themselves, such as the rhyming word “dimmed” and
“untrimmed.” The first line has many euphonious words, such as “shall,” “compare,”
and “summer,” perhaps why the line has become so famous on its own.

Definition of Cacophony

Cacophony is a mixture of harsh and discordant noises. As a literary device,
cacophony refers to the usage of several unharmonious or dissonant sounds in a line
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or passage. These unharmonious and dissonant sounds include the explosive
consonants k, t, g, d, p, and b, and the hissing sounds ch, sh, and s.

The word cacophony comes from the Greek word kakophonos, which means “bad or
evil voice.” The definition of cacophony is opposite to that of euphony, which refers
to the usage of pleasant, harmonious sounds. Euphonious sounds include vowels and
the liquid consonants | and r and nasal consonants m andn.

Common Examples of Cacophony

It is easy to imagine situations that involve cacophony in everyday life, especially if
you are familiar with life in a big city. The mixture of car horns, construction noises,
and people yelling is an example of cacophony. Also, if you have ever been to hear a
symphony orchestra, that noise that occurs when all of the musicians are tuning their
Instruments at the same time.

Sometimes we might use more cacophonous sounds if we are upset, choosing shorter
words with explosive consonants to display our distress. Most swear words in English
have cacophonous sounds. It’s also easy to find examples of cacophony in classic
comic books, such as in superhero fight scenes. Comic book artist might use such
cacophonous onomatopoeias as “brak,” “koom,” “kapow” to try to convey a sense of
the discord in the scene.
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TEMA Ne/

wNR

4.

Onomatopoeia

Alliteration

Rhyme

Rhythm

Phonetic Expressive Means and Stylistic Devices

Moaenb TeXHOJOruu 00y4YeHust

Bpemst 3ansiTus — 2 4.

KosmnuectBo cryaenToB ot 30 10 80

Tun 3auarua

BBoaHo-uHpoOpMaLMOHHOE 3aHATHE

Ilnan Jeknun

o s whE

General notion
Sound symbolism
Onomatopoeia
Alliteration
Rhyme

Rhythm

Lenv yuebHnozo sanamus. IIponomkeHne 03HAKOMIICHHS ¢ (POHETUYECKUMHU NTPUEMaMH U
BBIPA3UTEIbHBIMU CPEJICTBAMH.

Ileoazocuueckue 3a0avu:

Onucanne GoHOTrpaPUIECKUX CPEIICTB

BBIPAXECHUS
e lVcnonaurenbckue (OHETHIECKUE
CpeacTBa
3ByKoOIoOApakaTeabHbIE CI0BA

XapakTepucTuKa 1 OCOOCHHOCTH, a

Peszyromamui yuebnou oesmenbHocmu:
CTHUJIMCTUYECKHX TIPHEMOB
(oHETHYECKUX CPEICTB

® OIHCHIBACT M PACKPHIBAET OCOOCHHOCTH
npremMa

TAK¥KC 3HAUCHUC 3BYKO-UHCTPYMCHTAJILHOTO | ® PACKPbLIBACT 0COOEHHOCTH npuema
npuema ‘Onomatopoeai’

e XapakTepucTUKa U OCOOEHHOCTH, a

® pacKpbIBaeT OCOOCHHOCTH MTpHeMa

TaK)K€ 3HAYCHUC 3BYKO-UHCTPYMECHTAIIBHOI'O | prhMbI
npuema ‘Alliteration’

XapaKTCPHUCTHUKA U OCHOBHBIC THUIIBL

‘pudmpr’

XapaKTEpUCTUKA U TIOHATHA U 3HAUYCHUS

‘put™m’

KaK IpUeMa, a TaKkXKe MpU CO3AaHUU APYTUX
CTHJIMCTUYECKHUX MPUEMOB.

Memo0dwsl 0byuenus

Harnsnuas nekmus, o6cyxaeHue

Dopmul 0Oyuenus

I'pyninoBoit

Cpeocmea 0byuenus

[TpoekTop, yuebHOe nocobue

Yenosus 0byuenus

AyauTtopus JIs JIEKIMOHHBIX 3aHITHI

Monumopune u oyenxa

Y CTHBIN onpoc: BOMIPOC-OTBET

THEME 7
50

® PACKpPBIBAET CIIOCOOHOCTH (DOHEM B CO3/IaHUE

® JaCT XapaKTCPUCTUKY U UCTOYHUKHU IMOABJICHUA

® JIOKa3bIBacT 06]]166 AJI1 IPUEMOB SIBJICHUEC

® JIOSACHACT 3HAUCHUA pAUTMaA €TO 0COOEHHOCTHU




PHONETIC EXPRESSIVE MEANS AND STYLISTIC DEVICES

4 I
Plan
1. Onomatopoeia
2. Alliteration
3. Rhyme
4. Rhythm
o %

ONOMATOPOEIA
Onomatopoeia is a combination of speech sounds which aims at imitating sounds
produced in nature. It is sometimes called "echo writing".
By nature: sea, wind, thunder, etc.
By things: machines or tools, etc.
By people: sighing, laughter, patter of feet, etc.
And by animals.

N J
/ ++ Direct and Indirect \

1. Direct onomatopoeia is contained in words that imitate natural sounds, as ding-
dong, buzz, bang, cuckoo, ping-pong and the like.

VVVYV

2. Indirect onomatopoeia is a combination of sounds the aim of which is to make the
sound of the utterance an echo of its sense. “

“And the silken, sad, uncertain rustling of each purple curtain“ (E. A. Poe), Here the
repetition of the sound [s] actually produces the sound of the rustling of the curtain.

- )

/ ALLITERATION \
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, in particular
consonant sounds, in close succession, particularly at the beginning of successive words:
"Deep into the darkness peering, long | stood there wondering, fearing, doubting, dreaming
dreams no mortals ever dared to dream before" (E. A. Poe).

- )

RHYME
Rhyme is the repetition of identical or similar terminal sound combination of words.
e The full rhyme presupposes identity of the vowel sound and the following consonant

sounds in a stressed syllable, as in might, right; needless, heedless.
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THEME 8

GRAPHICAL STYLISTIC MEANS

Bpems 3ansTus — 2 4. KosamnuectBo crynentos ot 30 10 80

Tun 3ausiTus BBoaHo-undopmannonHoe 3aHsiTHe

1.Basic notions.

Inan JeKkuuu 2.Graphical expressive means and stylistic devices (marks of
punctuation, kinds of type)._Marks of punctuation

3.Graphon

Llenv yuebnozo 3anamus.; nath odlIee NOHATHE O POHO-TPahUUECKUX CPEICTBAX
BbIpa)keHUs1.O3HOKOMIIEHHE CTYJEHTOB C OCHOBHBIMHU (DOHETMUECKUMHU CPEJCTBAMU BBIPAKEHUS U
CTHJIUCTUYECKMMHU IPUEMaMU Ha OCHOBE ()OHETHUECKUX CPEJCTB.

Ileoacocuyeckue 3adauu: Pe3ynomamui yuebnoti desmenvnocmu:
e Onucanue poHorpaduueckux cpeacTB ® packpbiBaeT PYHKIIMU MyHKTYAI[UU B CO3JJaHUHU
BBIPAXCHUS CTHJINCTUYECKUX MTPHUEMOB
e lcnonHUTENhCKUE 3HAKH MTYHKTYaIlUU ® ONUCHIBACT U PACKPHIBACT OCOOECHHOCTH
e XapakTepuCTHUKa U OCOOCHHOCTH, a JTAHHOT'O ITpUEMa B YCTHOU pedn
TaK)Ke 3HaYeHHE 3BYKO-UHCTPYMEHTAJILHOTO | ® PacKpbIBa€T OCOOCHHOCTH MpHUeMa
npuema ‘GRAPHON’ ® pPacKpbIBaeT OCOOEHHOCTH IpueMa
® XapaKTCPHUCTUKA U MOHATHS U 3HAYCHHUS | ® TOSCHSCT 3HAUYCHUS IpaUIeCKUX CPEICTB, UX
‘rpaduueckue cpeacTa’ O0COOCHHOCTH Kak MpHeMa, a TAKXKe MPU CO3IaHuU

JIPYTUX CTHJIMCTUYECKUX TPUEMOB.

Memoouwl 0byuenus Harnsianas nekuus, o0cyxeHue
Dopmel 0Oyuenus I'pynnosoit
Cpeocmea 0byuenus [TpoexTop, yue6HOE mocobue, nuck CJ
Yenosus 0byuenus AyIuTOopHs JUIs JIEKIIMOHHBIX 3aHATHH
Monumopune u oyenxa Y CTHBIN onpoc: BOMIPOC-OTBET

So, graphical stylistic devices include emphatic use of;:
O punctuation,
O change of type,
O spelling changes (graphons);
O serve to convey in the written form the emotions
O which in the oral speech are expressed
O by means of intonation, stress and pauses.

Graphon may reflect:

education,

carelessness,

physical defects (lisping, stammer, stutter),

stumbling, intoxication, old age, tender age, a local accent, a foreign accent.
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GRAPHICAL STYLISTIC MEANS

I include emphatic use of

O punctuation,

O change of type,

O spelling changes (graphons);
1 serve to convey in the written form the emotions

O which in the oral speech are expressed

O by means of intonation, stress and pauses.

I Intentional violation of the graphic form / shape of a word to reflect its authentic
pronunciation
[0 graphic fixation of phonetic peculiarities of a character’s pronunciation.
O Zis man?

O Gimme a chance!
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TEXHOJIOT' WS TIPENNOJABAHWS JIEKIITMOHHBIX 3AHSATUIA

TEMA Ne9 | Lexical Expressive Means

and Stylistic Devices

a. Moaesb TeXHOJO0THH 00yYeHM s

Bpems 3ansitust — 2 4.

KoanuectBo cryaentos ot 20 no 80

Tun 3auaTus

BBoaHo-uHGOpMALIMOHHOE 3aHSATHE

meanings

2.1 simile

2.2 periphrasis
2.3euphemisms
2.4 hyperbole

1.Interaction of primary dictionary and contextually imposed

2. .Interaction of primary and derivative logical meanings

lle]lb yll€6H020 3aHAmMuUA. OaTb 06mee CBCACHUA O JICKCUUYCCKHUX OBKCIPCCCUBHLIX 3HAUCHUAX
cioBa. (O3HaKOMIJICHHE CTYACHTOB C OIpPCACICHUEM U KHaCCH(l)HKaHHCfI CTUIIUCTHUYCCKUX

HpI/IeMOB, OCHOBAHHEBIC Ha BBaHMOI[eﬁCTBHH
JIOTHYECKUX 3HAYCHUH.

CJIOBAPHBIX W KOHTCKCTYAJIbHBIX MPCIMCTHO-

Ileoacoeuueckue 3aoauu:
OIIMCaHME OTIPEICIICHUs U KilacCu(hUKAUU
MIPUEMOB
e pas0op ompenenenus ‘primary dictionary ‘u
‘contextually imposed’meanings’
® TPEIMETHO-JOTHYECKOE 3HAYCHHUE CII0Ba
pa3BHUBAsSICh MOXKET JaTh MPOU3BOJIHO
MPEIMETHO- JIOTUYECKOE 3HAUCHUS
® XapaKTePUCTUKA U ONMMCAHUE 3HAYCHUU
npuema ‘meradopa’
® XapaKTEpUCTHKA U ONMCAHHUE 3HAYCHUH
npuema ‘simile’

XapaKTePUCTHKA M OMUCAHKE 3HAUYCHUN
IpremMa ‘upoHus
® 0COOCHHOCTH BBIpAKEHUS THIIEPOOITBI

Peszynvmamot yuebnoti oesmenvnocmu.
JTAeT MOJIHYIO XapaKTEPUCTUKY ONpeesIeHus
B3aMMOJICHCTBHSI CIOBAPHBIX U
KOHTEKCTYaJIbHBIX MPEIMETHO-IOTHYECKUX
3HAYEHUI
® OIKCHIBACT PA3IUYHBIC TUIIBI JIEKCUUECKUX
3HAUYCHUN CJIOBA HA B3aMMOJICHCTBHUE
CJIOBAapHBIX M KOHTEKCTYaJIbHBIX 3HAYCHHM
® PACKpPBIBAET BOMPOC O MPEAMETHO-
JIOTUYECKOEe 3HaYEHHE CII0Ba
® pacKpBIBAaET XapaKTep MPOSIBICHUS U
OTMCaHNE 3HAYCHUH npuema 3Bpemmusma
e 00BsCHsET criel(UKY BEIPAKCHHS 1
olMCaHue 3HaYeHUI puema nepudpasa
® pacKpBIBaeT XapaKTep MPOSIBICHUS U
OTHMCAaHNE 3HAYCHUI MpUeMa TUIEPOOITBI
[ ]

Memoowvi 00yuenus

Harmsinaast nekiust, o0cyxaeHne

Dopmul 0Oyuenus

I'pyninoBoit

Cpeocmea 0byuenus

[TpoekTop, yuebHOE nocobue

Ycnosus obyuenus

Aynutopus s JEKIIMOHHBIX 3aHITHI

Monumopune u oyenxa

Y CTHBII OPOC: BOIIPOC-OTBET
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1.2. Texnoaoruueckas kapta no reme «Lexical Expressive Means and Stylistic Devices»

JTansl padoTsl

Conep:xaHue JesiTeJJbHOCTH

U BpeMs IIpenonaBarennb CryaeHr
Jran 5. IlogroroBka coaep:kaHusl TEMbI
noarorosku | 6. Ilogroroska ciaaigoB s JIEKIIUA
7. BoIpaboTaTh KpUTEPUU OLICHKH 3HAHUHN CTYIEHTOB
8. [IpuBecTH CIUCOK UCTIOIB3YEMOH JIUTEPATYPHI TIO
IIPOBOIUMOM JIEKLIIUH
1. BBenenue 1.1. 3nakOoMHT ¢ Ha3BaHWEM TEMBI JICKITUU. BRIBOAUT Ha 3KpaH Crymaror.

(15 munyT)

IUTaH YPOKa U 1aéT CBeJICHHE 00 OCHOBHBIX pe3yNbTaTax,
0KHMJIaeMbIX 10 ocBenieHuto TeMbl ([Ipumedanne 1).

1.2. IlosicuseT Temy

1.3. [IpuBOAUT KpUTEPUHU OLIEHOK 3HAHUHN CTYJACHTOB
(ITpumeuanue?).

1.4. 3agaeT BONPOCHI C €TI0 BBISIBICHUS 3HAHUM 110
MIPOBOAMMOM JIEKIIUU

CrnymaroT u
00CyXIaroT

CryneHTsl
OTBEYAIOT
Ha BOIMIPOCHI

2. OcHOBHOM
Tan
(50 munyT)

2.1. C momoinpto mporpammel Power Point nemoncTpupyet u
MOSACHACT OCHOBHLIC TCOPCTUUCCKHUEC CTOPOHBI TCMBI.

2.2. O0OBACHSIET C HOMOILBIO CIANI0B CTHJIMCTUUYECKUX
HCIIOJIb30BAHUC PA3JIMYHBIX TUIIOB JICKCUYCCKUX 3HAUYCHUI.
2.3. Ha cmaiiiax mpuBOJUT KJIACCU(PUKAIINIO TTPHEMOB
OCHOBAHHBIC Ha BBaHMOI[eﬁCTBHH CJIOBAPHBIX U
KOHTCKCTYAJIbHBIX 3HAYCHUU.

2.4. TToka3biBaeT U OOBSICHSIET BCE MPHUEMbI OCHOBAaHHBIE HA
BSaHMOHeﬁCTBHH CJIOBAPHBIX U KOHTCKCTYAJIbHBIX 3HAUCHHUH.
2.4. C uenblo 3aKperuieHus: yaeOHOro Marepuana 3a1aét
CIIETYIOIIE BOTIPOCHI:

What lexical meanings of a word can you name? Which of
them, in most cases, is the most important one?

What SDs are based on the use of the logical (deno-
tational) meaning of a word?

What is a contextual meaning? How is it used in a SD?

What is the difference between the original and the
hackneyed SDs?

What is a metaphor? What are its semantic, morpholog-
ical, syntactical, structural, functional peculiarities?

What is a metonymy? Give a detailed description of the
device.

What is irony, what lexical meaning is employed in its
formation?

What types of irony do you know? What is the length of
the context needed for the realization of each of them?

What are the most frequently observed mechanisms of
irony formation? Can you explain the role of the repetition in
creating irony?

2.5. Tloka3biBaeT Ha ciaaiigax IpUMeEpsl C ITUMH IPUEMAMHU
2.6. OOBsICHSIET TIpollecC 00pa30BaHUs U OCHOBHBIC Pa3INUUs

CrnymaroT u
[MUIITYT

CTyneHTsI
OTBEYaro Ha
BOIIPOCHI.

Cnymmaror,
[MUIITYT

3. 3akaoun-
TeJLHBIA dTaN
(15 munyT)

3.1. OTBeyaeT Ha BO3HUKILUE Y CTYJEHTOB BOIIPOCHI 110 TEME,
JIeNIaeT OKOHYATEIbHBIC BHIBOJIBL.

3.2. ]l camocTOsATENBHOM paboThI IpeiaraeT temy: ‘Lexico-
phraseological expressive means’

3amaroT
BOIIPOCHI.
3anuceIBao
T 3aJaHUE.
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[Tpumeuanue 1

LEXICAL EXPRESSIVE MEANS AND STYLISTIC DEVICES

4 N

Plan
1. Interaction of primary dictionary and contextually imposed meanings
2. Interaction of primary and derivative logical meanings

3. Metaphor
4. Metonymy
5. Iron
Nl J
/ INTERACTION OF DIFFERENT TYPES OF LEXICAL MEANING \

O Words in context may acquire additional lexical meanings not fixed in dictionaries
called contextual meanings.

O The latter may sometimes deviate from the dictionary meaning to such a degree that
the new meaning even becomes the opposite of the primary meaning. This is
especially the case when we deal with transferred meanings.

Transferred meaning is practically the interrelation between two types of lexical meaning:
dictionary and contextual.

= /

4 INTERACTION OF PRIMARY AND DERIVATIVE LOGICAL MEANINGS h

The relation between dictionary and contextual meanings may be maintained along different
lines: on the principle of affinity, on that of proximity, or symbol - referent relations, or on
opposition. Thus the stylistic device based on the first principle is metaphor, on the second
metonymy and on the third irony.

- /

IRONY \
Irony is a stylistic device also based on the simultaneous realization of two logical meanings
- dictionary and contextual, but the two meanings are in opposition to each other. The literal
meaning is the opposite of the intended meaning. One thing is said and the other opposite is
implied.

e.g. Nice weather, isn't it? (on a rainy day).

= /
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THEME 10. EPITHET. METAPHOR.

Metaphor.

TEMA Ne 10 | Lexical Expressive Means and Stylistic Devices. Epithet.

b. Moxa

¢JIb TEXHOJOTHUH oﬁyqunﬂ

Bpems 3ansiTust — 2 4.

KoauuectBo cryaenTos ot 30 10 80

Tun 3augarusa

BBoaHo-uH(pOpMANIMOHHOE 3aHATHE

1.Interaction of primary dictionary and contextually
Imposed meanings

2. Epithet

3. Metaphor

L]env yuebHoeo 3anamus: naTh 001

€C CBCACHUA O JICKCHUYCCKUX IKCIIPCCCUBHBIX

3HaUYeHUSX ciioBa. O3HAKOMIICHHE CTYIEHTOB C OMpEIEICHUEM U Kilaccupukanuen
CTUJIMCTUYECKUX TIPUEMOB, OCHOBAaHHbIE Ha B3aUMOJICHCTBHM CJIOBapHBIX U
KOHTEKCTYaJIbHbIX MPEIMETHO-IOTHYECKUX 3HAUCHUM.

lleoazocuueckue 3aoauu:
® OIMUCaHUE ONPEACICHUS U
KJ1accu(UKaIluy PUEMOB
e pa30op ompeaencHus ‘primary
dictionary ‘u ‘contextually
imposed’meanings’
® IIPEIMETHO-JIOTUICCKOE 3HAUCHUE
CJIOBA pa3BUBAsICh MOXET JaTh
MIPOU3BOJIHO MPEIMETHO- JIOTHUECKOEC
3HAYCHUS
® XapaKTCPUCTHKA U ONMCAHHE
3HaueHui npuema ‘meragopa’
® XapaKTCPUCTHKA U OMTUCAHUEC
3HauYCHU npuema ‘epithet’

Pezynomameit yuebnoii desmenvnocmu:
® J1aCT MOJIHYIO XapaKTEPUCTUKY
ONpEICIICHNS B3aUMOJAECHCTBHS
CJIOBapHBIX U KOHTEKCTyalIbHbIX
MPEAMETHO-JIOTUYECKUX 3HAYCHUM
® OIKCHIBAET PA3TUYHBIE TUIIBI
JIEKCUYECKHUX 3HAUYECHUI CJI0Ba Ha
B3aMMO/JICHCTBUE CIIOBapPHBIX U
KOHTEKCTYaJIbHbIX 3HaYCHU
® PpACKPBIBAET BOIPOC O MPEIMETHO-
JIOTUYECKOE 3HAUYECHHE CIIOBA
® PACKPBIBAET XapaKTep MPOSBICHUS U
ONMCaHUE 3HAYEHUI MpreMa SUTET

Memoowvi 00yuenus

Harmsinaast nekiust, o0cyxaeHne

Dopmwbl 00yuenus

I'pynnosoit

Cpeocmea 0byuenus

[TpoexTop, yueOHOE TOCOOHE

Ycnosus obyuenus

Aynutopus 1S JEKIIMOHHBIX 3aHITHI

Monumopune u oyenxa

Y CTHBII OPOC: BOIIPOC-OTBET
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/

METAPHOR \\\\

O A metaphor is a relation between the dictionary and contextual logical meanings
based on the affinity or similarity of certain properties or features of the two
corresponding concepts. Metaphor can be embodied in all the meaningful parts of
speech, in nouns, adjectives, verbs, adverbs and sometimes even in the auxiliary
parts of speech , as in prepositions. Metaphor as any stylistic devices can be
classified according to their degree of unexpectedness.

O Metaphors which are absolutely unexpected, are quite unpredictable, are called
genuine metaphors.

e. g. Through the open window the dust danced and was golden.
O Metaphors which are commonly used in speech and are sometimes fixed in the

dictionaries as expressive means of language are trite metaphors or dead
metaphors.

e. g. a flight of fancy, floods of tears.

METONYMY \\\\

G}tonymy is based on a different type of relation between the dictionary and contextual

two

inst
e.g.

e.g
e.g

e.g.

e.g.

U

meanings, a relation based not on affinity, but on some kind of association connecting the

concepts which these meanings represent on a proximity.

The proximity may be revealed:

1) between the symbol and the thing it denotes;
2) in the relations between the instrument and the action performed with this
rument;
His pen is rather sharp.
3) in the relation between the container and the thing it contains;
4) the concrete is put for the abstract;
. He drank one more cup.
. It was a representative gathering (science, politics).
5) a part is put for the whole;
the crown - king, a hand - worker.
Metonymy represents the events of reality in its subjective attitude. Metonymy in

/

many cases is trite.

:" to earn one's bread", "to keep one's mouth shut".

EPITHET

The epithet is a stylistic device based on the interplay of emotive and logical meaning in an
attributive word, phrase or even sentence used to characterise an object and pointing out to the reader, and
frequently imposing on him, some of the properties or features of the object with the aim of giving an

individua

| perception and evaluation of these features or properties. The epithet is markedly subjective and

evaluative. The logical attribute is purely objective, non-evaluating. It is descriptive and indicates an inherent
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or prominent feature of the thing or phenomenon in question.

The epithet makes a strong impact on the reader, so much so. ihat unwittingly begins to see and
evaluate things as the writer wants him to

Epithets may be classified from different standpoints: semantic and structural. Semantically, epithets
may be divided into two groups: those associated with the noun following and those unassociated with it.

Associated epithets are those, which point to a feature which is essential to the objects they describe:
the idea expressed in the epithet is to a certain extent inherent in the concept of the object. The associated
epithet immediately refers the mind to the concept in question due to some actual quality of the object it is
attached to, for instance, 'dark forest', 'dreary midnight', ‘careful attention', 'unwearying research’,
'indefatigable assiduity', 'fantastic terrors’, etc.
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TEXHOJIOT' sl IPENNOJABAHUS JIEKIIMOHHBIX 3AHATHUIA

TEMA Nell

meanings.

Metonymy. Oxymoron.Interaction of primary and derivative logical

C. Moaesb TeXHOJIOTHH 00yYeHHUsI

Bpewms 3ansaTusi — 2 4.

KosmnuectBo crynenTos ot 30 10 80

Tun 3anarua

BBoaHo-uHpOpPMalMOHHOE 3aHATHE

IInan Jexkuun

1. General notions on metonymy
2. Oxymoron and its functions

Ue]lb yll€6H020 3aHAmuA. NaTb 06mee NOHATHEC CTHJIMCTHYCCKHUM IIpuEMaM, OCHOBAaHHBIC Ha
BSaHMOHCﬁCTBI/IH OCHOBHBIX M IMPOMU3BOAHBIX IMPECAMETHO-JIOTHYCCKUX 3Ha‘{eHPll>'I; TaKXE OaThb
0611_[66 MOHATHUC CTUJIMCTUYCCKUM IIpUCMaM, OCHOBAHHBIC Ha B3aUMOACHCTBUU npeaAMETHO-

JJOTHYCCKHX U SMOIIMOHAJIBHBIX 3HAYCHUH.

Ileoacocuueckue 3a0aui.
® OINHCAHHWE CTHJIMCTUYECKHUX MTPUEMOB,
OCHOBAHHBIX Ha B3aNMOJACHCTBUH CBOOOIHBIX U
HECBOOOIHBIX MPEAMETHO-IOTUIECKUX
3HAYEHU; U pa3Iuyus MEXKy METOHUMUEH U
Mmetadopoit
® PACKPBITh CYIIHOCTh PEAIM3AIUU IBYX
3HAYCHHI OJJHOBPEMEHHO OCHOBAH Ha
pa3noxkeHuu Ppa3eoJTOrHIeCKUX eIUHUII (B
0CO0EHHOCTH (Pa3eoOTHIECKUX STUHCTB 1
CpallleHUi)

OMUCAaHUC CTUIIUCTHYCCKUX ITPUCMOB,
OCHOBaHHBIEC HA B3aUMOJCHCTBUHU I PEIMETHO-
JJOI'MYCCKUX U OMOIIMOHAJIbHBIX 3HAUYCHU.
® PAaCKpBITh, TOKa3aTh ocooeHHOCTh CII-
SIUTET
¢ XApaKTCPHUCTHUKA OCHOBHBIM BUAAM SIIUTCTA
e oOpa3oBaHue U ynorpebiIeHue
CTHJINCTUYECKOTO IpremMa OKCIOMOpPOH
e ocobeHHocTH DnuTera 1 OKCIOMOpOHa

Pe3ynomamui yuebnoti desmenvnocmu:
® ONUCHIBAET CTHIIMCTUYECKUE TIPUEMBI,
OCHOBaHHbIE Ha B3aMMOJEHCTBUH CBOOOTHBIX
¥ HECBOOOIHBIX MTPEIMETHO-TOTHYECKIX
3HAYEHUU; U P3N MKy METOHUMUEN U
meTtadopoii
® paCKpBIBAET CYTh TPYAHOCTU OTIUYUS U
BBISIBJICHUSI 3€BI'MbI U TAHOM
® ONUCHIBACT Pa3HOOOW B MOHUMAHHUH
CYIITHOCTU TIPHEMOB
e 00BSCHSET CIIOCOOBI 00pa3OBaHUS U
ynoTpeOIeHUsI TPUEMOB
® ONHMCAHHE CTUIMCTUYECKUX IMPUEMOB,
OCHOBaHHBIC Ha B3aMMOJICHCTBHH I PEIMETHO-
JIOTUYECKHUX U SMOLMOHAIBHBIX 3HAUCHU
® DACKpBITH, MOKa3aTh 0co0eHHOCTh CII-
AIUTET
® J1aTh XapaKTEPUCTUKY OCHOBHBIM BHJIaM
AMUTETA
e oOpa3oBaHHE U yHOTpeOICHUE
cTuiictTudeckoro npuema OKCIOMOPOH
e ocobenHoctu Onurera 1 OKCIOMOPOHA

Memoodwbl 0byuenus

Harnsnuas nekmus, o6cyxaeHue

Dopmul 0Oyuenus

I'pyninoBoit

Cpeocmea 0byuenus

[IpoekTop, yuebHOe nmocobue

Yenosus 0byuenus

AyauTtopus JIsl JIEKIMOHHBIX 3aHITHI

Monumopune u oyenka

Y CTHBIN onpoc: BOIPOC-OTBET
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1.2. TexHosoru4eckasi Kapra 1o Teme
“Interaction of primary and derivative logical meanings”

Tanbl
padoThI U
BpeMsi

Conep:xxaHue 1eATeJILHOCTH

IIpenoagaBarenanb

Cryaenrt

Jtan
MOATrOTOBKH

ITogroroBka conep:xaHusi TEMbI

IToaroroBka ciaalifoB U JICKIIUU

BripaboTaTh KpUTEpUH OILICHKH 3HAHUH CTYICHTOB
4. TlpuBecTH CIUCOK UCIIOIB3YEMOU JIUTEPATyPHI 1O

MIPOBOAMMON JICKI[UU

wn e

1. BBenenue
(15 munyT)

1.1. 3HaKOMUT ¢ Ha3BaHUEM TEMBbI JEKIIMHU. BRIBOAUT Ha SKpaH
IUTaH YpOKa U 1aéT CBeICHHE 00 OCHOBHBIX pe3yabTaTax,
OKHMJIaeMbIX 1o ocBenieHuto TeMbl ([Ipumedanne 1).

1.2. TTosicHsieT TeMy KU

1.3. [IpuBOAUT KpUTEPUH OLIEHOK 3HAHUM CTYIECHTOB
(ITlpumeuanue?).

1.4. 3agaeT BONPOCHI C LEIBIO BBISIBICHUS 3HAHWN 110 MPOBOIUMON
JICKIIVH

Ciymaror.

CnymaroT u
00CYXKIaroT.
CryneHTsl
OTBEUAIOT Ha
BOIIPOCHI

2. OcHOBHOM
Tan
(50 munyT)

2.1. C momorpto mporpammel Power Point geMoHCTpHpyeT u
MOSICHACT OCHOBHBIC TCOPCTUYCCKUC CTOPOHBI TCMBI.

2.2. OOBsACHSET C TOMOIIBIO CJIANIOB HA TPUMEPAX OCHOBHBIC
paznuuns Mexay 3esrmoil u [lanom

2.3. Ha crnaitnax npuBOAUT KaTETOPUIO U pa3HOBUIHOCTh
DONUTETOB

2.4. OOBACHSET Pa3IUIUTEIIbHBIC U CXOHBIC YePThI DMUTETOB a
TakKe Ha claiigax o0bsCHSIET CyIHOCTh OKCIOMOpOHA

2.4. C uenpio 3aKkperieHus yaeOHOTO MaTepraia 3a1aéT
CJICAYIOIIUC BOIIPOCHI:

1. What is included into a group of SDs known as "play on
words"? 2. Which ones of them are the most frequently used?
What levels of language hierarchy are involved into their
formation?

3.Describe the difference between pun and zeugma, zeugma and a
semantically false chain, semantically false chain and nonsense of
non-sequence.

4.What meanings of a word participate in the violation of a
phraseological unit?

5.What is the basic effect achieved by the play on words

6. What lexical meaning is instrumental in the formation of
epithets?

7. What semantic types of epithets do you know?

8. What structural types of epithets do you know?

9. What parts of speech are predominantly used as epithets and
why?

10. What is an oxymoron and what meanings are foregrounded in
its formation?

CnymaroT u
IUIITYT

CryneHTsl
OTBEYaro Ha
BOITPOCHI.

Ciymaror,
IUIITYT

3. 3ak0un-
TeJbHbIH
Tan
(15 munyT)

3.1. OTBeyaeT Ha BO3HUKIIUE Y CTYIEHTOB BOIIPOCHI 0 TEME,
A€J1aC€T OKOHYATCIIbHBIC BHIBO/bI.

3.2. Jlns camocTosITeIbHOM paboThI mpeaaract temy” Various
cases of play on words, types how it is created, what effect it
adds to the utterance”

3amarot
BOIIPOCHL.
3anuceIBalOT
3aJlaHue.
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[Tpumeuanue 1

INTERACTION OF PRIMARY AND DERIVATIVE LOGICAL MEANINGS

4 )
Plan
1. The problem of polysemy
2. Zeugma
3. The pun
4. The Epithet
5. Oxymoron
- /

/Polysemy is a generic term the use of which must be confined to lexicology as an aspect of\
the science of language. In actual speech polysemy vanishes unless it is deliberately
retained for certain stylistic purposes. A context that does not seek to produce any
particular stylistic effect generally materializes one definite meaning. That is why we state
that polysemy vanishes in speech, or language in action.

"Then hate me if thou wilt, if ever now." (Shakespeare)
The verb “hate” here materializes several meanings. This becomes apparent when one
reads sonnet 90 to the end and compares the meaning of this word with other verbs used

synonymously. The principal meanings of this word are: “dislike”, “stop loving”, “become
indifferent to”, “feel aversion for”, etc. /

\

/There are special SDs which make a word materialize distinct dictionary meanings. They\
are zeugma and the pun.
ZEUGMA is the use of a word in the same grammatical but different semantic relations to
two adjacent words in the context, the semantic relations being on the one hand literal, and
on the other, transferred. Zeugma is a strong and effective device to maintain the purity of
the primary meaning when two meanings clash.
e. g. Dora, plunging at once into privileged intimacy and into the middle of the room.

(& )

KI’ he PUN is another S.D. based on the interaction of two well-known meanings of a word\
or a phrase. It is difficult to draw a hard and fast distinction between zeugma and pun. The
only reliable distinguishing feature is a structural one: zeugma is the realization of two
meanings with the help of a verb which is made to refer to different subjects or objects
(direct and indirect). The pun is more independent. Like any S.D. it must depend on a
context. But the context may be of a more expanded character, sometimes even as large as
a whole work of emotive prose.

e.g.- Did you miss my lecture ?
- Not at all.
Pun seems to be more varied and resembles zeugma in its humorous effect only.

-

/
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ﬁnterjections and Exclamatory Words Interjections are words we use when we expreh
our feelings strongly and which may be said to exist in language as conventional
symbols of human emotions. In traditional grammars the interjection is regarded as a
part of speech. But there is another view which regards the interjection as a sentence.
However a close investigation proves that interjection is a word with strong emotive
meaning.

e. g. Oh, where are you going to, all you Big Steamers?
The interjection oh, by itself may express various feelings such as regret, despair,
disappointment, sorrow, surprise and many others. Interjections can be divided into
primary and derivative. Primary interjections are generally devoid of any logical
meaning. Interjections such as: Heavens! Good gracious! God knows! Bless me! are
exclamatory words generally used as interjections. It must be noted that some adjectives
and adverbs can also take on the function of interjections - such as terrible! awfully!
great! wonderful! splendid! These adjectives acquire strong emotional colouring and are

\equal in force to interjections. /

The epithet is based on the interplay of emotive and logical meaning in an attributive
word, phrase or even sentence, used to characterize an object and pointing out to the
reader some of the properties or features of the object with the aim of giving an
individual perception and evaluation of these features or properties.

Classification of Epithets

From the point of view of their compositional structure epithets may be divided into:

1) simple (adjectives, nouns, participles): e.g. He looked at them in animal panic.

2) compound: e.g. apple - faced man;

3) sentence and phrase epithets: e.g. It is his do - it - yourself attitude.

4) reversed epithets - composed of 2 nouns linked by an ofphrase: e.g. "a shadow of a
smile";

Semantically according to I. Galperin.

1) associated with the noun following it, pointing to a feature which is essential to the
objects they describe: dark forest; careful attention.

2) unassociated with the noun, epithets that add a feature which is unexpected and which
strikes the reader: smiling sun, voiceless sounds.

-

Oxymoron is a combination of two words in which the meaning is opposite in sense.

e. g. speaking silence, cold fire, living death.
Close to oxymoron is paradox - a statement that is absurd on the surface. e.g. War is
peace. The worse - the better.
Trite oxymoron. e.g. Awfully beautiful.
If the primary meaning of qualifying word changes the stylistic effect of oxymoron is lost.
In oxymoron the logical meaning holds fast because there is no true word combination.

~
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TEXHOJIOT' sl IPENNOJABAHUS JIEKIIMOHHBIX 3AHATHUIA

TEMA Ne12-13 |

Interaction of logical and nominal meanings.

d. Moaejb TeXHOJIOTHH 00yYeHHS

Bpemst 3ansitust — 2 4.

KoanuyectBo cryaentos ot 20 no 80

Tun 3anaTus

BBoaHo-uHGOpMALIMOHHOE 3aHSATHE

2. lIrony

3. Pun

4, Zeugma
5. Hyperbole

Ilnan Jexkuun

1. Antonomasia

lle]lb y1£€6H020 3aHAmMuA. 1aTb O6H_I€€ MOHATHUC O CTHJIMCTHYCCKUX NpHEMaX , OCHOBAHHLIC Ha
BSaHMOHeﬁCTBHH MNPECAMETHO-JIOTHYCCKUX W HA3bIBHBIX 3HadeHni. O3HaKOMIJICHHUE CTYACHTOB C
OCOOCHHOCTSIMH CTHIMCTUYCCKUX MNpUEMOB OIUCAHUA SIBIICHUN H npeamMeToB, a HMCHHO

niepudpasbl, 23BHEMHU3MBI, CPAaBHEHHE, TUTIEPOOITHI.

Ileoacoeuueckue 3adauu:
® [I0JIHOE OCBEUICHHUE MOHATHUS O
CTHJINCTUYECKUX MTPUEMaxX , OCHOBAHHBIE HA
B3aMMOJICH CTBHH MPEAMETHO-IOTUYECKUX U
Ha3bIBHBIX 3HaUYCHUN.(AHTOHOMACHST)
e OOBSICHUTH 3HAYCHHE ATOHOMACUU
® OmNUCaTh BUJBI U PA3HOBUIHOCTH
AHTOHOMacuu
® TMOSICHEHHE OCOOEHHOCTH CTHIIMCTUYECKUX
MIPUEMOB OMHICAHMUSI SIBJICHUHN U MPEIMETOB,
[epudpassl.
® pacKpbITHE NPUPOJIBI 3BHEMU3MOB
e cymHocTh puema CpaBHEHHE
® CXOJICTBO U paziuuue [ unepOobl oT
MIPOCTOTO MPEYBETUICHHUS.

Pe3zynomamur yuebnoti oesmenvHocmu:
e mojiydaeT nHpopMaIno 00 0COOEHHOCTSIX
CTHJINCTUYECKUX MTPUEMax , OCHOBAHHBIE HA
B3aMMO/ICHCTBUY MPEIMETHO-JIOTHYECKUX U
Ha3bIBHBIX 3HAUYCHUN.(AHTOHOMACHST)
® 3aKperuUIseT 3HAHUS O TUIIaX AHTOHOMAacCUU
e (opmupyeT HaBBIKK O BHJIAX H
Pa3HOBUAHOCTSX AHTOHOMACHH.
[TonyuuT nabOpMaImo 06 0COOCHHOCTH
CTHJINCTUYECKUX MTPUEMOB OIMCAHUS SBICHUIN
u ipeameTos, [lepudpassi.
e OyIeT MOHUMATh U B COCTOSIHHH
WHTEPIPETUPOBATH MPUPOTY IB(HEMU3MOB
® TIOMMET CYIHOCTh nprema CpaBHEHHE U UX
OTJIMYUTEIbHBIC YEPTHI
® MOJYYHUT HH(OPMALIUIO O CXOJICTBE U
paznuuuu ['unep6osasl OT MPOCTOro
MPEeYBEITNYCHUS.
® 3aKpENHT 3HAHUA O CTUIIMCTHYECKUX
IpHeMax , OCHOBaHHbIE HAa B3aUMOJICHCTBUHI
MPEIMETHO-TOTHIECKIX U Ha3bIBHBIX
3HAYEHUH, TAK)KE O CTUIMCTUYECKUX MPUEMOB
OIMCAHUS SIBIICHUI U MPEIMETOB.

Memoowvl 00yuenus

Harmsigaas nexius, oocyxaeHue

Dopmwbl 0Oyuenus

I'pynnosoit

Cpeocmea 0byuenus

ITpoexTop, yaeOHOE TOcoOHe

Yenosus 0byuenus

AynuTtopus sl TEKIMOHHBIX 3aHITHI

Monumopune u oyenxa

VY CTHBIN OMpoc: BONPOC-OTBET
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1.2. Texnoaornveckasi kapta mo Teme «Interaction of logical and nominal meanings.»

JTansl Coaeprxanue 1eATeJbHOCTH
padoThl 1 IIpenogaBarennb CryaeHr
BpeMs
Jdran 1. IloaroroBka coaep>kaHusl TEMbI
noarorosku | 2. IToaroroBska ciaigoB JUIS TEKIIUA
3. BeipaboTath KpuTEpHH OIEHKH 3HAHUM CTYJICHTOB
4. TlpuBecTy CIMCOK HUCIIOJIb3YEMOM JIUTEPATYPHI 110
MPOBOAUMOM JIEKITUU
1. Beenenue | 1.1. 3HakoMUT ¢ Ha3BaHMEM TeMBbI JeKUMU. BeiBoauT Ha 3kpaH | Ciymator.
(15 munyT) IJ1aH ypoKa U Ja€T CBeICHHE 00 OCHOBHBIX Pe3yJIbTaTax,

OKHJAeMBIX 10 ocBemeHuto TeMbl ([Ipumedanne 1).

1.2. TloscHsieT Temy

1.3. IIpuBOANT KpUTEPUU OLIEHOK 3HAHUM CTYAECHTOB
(ITpumeuanue?).

1.4. 3amaeT BOPOCHI C 1EJIbIO BBISIBIICHUS 3HAHUH 1O
MPOBOAUMOM JIEKITUU

CnymaroT u
00CyXaaroT.
CryneHTsl
OTBEYAIOT Ha
BOTIPOCHI

2. OcHOBHOM
Tan
(50 munyT)

2.1. C momorsto nporpamMmmel Power Point nemoncTpupyer u
MOSICHACT OCHOBHBIC TCOPECTUUCCKHUE CTOPOHBI TEMBIL.

2.2. OOBsACHSET ¢ TOMOIIBIO CIAI0B OCOOCHHOCTH IIpuemMa
AHTOHOMAacHS U ee PAa3SHOBHUOHOCTD.

2.3. 3HaKOMUT CTY/I€HTOB C CTUJIMCTUYECKUMHU ITPUEMAMHU
OTMCaHUs ABJICHUI U nipeameToB, [leprudpassl,packpeiTie
IPUPOIBI 3BPEMU3MOB ,CyIIHOCTh puemMa CpaBHEHHE

2.4. O0BsCHSET CXOJICTBO U paznuuus [ umepOosbr OT MpOCTOTO
HNpEyBEIUICHUS.

2.4. C uenpo 3aKkperieHus: yaeOHOTO MaTepraia 3a1aéT
CJICOYIOIUC BOIIPOCHI

1. What is antonomasia? What meanings interact in its
formation?

2. What types of antonomasia do you know? Give examples of
each.

3. Do you remember any speaking names from the books you
have read?

4. What meaning is foregrounded in a hyperbole?

5. What types of hyperbole can you name?

6. What is a simile and what is a simple comparison?

7. What semantic poles of a simile do you know?

8. Speak about semantic types of periphrasis.

9. In what cases can a logical or a figurative periphrasis be also
qualified as euphemistic?

2.5. Iloka3piBaeT Ha claijax JIEKCUYECKUE CPEICTBA
BBIPpAXKCHUA U CTUIIMUCTUYCCKUC ITPHEMBI

2.6. I[TpyuBOANT CXOJICTBO U pa3INyuue 00CYKIaeMbIX TPUEMOB

CnymaoT u
TUIITYT

CryneHTsl
OTBEYAI0 Ha
BOTIPOCHI.

Canymaror,
HUIIYT

3. 3akaoun-
TeJbHBINA dTAn
(15 munyT)

3.1. OTBe4aeT Ha BO3HUKIIUE Y CTYJIEHTOB BOIIPOCHI MO TEME,
ACJIa€T OKOHYATCJIIbHBIC BHIBO/HI.

3.2. Jlns camocTosITeIbHOM paboThl mpeanaraeT temy: «Lexical
Stylistic Devices »

3agaror
BOIIPOCHI.
3anuceIBarOT
3aJIaHHue.
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[Ipumeuanue 1

INTERACTION OF LOGICAL AND NOMINAL MEANINGS

Plan
1. Antonomasia
2. Simile
3. Periphrasis
4. Euphemisms

5. Hyperbole
\ J

ﬁntonomasia is a lexical SD in which a proper name is used instead of a common noun m
vice versa, i.e. a SD, in which the nominal meaning of a proper name is suppressed by its
logical meaning or the logical meaning acquires the new-nominal-component. Logical
meaning, as you know, serves to denote concepts and thus to classify individual objects
into groups (classes). Nominal meaning has no classifying power for it applies to one
single individual object with the aim not of classifying it as just another of a number of
objects constituting a definite group, but, on the contrary, with the aim of singling it out of
the group of similar objects, of individualizing one particular object.

Another type of antonomasia we meet when a common noun serves as an individualizing
name, as in D. Cusack: "There are three doctors in an illness like yours. | don't mean only
myself, my partner and the radiologist who does your X-rays, the three I'm referring to are
Qr. Rest, Dr. Diet and Dr. Fresh Air."

/Simile is a direct, expressed comparison between two things essentially unlike, bh
resembling each other in at least one aspect. It is a device both of art and explanation,
comparing the unfamiliar thing to be explained to some familiar thing known to the reader.
There is no simile in the comparison, "My car is like your car,” because the two objects
are not "essentially unlike™ each other.

When you compare a noun to a noun, the simile is usually introduced by like:
B My mistress' eyes are nothing like the sun. . . . --Shakespeare

When a verb or phrase is compared to a verb or phrase, as is used:
B As wax melts before the fire,/ may the wicked perish before God. --Psalm 68:2b

Whenever it is not immediately clear, the point of similarity between the unlike objects
must be specified to avoid confusion and vagueness.
Qnd money is like muck, not good except it be spread. --Francis Bacon /
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/Euphemism is a word or phrase used to replace an unpleasant word or expression by a\
conventionally more acceptable one, for example, the word 'to die' has bred the following
euphemisms: to pass away, to expire, to be no more, to depart, to join the majority, and the
more facetious ones: to kick the bucket, to give up the ghost, to go west. So euphemisms are
synonyms which aim at producing a deliberately mild effect.

"They think we have come by this horse in some dishonest manner**
Euphemisms may be divided into several groups according to their spheres of application.
The most recognized are the following:
1) religious, 2) moral, 3) medical and 4) parliamentary.

/

fAnother SD, which also has the function of intensifying one certain property of the object\
described is hyperbole. It can be defined as a deliberate overstatement or exaggeration of a
feature essential (unlike periphrasis) to the object or phenomenon. In its extreme form this
exaggeration is carried to an illogical degree, sometimes ad absurdum.

For example: "He was so tall that | was not sure he had a face." (0. Henry)

Hyperbole differs from mere exaggeration in that it is intended to be understood as an
exaggeration. In this connection the following quotation deserve a passing note:

"Hyperbole is the result of a kind of intoxication by emotion, which prevents a person from
seeing things in their true dimensions... If the reader (lis'ener) is not carried away by the
emotion of the writer (speaker), hyperbole becomes a mere lie." j

\_

/Periphrasis is a very peculiar stylistic device which basically consists of using a\
roundabout form of expression instead of a simpler one, i.e. of using a more or less
complicated syntactical structure instead of a word. Depending on the mechanism of this
substitution, periphrases are classified into figurative (metonymic and metaphoric), and
logical. The first group is made, in fact, of phrase-metonymies and phrase-metaphors, as
you may well see from the following example: "The hospital was crowded with the
surgically interesting products of the fighting in Africa” (1.Sh.) where the extended
metonymy stands for "the wounded".

The often repeated periphrases become trite and serve as universally accepted periphrastic
synonyms: "the gentle / soft / weak sex" (women); "my better half (my spouse); "minions

Qf Law" (police), etc. j
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TEXHOJIOT'UsI IPENNOJABAHUS JIEKIIMOHHBIX 3AHATHIA

TEMA Ne 14 |

Syntactical Expressive Means and Stylistic Devices

€. Moaesib TeXHOJOTHH 00y4YeHMsI

Bpems 3ansTus — 2 4.

KosmmuectBo cTyaenToB ot 30 10 80

Tun 3anaTus

BBoaHo-uHGOpMALIMOHHOE 3aHSATHE

Ilnan Jekuun

1. General Considerations

2. Problems Concerning the Composition of Spans of Utterance
Wider than the Sentence

2.1. The Syntactical Whole

2.2. The Paragraph

3. Compositional Patterns of Syntactical Arrangement

3.1. Stylistic Inversion

3.2. Detached Construction

Lenv yuebHo2o 3ansamus. NaTh 00IIee MOHATHE O MPEIJIOKEHUH, O €T0 TUIIaX W, TIIABHBIM
00pa3oMm, 0 XapakTepe CBA3CH MEXKIY OTJEIbHBIMU YaCTSIMHU BhICKa3bIBaHUsI. O3HAKOMIICHHE
CTYACHTOB C PA3JIMYHBIMHU TUIIAMH CUHTAKCUYECKUMHU BBIPA3UTEIbHBIMU CPEICTBAMH U
pa3JIMYHBIMU TPHUEMaMU CTHJIMCTHYECKOTO CHHTAKCHUCA Ha KOHKPETHBIX MPUMEpax.

Ileoacocuueckue 3adaqu:
e omnucaHue O0IIero MOHITHS MPEIOKEHUS U
TJIABHBIM 00pa30M, O XapakTepe CBs3el MEXTy
OTHENbHBIMU YaCTSIMH BBICKA3bIBAHUS.
® JaTh IMOHATHE O CHHTAKCUYECKUX
CTHJIMCTUYCCKUX CPEJICTBAX.
® JaTh MOHSATHUE O CTUJIMCTHYCCKUX MTPHEMax
KOMIIO3UIIH OTPE3KOB BHICKA3bIBAHMSL.
e OIHMCATh NOHATHE-CI0KHOE CHHTAKCHUECKOE
1eoe
e J1aTh pa3siCHEHHE O mpueme -Ao3air
® PAcCCMOTPEHHE CTUIMCTUYECKUX MPUEMOB
OCHCBaHHBIX HA H3MCHEHUE TPATUIIMOHHOTO
MOPSIIKA CJIOB B TIPEITIOKSHUH
® 0COOEHHOCTH MHBEPCUU
e 0co0OeHHOCTH 000CcO0IEHE

Pesynomamut yuebnotl oesmenvrHocmu.
® OMNUCHIBACT OOIIEe MOHATHUS TPETOKCHHIA
¥ TJIaBHBIM 00pa30M, 0 XapakTepe CBs3er
MEXy OTACIbHBIMH YaCTSIMU BBICKA3bIBAHMSI.
® DACKpBIBAET CYTh CHHTAKCHYECKUX
CTHJTUCTHYECKHX CPEJICTB.
® JIaeT MOHATHE O CTUIMCTUYESCKUX MPHUeMax
KOMTIO3UIIH OTPE3KOB BHICKA3bIBAHMSI.
® DACKpBIBAET CYTh -CII0KHOE
CHHTaKCHYECKOE IIeII0e
e J1aeT passiCHeHHe o npueme -Aod3air
® ONUCHIBACT CTHIIUCTUICCKUE MPUEMBI
OCHCBAHHBIE Ha U3MEHEHHE TPAIUIIMOHHOTO
TIOPSI/IKA CJIOB B MPEIJIOKESHUHN, B YaCTHOCTH
® 0COOEHHOCTH MHBEPCHU U
e ocoOeHHOCTU 000COOIEHNE
e 00BsCHSET CIIOCOOBI 00pa3OBaHUS U
ynoTpeOIeHus UHBEPCHUU U 000Cc00IeHHE
® [I0Ka3bIBACT CPABHUTEIHHBIN aHATH3
® TMOSICHSIET OTIMYUTEIBHBIE H CXOIHBIC
YEePThI 3TUX CPEJCTB.

Memoowvl 00yuenus

Harmsimaast nekiust, o0cyxaeHne

Dopmul 0Oyuenus

I'pyninoBoit

Cpeocmea 0byuenus

[TpoekTop, yuebHoe nocobue

Ycnosus obyuenus

Aynutopus 1S JEKIIMOHHBIX 3aHITHI

Monumopune u oyenxa

Y CTHBIN ONPOC: BOIIPOC-OTBET
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1.2. Texnosornyeckasi kapta mo Teme «Syntactical Expressive Means and Stylistic Devices»

JTansl CoaepixkaHue 1eITeJIbHOCTH
padoThl 1 IIpenoanaBarennb CryaeHr
BpemMsi
Jdran 1. ToaroroBka comep:KaHUs TEMBI
NOAr0TOBKH 2. TloaroroBska ciaigoB JUIS JIEKIIUA
3. BripaboraTs kKpuTepun OIICHKH 3HAHUH CTYJEHTOB
4. IlpuBecTH CHMCOK UCHOJIB3YyEMOM JIUTEPATYPHI MO
MIPOBOAUMOM JIEKIIUU
1. BBenenue | 1.1. 3HakOMHT ¢ Ha3BaHUEM TEMBI JIEKIIMU. BBIBOAUT Ha 3KpaH Cnymaror.
(15 munyT) | MUIaH ypoka u JaéT cBeJeHne 00 OCHOBHBIX pe3yibTaTax,
OKUJaeMbIX 110 ocBeleHuto Temsl (IIpumeuanne 1). Caywmaror u
1.2. IToscHsieT TeMy JIeKIUU 00CyXIaroT.
1.3. IlpuBOANT KpUTEPUHN OLIEHOK 3HAHUN CTYJEHTOB CryneHTsl
(ITpumeuanne?). OTBEYAIOT Ha
1.4. 3agaer BONpOCHI C 1IENIBIO BBISBIECHUS 3HAHUH 10O BOIIPOCHI
MPOBOJMMON JICKIUU
2. OcHoBHoii | 2.1. C momormipto nporpammsl Power Point nemoHcTpupyer u Caywmaror u
Tan MOSICHSIET OCHOBHBIE TEOPETUYECKUE CTOPOHBI TEMBI. MUITYT
(50 munyT) | 2.2. OOBSCHSET C MOMOIIBIO CTAIIOB 00IIIee MOHATHE O
MIPETIOKEHUSX
2.3. Ha cnaiinax npuBOAUT MOHITHE O CHHTAKCHUUECKUX
CTHJINCTUYECKUX CPEJICTBAX.
2.4. 00BsICHACT pa3IMUUTENbHBIC H CXOHbBIC YePThI
a03aria,uHBepCcUn, 000Cc0o0ICHNE
2.4. C uenbio 3aKperuieHus yueOHOro Marepuania 3a1aét
CJIETyIOIIIHE BOIPOCHI:
1. Comment on the length of the sentence and its stylistic
relevance.
2. What do you know about one-word sentences?
3. Is there any correlation between the length and the structure of
the sentence? CryneHTbl
4. Can syntactical ambivalence be put to stylistic use? OTBEYaI0 Ha
5. What punctuation marks do you know and what is their BOIIPOCHI.
stylistic potential?
2.5. IlokaspiBaeT Ha cilaigax IpUMEpPHI [0 BCEM BbIIIE Caymator,
MIPUBE/ICHHBIX CPEJICTBAX. MUITYT
3. 3akaruun- | 3.1. OTBevyaeT Ha BO3HUKILUE Y CTYJEHTOB BOIIPOCHI IO TEME, 3agaroT
TeJbHbIN JieN1aeT OKOHYATEIbHbBIE BHIBOIBI. BOIPOCHI.
ITan 3.2. Insg caMOCTOSITEIbHOM paboTHI peAIaracT Temy: 3anuchIBaOT
(15 munyt) | «Transferred Use of Structural Meaning» 3aJlaHue.
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[Tpumeuanue 1
SYNTACTICAL EXPRESSIVE MEANS AND STYLISTIC DEVICES

A R e —— o e——~ o e~

~

Plan
1. General Considerations
2. Problems Concerning the Composition of Spans of Utterance Wider than the Sentence
2.1. The Syntactical Whole
2.2. The Paragraph
3. Compositional Patterns of Syntactical Arrangement
3.1. Stylistic Inversion
3.2. Detached Construction

/Syntactical whole is used to denote a larger unit than a sentence. It generally comprisesa\
number of sentences interdependent structurally (usually by means of pronouns,
connectives, tense-forms) and semantically (one definite thought is dealt with).

Such a span of utterance is also characterized by the fact that it can be extracted from the
context without losing its relative semantic independence. This cannot be said of the
sentence, which, while representing a complete syntactical unit may, however, lack the
quality of independence, A sentence from the stylistic point of view does not necessarily
express one idea, as it is defined in most manuals of grammar. It may express only part of
one idea. Thus the sentence: "Guy glanced at his wife's untouched plate™ if taken out of the
context will be perceived as a part of a larger span of utterance where the situation will be
made clear and the purport of verbal expression more complete.

\ /

/ A paragraph is a graphical term used to name a group of sentences marked off by\
indentation at the beginning and a break in the line at the end. But this graphical term has
come to mean a distinct portion of a written discourse showing an internal unity, logical in
character. In fact the paragraph as a category is half linguistic, half logical. As a logical
category it is characterized by coherence and relative unity of the ideas expressed, as a
linguistic category it is a unit of utterance marked off by purely linguistic means: intonation,
pauses of various lengths, semantic ties which can be disclosed by scrupulous analysis of
the morphological aspect and meaning of the component parts, etc. It has already been
stated elsewhere that the logical aspect of an utterance will always be backed up by purely
linguistic means causing, as it were, an indivisible unity of extra-linguistic and intra-

linguistic approach. j
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/Stylistic Inversion. The English word order is fixed. Any change which doesn't influeng

the meaning but is only aimed at emphasis is called a stylistic inversion. Stylistic inversion
aims at attaching logical stress or additional emotional colouring to the surface meaning of
the utterance. Therefore a specific intonation pattern is the inevitable satellite of inversion.
The following patterns of stylistic inversion are most frequently met in both English prose
and English poetry.

1. The object is placed at the beginning of the sentence.

2. The attribute is placed after the word it modifies, e. g. With fingers weary and worn.

3. The predicate is placed before the subject, e.g. A good generous prayer it was.

4. The adverbial modifier is placed at the beginning of the sentence. e.g. My dearest
daughter, at your feet I fall.

5. Both modifier and predicate stand before the subject, e. g. In went Mr. Pickwick.

\_

4 . . .
Detached constructions. Sometimes one of the secondary members of the sentence is

placed so that it seems formally independent of the word it refers to. Being formally
independent this secondary member acquires a greater degree of significance and is given
prominence by intonation.

e.g. She was gone. For good.

J
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TEXHOJIOT'UsI IPENNOJABAHUS JIEKIITMOHHBIX 3AHATUI

TEMA Nel5 | Lexico - Syntactical Expressive Means and Stylistic Devices

f. Moaeab TeXHOJIOTHH 00YYEHHS

Bpems 3ansitust — 2 4.

KosaunyectBo crygentos ot 20 1o 80

Tun 3anaTus

BBoaHo-uHGOpMALIMOHHOE 3aHSATHE

2 Chiasmus
IlnaH JeKknuu 3 Repetition
5 Suspense
6 Climax

7 Antithesis

1 Parallel Construction

4 Enumeration

lle]lb yll€6H020 3aHAmuA. 1aTb 06mee MOHATUC O CHHTAKCUYCCKUX CTUIIUCTUUCCKUX CPCACTBAX.
O3HaKOMIICHHE CTYACHTOB C 0COOCHHOCTSAMU CHHTAKCHYECKUX CpC€ACB BRIPAXKCHUEC U

CTUJIMCTUUYCCKHUX ITPHUCMOB.

Iledazocuueckue 3a0auu:
e 10JHOE OcBeleHue npuema Ilapannenuszm
e 00BsICHUTH posib OOpaTHOTO MapauieIu3Ma
(xua3m)
e 1aTh noHATus o npueme [loBTopsl, onucarkb
BU/IbI IOBTOPOB.
® TOsSCHEHHE IpueMa AHyMeparus
® packpsiTHE NpUPOBI PeTapmanus
e [OJIHOE cBellleHue npueMa Hapacranue
[Tapannenuszma
e CX0/cTBO U paznuuue Hapacranus ot
[Tapamienusma
® J1aTh MOHATUSA AHTHUTE3a
(ITpoTuBoMIOCTaBICHUE)
® CX0/CTBO U paznuuue [IpoTuBomnocTaBneHUs
ot KonTpacra

Pesynomamot yuebnotl oesmenvrHocmu.
e mnoxy4aer nH(OpMaLHI0 00 0COOCHHOCTAX
CUHTAaKCUYECKUX CPEJICTB BBIPAXKEHUI
®  3aKperuUIsieT 3HaHUS O THUMax
CUHTAKCUYECKHUX CPAJICTB BhIPAKECHUH U UX
pOJIH B PEIIOKEHUH
e (opmupyeT HaBBIKU ONpEIeNICHUs TPUEMOB
Ha OCHOBaHHE CUHTAKCUYECKUX CPE/CTB
BBIPAKECHUI
e QyleT UMETh BO3MOXHOCTb MOHSTH IPUEM
[Tapannenusm
® UMETh BOBMOXXHOCTb OTIUYHUTH
[Tapammenusm ot OO6paTHOTO MapauienTu3mMa
(xuazm)
e OyneTr NOHUMATh U B COCTOSIHUH
UHTEpPIpeTHpOBaTh npupoay [losropos
® TIOMMET CYIIHOCTb CPEJCTB BhIPAXKCHUI
Anymepanuu u npupony Perapnanuu
® TMOJYYHUT HH(OPMALIUIO O CXOJCTBE U
paznmuuu Hapacranus ot [lapamnennszma
® 3aKpenuT 3HaHUS 00 AHTHTE3E
(IIpoTuBomnocraieHne)
® TIOMMET CXOJICTBO U pa3IMuKe
IIpotuBonocrasienus or Konrpacra

Memoowvi 00yuenus

Harmsinaast nekiust, o0cyxaeHne

Dopmwbl 00yuenus

I'pynnosoit

Cpeocmea 0byuenus

[TpoexTop, yueOHOE TOCOOHE

Yenosus 0byuenus

AyauTtopus JIs JIEKIIMOHHBIX 3aHITHI

Monumopune u oyenka

Y CTHBIN onpoc: BOIPOC-OTBET

1.2. TexHoJsioruyeckasi Kapra mno TremMe
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«Lexico - Syntactical Expressive Means and Stylistic Devices»

Jransl padoThl

Conep:xaHue 1esiTeJIbHOCTH

U BpeMmsl IIpenoxaBarteJib Crynenr
Jran 1. TloaroroBka comep>kaHHS TEMbI
NOATOTOBKH 2. TloaroroBka ClailioB IS JIEKIIUU
3. BeipaboTaTh KpUTEPUU OIICHKH 3HAHHIA CTYICHTOB
4. TIpuBecTH CIHUCOK UCHOIb3yEeMOH JIUTEPaTypHI MO
MIPOBOAMMOM JIEKIIMU
1. BBenenue 1.1. 3HaKOMUT ¢ Ha3BaHUEM TEMBI JIEKIIMHA. BBIBOIUT Ha SKpaH Cnymaror.
(15 munyT) TUTaH YpOKa U TaéT CBeIeHNEe 00 OCHOBHBIX pe3yJIbTaTax,
OKHaeMBIX TT0 ocBeneHnto TeMbl ([Ipumeuanwe 1). Cnymarot u
1.2. TTosicasieT Temy 00CyKIaroT.
1.3. IIpuBOAUT KpUTEPHUH OLICHOK 3HAHUH CTYJEHTOB CryneHTsl
(ITpumeuanue?). OTBEYAIOT Ha
1.4. 3agaet BONpOCHI C LIENbIO BISBICHUS 3HAHUM 110 BOMPOCHI

HpOBOI[HMOﬁ JICKIIUH

2. OcHOBHOI1
ITan
(50 munyT)

2.1. C momorrsio mporpammel Power Point nemoncTpupyet u
MOACHACT OCHOBHBIC TCOPETUUCCKUEC CTOPOHBI TEMBIL.
2.2. OOBACHSET C TOMOIIBIO CIIAHI0B OCOOCHHOCTH MPHUEMOB,
AacT CBCACHHUA O KaXKIOM ITPUECME
2.3. 3HaKOMUT U OOBSCHSET CTYICHTaM C OCHOBHBIMHU
cxoacTBaMu W paznnuusaMu Hapacrtanus u [Tapannmenuzma
2.4. OOBsICHSIET CXOJICTBO ¥ pa3nnyuusi [[poTUBOMIOCTaBICHHUS OT
Konrpacra
2.4. C uenblo 3aKkpericHus yaeOHOro Marepurana 3a1aét
CJIEYIOIME BOIIPOCHL:

1. What syntactical stylistic devices dealing with
arrangement of sentence members do you remember?

2. What types of inversion do you know? Which of them
have you met more often and why?

3. What is suspense, how is it arranged and what is its
function?

4. What do you know about detachment and punctuation
used with detached sentence members?

5. What sentence members are most often detached?

6. Find in your reading material cases of all syntactical
SDs based on the re-arrangement or intended specific arrange-
ment of sentence members.

7. Comment on linguistic properties of sentences which
are foregrounded in lexico-syntactical stylistic devices.

8. What do you know about antithesis? Why is it viewed
separately from parallel constructions?
2.5. [loka3piBaeT Ha crnaiaXx CHHTAKCUYECKUE CPEJICTBA
BBIPAXKCHUA U UX OTIIMYUTCIIBHBIC Y€PThI

2.6. HpI/IBOJlI/IT CXO0ACTBO U Pa3IMIHUC PaCCMOTPCHHBIX IMTPHUEMOB.

CnymrarmoT u
THIITYT

CryneHTsl
OTBEYAI0 Ha
BOIIPOCHI.

Cnymaror,
THIIYT

3. 3akiaoun-
TEeJLHBIA dTAIl
(15 munyT)

3.1. OTBeyaeT Ha BO3HUKIIIUE Y CTYACHTOB BOIIPOCHI 11O TEMEC,
ACJIaC€T OKOHYATCIbHBIC BHIBOIHI.

3.2. J1y1g caMOCTOSITeIIEHOM paboThI TIpeiaracT TeMy:
«Particular ways of combining parts of the utterance »

3amaror
BOIIPOCHI.
3anuceIBalOT
3alaHue.

74




[Tpumeuanue 1

LEXICO - SYNTACTICAL EXPRESSIVE MEANS AND STYLISTIC

4 N

Plan
1. Parallel Construction
2. Chiasmus
3. Repetition
4. Enumeration
5. Suspense
6. Climax
7. Antithesis /

\

/Parallel construction is a device which may be encountered not so much in ta
sentence as in the macro-structures dealt with earlier, viz. the SPU and the paragraph.
The necessary condition in parallel construction is identical, or similar, syntactical
structure in two or more sentences or parts of a sentence in close succession, as in:

"There were, ..., real silver spoons to stir the tea with, and real china cups to drink it out

of, and plates of the same to hold the cakes and toast in. " (Dickens)

Parallel constructions are often backed up by repetition of words, conjunctions and
prepositions.

Parallel constructions may be partial or complete. Partial parallel arrangement, is the
repetition of some parts of successive sentences or daisies. Complete parallel
arrangement, also called balance, maintains the principle of identionl structures
throughout the corresponding sentences.

Parallel construction is most frequently used in enumeration, anttheis and in climax, thus

\consolidating the general effect achieved by these stylistic devices. /

Chiasmus is the figure of_speech in which two or more clauses are related to each other
through a reversal of structures in order to make a larger point; that is, the clauses display
inverted parallelism Chiasmus was particularly popular both in Greek and in Latin
literature, where it was used to articulate balance or order within a text. As a popular
example, many long and complex chiasmi have been found in Shakespeare and the Greek
and Hebrew texts of the Bible.

N e.g. She was a good sport about all this, but so was he.

J
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Repetition is an expressive means of language used when the speaker is under the stress

of strong emotion. It shows the state of mind of the speaker, as in t id | .Mowing passage

from Galsworthy:

"Stop!" - she cried, "Don't tell me! I don't want to hear; | don't want to hear what you've
come for. Jdon't want to hear."

The stylistic device of repetition aims at logical emphasis, an emphasis necessary to fix

the attention of the reader on the key-word of the utterance. Repetition is classified

according to compositional patterns. If the word (or phrase) comes at the beginning of

two or more consecutive sentences, phrases, we have anaphora. If the repeated unit is

place at the end of consecutive series, clauses or phrases, we have the type of repetition

called epiphora.

Anaphora: "Ignorant of the long and stealthy march of passion, ignorant of how

sometimes had watched her, ignorant of Fleur's reckless desperation... ignorant of all

this, everybody felt aggrieved." (Galsworthy)

Epiphora: "I am above the rest of mankind, in such a case as , hat. I can act philosophy

in such a case as that." (Dickens)

/Enumeration is a stylistic device by means of which homogeneous parts of an utterance \
are made heterogeneous from the semantic point of view. Let us examine the following
cases of enumeration:
"Famine, despair, cold, thirst and heat had done
Their work on them by turns, and thinn'd them too..." (Byron)
There is hardly anything in this enumeration that could be regarded as making some extra
impact on the reader. Each word is closely associated semantically with the following and
preceding words in the enumeration, and the effect is what the reader associates with all
kinds of consecutive disasters The utterance is perfectly coherent and there is no halt in
kthe natural flow of the communication. /

/Suspense IS a compositional device which consists in airanging the matter of a\
communication in such a way that the less important, descriptive, subordinate parts are
amassed at the beginning, the main idea being withheld till the end of the sentence. Thus
the reader’s attention is held and his interest kept up, for example:

"Mankind, says a Chinese manuscript, which my friend M. was obliging enough to read
and explain to me, for the first seventy thousand ages ate their meat raw." (Charles
Lamb)

Sentences of this type are called periodic sentences, or periods. Their function is to create
suspense, to keep the reader in a state of uncertainty and expectation.

Suspense and climax sometimes go together, In this case all the information contained in
the series of statement-clauses preceding the solution-statement are arranged in the order

kof gradation. J
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Antithesis is a good example of them: syntactically, antithesis is just another case of
parallel constructions. But unlike parallelism, which is indifferent to the semantics of its
components, the two parts of an antithesis must be semantically opposite to each other, as
in the sad maxim of O.Wilde: "Some people have much to live on, and little to live for",
where "much™ and "little" present a pair of antonyms, supported by the ' contextual
opposition of postpositions "on" and "for". Another example: "If we don't know who gains
by his death we do know who loses by it." (Ch.) Here, too, we have the leading
antonymous pair "gam - lose" and the supporting one, made stronger by the emphatic form
of the affirmative construction - “don't know / do know".

Antithesis as a semantic opposition emphasized by its realization in similar structures, is
often observed on lower levels of language hierarchy, especially on the morphemic level
where two antonymous affixes create a powerful effect of contrast: "Their pre-money
wives did not go together with their post-money daughters.” (H.)

The main function of antithesis is to stress the heterogeneity of the described phenomenon,
\toshow that the latter is a dialectical unity of two (or more) opposing features. /

ﬁnother type of semantically complicated parallelism is presented by climax, in wm
each next word combination (clause, sentence) is logically more important or
emotionally stronger and more explicit: "Better to borrow, better to beg, better to die!"
(D.) "I am firm, thou art obstinate, he is pig-headed." (B.Ch.) If to create antithesis we
use antonyms (or their contextual equivalents), in climax we deal with strings of
synonyms or at least semantically related words belonging to the same thematic group.
The negative form of the structures participating in the formation of climax reverses the
order in which climax-components are used, as in the following examples: "No tree, no
shrub, no blade of grass that was not owned.” (G.) It is the absence of substance or
quality that is being emphasized by the negative form of the climax, this is why relative
synonyms are arranged not in the ascending but in the descending order as to the
expressed quality or quantity. Cf.: "Be careful,” said Mr. Jingle. "Not a look." "Not a
wink," said Mr. Tupman. "Not a syllable. Not a whisper." (D.)

Proceeding from the nature of the emphasized phenomenon it is possible to speak of
logical, emotive or quantitative types of climax. The most widely spread model of climax
IS a three-step construction, in which intensification of logical importance, of emotion or
quantity (size, dimensions) is gradually rising Step by step. In emotive climax though,
we rather often meet a two-step structure, in which the second part repeats the first one
and is further strengthened by an intensifier, as in the following instances: "He was so

helpless, so very helpless." (W.D.) "She felt better, immensely better." (W.D.) "I have
\fn so unhappy here, so very very unhappy." (D.) /

Climax suddenly interrupted by an unexpected turn of the thought which defeats
expectations of the reader (listener) and ends in complete semantic reversal of the
emphasized idea, is called anticlimax. To stress the abruptness of the change emphatic
punctuation (dash, most often) is used between the ascending and the descending parts of
the anticlimax. Quite a few paradoxes are closely connected with anticlimax.

- J
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1.2. TexHojioruueckasi KapTa mno TeMme

«Syntactical Expressive Means and Stylistic Devices»
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[Tpumeuanue 1

[ SYNTACTICAL EXPRESSIVE MEANS AND STYLISTIC DEVICES ]

4 o A

1. Particular Ways of Combining of the Utterance
1.1. Asyndenton

1.2. Polysyndenton

2. Peculiar Use of Colloquial Constructions
2.1. Ellipsis

2.2. Break-in-the-Narrative

2.3. Question-in-the-Narrative

2.4. Represented Speech

a) Uttered Represented Speech

b) Unuttered of Inner Represented Speech
3. Transferred Use of Structural Meaning
3.1. Rhetorical Questions

K 3.2. Litotes /

Asyndeton is a deliberate avoidance of conjunctions in constructions in which they would
normally used.
e.g. He couldn’t go abroad alone, the sea upset his liver, he hated hotels.

Polysyndeton is an identical repetition of conjunctions: used to emphasize

simultaneousness of described actions, to disclose the authors subjective attitude towards

the characters, to create the rhythmical effect.

e. g. The heaviest rain, and snow, and hail, and sleet, could boast of the advantage over
him in only one respect.

Both polysyndeton and asyndeton, have a strong rhythmic impact. Besides, the function of
polysyndeton is to strengthen the idea of equal logical (emotive) importance of connected
sentences, while asyndeton, cutting off connecting words, helps to create the effect of
terse, energetic, active prose.

[Gap - Sentence Link. There is a peculiar type of connection of sentences which for Want\
of another term we shall call the Gap - Sentence Link (G. S. L.). The connection therefore
is not immediately apparent and it requires a certain mental effort to grasp the interrelation
between the parts of the utterance, in other words, to bridge the semantic gap.

e.g. "'She and that fellow ought to be the sufferers, and they were in Italy," (Galsworthy)
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/Egithet is a stylistic device based on the interplay of emotive and logical meanings in an\
attributive word, emotionally colored attitude of the speaker to the object he describes.
Semantic class: 1) associated with the noun it refers and 2) unassociated with it.
1 — refer the mind to the concept due to some quality of the object it is attached to.
e.g. careful attention.

2 — attributes used to characterize the object by adding a feature unexpected in it.

e.g. heart-burning smile.
Structurally: 1) simple 2) compound 3) phrase 4) sentence
Another structural variety of epithet is called reversed — two nouns liked in an of-phrase.
The evaluating, emotional element is in the noun described.

k e.g. A doll of the baby. /

/Question in the narrative. Changes the real nature of a question and turns it into a stylistic\
device. A question in the narrative is asked and answered by one and the same person,
usually the author. It becomes akin to a parenthetical statement with strong emotional
implications. e. g. For what is left the poet here? For Greeks a blush - for Greece a tear.

As is seen from these examples the questions asked, unlike rhetorical questions do not
contain statements.

Question in the narrative is very often used in oratory. This is explained by one of the
leading features of oratorical style - to induce the desired reaction to the content of the

speech.
\_ /

Represented speech is also a device which coveys to the reader the unuttered or inner
speech of the character, his thoughts and feelings. This device is also termed represented
speech. To distinguish between the two varieties of represented speech we call the
representation of the actual utterance through the author's language "uttered represented
speech”, and the representation of the thoughts and feelings of the character unuttered or
inner represented speech.

Uttered represented speech demands that the tense should be switched from present to past and that
the personal pronouns should be changed from 1st and 2nd person to 3rd person as in indirect speech,
but the syntactical structure of the utterance does not change. For example:

""Could he bring a reference from where he now was; He could.” (Dreiser)

. J

( )
Rhetorical question is one that expects no answer. It is asked in order to make a statement rather than

to get a reply They are frequently used in dramatic situation and in publisistic style.

L e. g. What was the good of discontented people who fitted in nowhere? )

Litotes - is a device an affirmation is expressed by denying its contrary. )
Usually litotes presupposes double negation. One through a negative particle (no, not) the other -
through a word with negative meanixig. Its function is to convey doubts of the speaker concerning the
exact characteristics of the object or a feeling.

e.g. It's not a bad thing - It's a good thing.

e.g. He is no coward. He is a brave man.

e.g. He was not without taste. )

"
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LECTURE 1
GENERAL NOTES ON STYLE AND STYLISTICS
PLAN

1. General notes on style and stylistics.

2. Expressive means and stylistic devices.

3. General notes on functional styles of language.
4. The English literary language.

5. Varieties of language.

Key words: Style and stylistics, expressive means and stylistic devices, functional styles of
language, official style, scientific style, publicist style, newspaper style, belles-lettres, literary,
language, varieties of language.

Stylistics sometimes called linguo-stylistics is a branch of general linguistics. It has now
been more or less definitely outlined. It deals mainly with two interdependent tasks: a) the
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investigation of the inventory of special language media which by their ontological features secure
the desirable effect of the utterance and b) certain types of texts (discourse) which due to the choice
and arrangement of language means are distinguished by the pragmatic aspect of the
communication. The two objectives of stylistics are clearly discernible as two separate fields of
investigation. The inventory of special language -media, can be analysed and their ontological
features revealed if presented in a system in which the co-relation between the media becomes
evident.

The types of texts can be analyzed if their linguistic components are presented in their
interaction, thus revealing the unbreakable unity and transparency of constructions of a given type.
The types of texts that are distinguished by the pragmatic, aspect of the communication are called fu
fictional styles of language (FS)\ the special media of language which secure the desirable effect of
the utterance are called stylistic devices (SD) and expressive means (EM).

The first field of investigation, i.e. SDs and EMs, necessarily touches upon such general
language problems as the aesthetic function of language, synonymous ways of rendering one and
the-same idea, emotional colouring in language, the interrelation between language and thought, the
individual manner of an author in making use of language and a number of other issues.

The second field, i.e. functional styles, cannot avoid discussion of such most general
linguistic issues as oral and written varieties of language, the notion of the literary (standard)
language, the constituents of texts larger than the sentence, the generative aspect of literary texts,
and some others.

In dealing with the objectives of stylistics, certain pronouncements of adjacent disciplines
such as theory of information, literature, psychology, logic and to some extent statistics must be
touched upon. This is indispensable; for nowadays no science is entirely isolated from other
domains of human knowledge; and linguistics particularly its branch stylistics, cannot avoid
references to the above mentioned disciplines because it is confronted with certain overlapping
issues.

2. EXPRESSIVE MEANS AND STYLISTIC DEVICES

The expressive means of a language are: 1) phonetic; 2) lexical and 3) syntactical. They are
poly-functional. One and the same expressive means may be used for different purposes: e.g.
repetition of a word or a group of words may be used for emphases, clarity, rhythm. The expressive
means are facts of the language. They are studied respectively in manuals of phonetics, grammar,
Lexicology.

"A stylistic device is a conscious and intentional literary use of some of the facts of the
language for further intensification of the emotional or logical emphasis contained in the expressive
means."(I- R- Galperin "Stylistics", p. 26)

In comparison with the expressive means of the language, stylistic devices carry a greater
account of information as they show the attitude of the speaker or of the author towards what he is
speaking about. Stylistic devices are always emotionally charged.

Sound combinations, intonation, pitch are phonetic expressive means. They are facts of the
language, but there are certain sound arrangements which produce a desired effect: e.g. alliteration,
onomatopoeia are used for euphony. Words, phraseological units are facts of the language, but used
not in the dictionary but contextual meanings, they become stylistic devices: metaphor, metonymy,
irony, epithets, etc. In syntax paragraph, sentence patterns and other syntactical expressive means
can serve to build syntactical stylistic devices: parallel constructions, climax, rhetoric questions,
litotes and many other stylistic devices.

3. GENERAL NOTES ON FUNCTIONAL STYLES OF LANGUAGE

Literary English is used in different spheres of communication that determine the choice of
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words, the peculiarities of syntax and the phonetic arrangements of speech. Each style fulfils a
particular function, hence the term "functional”. According to the function and the peculiar choice
of language means dependent on the aim of communication we may distinguish the following styles
within the English Literary Language (according to Prof. Galperin):

1) the belles-letters style which falls into three varieties: a)the language style of poetry; b)the
language style of emotive prose; c) the language style of drama.

2) the publicistic style comprises the following sub-styles: a) the language style of oratory;b)
the language style of essays; c¢) the language style of feature articles in newspapers and
journals.

3) the newspaper style falls into: a) the language style of brief news items and
communiques; b) the language style of newspaper headlines and c) the language style of
notices and advertisements; d) the language style of editorials.

4) the scientific prose style also has three divisions: a) the language style of humanitarian
sciences; b) the language style of "exact” sciences; ¢) the language style of popular scientific
prose.

5) the style of official documents can be divided into four varieties: a) the language style of
diplomatic documents; b) the language style of business documents; c) the language style of legal
documents; d)the language style of military documents.

The classification presented here is by no means arbitrary, it is the result of long and minute
observations of factual material in which not only peculiarities of language usage were taken into
account but also extra linguistic data, in particular the purport of the communication. However, we
admit that this classification is not proof against criticism. Other schemes may possibly be
elaborated and highlighted by different approaches to the problem of functional styles. The
classification of FSs is not a simple matter and any discussion of it is bound to reflect more than one
angle of vision. Thus, for example, some stylists consider "that newspaper articles (including
feature articles) should be classed under the functional style of newspaper language, not under the
language of publicistic literature. Others insist on including the language of every-day-life discourse
into the system of functional styles. Prof. Budagov singles out only two main functional styles: the
language of science and that of emotive literature.

It is inevitable, of course, that any classification should lead to some kind of simplification of
the facts classified, because items are considered in isolation. Moreover, sub-styles assume, as it
were, the aspect of closed systems. But no classification, useful though it may be from the
theoretical point of view, should be allowed to blind us as to the conventionality of classification in
general. When analysing concrete texts, we discover that the boundaries between them sometimes
become less an<dless discernible. Thus, for instance, the signs of difference are sometimes almost
imperceptible between poetry and emotive prose; between newspaper FS and publicistic FS;
between a popular scientific article and a scientific treatise; between an essay and a scientific
article. But this extremes are apparent from the ways language units are used both structurally and
semantically. Language serves a variety of needs and these needs have given birth to the principles
on which Galperin's classification is based and which in their turn presuppose the choice and
combination of language means.

The term “stylistics” originated from the greek “stylos”, which means “a pen”. In the course of
time it developed several meanings, each one applied to a specific study of language elements and
their use in speech.

It is no news that any propositional content-any “idea”- can be verbalized in several different
ways. So, “May | offer you a chair?”, “Sit down”- have the same proposition (subject-matter but
differ in the manner of expression, which, in its turn, depends upon the situational conditions of the
communications act.

70 percent of our lifetime is spent in various forms of communication activities — oral (speaking,
listening) or written (reading, writing) so it is self evident how important it is for a philologist to
know the mechanics of relations between the non-verbal, extralinguistic denotational essence of the
communicative act and its verbal, linguistic presentation. It is no surprise, then that many linguists
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follow their famous French colleague Charles Bally, claiming that stylistics is primarily the study of
synonymic language resources.

Representatives of the not less well-known Prague school — V.Mathesius, T.Vachek, J.Havranek
and others focused their attention on the priority of the situational appropriateness in the choice of
languages varieties for their adequate functioning. Thus, functional stylistics, which became and
remains an international, very important trend in style study, deals with sets, “paradigms” of
language units of all levels of language hierarchy serving to accommodate the needs of certain
typified communicative situations. These paradigms are known as functional styles of the language.
Proceeding from the famous definition of the style of a language offered by V.V.Vinogradov more
than three decades ago, we shall follow the understanding of a functional style formulated by
I.R.Galperin as *“a system of coordinated, interrelated and interconditioned language means
intended to fulfil a specific function of communication and aiming at a definite effect.”

All scholars agree that a well developed language, such as English or Russian, is streamed into
several functional styles. Their classifications, though, coincide only partially most style
theoreticians do not argue about the number of functional styles being five, but disagree about their
nomenclature. This manual offers on of the rather widely accepted classifications which single out
of the following functional styles:

1. official style, represented in all kinds of official documents and papers;

2. scientific style, found in articles, brochures, monographs and other scientific, academic

publications;

3. publicist style, covering such genres as essay, feature article, most writings of “new

journalism”, public speeches, etc.;

4. newspaper style, observed in the majority of material printed in newspapers;

5. belles-lettres, embracing numerous and versatile genres of creative writing.

It is only the first three that are invariably recognized in all stylistic treatises. As to newspaper
style, it is often regarded as part of the publicist domain and is not always treated individually. But
the biggest controversy is flaming around belles-lettres style. The unlimited possibilities of creative
writing, which covers the whole of the universe and makes use of all language resources, led some
scholars to the conviction that because of the liability of its contours it can be hardly qualified as a
functional style. Still others claim that, regardless of its versatility, the belles-lettres style, in each of
its concrete representations, fulfils the aesthetic function, which fact singles this style out of others
and gives grounds to recognise its systematic uniqueness, i.e. charges it with the status if an
autonomous functional style.

Each of the enumerated styles is exercised in two forms — written and oral; an article and a
lecture are examples of the two forms of the scientific style, news broadcast, on the radio and TV or
newspaper information materials — of the newspaper style; an essay and public speech — of the
publicist style, etc.

The number of functional styles and principles of their differentiation change with time and
reflect the state of the functioning language at a given period. So, only recently, most style
classifications had also included the so called poetic style which dealt with verbal forms specific for
poetry. But poetry, within the last decades, lost its isolated linguistic position, makes use of all the
vocabulary and grammar offered by the language at large and there is hardly sense in singling out a
special poetic style for the contemporary linguistic situation, though its relevance for the language
of the seventeenth, eighteenth and even the biggest part of the nineteenth centuries cannot be
argued.

Something similar can be said about the oratoric style, which, in Ancient Greece, was
instrumental in the creation of “Rhetoric”, where Aristotle, its author, elaborated the basics of style
study, still relevant today. The oratoric skill though has lost its position in social and political life.
Nowadays speeches are mostly written first, and so contain all the characteristic features of
publicist writing, which made it unnecessary to specify oratoric style within the contemporary
functional stratification of the language.

All the above-mentioned styles are specified within the literary type of the language. Their
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functioning is characterized by the international approach of the speaker towards the choice of
language means suitable for a particular communicative situation and the official, formal,
preplanned nature of the latter.

The colloquial type of the language, on the contrary, is characterized by the inofficiality,
spontaneity, informality of the communicative situation. Sometimes the colloquial type of speech is
labelled “the colloquial style” and entered into the classification of functional styles of the
language, regardless of the situational and linguistic differences between the literary and colloquial
communication, and despite the fact that a style of speech manifests a conscious, mindful effort in
choosing and preferring certain means of expression for the given communicative circumstances,
while colloquial speech is shaped by the immediacy, spontaneity, unpremeditativeness of the
communicative situation. Alongside this consideration there exists a strong tendency to treat
colloquial speech as an individual language system with its independent set of language units and
rules of their connection.

Functional stylistics, dealing in fact with all the subdivisions of the language and all its possible
usages, is the most all-embracing “global” trend in style study, and such specified stylistics as the
scientific prose study, or newspaper style study, or the like may be considered elaborations of
certain fields of functional stylistics.

A special place here is occupied by the study of creative writing of the belles-lettres style,
because in it, above all, we deal with stylistic use of language resources, i.e. with such a handling of
language elements that enables them to carry not only the basic, logical, but also additional
information of various types. So the stylistic of artistic speech, or belles-lettres style study, was
shaped.

Functional stylistics at large and its specified directions proceed from the situationally stipulated
language “paradigms” and concentrate primarily on the analysis of the latter. It is possible to say
that the attention of functional stylistics is focused on the message in its correlation with the
communicative situation.

The message is common ground for communications in an act of communications, an
indispensable element in the exchange of information between two participants of the
communicative act — the addresser (the supplier of information, the speaker, the writer) and the
addressee (the receiver of the information, the listener, the reader).

Problems, concerning the choice of the most appropriate languages means and their
organization into a message, from the viewpoint of the addresser, are centre of attention of the
individual style study, which puts particular emphasis on the study of an individual author’s style,
looking for correlation between the creative concepts of the author and the language of his works.

In terms of information theory the author’s stylistics may be named the stylistics of the encoder:
the language being viewed as the code to shape the information, respectively, as the encoder. The
addressee in this case plays the part of the decoder of the information contained in the message, and
the problems connected with adequate reception of the message without any informational losses or
deformations, i.e., with adequate decoding, are the concern of decoding stylistics.

And, finally, the stylistics, proceeding from the norms of language usage at a given period and
teaching these norms to language speakers, especially the ones, dealing with the language
professionally (editors, publishers, writers, journalists, teachers, etc.) is called practical stylistics.

Thus, depending on the approach and the final aim there can be observed several trends in style
study. Common to all of them is the necessity to learn what the language can offer to serve the
innumerable communicative tasks and purposes of language users; how various elements of the
language participate in storing and transferring information, which of them carries which type of
information, etc.

The best way to find answers to most of these and similar questions is to investigate
informational values and possibilities of language units, following the structural hierarchy of
language levels, suggested by well-known Belgian linguist E.Benveniste more than four decades
ago — at the IX International Congress of Linguists in 1962, accepted by most scholars today if not
in its entirety, then at least as the basis for further elaboration and development.
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E.Benveniste’s scheme of analysis proceeds from the level of the phoneme — through the levels
of the morpheme and the word to that sentence.

The resources of each language level become evident in action, i.e. in speech, so the attention of
the learners is drawn to the behaviour of each language element in functioning, to its aptitude to
convey various kinds of information.

The ability of a verbal element to obtain extra significance, to say more in a definite context was
called by Prague linguists foregrounding: indeed, when a word (affix, sentence), automatized by the
long use in speech, through context developments, obtains some new, additional features, the act
resembles a background phenomenon moving into the front line-foregrounding.

A contextually foregrounded element carries more information than when taken in isolation, so
it is possible to say that in context it is loaded with basic information inherently belonging to it, plus
the acquired, adherent, additional information. It is this latter that is mainly responsible for the well
known fact that a sentence means always more than the sum total of the meanings of its component-
words, or a text means more than the sum of its sentences. So, stylistic analysis involves rather
subtle procedures of finding foregrounded element and indicating the chemistry of its contextual
changes, brought about by the intentional, planned operations of the addresser, i.e. effected by the
conscious stylistic use of the language.

For foreign language students stylistic analysis holds particular difficulties: linguistic intuition
of a native speaker, which is very helpful in all philological activities, does not work in the case of
foreign learners. Besides, difficulties may arise because of the inadequate language command and
the ensuing gaps in grasping the basic, denotational information. Starting stylistic analysis, thus one
should bear in mind that the understanding of each separate component of the message is an
indispensable condition of satisfactory work with the message as a whole, of getting down to the
core and essence of its meaning.

Stylistic analysis not only broadens the theoretical horizons of a language learner but also
teaches the latter the skill of a competent reading, on the one hand, and proprieties of situational
language usage, on the other.

4. THE ENGLISH LITERARY LANGUAGE

The literary language is a historical category. It exists as a variety of the national language.
The literary language is that variety of the national language which imposes definite morphological,
phonetic, syntactical, lexical, phraseological and stylistic norms. The norm usage is established by
the language community at every given period in the development of the language. At every period
the norm is in a state of fluctuation. There are two conflicting tendencies in the process of
establishing the norm: 1) preservation of the already existing norm; 2) introduction of new norms
not yet firmly established. Much of what was considered a violation of the norm in one period
becomes acknowledged and is regarded as perfectly normal in another period.

There is no hard division between the literary and non-literary language. They are
independent. The literary language consistently enriches its vocabulary at the expense of the non-
literary language.

The English literary language was particularly regulated during the 17-th and 18-th
centuries.

This turn the literary language greatly influences the non-literary language. Many words,
onstructions and particularly phonetic improvements have been introduced through it into he
English colloquial language. This influence had its greatest effect in the 19-th century vith the
spread of general education, and in the present century with the introduction of radio aid television
into daily lives of the people.

Literary English is almost synonymous with the term Standard English, though the latter is
an abstraction, an ideal. This ideal helps to establish more or less strict norms for all aspects of he
language no matter how difficult it may be.
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5. VARIETIES OF LANGUAGE

We distinguish between two varieties of the language: the spoken and the written. The
spoken variety differs from the written language phonetically (in its written representation),
morphologically, lexically and syntactically, e.g. he'd; she's instead of "he had", "she is" in the
written variety. Some of these violations are recognised as being legitimated forms of colloquial
English. The most striking difference between the spoken and written language is the vocabulary
used. There are words and phrases typically colloquial and typically bookish.

The spoken language makes ample use of intensifying words: interjections, swear words,
oaths. Ellipses or omissions of parts of the utterance is also characteristic of the spoken variety, e.g.
"Had a good, Nora?" (instead of "Have you had a good day, Nora?"). In the spoken language it is
very natural to have a string of sentences without any connections, e.g. "Came home late. Had
supper and went to bed. Couldn't sleep, of course. The evening had been too much of a strain."

In the written variety the utterance becomes more exact, as the situation must be made clear
by the context. The relation between the parts of the utterances must be more precise. Hence the
abundance of conjunctions and other kinds of connectives characteristic only of the written variety
is the use of complicated sentence-units. The monologue character of the written language demands
logical coherence of the idea expressed and the breaking of the utterances into spans; hence units
like the syntactical whole of the paragraph.

Assignments for Self-Control
What are the main trends in style study?
What forms and types of speech do you know?
What is a functional style and what functional styles do you know?
. What do you know about individual style study? What authors most often attract the attention
of style theoreticians?
5. What is foregrounding and how does it operate in the text?
6. What levels of linguistic analysis do you know and which of them are relevant for stylistic
analysis?
7. What is decoding stylistics?
8.  What is the main concern of practical stylistics?
9. What is the ultimate goal of stylistic analysis of a speech product?
10. What types of language communication do you know?
11. What are the main characteristics of oral speech?
12. Enumerate functional styles of contemporary English.
13. What do you know about the scientific style?
14. Characterize the official style.
15. Discuss the peculiarities of the newspaper style.
16. What are the main features of the publicist style?
17. What is the status of belles-lettres style among other functional styles?

APwnhE
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LECTURE 2
STYLISTIC CLASSIFICATION OF THE ENGLISH VOCABULARY
PLAN

1. General considerations.
2. Neutral, common literary and common colloquial vocabulary.

Key words: vocabulary, classification, literary vocabulary, terms, neutral style, colloquial,
interconnection, word-stock, system, coignage.

1. GENERAL CONSIDERATIONS

Like any linguistic issue the classification of the vocabulary here suggested is for purely
stylistic purposes. This is important for the course inasmuch as some SDs are based on the interplay
of different stylistic aspects of word. It follows then that a discussion of the ways the English
vocabulary can be classified from a stylistic point of view should be given proper attention.

In order to get a more or less clear idea of the word-stock of any language, it must be
presented as a system, the- elements of which are interconnected, interrelated and yet independent.
Some linguists, who clearly see the systematic character of language as a whole, deny, however, the
possibility of systematically classifying the vocabulary. They say that the word-stock of any
language is so large and so heterogeneous that it is impossible to formalize it and therefore present
it in any system. The words of a language are thought of as a chaotic body whether viewed from
their origin and development or from their present state.

Indeed, the coinage of new lexical units, the development of meaning, the differentiation of
words according to their stylistic evaluation and their spheres of usage, the correlation between
meaning and concept and other problems connected with vocabulary are so multifarious and varied
that it is difficult to grasp the systematic character of the word-stock of a language, though it co-
exists with the systems of other levels phonetics, morphology and syntax.

To deny the systematic character of the word-stock of a language amounts to denying the
systematic character of language as a whole, words being elements in the general system of
language.

The word-stock of a language may be represented as a definite system in which different
aspects of words may be singled out as interdependent. A special branch of linguistic science
Lexicology has done much to classify vocabulary. A glance at the contents of any book on
Lexicology will suffice to ascertain the outline of the system of the word-stock of the given
language.

For our purpose, i. e. for linguistic stylistics, a special type of classification, viz. stylistic
classification, is most important.

In accordance with the already-mentioned division of language into literary and colloquial,
we may represent the whole of the word-stock of the English language as being divided into three
main layers: the literary layer, the neutral layer and the colloquial layer. The literary and the
colloquial layers contain a number of subgroups, each of which has a property it shares with all the
subgroups within the layer. This common property, which unites the different groups of words
within the layer, may be called its aspect. The aspect of the literary layer is its markedly bookish
character. It is this that makes the layer more or less stable. The aspect of the colloquial layer of
words is its lively spoken character. It is this that makes it unstable, fleeting.
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The aspect of the neutral layer is its universal character. That means it is unrestricted in its
use. It can be employed in all styles of language and in all spheres of human activity. It is this that
makes the layer the most stable of all.

The literary layer of words consists of groups accepted as legitimate members of the English
vocabulary. They have no local or dialectal character.

The colloquial layer of words as qualified in most English or American dictionaries is not
infrequently limited to a definite language community or confined to a special locality where it
circulates.

The literary vocabulary consists of the following groups of words:

1. common literary; 2. terms and learned words; 3. poetic words; 4. archaic words;
5. barbarisms and foreign words; 6. literary coinages including nonce-words.

The colloquial vocabulary falls into the following groups: 1. common colloquial words; 2.
slang; 3. jargonisms; 4. professional words; 5. dialectal words; 6. vulgar words; 7. colloquial
coinages.

The common literary, neutral and common colloquial words are grouped under the term
standard English vocabulary. Other groups in the literary layer are regarded as special literary
vocabulary and those in the colloquial layer are regarded as special colloquial (non-literary)
vocabulary.

2. NEUTRAL, COMMON LITERARY AND COMMON COLLOQUIAL VOCABULARY

Neutral words, which form the bulk of the English vocabulary, are used in both literary and
colloquial language. Neutral words are the main source of synonymy and polysemy. It is the neutral
stock of words that is so prolific in the production of new meanings.

The wealth of the neutral stratum of words is often overlooked. This is due to their
inconspicuous character. But their faculty for assuming new meanings and generating new stylistic
variants is often quite amazing.! This generative power of the neutral words in the English language
is multiplied by the very nature of the language itself. It has been estimated that most neutral
English words are of monosyllabic character, as, in the process of development from Old English to
Modem English, most of the parts of speech lost their distinguishing suffixes. This phenomenon has
led to the development of conversion as the most productive means of word-building. Word
compounding is not so productive as conversion or word derivation, where a new word is because
of a shift in the part of speech in the first case and by the edition of an affix in the second. Unlike all
other groups, the neutral group of words cannot be considered as having a special stylistic
colouring, whereas both literary and colloquial words have a definite stylistic colouring.

Common literary words are chiefly used in writing and polished speech. One can always tell
a literary word from a colloquial word. The reason for this lies in certain objective features of

the literary layer of words. What these objective features are, is difficult to say be-cause as
yet no objective criteria have been worked out. But one of them undoubtedly is that literary units
stand in opposition to colloquial units. This is especially apparent when pairs of synonyms, literary
and colloquial, can be formed which stand in contrasting relation.

The following synonyms illustrate the relations that exist between the neutral, literary and
colloquial words in the English language.

Colloquial Neutral Literary
kid Child infant
daddy Father parent
chap Fellow associate
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get out go away retire

Goon continue proceed
teenager boy (girl) youth (maiden)
flapper young girl maiden

go ahead Begin commence

It goes without saying that these synonyms are not only stylistic but ideographic as well, i. e.
there is a definite, though slight, semantic difference between the words. But this is almost always
the case with synonyms. There are very few absolute synonyms in English just as there are in any
language. The main distinction between synonyms remains stylistic. But stylistic difference may be
of various kinds: it may lie in the emotional tension connoted in a word, or in the sphere of
application, or in the degree of the quality denoted. Colloquial words are always more emotionally
coloured than literary ones. The neutral stratum of words, as the term itself implies, has no degree
of emotiveness, nor have they any distinctions in the sphere of usage.

Both literary and colloquial words have their upper and lower ranges. The lower range of
literary words approaches the neutral layer and has a markedly obvious tendency to pass into that
layer. The same may be said of the upper range of the colloquial layer: it can very easily pass into
the neutral layer. The lines of demarcation between common colloguial and neutral, on the one
hand, and common literary and neutral, on the other, are blurred. It is here that the process of inter-
penetration of the stylistic strata becomes most apparent.

In the diagram, common colloquial vocabulary is represented as overlapping into the
standard English vocabulary and is therefore to be considered part of it. It borders both on the
neutral vocabulary and on the special colloguial vocabulary which, as we shall see later, falls out of
standard English altogether. Just as common literary words lack homogeneity so do common
colloquial words and set expressions. Some of the lexical items belonging to this stratum are close
to the non-standard colloquial groups such as jargonisms, professionalisms, etc. These are on the
border-line between the common, colloquial vocabulary and the special colloquial or non-standard
vocabulary. Other words approach the neutral bulk of the English vocabulary. Thus, the words
teenager (a young girl or young man) and hippie (hippy) (a young person who leads an unordered
and unconventional life) are colloquial words passing into the neutral vocabulary. They are
gradually losing their non-standard character and becoming widely recognized. However, they have
not lost their colloquial association and therefore still remain in the colloquial stratum of the
English vocabulary. So also are the following words and expressions: take (in "as | take it"= as |
understand); to go for (to be attracted by, like very much, as in "You think she still goes for the
guy?"); guy (young man); to be gone on (= to be madly in love with), pro (= a professional, e.g. a
professional boxer, tennis-player, etc.).

The spoken language abounds in set expressions which are colloquial in character, e.g. all
sorts of things, just a bit, How is life treating you?, so-so, What time do you make it?, to hobnob (=
to be very friendly with, to drink together), so much the better, to be sick and tired of, to be up to
something.

The stylistic function of the different strata of the English vocabulary depends not so much
on the inner qualities of each of the groups, as on their interaction when they are opposed to one
another. However, the qualities themselves are not unaffected by the function of the words,
inasmuch as these qualities have been acquired in certain environments It is interesting to note that
anything written assumes a greater degree of significance than what is only spoken. If the spoken
takes the place of the written or vice versa, it means that we are faced with a stylistic device.

Certain set expressions have been coined within literary English and their use in ordinary
speech will inevitably make the utterance sound bookish. In other words, it will become literary.
The following are examples of set expressions which can be considered literary: in accordance
with, with regard to, by virtue of, to speak at great length, to lend assistance, to draw a lesson,
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responsibility rests.

Assignments for Self-Control

1. What can you say about the meaning of a word and its relation to the concept of an entity?

2. What types of lexical meaning do you know and what stipulates their existence and
differentiation?

3. What connotational meanings do you know? Dwell on each of them, providing your own
examples.

4. What is the role of the context in meaning actualization?

5. What registers of communication are reflected in the stylistic differentiation of the vocabulary?
6. Speak about general literary words illustrating your elaboration with examples from nineteenth-
and twentieth-century prose.

7. What are the main subgroups of special literary words?

8. What do you know of terms, their structure, meaning, functions?

Lecture 3
FUNCTIONAL STYLES OF LANGUAGE
PLAN

Functional Styles of the English Languages.

The definition of a functional Style.

The main functional styles of the English language.
The peculiarities of emotive prose.

0 The peculiarities of other functional styles.

'—‘©9°.\‘.®

Keywords: functional, language means, literary language, distinguish, belle letter style,
publicistic literature, communication, scientific prose, official documents, substyles.

A Functional style of language is a system of interrelated language means, which serves a
definite aim in communication. Thus, the functional style can be regarded as the product of a certain
concrete task set by the sender of the message. Functional styles appear mainly in the literary
language. The peculiar choice language means within each functional style is predetermined by
certain aims of communication, and as a result of it a more or less closed system is built up. In the
English literary language, we distinguish the following major Functional Styles (FS).

The language of belle lettre xymosxecTBeHnas npo3sa.
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The language of publicistic literatures.
The language of newspapers.
The language of scientific prose.

The language of official documents.

Each FS may be characterized by a number of distinctive features and each FS maybe
subdivided into a number of sub styles.
For example, the belle letre style has the following sub styles:
The language style of poetry.
The language style of emotive prose.

The language style of drama.

The most important feature of the poetic style is imagery, which gives rich additional
information. This information is created by specific use of words and expressions. This information
is to be conveyed through images. Images are mobjected to the purpose of the belle — lettre style. It
IS rich in represented speech too.

The language style of drama is entirely dialogues, but it is not the exact reproduction of oral speech.
In any variety of bella lettre styles the established literary norms should be followed, otherwise the
aesthetic effect of the play will be lost.

Publicistic style of language also may be divided into three sub styles:

Oratorical substyle.

Radio and TV substyle.

Essays, the language style of articles.

Publicistic style has features in common, with style scientific prose and at the same time has
features in common with the emotive prose. Its logical syntactical structure expanded system of
connective makes it similar to scientific prose. The emotional appeal is achieved by the use of
words with emotive meaning, but the use of imagery and other stylistic devices are not fresh.

The oratorical style of language is the oral subdivision of the publicistic style.

Direct contact with the listeners permits a combination of the syntactical lexical and phonetic
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features of the written and spoken varieties of the language.
The essay. The most characteristic language features of the essay are as follows:
1. The prorate of expression.
2. The use of first person singular.
3. Expanded use of connectives.
4. Abundant use of emotive words.

Journalistic articles (political, literary, popular — scientific, etc) the character of the
magazine and the subject determine the use stylistic devices.

Newspaper style. The English newspaper style may be defined as a system of lexical,
phraseological, grammatical means, aimed at serving the purpose of informing and instructing the
reader. In the English newspapers, the information is conveyed in the form of

Brief new items.

Information articles.

Press reports.

Advertisements, announcements.

Brief new items are characterized for extensive use of special political and economic terms, non- —
term political vocabulary newspaper cliches, abbreviations neologisms, syntactical complexes, and
specific word orders.

Scientific prose style. In the scientific prose style maybe subdivided into the following substyles:
The language of business documents.

The language of legal documents.

The language of diplomacy.

The language of military documents.

Coming from its communicative aim, the language of this style has its own system of units and
means. They are 1. A special of cliches, terms and set expressions: | beg to inform you, Dear sir,
your obedient servants, here in after named etc.2. the use of the words in their logical dictionary

meaning words with emotive meaning is not used here.

Functional style — is a system of interrelated language means, which serves a definite aim in
communication.

Brief new item — a type of newspaper style which characterized for extensive use of political

vocabulary newspaper cliches abbreviations, neologism, syntactical, complexes, specific words
orders.
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As has already been mentioned, functional styles are the product of the development of the written
variety of language. | Each FS may be characterized by a number of distinctive features, leading or
subordinate, constant or changing, obligatory or optional. Most of the FSs, however, are perceived
as independent wholes due to a peculiar combination and interrelation of features common to all
(especially when taking into account syntactical arrangement) with the leading ones of each FS.

Each FS is subdivided into a number of substyles. These represent varieties of the abstract invariant.
Each variety has basic features common to all the varieties of the given FS and peculiar features
typical of this variety alone. Still a substyle can, in some cases, deviate so far from the invariant that
in its extreme it may even break away.

We clearly perceive the following substyles of the five FSs given above.
The belles-lettres FS has the following substyles:

a) the language style of poetry; b) the language style of emotive prose; c¢) the language style of
drama.

The publicistic F S comprises the following substyles: a) the language style of oratory; b) the
language style of essays;

c) the language style of feature articles in newspapers and journals.

The newspaper FS falls into a) the language style of brief news items and communiques; b) the
language style of newspaper headings and c) the language style of notices and advertisements.

The scientific prose FS also has three divisions: a) the language style of humanitarian sciences; b)
the language style of "exact" | sciences; c) the language style of popular scientific prose. J

The official document FS can be divided into four varieties: a) the language style of diplomatic
documents; b) the language \ style of business documents; c¢) the language style of legal .documents;
d) the language style of military documents.

The classification presented here is by no means arbitrary. It is the result of long and minute
observations of factual material in which not ¢ only peculiarities of language usage were taken into
account but also extralinguistic data, in particular the purport of the communication. However, we
admit that this classification is not proof against criticism. Other schemes may possibly be
elaborated and highlighted by different approaches to the problem of functional styles. The
classification of FSs is not a simple matter and any discussion of it is bound to reflect more li than
one angle .of vision. Thus, for example, some stylicists consider that newspaper articles (including
feature articles) should be classed M under the functional style of newspaper language, not under
the language m of publicistic literature. Others insist on including the language of every- ' day-life
discourse into the system of functional styles. Prof. Budagov singles out only two main functional
styles: the language of science and that of emotive literature.

It is inevitable, of course, that any classification should lead to some kind of simplification of the
acts classified, because items are considered in isolation. Moreover, substyles assume, as it were,
the aspect of closed systems. But no classification, useful though it may be from the theoretical
point of view, should be allowed to blind us as to the conventionality of classification in general.
Thus, for instance, the signs of difference are sometimes almost imperceptible between poetry and
emotive prose; between newspaper FS and publicistic FS; between a popular scientific article and a
scientific treatise; between an essay and a scientific article. But the extremes are apparent from the
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ways language units are used both structurally and semantically. Language serves a variety of needs
and these needs have given birth to the principles on which our classification is based and which in
their turn presuppose the choice and combination of language means.

We presume that the reader has noticed the insistent use of the ex-cTion 'language style' or “style of
language' in the above classification. This is done in order to emphasize the idea that in this work
the word 'style’ is applied purely to linguistic data.

Assignments for Self-Control

. How can we define a functional style?

What is the peculiar choice of language means within each functional style predetermined
by?

What are the major functional styles of the English literary language?
What are the substyles of the belle lettre style?

What is the most important feature of the poetic style?

What is the emotive prose characterized by?

What can you say about the language of drama?

How many substyles are there in publicistic style?

9. What is oratorical style?

10.What are the oratorical styles within the oratorical style of the language?
11.How many substyles are there in the newspaper style?

12.What are the distinctive features of scientific prose style?

13.How many substyles of the style of official documents do you know?
14.What are the characteristic features of the official documents?

N -
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Lecture 4
SPECIAL LITERARY VOCABULARY
PLAN

6. Terms
7. Poetic and Highly Literary Words
8. Archaic, Obsolescent and Obsolete Words
9. Barbarisms and Foreignisms
10. Literary Coinages (Including Nonce-Words)

Key words: terms, archaic, obsolescent and obsolete words, poetic words, phenomenon, science, stylistic
function, text.

1.TERMS

"All scientists are linguists to some extent. They are responsible for devising a consistent
terminology, a skeleton language to talk about their subject-matter. Philologists and philosophers of speech
are in the peculiar position of having to evolve a special language to talk about language itself."

This quotation makes clear one of the essential characteristics of a term viz. its highly conventional
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character. A term is generally very easily coined and easily accepted; and new icoinages as easily replace
out-dated ones.

This sensitivity to alteration is mainly due to the necessity of reflecting in language the cognitive
process maintained by scholars in analysing different concepts and phenomena. One of the most
characteristic features of a term is its direct relevance to the system or set of terms used in a particular
science, discipline or art, i. e. to its nomenclature.

When a term is used our mind immediately associates it with a certain nomenclature. A term is
directly connected with the concept it denotes. A term, unlike other words, directs the mind to the essential
quality of the thing, phenomenon or action as seen by the scientist in the light of his own conceptualisation.

Terms are mostly and predominantly used in special works dealing with the notions of some branch
of science. Therefore it may be said that they belong to the style of language of science. But their use is not
confined to this style. They may as well appear in other styles - in newspaper style, in publicistic and
practically in all other existing styles of language. But their function in this case changes. They do not
always fulfil their basic function, that of bearing exact reference to a given concept. When used in the belles-
lettres style, for instance, a term may acquire a stylistic function and consequently become a SD.

The following is an example where a term is used as an SD.

"What a fool Rawdon Crawley has been,” Clump replied, "to go and marry a governess There was
something about the girl too."

"Green eyes, fair skin, pretty figure, famous frontal development” Squill remarked. (W. M. Thackeray)

The combination “frontal development"” is terminological in character (used sometimes in anatomy).
But being preceded by the word "famous" used in the sense indicated by the Shorter Oxford Dictionary as "a
strong expression of approval (chiefly colloquial); excellent, capital” the whole expression assumes a
specific stylistic function due to the fact that "frontal development” is used both in its terminological aspect
and in its logical meaning "the breast of a woman".

Whenever the terms used in the belles-lettres style set the reader at odds with the text, we can register
a stylistic effect caused either by a specific use of terms in their proper meanings or by a simultaneous
realisation of two meanings.

2. POETIC AND HIGHLY LITERARY WORDS

Poetic words form a rather insignificant layer of the special literary vocabulary. They are mostly
archaic or very rarely used highly literary words which aim at producing an elevated effect. They have a
marked tendency to detach themselves from the common literary word-stock and gradually assume the
quality of terms denoting certain definite notions and calling forth poetic diction.

Poetic words and expressions are called upon to sustain the special elevated atmosphere of poetry.
This may be said to be the main function of poetic words.

V. V. Vinogradov gives the following properties of poetic words:

"... the cobweb of poetic words and images veils the reality, stylising it according to the established
literary norms and canons. A word is torn away from its referent. Being drawn into the system of literary
styles, the words are selected and arranged in groups of definite images, in phraseological series, which grow
standardised and stale and are becoming conventional symbols of definite phenomena or characters or of
definite ideas or impressions."

Poetical tradition has kept alive such archaic words and forms as yclept (p. p. of the old verb
clipian—to call, name); eftsoons (eftsona, - again, soon after), which are used even by modern ballad-
mongers. Let us note in passing that archaic words are here to be understood as units that have either entirely
gone out of use, or as words some of whose meanings have grown archaic, e. g. hall in the following line
from Byron's Childe Harold's Pilgrimage: Deserted is my own good hall, its hearth is desolate.

It must be remembered though, that not all English poetry makes use of "poeticisms or poetical
terms"”, as they might be named. In the history of English literature there were periods, as there were in many
countries, which were characterised by protests against the use of such conventional symbols. The literary
trends known as classicism and romanticism were particularly rich in fresh poetic terms.

Poetical words in an ordinary environment may also have a satirical function, as seen in this passage
from Byron.
But Adeline was not indifferent: for
(Now for a common-place!) beneath the snow, As a volcano holds the lava more
Within - et cetera. Shall 1 go on? - No, | hate to hunt down a tired metaphor,
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So let the often-used volcano go. Poor thing: How frequently, by me and others, It hath been stirred up
till its smoke quite smothers?
("Don Juan")

The satirical function of poetic words and conventional poetic devices is well revealed in this stanza.
The "tired metaphor" and the "often-used volcano" are typical of Byron's estimate of the value of
conventional metaphors and stereotyped poetical expressions.

The striving for the unusual - the characteristic feature of some kinds of poetry - is akin to the
sensational and is therefore to be found not only in poetry, but in many other styles.

A modern English literary critic has remarked that in journalese a policeman never goes to an
appointed spot; he proceeds to it. The picturesque reporter seldom talks of a horse, it is a steed or a charger.
The sky is the welkin; the valley is the vale; fire is the devouring element...

Poetical words and word-combinations can be likened to terms in that they do not easily yield to
polysemy. They are said to evoke emotive meanings. They colour the utterance with a certain air of loftiness,
but generally fail to produce a genuine feeling of delight: they are too hackneyed for the purpose, too stale.
And that is the reason that the excessive use of poeticisms at present calls forth protest and derision towards
those who favour this conventional device.

The very secret of a truly poetic quality of a word does not lie in conventionality of usage. On the
contrary, a poeticism through constant repetition gradually becomes hackneyed. Like anything that lacks
freshness it fails to evoke a genuinely aesthetic effect and eventually call forth protest on the part of those
who are sensitive to real beauty.

As far back as in 1800 Wordsworth raised the question of the conventional use of words and phrases,
which to his mind should be avoided. There was (and still persists) a notion called "poetic diction" which
still means the collection of epithets, periphrases, archaisms, etc., which were common property to most
poets of the 18th century.

However, the term has now acquired a broader meaning. Thus Owen Barfield says:

"When words are selected and arranged in such a way that their meaning either arouses or is obviously
intended to arouse aesthetic imagination, the result may be described as poetic diction.”

Poetical words and set expressions make the utterance understandable only to a limited number of
readers. It is mainly due to poeticism that poetical language is sometimes called poetical jargon.

3. ARCHAIC, OBSOLESCENT AND OBSOLETE WORDS

The word-stock of a language is in an increasing state of change. Words change their meaning and
sometimes drop out of the language together. New words spring up and replace the old ones. Some words
stay in the language a very long time and do not lose their faculty of gaining new meanings and becoming
richer and richer polysemantically. Other words live but a short time and are like bubbles on the surface of
water - they disappear leaving no trace of their existence.

In registering these processes the role of dictionaries can hardly be over-estimated. Dictionaries
serve to retain this or that word in a language either as a relic of ancient times, where it lived and circulated,
or as a still living unit of the system, though it may have lost some of its meanings. They may also preserve
certain nonce-crealions which were never intended for general use.

In every period in the development of a literary language one can find words which will show more
or less apparent changes in their meaning or usage, from full vigour, through a moribund state, to death, i. e.
complete disappearance of the unit from the language.

We shall distinguish three stages in the aging process of words.

The beginning of the aging process when the word becomes rarely used. Such words are called
obsolescent, i.e. they are in the stage of gradually passing out of general use. To this category first of all
belong morphological forms belonging to the earlier stages in the development of the language. In the
English language these are the pronouns thou and its forms thee, thy and thine, the corresponding verbal
ending -est and the verb-forms art, wilt (thou makest, thou wilt); the ending -(e)th instead of -(e)s (he
maketh) and the pronounce.

To the category of obsolescent words belong many French borrowings which have been kept in the
literary language as a means of preserving the spirit of earlier periods, e.g. & pallet (= a straw mattress), a
palfrey (= a small horse), garniture (= furniture), to emplume (= to adorn with feathers or plumes).

The second group of archaic words are those that have already gone completely out of use but are
still recognised by the English-speaking community: e.g. methinks (= it seems to me), nay (= no). These
words are called obsolete.
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The third group, which may be called archaic proper, are words which are no longer recognisable in
modern English, words that were in use in Old English and which have either dropped out of the language
entirely or have changed in their appearance so much that they have become unrecognisable, e. g. troth (=
faith), a losel ( = a worthless, lazy fellow).

The border lines between the groups are not distinct. In fact they interpenetrate. It is specially
difficult to distinguish between obsolete and obsolescent words. But the difference is important when we
come to deal with the stylistic aspect of an utterance in which the given word serves a certain stylistic
purpose. Obsolete and obsolescent words have separate functions.

There is still another class of words which is classed as historical words. They can be called
historical terms referring to definite stages in the development of society and can not be neglected though the
things and phenomena to which they refer no longer exist. Historical

words have no synonyms as compared to archaic words which are replaced by modem synonyms.
"Yeoman", "goblet”, baldric”, "mace" - are historical words.

The words of all 4 groups are used by writers for stylistic purposes: they serve to create a realistic
background to historical novels.

Archaic words and phrases can be found in official documents, e.g. "aforesaid, therewith, herein,
afternamed”, etc. They are also used in poetry to create an elevated effect.

4. BARBARISMS AND FOREIGNISMS

In the vocabulary of the English language there is a considerable layer of words called barbarisms.
These are words of foreign origin which have not entirely been assimilated into the English language. They
bear the appearance of a borrowing and are felt as something alien to the native tongue. The role foreign
borrowings played in the development of the English literary language is well known, and the great majority
of these borrowed words now form part of the rank and file of the English vocabulary. It is the science of
linguistics, in particular its branch etymology, that reveals the foreign nature of this or that word. But most of
what were formerly foreign borrowings are now, from a purely stylistic position, not regarded as foreign. But
still there are some words which retain their foreign appearance to a greater or lesser degree. These words,
which are called barbarisms, are, like archaisms, also considered to be on the outskirts of the literary
language.

Most of them have corresponding English synonyms; e. g. chic (= stylish); bon mot (= a clever witty
saying); en passant (= in passing); ad infinitum (= to infinity) and many other words and phrases.

It is very important for purely stylistic purposes to distinguish between barbarisms and foreign words
proper. Barbarisms are words which have already become facts of the English language. They are, as it were,
part and parcel of the English word-stock, though they remain on the outskirts of the literary vocabulary.
Foreign words, though used for certain stylistic purposes, do not belong to the English vocabulary. They are
not registered by English dictionaries, except in a kind of addenda which gives the meanings of the foreign
words most frequently used in literary English. Barbarisms are generally given in the body of the dictionary.

In printed works foreign words and phrases are generally italicised to indicate their alien nature or
their stylistic value. Barbarisms, on the contrary, are not made conspicuous in the text unless they bear a
special load of stylistic information.

There are foreign words in the English vocabulary which fulfil a terminological function. Therefore,
though they still retain their foreign appearance, they should not be regarded as barbarisms.

Barbarisms are a historical category. Many foreign words and phrases which were once just foreign
words used in Literary English to express a concept non-existent in English reality, have little by little
entered the class of words called barbarisms and many of these barbarisms have gradually lost their foreign
peculiarities become more or less naturalised and have mixed with the native word stock. With the passing of
time they have become common English literary words. The words scientific, methodical, penetrate,
function, figurative and many others were once barbarisms but now they are lawful members of the common
literary word-stock. Both foreign words and barbarisms are widely used in various styles of language to
supply local colour.

5.LITERARY COINAGES (INCLUDING NONCE-WORDS)

There is a term in linguistics, which by its very nature is ambiguous, and that is the term neologism.
In dictionaries it is generally defined as "a new word -or a new meaning for an established word". Everything
in this definition is vague. How long should words or their meanings be regarded as new? Which words of
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those that appear as new in the language, say during the life-time of one generation, can be regarded as
established? It is suggestive that the latest editions of certain dictionaries avoid the use of the stylistic
notation "neologism™ apparently because of its ambiguous character. If a word is fixed in a dictionary and
provided that the dictionary is reliable, it ceases to be a neologism. If a new meaning is recognised as an
element in the semantic structure of a lexical unit, it ceases to be new. However, if we wish to divide the
word-stock of a language into chronological periods, we can conventionally mark off a period, which might
be called new.

Every period in the development of a language produces an enormous number of new words or new
meanings of established words. Most of them do not live long. They are not meant to live long. They are, as
it were, coined for use at the moment of speech, and therefore possess a peculiar property - that of
temporariness. The given word or meaning holds only in the given context and is meant only to "serve the
occasion."”

However, such is the power of the written language that a word or a meaning used only to serve the
occasion, when once fixed in writing, may become part and parcel of the general vocabulary irrespective of
the quality of the word. That's why the introduction of new words by men-of-letters is pregnant with
unforeseen consequences: their new coinages may replace old words and become established in the language
as synonyms and later as substitutes for the old words.

The coining of new words generally arises first of all with the need to designate new concepts
resulting from the development of science and also with the need to express nuances of meaning called forth
by a deeper understanding of the nature of the phenomenon in question. It may also be the result of a search
for a more economical, brief and compact form of utterance, which proves to be a more expressive means of
communicating the idea. The first type of newly coined words, i. e. Those, which designate new-born
concepts, may be named terminological coinages. The second type, i. e. words coined because their creators
seek expressive utterance may be named stylistic coinages.

New words are mainly coined according to the productive models for word-building in the given
language. But the new words of the literary-bookish type we are dealing with may sometimes be built with
the help of affixes and by other means which have gone out of use or which are in the process of dying out.
In this case the stylistic effect produced by the means of word-building chosen becomes more apparent, and
the stylistic function of the device can be felt more acutely.

Among new coinages of a literary-bookish type must be mentioned a considerable layer of words
appearing in the publicistic style, mainly in newspaper articles and magazines and also in the newspaper
style— mostly in newspaper headlines. To these belongs the word Blimp - a name coined by Low, the well-
known English cartoonist. The name was coined to designate an English colonel famous for his conceit,
brutality, ultra- conservatism. This word gave birth to a derivative, viz. Blimpish.

Another type of neologism is the nonce- word, i.e. a word coined to suit one particular occasion.
They rarely pass into the language as legitimate units of the vocabulary: cousined, wived, mother - in -
lawed. They are not registered in dictionaries.

Key words. General considerations, neutral, common literary, common colloquial vocabulary, special
literary vocabulary, terms, poetic and highly literary words, archaic, obsolescent, obsolete words, barbarisms
and foreignisms, literary coinages, honce-words.

Assignments for Self-Control
9. What are the fields of application of archaic words and forms?
10. What do you know about the common literary vocabulary?
11. What do you know about the common colloquial vocabulary?
12. What do you know about the neutral words?
13. What can you say about the meaning of a word and its relation to the concept of an entity?
14. What types of lexical meaning do you know and what stipulates their existance and differentiation?

LECTURE 5
SPECIAL COLLOQUIAL VOCABULARY

PLAN
1. Slang
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2. Jargonisms

3. Professionalisms

4. Dialectal Words

5. Vulgar words or vulgarisms.

6. Colloquial coinages (words and meanings).

Key words: slang, ambiguous, standard, usage, particular group, jargon, dialect, definition, dictionary,
vulgarism, spoken language, meaning.

1. SLANG

There is hardly any other term that is as ambiguous and obscure as the term slang. Slang seems to
mean everything that is below the standard of usage of present-day English.

Much has been said and written about if. This is probably due to the uncertainty of the concept itself.
No one has yet given a more or less satisfactory definition of the term. Nor has it been specified by any
linguist who deals with the problem of the English vocabulary.

The first thing that strikes the scholar is the fact that no other European language has singled out a
special layer of vocabulary and named it slang, though all of them distinguish such groups of words as
jargon, cant, and the like. The distinctions between slang and other groups of unconventional English, though
perhaps subtle and sometimes difficult to grasp, should nevertheless be subjected to a more detailed
linguistic specification.

Webster's "Third New International Dictionary™ gives the following meanings of the term: slang
[origin unknown] 1: language peculiar to a particular group: as a: the special and often secret vocabulary
used by a class (as thieves, beggars) and usu. felt to be vulgar or inferior: argot; b: the jargon used by or
associated with a particular trade, profession, or field of activity; 2: a non-standard vocabulary composed of
words and senses characterised primarily by connotations of extreme informality and usu. a currency not
limited to a particular region and composed typically of coinages or arbitrarily changed words, clipped or
shortened forms, extravagant, forced or facetious figures of speech, or verbal novelties usu. experiencing
quick popularity and relatively rapid decline into disuse.

The New Oxford English Dictionary defines slang as follows:

a) the special vocabulary used by any set of persons of a low or disreputable character; language of a
low and vulgar type. (Now merged in c. leant/); b) the cant or jargon of a certain class or period; c¢) language
of a highly colloquial type considered as below the level of standard educated speech, and consisting either
of new words or of current words employed in some special sense.

As is seen from these quotations slang is represented both as a special vocabulary and as a special
language. This is the first thing that causes confusion If this is a certain lexical layer, then why should it be
given the rank of language? If, on the other hand, slang is a certain language or a dialect or even a patois,
then it should be characterised not only by its peculiar use of words but also by phonetic, morphological and
syntactical peculiarities. J. B. Greenough and C. L. Kitteridge define slang in these words: -

""Slang... is a peculiar kind of vagabond language, always hanging on the outskirts of legitimate
speech but continually straying or forcing its way into the most respectable company."*

Another definition of slang is one made by Eric Partridge, the eminent student of the non-literary
language:

"'Slang is much rather a spoken than a literary language. It originates, nearly always, in speech. To
coin a term on a written page is almost inevitably to brand it as a neologism which will either be accepted or
become a nonce-word (or phrase), but, except in the rarest instances, that term will not be slang"

In most of the dictionaries si (slang) is used as convenient stylistic notation for a word or a phrase
that cannot be specified more exactly. The obscure etymology of the term itself affects its use as a stylistic
notation. Whenever the notation appears in a dictionary it may serve as an indication that the unit presented
is non-literary, but not pinpointed. That is the reason why the various dictionaries disagree in the use of this
term when applied as a stylistic notation.

2. JARGONISMS

In the non-literary vocabulary of the English language there is a group of words that are called
jargonisms. Jargon is a recognised term for a group of words that exists in almost every language and whose
aim is to preserve secrecy within one or another social group. Jargonisms are generally old words with
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entirely new meanings imposed on them. The traditional meaning of the words is immaterial, only the new,
improvised meaning is of importance. Most of the jargonisms of any language, and of the English language
too, are absolutely incomprehensible to those outside the social group, which has invented them. They may
be defined as a code within a code, that is special meanings of words that are imposed on the recognised
code - the dictionary meaning of the words.

Thus the word grease means "money"; loaf means "head"; a tiger hunter is "a gambler"; a lexer is "a
student preparing for a law course™.

Jargonisms are social in character. They are not regional. In Britain and in the US almost any social
group of people has its own jargon. The following jargons are well known in the English language: the
jargon of thieves and vagabonds, generally known as cant; the jargon of jazz people; the jargon of the army,
known as military slang; the jargon of sportsmen, and many others.

The various jargons (which in fact are nothing but a definite group of words) remain a foreign
language to the outsiders of any particular social group.

3. PROFESSIONALISMS

Professionalisms, as the term itself signifies, are the words used in a definite trade, profession or
calling by people connected by common interests both at work and at home. They commonly designate some
working process or implement of labour. Professionalisms are correlated to terms. Terms, as has already
been indicated, coined to nominate new concepts that appear in the process of, and as a result of, technical
progress and the development of science.

Professional words name anew already-existing concepts, tools or instruments, and have the typical
properties of a special code. The main feature of a professionalism is its technicality. Professionalisms are
special words in the non-literary layer of the English vocabulary, whereas terms are a specialised group
belonging to the literary layer of words. Terms, if they are connected with a field or branch of science or
technique well-known to ordinary people, are easily decoded and enter the neutral stratum of the vocabulary.
Professionalisms generally remain in circulation within a definite community, as they are linked to a
common occupation and common social interests. The semantic structure of the term is usually transparent
and is therefore easily understood. The semantic structure of a professionalism is often dimmed by the image
on which the meaning of the professionalism is based, particularly when the features of the object in question
reflect the process of the work, metaphorically or metonymically. Like terms, professionalisms do not allow
any polysemy, they are monosemantic.

Here are some professionalisms used in different trades: tin-fish (= submarine); block-buster (= a
bomb especially designed to destroy blocks of big buildings).

4. DIALECTAL WORDS

This group of words is obviously opposed to the other groups of the non-literary English vocabulary
and therefore its stylistic functions can be more or less clearly defined. Dialectal words are those, which in
the process of integration of the English national language remained beyond its literary boundaries, and their
use is generally confined to a definite locality.

With reference to this group there is a confusion of terms, particularly between the terms dialectal,
slang and vernacular. In order to ascertain the true value and the stylistic functions of dialectal words it is
necessary to look into their nature. For this purpose a quotation from Cecil Wyld's "A History of Modern
Colloquial English™ will be to the point.

"The history of a very large part of the vocabulary of the present day English dialects is still very
obscure, and it is doubtful whether much of it is of any antiquity. So far very little attempt has been made to
sift the chaff from the grain in that very vast receptacle of the English Dialect Dictionary, and to decide
which elements are really genuine "corruptions” of words which the yokel has heard from educated speakers,
or read, misheard, or misread, and ignorantly altered, and adopted, often with a slightly twisted significance.
Probably many hundreds of 'dialect’ words are of this origin, and have no historical value whatever, except
inasmuch as they illustrate a general principle in the modification of speech. Such words are not, as a rule,
characteristic of any Regional Dialect, although they may be ascribed to one of these, simply because some
collector of dialect forms has happened to hear them in a particular area. They belong rather to the category
of "mistakes" which any ignorant speaker may make, and which such persons do make, again and again, in
every part of the country."
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We are not concerned, here with the historical aspect of dialectal words. For our purpose it
will suffice to note that there is a definite similarity of functions in the use of slang, cockney and
any other form of non-literary English and that of dialectal words. All these groups when used in
emotive prose are meant to characterise the speaker as a person of a certain locality, breeding,
education, etc.

There is sometimes a difficulty in distinguishing dialectal words from colloquial words.
Some dialectal words have become so familiar in good colloquial or standard colloquial English
that they are universally accepted as recognised units of the standard colloquial English. To these
words belong lass, meaning "a girl or a beloved girl” and the corresponding lad, "a boy or a young
man", daft from the Scottish and the northern dialect, meaning "of unsound mind, silly".

5. VULGAR WORDS OR VULGARISMS

Vulgarisms are coarse words and expressions with strong emotional meaning which denote
the speaker's attitude towards the object in question. There are different degrees of vulgar words,
some of them - obscene ones - should not even be fixed in common dictionaries (“four-letter"
words); words like "damn, bloody, son of a bitch, to hell” belong to vulgarisms of a lesser degree.

Coarse words denoting parts of the body and physiological acts that are not spoken of in
public except in euphemistic form are called disphemisms.

The function of expletives is almost the same as that of interjections, that is to express strong
emotions, mainly annoyance, anger, vexation and the like. They are not to be found in any
functional style of language except emotive prose, and here only in the direct speech of the
characters.

The language of the underworld is rich in coarse words and expressions. But not every
expression which may be considered coarse should regarded as a vulgarism. Coarseness of
expression may result from improper grammar, non-standard pronunciation, from the misuse of
certain literary words and expressions, from a deliberate distortion of words. These are
improprieties of speech but not vulgarisms. Needless to say the label coarse is very frequently used
merely to designate an expression which lacks refinement. But vulgarisms, besides being coarse
properly, are also rude and emotionally strongly charged and, like any manifestation of excess of
feelings, are not very discernible as to their logical meaning.

6. COLLOQUIAL COINAGES (WORDS AND MEANINGS)

Colloquial coinages (nonce-words), unlike those of a literary-bookish character, are
spontaneous and elusive. This proceeds from the very nature of the colloquial words as such. Not all
of the colloquial nonce-words are fixed in dictionaries or even in writing and therefore most of them
disappear from the language leaving no trace in it whatsoever.

Unlike literary-bookish coinages, nonce-words of a colloquial nature are not usually built by
means of affixes but are based on certain semantic changes in words that are almost imperceptible
to the linguistic observer until the word finds its way into print.

It is only a careful stylistic analysis of the utterance as a whole that will reveal a new shade
of meaning inserted into the semantic structure of a given word or word-combination.

Writers often show that they are conscious of the specific character of the nonce-word they
use by various means. The following are illustrations of the deliberate use of a new word that either
was already established in the language or was in process of being established as such:

"... besides, there is a tact -
(That modern phrase appears to me sad stuff.
But it will serve to keep my verse compact).
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(Byron, "Don Juan")

According to the Oxford Dictionary the meaning of the word tact as used in these lines
appeared in the English language in 1804. Byron, who keenly felt any innovation introduced into
the literary language of his time, accepts it unwillingly.

Key words. Slang, jargonisms, professionalisms, dialectal words, vulgar words or vulgarisms,
colloquial coinages ( words and meanings).

Assignments for Self-Control

What can you say about the meaning of a word and its relation to the concept of an entity?

What types of lexical meaning do you know and what stipulates their existence and differentiation?
What are the main subgroups of special colloquial words?

Can you recognize general colloquial words in a literary text? Where do they mainly occur?

What are the main characteristics of slang?

What do you know of professional and social Jargonisms?

What connects the stock of vulgarisms and social history?

What is the place and the role of dialectal words in the national language? in the literary text?

. To provide answers to the above questions find words belonging to different stylistic groups and
subgroups:

a) in the dictionary, specifying its stylistic mark ("label™); b) in your reading material, specifying the type of
discourse, where you found it-authorial speech (dialogue, narration), description, etc.
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LECTURE 6
PHONETIC EXPRESSIVE MEANS AND STYLISTIC DEVICES

PLAN
General notion
Sound symbolism
Purpose of phonetic stylistic devices
Euphony and cacophony

A wbh e

Key words: phonetic, expressiveness, device, sound, combination, sentence, separate,
effect, euphony, cacophony, alliteration, acoustic properties.

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, viz. belles -lettres,
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 certain euphonic impression, but this is the matter of individual
perception and feeling and therefor subjective.

The theory of sense - independence of separate sounds is based on a subjective interpretation
of sound associations and has nothing to do with objective scientific data. However, the sound of a
word, or more exactly the way words sound in combination, cannot fail to contribute something to
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the general effect of the message, particularly when the sound effect has been deliberately worked
out. This can easily be recognized when analyzing alliterative word combinations or the rhymes in
certain stanzas or from more elaborate analysis of sound arrangement.

An interesting statement in this regard is made by a Hungarian linguist, lvan Fonagy:

"The great semantic entropy (a term from theory of communication denoting the measure of
the unknown, 1.G.) of poetic language stands in contrast to the predictability of its sounds. Of
course, not even in the case of poetry can we determine the sound of a word on the basis of its
meaning. Nevertheless in the larger units of line and stanza, a certain relationship can be found
between sounds and content.”

The Russian poet B. Pasternak says that he has "... always thought that the music of words is
not an acoustic phenomenon and does not consist of the euphony of vowels and consonants taken
separately. It results from the correlation of the meaning of the utterance with its sound."

The theory of sound symbolism is based on the assumption that separate sounds due to their
articulatory and acoustic properties may awake certain ideas, perceptions, feelings, images, vague
though they might be. Recent investigations have shown that "it is rash to deny the existence of
universal, or widespread, types of sound symbolism.” In poetry we cannot help feeling that the
arrangement of sounds carries a definite aesthetic function. Poetry is not entirely divorced from
music. Such notions as harmony, euphony, rhythm and other sound phenomena undoubtedly are not
indifferent to the general effect produced by a verbal chain. Poetry, unlike prose, is meant to be read
out loud and any oral performance of a message inevitably involves definite musical (in the broad
sense of the word) interpretation.

Phonetic expressive means and devices are used for several purposes:
* to produce a certain acoustic effect;

* to give emphasis to the utterance;

* to arouse emotions in the reader or the listener.

Intonation and stress are very important means in oral speech where they are expressed directly
by the speaker. In written speech they are conveyed indirectly by graphical expressive means
and by a special syntactical arrangement of utterance (such as inversion, isolated members,
parallel constructions and other syntactical stylistic devices).

Graphical means include punctuation, different types of print (italics, bold type) and a
specific arrangement of printed material. Such marks of punctuation as a series of dots (...), a
dash (-), exclamation and question marks and some others may be used not only to show the
logical arrangement of speech but also to convey the information of the uttered speech and to
express emphasis.

There is another thing to be taken into account — 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 desined phonetic effect. The way a
separate word sounds may produce a certain euphonic impression, but this is a matter of
individual perception and feeling and therefore subjective.
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Thus Verier, a specialist on English versification says that each of the sounds expresses a
definite feeling or state of mind. He maintains that the sound [u:] generally expresses sorrow or
seriousness; [I] produces the feeling of joy, etc.

The theory of sound symbolism is based on the assumption that separate sounds due to their
articulatory and acoustic properties may awake certain ideas, perceptions, feelings, images,
vague though they might be.

In poetry we feel that the arrangement of sounds carries a definite aesthetic function. Such
sounds phenomena as harmony, euphony, rhythm contribute greatly to the expressiveness of
poetic lines.

Euphony is such a combination of words and such an arrangement of utterance which produces a
pleasing acoustic effect, i.e. a pleasing effect on the ear. Euphony is generally achieved by such
phonetic stylistic devices as alliteration, onomatopoeia rhythm, rhyme.

The special media of language which secure the desirable effect of the utterance are called stylistic
devices or expressive means. They serve the purpose of logical & emotional intensification of the
utterance. They are distinguished to phonographical, morphological, lexical, syntactical & lexico-
syntactical levels. To phonetic EMs & SDsthe follow ones refer. Onomatopoeia — sound imitation,
the use of words whose sounds imitate those of the signified object or action, such as “mew”,
"murmur”, "grumble”, “bang”. Alliteration - the repetition of consonants, usually at the beginning
of words. (uwymen kamoiue) Assonance - the repetition of similar vowels, usually in stressed
syllables. (Hamra Tanst rpomko maauet.) The above-mentioned EMs help to achieve the two opposite
effects: euphony (a sense of ease, pleasant, comfort in pronouncing & hearing), or cacophony (a
sense of stain, unpleasant, discomfort in pronouncing or hearing).(The fair breeze blew. He
swallowed the hint with a gulp, a gasp & a grin.)Graphon — the intentional violation of the
graphical shape of a word used to reflect its authentic pronunciation or to convey the intensity of the
stress, emphasizing the stressed words. Graphon can give some information about the speaker's
origin, social & educational background, physical or emotional condition, physical defects, young
age i.e. & conveys the atmosphere of authentic life communication. Types of Graphon:
1) italics; 2) multiplication (Alllll are free); 3) capitalization (HELP): 4) hyphenation (h-e-1-p); 5)
grammar (I wanna home) .6) steps (manner of line’s arrangement (Maskosckwuii)) (nairplane-
airplane , Best jeans for this Jeaneration).

Euphony and cacophony

Euphony refers to the quality of being pleasant to listen to. Euphony generally comes about through
a harmonious combination of sounds and words. An author can create euphony in many different
ways, such as using pleasant vowel and consonants, or by employing other literary devices, such
as rhythm,rhyme, consonance, and assonance to create an overall harmonious sound to a work of
literature.
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The word euphony comes from the Greek word euphonia, which means “well-sounding.” The
definition of euphony is opposite that of cacophony, which refers to the usage of harsh, unpleasant,
or unharmonious sounds. Euphonious sounds include all the vowels, as well as the consonants m, n,
I, and r, while cacophonous sounds include sharp consonants such as t, k, d, and g. The study of
euphony and cacophony together is called phonaesthetics, which describes the inherent pleasantness

and unpleasantness of specific words.
Common Examples of Euphony

Due to the fact that euphony is meant to please the ear, many lullabies are examples of euphony in
order to lull a baby to sleep (even the word “lull” is an example of euphony). Here are some sample

lyrics:

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

In this case, the euphony comes from consonants such as I, r, w, n, and h, but also from the

mellifluous rhyme scheme of AABB and the regular trochaic rhythm.

Show me your motion
Tralalalala

Come on show me your motion
Tralalalalala

Show me your motion
Tralalalala

She looks like a sugar in a plum

Plum plum

The syllables “tra” and “la” are repeated several times over in this song, which are inherently
pleasing sounds.

Significance of Euphony in Literature

Most works of poetry and literary prose contain some examples of euphony in that authors pay
attention to creating harmonious sounds in their writing. Some notable exceptions can be found in
the article about cacophony, where there are examples of mental distress that authors create an aural

representation of via harsh and discordant sounds. Otherwise, writers generally choose pleasant-
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sounding words to describe beautiful settings and joyful emotions. Writers also choose the naturally
harmonious techniques of rhyme, rhythm, and alliteration, as mentioned above, to create an overall

pleasant sound to their works of literature.
Examples of Euphony in Literature
Example #1

Shall I compare thee to a summer’s day?

Thou art more lovely and more temperate.
Rough winds do shake the darling buds of May,
And summer’s lease hath all too short a date.
Sometime too hot the eye of heaven shines,

And often is his gold complexion dimmed;

And every fair from fair sometime declines,

By chance, or nature’s changing course, untrimmed,;
But thy eternal summer shall not fade,

Nor lose possession of that fair thou ow’st,

Nor shall death brag thou wand’rest in his shade,
When in eternal lines to Time thou grow’st.

So long as men can breathe, or eyes can see,

So long lives this, and this gives life to thee.

(“Sonnet 18” by William Shakespeare)
This love sonnet by William Shakespeare is among his most famous, and for good reason.
Shakespeare uses many techniques to create a tone of love and adoration. The ways in which he

creates euphony in the poem are numerous. First of all, he uses the regular meter and rhyme that are

common to all of his sonnets, which is to say iambic pentameter with the rhyme scheme of
ABABCDCDEFEFGG. This regularity is pleasing to the ear, because the listener knows what to
expect and is gratified when Shakespearer fulfills these expectations. Also, he uses many words
which are euphonious in and of themselves, such as the rhyming word “dimmed” and “untrimmed.”

The first line has many euphonious words, such as “shall,” “compare,” and “summer,” perhaps why

the line has become so famous on its own.

Definition of Cacophony

Cacophony is a mixture of harsh and discordant noises. As a literary device, cacophony refers to the
usage of several unharmonious or dissonant sounds in a line or passage. These unharmonious and
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dissonant sounds include the explosive consonants k, t, g, d, p, and b, and the hissing sounds ch, sh,
and s.

The word cacophony comes from the Greek word kakophonos, which means “bad or evil voice.”
The definition of cacophony is opposite to that of euphony, which refers to the usage of pleasant,
harmonious sounds. Euphonious sounds include vowels and the liquid consonants | and r and nasal
consonants m andn.

Common Examples of Cacophony

It is easy to imagine situations that involve cacophony in everyday life, especially if you are
familiar with life in a big city. The mixture of car horns, construction noises, and people yelling is
an example of cacophony. Also, if you have ever been to hear a symphony orchestra, that noise that
occurs when all of the musicians are tuning their instruments at the same time.

Sometimes we might use more cacophonous sounds if we are upset, choosing shorter words with
explosive consonants to display our distress. Most swear words in English have cacophonous
sounds. It’s also easy to find examples of cacophony in classic comic books, such as in superhero
fight scenes. Comic book artist might use such cacophonous onomatopoeias as “brak,” “koom,”
“kapow” to try to convey a sense of the discord in the scene.

Examples of Cacophony in Literature
Example #1

Out, damned spot! Out, | say!—One, two. Why, then, ’tis time to do ’t. Hell is murky!—Fie, my
lord, fiel A soldier, and afeard? What need we fear who knows it, when none can call our power to
account?—Yet who would have thought the old man to have had so much blood in him.

(Macbeth by William Shakespeare)

In this example of cacophony from William Shakespeare’s tragedy Macbeth, the character Lady
Macbeth is in the grips of severe mental distress. She is sleepwalking and remembering how she
and her husband murdered the former King Duncan. Shakespeare brilliantly uses cacophony in this
excerpt to portray Lady Macbeth’s descent into madness. The first, most famous line, is full of
explosive consonants and short words—*“Out, damned spot! Out I say!” She continues on in this
vein with many other strong consonants illustrating her distress.

Example #2

Hear the loud alarum bells—
Brazen bells! What tale of terror, now, their turbulency tells!
In the startled ear of night
How they scream out their affright!
Too much horrified to speak,
They can only shriek, shriek,
Out of tune,

(“The Bells” by Edgar Allen Poe)

In his famous poem, “The Bells,” Edgar Allen Poe describes several different types of bells. In the
firststanza Poe starts with happy bells, like wedding bells, and moves on to more distressing types
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of bells. In this excerpt from the third stanza, Poe describes the “loud alarum bells.” These bells are
full of terror, and Poe uses many cacophony examples to portray this terror. We see words with
harsh consonants such as “scream,” “affright,” and “shriek.” By starting off the poem with
examples of euphony and moving on to examples of cacophony by the last two stanzas, Poe
sonically shows the descent into terror.

Example #3

All the war-propaganda, all the screaming and lies and hatred, comes invariably from people who
are not fighting.

(Homage to Catalonia by George Orwell)

George Orwell joined a group of socialist soldiers during the Spanish Civil War in the 1930s, and
wrote amemoir, Homage to Catalonia, to describe his experiences. He witnessed much perversion
of facts and truth, which later fed into his dystopian world-view for 1984. In this excerpt, Orwell
describes the cacophony of war-propaganda by using cacophonous sounds, such as “screaming,”
“hatred,” and “fighting.”

Example #4

There’s a stake in your fat black heart
And the villagers never liked you.

They are dancing and stamping on you.
They always knew it was you.

Daddy, daddy, you bastard, I’m through.

Assignments for Self-Control

What graphical means of language do you know?
What is graphon?

What is euphony as opposed to cacophony?

Give the examples of assonance.

What is the purpose of phonetic stylistic devices?

agkrwdE

Lecture 7

ONOMATOPOEIA, ALLITERATION, RHYME, RHYTHM

PLAN
1. Onomatopoeia
2. Alliteration
3. Rhyme
4. Rhythm
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Key words. Phonetic expressive means, onomatopoeia, alliteration, sound-instrumenting, phono-graphical,
graphon, rhyme, couplets, triple rhymes, cross rhymes ,framing or ring rhymes.

1. ONOMOTOPOEIA

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. Combinations of speech sounds of this type will inevitably be associated with whatever
produces the natural sound. Therefore the relation between onomatopoeia and the phenomenon it is supposed
to represent is one of metonymy.

There are two varieties of onomatopoeia: direct and indirect. Direct onomatopoeia is contained in
words that imitate natural sounds, as ding-dong, buzz, bang, cuckoo, tintinabulation, mew, ping-pong, roar
and the like.

Indirect onomatopoeia is a combination of sounds aim of which is to-make the sound of the
utterance an echo of its sense. It is sometimes called "echo-writing". An example is:

"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.

Indirect onomatopoeia, unlike alliteration, demands some mention of what makes the sound, as
rustling (of curtains) in the line above.

Indirect onomatopoeia is sometimes very effectively used by repeating words which themselves are
not onomatopoetic, as in Poe's poem "The Bells" where the words tinkle and bells are distributed in the
following manner:

"Silver bells... how they tinkle, tinkle, tinkle"

2. ALLITERATION

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, in particular consonant sounds, in close
succession, particularly at the beginning of successive words:

"The possessive instinct never stands still. Through florescence and feud, frosts and fires it follows
the laws of progression.” (Galsworthy)

Alliteration, like most phonetic expressive means, does not bear any lexical or other meaning unless
we agree that a sound meaning exists as such. But even so we may not be able to specify clearly the
character of this meaning, and the term will merely suggest that a certain amount of information is contained
in the repetition of sounds, as is the case with the repetition of lexical units.

Therefore alliteration is generally regarded as a musical accompaniment of the author's idea,
supporting it with some vague emotional atmosphere which each reader interprets for himself. Thus the
repetition of the sound [d] in the lines: "Doubting, dreaming dreams no mortals ever dared to dream before",
guoted from Poe's poem "The Raven" prompts the feeling of anxiety, fear, horror, anguish or all these
feelings simultaneously.

Alliteration in the English language is deeply rooted in the traditions of English folklore. The laws of
phonetic arrangement in Anglo-Saxon poetry differed greatly from those of present-day English poetry» In
Old English poetry alliteration was one of the basic principles of verse and considered, along with rhythm, to
be its main characteristic.

The traditions of folklore are exceptionally stable and alliteration as a structural device of Old
English poems and songs has shown remarkable continuity. It is frequently used as a well-tested means not
only in verse but in emotive prose, in newspaper headlines, in the titles of books, in proverbs and sayings, as,
for example, in the following:

Tit for tat; blind as a bat, betwixt and between; It is neck or nothing; to rob Peter to pay Paul; or in
the titles of books.

Alliteration- is the repetition of similar consonant in close succession, particularly at the
beginning of successive words.
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Phonetic expressive means deal with the sound with the sound instrumenting of the utterance
and are mainly found in poetry.

e.g. Deep into the darkness peering, long and stood there wondering fearing,
Doubting, dreaming dreams no mortals ever dared to dream before. (E.A. Poe)
B30p 3acThl1 BO TbME CTECHEHHBIM, M CTOSUT s U3YMJICHHBIH,

CHam OTAAaBHIMCh, HCAOCTYIIHBIM Ha 3€MJIC HA JIJId KOI'O ...

3. RHYME

Rhyme is the repetition of identical or similar terminal sound combinations of words.

Rhyming words are generally placed at a regular distance from each other. In verse they are usually
placed at the end of the corresponding lines.

We distinguish between full rhymes and incomplete rhymes. The full rhyme presupposes identity of
the vowel sound and the following consonant sounds in a stressed syllable, as in might, right; needless,
heedless.

Incomplete rhymes present a greater variety. They can be divided into two main groups: vowel
rhymes and consonant rhymes. In vowel rhymes the vowels of the syllables in corresponding words are
identical, but the consonants may be different, as in : flesh —fresh — press.

Consonant rhymes, on the contrary, show concordance in consonants and disparity in vowels, as in :
worth -forth; tale — tool - Treble - trouble; flung - long.

According to the way the rhymes are arranged within the stanza, certain models have crystallised, for
instance:

1. couplets - when the last word of two successive lines are rhymed. This is commonly marked aa.
2. triple rhymes - aaa.
3. cross rhymes - abab.
4. framing or ring rhymes - abba.
There is still another variety of rhyme which is called internal rhyme. The rhyming words are
placed not at the ends of the lines but within the line, as in:
"I bring fresh showers for the thirsting flowers." (Shelley)

4. RHYTHM

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.

Rhythm is the main factor which brings order into the utterance. Rhythm is not a mere addition to
verse or emotive prose, which also has its rhythm, and it must not be regarded as possessing «phonetic
autonomy amounting to an ‘irrelevant texture', but has a meaning.» This point of view is now gaining ground.
Many attempts have been made to ascribe meaning to rhythm and even to specify different meanings to
different types of metre. This is important, inasmuch as it contributes to the now-prevailing idea that any
form must make some contribution to the general sense. Rhythm intensifies the emotions. It also specifies
emotions. Some students of rhythm go so far as to declare that "...one obvious agency for the expression of
his (a poet's) attitude is surety metre™ and that "... the poet's attitude toward his reader is reflected in his
manipulation—sometimes his disregard—of metre."

Rhythm in verse as an SD is defined as a combination of the ideal metrical scheme and the variations
of it, variations which are governed by the standard.

Prose rhythm, unlike verse rhythm, lacks consistency, as it follows various principles. But
nevertheless a trained ear will always detect a kind of alternation of syntactical units. The task is then to find
these units and to ascertain the manner of alternation. This is not an easy task because, as has already been
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pointed out, rhythm is not an essential property of prose, whereas it is essential in verse. Prose is the opposite
of verse and this opposition is primarily structural, in this case, rhythmical structure versus arhythmical
structure. The incursion of se into poetry is a deliberate device to break away from its strict rhythm.

Assignments for Self-Control

What is sound-instrumenting?

What cases of sound-instrumenting do you know?

What is graphon?

What types and functions of allitaration do you know?

What is achieved by the graphical changes of writing-its type, the spacing of graphemes and lines?
Which phonographical means are predominantly used in prose and which ones in poetry?

ocouprLNOE

LECTURE 8

GRAPHICAL STYLISTIC MEANS

PLAN

=

Basic notions

2. Graphical expressive means and stylistic devices (marks of punctuation, kinds of type).
Marks of punctuation

3. Graphon

Key words: basic, spelling, orthography, text, marks of punctuation, segment, declarative
sentence, interrogative sentence, graphical EM, intonation, stress, pause.

1. Basic notions

Basic notions of graphic expressive means are punctuation, orthography or spelling, text
segmentation, and type. Punctuation is used in writing to show the stress, rhythm and tone of the
spoken word. It also aims at clarifying the meaning of sentences. There are such common marks
of punctuation: the full stop [.], the comma [, ], the colon [: ], the semicolon [; ], brackets [()],
dash [ - ], hyphen [ - ], the exclamation mark [! ], the oblique stroke [/ ],. the interrogative
(question) mark [ ? ], inverted commas (quotation marks) ["], suspension marks [...], the
apostrophe [ ' ]. The full stop signals the end of a declarative sentence. It may be used as an
instrument for dividing a text or a sentence into very small segments to underline the dynamic
character of events or to create a stylistic device of parceling. The comma is used to show a
slight pause in a sentence. It helps to clarify the sense of statements and to prevent
ambiguity. Brackets are used to insert a word or a phrase into a sentence (Most of the suspects
(seven in all) were questioned by the police). The words inserted between brackets are usually an
explanation or an illustration.

Square brackets are used to indicate that smth is being added by the author. The reporter
added that the woman [Mrs Wood] had suffered severe injuries. The dash is used to indicate a
sudden change of thought, an additional comment, or a dramatic qualification: That was the
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end of the matter - or so we thought. Dashes can also be used to insert a comment or a list of
things. The exclamation mark indicates surprise, gladness, irritation, despair, indignation,
anger, alarm and other feelings and emotions.The interrogative mark is used to show that a
question has been raised. The hyphenis a short dash which connects words or parts of
words. The oblique stroke is used to separate items in a list: oil/water mix, italic/Roman
type.Suspension marks are typically used to signify emotional pauses of the speaker. They
reflect such inner states of people as uncertainty, confusion or nervousness. They are also
create a stylistic device of aposiopesis.

2. Graphical expressive means and stylistic devices (marks of punctuation, kinds of type)

Graphical EMs serve to convey in the written form those emotions which in the oral speech
are expressed by intonation and stress, in written form they are shown mostly with the help of
punctuation and deliberate change of a spelling of a word.
“A detective! | never ‘eard of such a thing! What d’yer come ‘ere for if yer want to be a detective.
‘Ere, yer not big enough, “cos yer’d ‘ave to be a pleeceman first before they’d let yer be a detective,
and they’d never ‘ave yer as a pleeceman. ” (J.D. Priestley,” Angel Pavement”)
Woman, without her, man is nothing.

All types of punctuation can be used to reflect the emphatic intonation of the speaker. Such
‘emphatic’ punctuation is used in many syntactical SDs: aposiopesis (break-in-the-narrative)
[You’ll just come home, or IPll ..], rhetorical questions, su’spense etc.
The changed type (italics, bold type) or spelling multiplication (laaarge) are used to indicate the
additional stress on the emphasis word or part of the word.
There is no direct connection between the graphical SDs and the intonation they reflect, for their
choice is too inadequate for the variety and quality of emotions recurrent in intonation.
Hometask: Galperin pp. 123-135, Kucharenko pp. 10-13, ex. 1, p.13. Apuomsa c. 275-315.
CPC: get samples of basic phonetic SDs on separate cards.

They include the use of punctuation, graphical arrangement of phrases, violation of type and
spelling. Marks of punctuation: hyphen, dash, comma, period (full-stop), colon, semicolon,
exclamation, interrogation, series of dots. They are used not only for the division of speech into its
logical parts, but also for emphatic purposes which suggest a definite semantic interpretation of the
utterance. A Kasuuth, Henmb3s, nomuioats. Another group of graphical means is based on the
violation of type: italics, bold type, capitalization. Not only words but separate syllables,
morphemes may be emphasized by italics (kypcus). Spaced type is also included into this group of
graphical means though it is not so frequent as italics. A N o0 w! spaced letters are used for...

Graphical expressive means and stylistic devices (graphon, its stylistic function).

Graphical expressive means include the use of punctuation, graphical arrangement of phrases,
violation of type and spelling.

3. Graphon

Graphon: the intentional violation of the generally accepted spelling used to reflect peculiarities of
pronunciation or emotional state of the speaker. Types of graphon: multiplication, hyphenation,
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capitalization, apostrophe. Functions: - to give the reader an idea about smth (level of education,
emotional state, origin). — to attract attention. — to make smb memorize it. — to show smth, explain.
Graphical means are popular with advertisers. They individualize speech of the character or
advertising slogan. A A better stain getter. A How do you spell relief? R-O-L-I-P-S — to make
reader / listener to remember it.

Speaking about the inseparable unity of form and meaning of literary work it is worth
mentioning that its aesthetic impact depends on phonetic and graphical arrangement of text
elements and text as a whole. To create additional information in a literary discourse sound
instrumentation is often used alongside the specific graphical representation. One of the most
favoured graphical stylistic device in contemporary advertising, mass media, and, above all,
creative prose is graphon. Graphon is intentional violation of graphical shape of a word or word
combination.

The main function of graphon is to supply information about the speaker’s origin, social and
educational background, physical or emotional condition, author’s sarcastic attitude to his
character, etc.

(1) butler Yellowplush — (impresses his listeners with the learned words pronouncing them as
“sellybrated” instead of celebrated; ’benyviolent™ (benevolent); illygitmit™ (illegitimate )
(Thackeray)

Thus, graphon is intentional violation of the graphic form / shape of a word to reflect its
authentic pronunciation

graphic fixation of phonetic peculiarities of a character’s pronunciation.
a. Zisman?

Gimme a chance!

So, graphical stylistic devices include emphatic use of :
O punctuation,
O change of type,
O spelling changes (graphons);
L1 serve to convey in the written form the emotions
O which in the oral speech are expressed
O by means of intonation, stress and pauses.

Graphon may reflect:

education,

carelessness,

physical defects (lisping, stammer, stutter),
stumbling,

intoxication,

old age, tender age,

a local accent, a foreign accent.
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Assignments for Self-Control

1. What is sound-instrumenting?
2. What is graphon?
3. What do graphical stylistic devices include?
4. What are the functions of graphon?

LECTURE 9
LEXICAL EXPRESSIVE MEANS AND STYLISTIC DEVICES
PLAN

1. Interaction of different types of lexical meaning
2. Interaction of primary dictionary and contextually imposed meanings.
3. Interaction of logical and nominal meanings

3.1 simile

3.2 periphrasis

3.3.euphemisms

3.4. hyperbole

Key words. Interaction, primary, derivative, logical meanings polysemy, play of words, epithets, fore-
grounded, semantically false chain, nonsense of non-sequence, nominal meaning.

1. INTERACTION OF DIFFERENT TYPES OF LEXICAL MEANING

Words in context may acquire additional lexical meanings not fixed in dictionaries, what we have
called contextual meanings. The latter may sometimes deviate from the dictionary meaning to such a degree
that the new meaning even becomes the opposite of the primary meaning. This is especially the case when
we deal with transferred meanings.

What is known in linguistics as transferred meaning is practically the interrelation between two
types of lexical meaning: dictionary and contextual. The contextual meaning will always depend on the
dictionary (logical) meaning to a greater or lesser extent. When the deviation from the acknowledged
meaning is carried to a degree that it causes an unexpected turn in the recognized logical meanings, we
register a stylistic device.

The transferred meaning of a word may be fixed in dictionaries as a result of long and frequent use
of the word other than in its primary leaning. In this case we register a derivative meaning of the word. The
term ‘transferred' points to the process of formation of the derivative meaning. Hence the term 'transferred'
should be used, to our mind, as a lexicographical term signifying diachronically the development of the
semantic structure of the word. In this case we do not perceive two meanings.

When, however, we perceive two meanings of a word simultaneously, we are confronted with a
stylistic device in which the two meanings interact.

2. INTERACTION OF PRIMARY DICTIONARY AND CONTEXTUALLY IMPOSED MEANINGS
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The interaction or interplay between the primary dictionary meaning (the meaning which is
registered in the language code as an easily recognised sign for an abstract notion designating a certain
phenomenon or object) and a meaning which is imposed on the word by a micro-context may be maintained
along different lines. One line is when the author identifies two objects which have nothing in common, but
in which he subjectively sees a function, or a property, or a feature, or a quality that may make the reader
perceive these two objects as identical. Another line is when the author finds it possible to substitute one
object for another on the grounds that there is some kind of interdependence or interrelation between the two
corresponding objects. A third line is when a certain property or quality of an object is used in an opposite or
contradictory sense.

The stylistic device based on the principle of identification of two objects is called a metaphor. The
SD based on the principle of institution of one object for another is called metonymy and the SD based on
contrary concepts is called irony.

Metonymy used in language-in-action, i.e. contextual metonymy, is genuine metonymy and reveals a
quite unexpected substitution of one word for another, or one concept for another, on the ground of some
strong impression produced by a chance feature of the thing, for sample: "Miss Tox's hand trembled as she
slipped it through Mr. Dombe's arm, and felt herself escorted up the steps, preceded by a cocked hat and a
Babylonian collar.” (Dickens)

Metonymy and metaphor differ also in the way they are deciphered. In the process of disclosing the
meaning implied in a metaphor, one image excludes the other, that is, the metaphor 'lamp" in the "The sky
lamp of the night", when deciphered, means the moon, and though there is a definite interplay of meanings,
we perceive only one object, the moon. This is not the case with metonymy. Metonymy, while presenting
one object to our mind, does not exclude the other. In the example: "Then they came in. Two of them, a man
with long fair moustaches and a silent dark man... Definitely, the moustache and | had nothing in
common."(Doris Lessing, "Retreat to Innocence™) the moustache and the man himself are both perceived by
the mind.

3. INTERACTION OF LOGICAL AND NOMINAL MEANINGS
3.1 SIMILE

The intensification of some one feature of the concept in question is realized in a device called simile.
Ordinary comparison and simile must not be confused. They represent two diverse processes. Comparison
means weighing two objects belonging to one class of things with the purpose of establishing the degree of
their sameness or difference. To use a simile is to characterize one object by bringing it into contact with
another object belonging to an entirely different class of things™ Comparison takes into consideration all the
properties of the two objects, stressing the one that is compared. Simile excludes all the properties of the two
objects except one which is made common to them. For example, 'The boy seems to be as clever as his
mother" is ordinary comparison. 'Boy' and 'mother' belong to the same class of objects - human beings - so
this is not a simile but ordinary comparison.

But in the sentence: "Maidens, like moths, are ever caught by glare” (Byron), we have a simile.
'‘Maidens' and 'moths' belong to heterogeneous classes of objects.

Similes forcibly set one object against another regardless of the fact that they may be completely alien
to each other. And without our being rare of it, the simile gives rise to a new understanding of the object
characterising as well as of the object characterized.

The properties of an object may be viewed from different angles, lor sample, its state, actions,
manners, etc. Accordingly, similes may be based on adjective-attributes, adverb-modifiers, verb-predicates,
etc.

Similes have formal elements in their structure: connective words such as like, as, such as, as if, seem.
Here are some examples of similes taken from various sources and illustrating the variety of structural
designs of this stylistic device.

"His mind was restless, but it worked perversely and thoughts jerked through his brain like the
misfirings of a defective carburettor" (Maugham)

"It was that moment of the year when the countryside seems to faint from its own loveliness, from the
intoxication of its scents and sounds." (J. Galsworthy)

A simile, often repeated, becomes trite and adds to the stock of language phraseology. Most of trite
similes have the foundation mentioned and conjunctions "as”, “as...as” used as connectives. Cf.: "as brisk as
a bee", “as strong as a horse", "as live as a bird" and many many more.
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Similes in which the link between the tenor and the vehicle is expressed by notional verbs such as “to
resemble” "to seem”, "to recollect”, "to remember"”, “to look like” "to appear"”, etc. are called disguised,
because the realization comparison is somewhat suspended, as likeness between the objects seems less
evident. Cf.: “His strangely taut, full-width grin made his large teeth resemble a dazzling miniature piano
keyboard in the green light." (J) Or: “The ball appeared to the batter to be a slow spinning planet looming

toward the earth." (B. M.)
3.2 PERIPHRASIS

Periphrasis is a very peculiar stylistic device which basically consists of using a roundabout form of
expression instead of a simpler one, i.e. of using a more or less complicated syntactical structure instead of a
word. Depending on the mechanism of this substitution, periphrases are classified into figurative (metonymic
and metaphoric), and logical. The first group is made, in fact, of phrase-metonymies and phrase-metaphors,
as you may well, see from the following example: "The hospital was crowded with, the surgically interesting
products of the fighting in Africa” (1. Sh.) where the extended metonymy stands for "the wounded".

Logical periphrases are phrases synonymic with the words which were substituted by periphrases:
"Mr. Du Pont was dressed in the conventional disguise with, which Brooks Brothers cover the shame of
American millionaires." (M. St.) "the conventional disguise” stands here for “the suit" and "the shame of
American millionaires" — for "the paunch (the belly)". Because the direct nomination of the not too elegant
feature of appearance was substituted by a roundabout description this periphrasis may be also considered
euphemistic, as it offers a more polite qualification instead of a coarser one.

The main function of periphrases is to convey a purely individual perception of the described object.
To achieve it the generally accepted nomination of the object is replaced by the description of one of its
features or qualities, which seems to the author most important for the characteristic of the object, and which
thus becomes foregrounded.

The often repeated periphrases become trite and serve as universally accepted periphrastic synonyms:
"the gentle (soft, weak) sex" (women); "my better half' (my spouse); "minions of Law" (police), etc.

3.3 EUPHEMISMS

There is a variety of periphrasis which we shall call euphemistic.

Euphemism,asisknown, isaword or phrase used to replace an unpleasant word or expression by
a conventionally more acceptable one, for example, the word 'to die' has bred the following euphemisms: 'to
pass away, to expire, to be no more, to depart, to join the majority, to be gone, and the more facetious ones: to
kick the bucket, to give up the ghost, to go west. So euphemisms are synonyms which aim at producing a
deliberately mild effect.

The origin of the term ‘euphemism' discloses the aim of the device very clearly, i.e. speaking
well (from Greek—eu = well + -pheme = speaking). In the vocabulary of any language, synonyms can be
found that soften an otherwise coarse or unpleasant idea. Euphemism is some times figuratively called "a
whitewashing device". The linguistic peculiarity of euphemism lies in the fact that every euphemism
must call up a definite synonym in the mind of the reader or listener. This synonym, or dominant in a
group of synonyms, as it is often called, must follow the euphemism like a shadow, as 'to possess a
vivid imagination’, or 'to tell stories’ in the proper context will call up the unpleasant verb to lie. The
euphemistic synonyms given above are part of the language-as-a- system. They have not been freshly
invented. They are expressive means of the language and are to be found in all good dictionaries. They
cannot be regarded as stylistic devices because they do not call to mind the keyword or dominant of the group;
in other words, they refer the mind to the concept directly, not through the medium of another word.
Compare these euphemisms with the following from Dickens's "Pickwick Papers':

"They think we have come by this horse in some dishonest manner."

The italicized parts call forth the word 'steal’ (have stolen it).

Euphemisms may be divided into several groups according to their spheres of application. The most
recognized are the following: 1) religious, 2) moral, 3) medical and 4) parliamentary.

The life of euphemisms is short. They very soon become closely associated with the referent (the
object named) and give way to a newly-coined word or combination of words, which, being the sign of a
sign. Throws another veil over an unpleasant or indelicate concept. Here is an interesting excerpt from an
article on this subject.
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"The evolution over the years of a civilized mental health service has been marked by periodic
changes in terminology. The mad-house became the lunatic asylum; the asylum made way for the mental
hospital—even if the building remained the same. ldiots, imbeciles and the feeble-minded became low, medium
and high-grade mental defectives. All are now to be lumped together as patients of severely subnormal
personality. The insane became persons of unsound mind, and are now to be mentally-ill patients. As each
phrase develops the stigmata of popular prejudice, it is abandoned in favour of another, sometimes
less precise than the old. Unimportant in themselves, these changes of name are the signposts of
progress."!

Albert C. Baugh gives another instance of such changes:

"...the common word for a woman's undergarment down to the eighteenth century was 'smock’. It
was then replaced by the more delicate word 'shift'. In the nineteenth century the same motive led to
the substitution of the word 'chemise' and in the twentieth this has been replaced by '‘combinations’,
'step-ins', and other euphemisms."

Today we have a number of words denoting similar garments, as 'briefs', and others.

Conventional euphemisms employed in conformity to social usages are best illustrated by the
parliamentary codes of expression. In an article headed "In Commons, a Lie is Inexactitude" written by
James Feron in The New York Times, we may find a number of words that are not to be used in
Parliamentary debate. "When Sir Winston Churchill, some years ago," writes Feron, "termed a
parliamentary opponent a 'purveyor of terminological inexactitudes', every one in the chamber knew he
meant 'liar'. Sir Winston had been ordered by the Speaker to withdraw a stronger epithet. So he used the
euphemism, which became famous and is still used in the Commons. It conveyed the insult without
sounding offensive, and it satisfied the Speaker."®

The author further points out that certain words, for instance, traitor and coward, are specifically
banned in the House of Commons because ear-lier Speakers have ruled them disorderly or unparliamentary.
Speakers have decided that jackass is unparliamentary but goose is acceptable; dog, rat and swine are out of
order, but halfwit and Tory clot are in order.

We also learn from this article that "a word cannot become the subject of parliamentary ruling
unless a member directs the attention of the Speaker to it."”

The changes in designating objects disclose the true nature of the relations between words and
their referents. We must admit that there is a positive magic in words and, as Prof. Randolph Quirk has
it,

"...we are liable to be dangerously misled through being mes-
merized by a word or through mistaking a word for its referent."?

This becomes particularly noticeable in connection with what are calledpolitical euphemisms.
These are really understatements, the aim of which is to mislead public opinion and to express what is
unpleasant in a more delicate manner. Sometimes disagreeable facts are even distorted with the help of a
euphemistic expression. Thus the headline in one of the British newspapers "Tension in Kashmir" was to
hide the fact that there was a real uprising in that area; "Undernourishment of children in India" stood for
'starvation'. In A. J. Cronin's novel "The Stars Look Down" one of the members of Parliament, referring to
the words "Undernourishment of children in India" says: "Honourable Members of the House understand
the meaning of this polite euphemism.” By calling undenourishment a polite euphemism he discloses the
true meaning of the word.

An interesting article dealing with the question of "political euphemisms" appeared in
"JIuteparypHas rasera” written by the Italian journalist Entzo Rava and headed "The Vocabulary of the
Bearers of the Burden of Power." In this article Entzo Rava wittily discusses the euphe misms of the Italian
capitalist press, which seem to have been borrowed from the American and English press. Thus, for
instance, he mockingly states that capitalists have disappeared from Italy. When the adherents of
capitalism find it necessary to mention capitalists, they replace the word capitalist by the combination
'free enterprisers', the word profit is replaced by 'savings', the building up of labour reserves stands for
‘'unemployment’, ‘dismissal’ ('discharge’, 'firing’) of workers is the reorganization of the enterprise, etc.

As has already been explained, genuine euphemism must call up the word it stands for. It is always
the result of some deliberate clash between two synonyms. If a euphemism fails to carry along with it the
word it is intended to replace, it is not a euphemism, but a deliberate veiling of the truth. All these building up
of labour reserves, savings, free enterprisers and the like are not intended to give the referent its true name,
but to distort the truth. The above expressions serve that purpose. Compare these word-combinations with real
euphemisms, like a_ four-letter word (= an obscenity); or a woman of a certain type (= a prostitute, a
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whore); to glow (— to sweat), all of which bring to our mind the other word (words) and only through
them the referent.

Here is another good example of euphemistic phrases used by Gals worthy in his "Silver Spoon.”

"In private | should merely call him a liar. In the Press you should use the words: 'Reckless
disregard for truth' and in Parliament—that you regret he 'should have been so misinformed."

Periphrastic and euphemistic expressions were characteristic of certain literary trends and even
produced a term periphrastic styl e. But it soon gave way to a more straightforward way of
describing things.

"The veiled forms of expression,” writes G. H. McKnight, "which served when one was unwilling to look
facts in the face have been succeeded by naked expressions exhibiting reality."”

Assignments for Self-Control.

1. What is included into a group of SDs known as "play on words"? Which ones of them are the most fre-
guently used? What levels of language hierarchy are involved into their formation?
2. Give examples of euphemism.
3. What is periphrasis?
4. How can the logical and the nominal meaning interact?

5.What is a simile and what is a simple comparison?

6. What semantic poles of a simile do you know?

7.Which of the link words have you met most often?

8. What is the foundation of the simile?

9.What is the key of the simile?

10. What is a trite simile? Give examples.'

11. What is an epic simile?

12. What is a disguised simile?

13. What are the main functions of a simile?

LECTURE 10
THE EPITHET AND THE METAPHOR
PLAN

Epithet
Metaphor

o ks

Key words: epithet, lexical meaning, logical (denotational) meaning, contextual meaning, original,
hackneyed, a metaphor, semantic, morphological, syntactical, structural, functional peculiarity

1. EPITHET

The epithet is a stylistic device based on the interplay of emotive and logical meaning in an
attributive word, phrase or even sentence used to characterise an object and pointing out to the reader, and
frequently imposing on him, some of the properties or features of the object with the aim of giving an
individual perception and evaluation of these features or properties. The epithet is markedly subjective and
evaluative. The logical attribute is purely objective, non-evaluating. It is descriptive and indicates an inherent
or prominent feature of the thing or phenomenon in question.

The epithet makes a strong impact on the reader, so much so. ihat unwittingly begins to see and
evaluate things as the writer wants him to

Epithets may be classified from different standpoints: semantic and structural. Semantically, epithets
may be divided into two groups: those associated with the noun following and those unassociated with it.

Associated epithets are those, which point to a feature which is essential to the objects they describe:
the idea expressed in the epithet is to a certain extent inherent in the concept of the object. The associated
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epithet immediately refers the mind to the concept in question due to some actual quality of the object it is
attached to, for instance, 'dark forest', 'dreary midnight', 'careful attention', 'unwearying research’,
'indefatigable assiduity', 'fantastic terrors’, etc.

Unassociated epithets are attributes used to characterise the object by adding a feature not inherent in
it, i.e. a feature which may be so unexpected as to strike the reader by its novelty, as, for instance,
‘heartburning smile', 'bootless cries', 'sullen earth’, 'voiceless sands, etc. The adjectives here do not indicate
any property inherent in the objects in question. They impose, as it were, a property on them which is fitting
only in the given circumstances. It may seem strange, unusual, or even accidental.

The function of epithets of this kind remains basically the same: to show the evaluating, subjective
attitude of the writer towards the thing described. But for this purpose the author does not create his own,
new, unexpected epithets; he uses ones that have become traditional, and may be termed "language epithets"
as they belong to the language-as-a-system. Thus epithets may be divided into language epithets and speech
epithets. Examples of speech epithets are: 'slavish knees', 'sleepless bay.'

From the point of view of their compositional structure epithets may be divided into simple,
compound, phrase and sentence epithets. Simple epithets are ordinary adjectives. Compound epithets are
built like compound adjectives. Examples are: heart-burning sigh, sylph-like figures, cloud-shapen giant.

The tendency to cram into one language unit as much information as possible has led to new
compositional models for epithets which we shall call phrase epithets. A phrase and even a whole sentence
may become an epithet if the main formal requirement of the epithet is maintained, viz. its attributive use.
But unlike simple and compound epithets, which may have pre- or post-position, phrase epithets are always
placed before the nouns they refer to. Another structural variety of the epithet is the one which we shall term
reversed(inverted). The reversed epithet is composed of two nouns linked in an of-phrase. The subjective,
evaluating, emotional element is embodied not in the noun attribute but in the noun structurally described,
for example: "the shadow of a smile”; "a devil of a job" (Maugham); "..he smiled brightly, neatly,
efficiently, a military abbreviation of a smile" (Graham Green); "A devil of a sea rolls in that bay" (Byron);
"A little Flying Dutchman of a cab™ (Galsworthy); "a dog of a fellow" (Dickens).

The epithet is a direct and straightforward way of showing the author's attitude towards the things
described, whereas other stylistic devices, even image-bearing ones, will reveal the author's evaluation of the
object only indirectly.

Epithet is a stylistic device based on interaction of emotive and logical meanings in an
attribute word, phrase or sentence. Thus in “charming smile” besides logical meaning, there is also
am emotive meaning. Care should be taken not to mix epithet with the logical attribute. The epithet
IS subjective and evaluative. The logical attribute is purely objective, non-evaluative.

Thus in, green leaves, little girl, round table, blue skies —the adjectives are logical
attributes.

They indicate those qualities of the object which may be regarded as generally recognized.

If we compare: a golden watch — a golden hear

Green leaf — a green youth

The difference between logical attribute and epithet is clearly seen. Epithets make a strong impact
on the reader, so much that the reader begins to see and evaluate things as the writer wants him to.

Epithet like all stylistic devices can be trite and genuine. In trite epithet the ties between the
attribute and the noun are very close.

Combination of this type appears as a result of the frequent use of certain definite epithets with
definite nouns: bright face, true love, sweet smile, golden heart, unearthly beauty, wild wind.

Trite epithets belong to EM. Genuine epithet is a stylistic device which characterizes the object by
adding a feature not inherent in the object, a feature which may be so unexpected as to strike the
reader by its novelty: a heart-burning smile, voiceless sands, a watery smile, sullen earth,
destructive charms.
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One of the varieties of genuine epithet is personificated epithets. An attribute which modifies a
living being is shifted to modify an inanimate thing.

They felt quite happy on that unbreakfast morning.

He lay all night on his sleepless pillow.

Dancing thoughts, laughing wrinkles.

Epithets are mainly expressed by adjective in the function of an attribute. But it also can be
expressed by adjective in the of an attribute:

With lips of flame

and heart of stone

/Shelly/

Another structural variety of the epithet expressed by an of-phrase is a reserved epithet.

a devil of sea, a shadow of smile, a devil of a job, a dog of a fellow.

Here the sunjective, evaluating, emotional element is embodied not in the noun attribute but in the
noun described. It should be noted that epithets, expressed by “by of-phrase” are metaphorical.

From the point of view of their compositional structure, epithet may be divided into simple and
phrase epithets.

The tendency to cram into one language unit as much information as possibe has led to new
compositional models of epithets-phrase epithets.

The never-to-be-forgotten day
The don’t-touch-me-or-I-kill-you expression
Do-it-yourself; go-it-alone attitude

The stylistic function of the epithet is to reveal the subjective, evaluating attitude of the writer to the
thing or events spoken of.

2. METAPHOR

Each type of intended substitution results in a stylistic device (SD)*' called also a trope. The most
frequently used, well known and elaborated among them is a metaphor -transference of names based on the

! For the elaboration of SDs see: Galperin I. R. Stylistics. M., 1971, esp. pp. 24-30 and part IV (pp. 132-190).
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associated likeness between two objects, as in the "pancake", or "ball", or "volcano" for the "sun"; "silver
dust”, "sequins" for "stars"; "vault”, "blanket", "veil" for the "sky".

From previous study you know that nomination-the process of naming reality by means of the
language-proceeds from choosing one of the features characteristic of the object which is being named for
the representative of the object. The connection between the chose-n feature, representing the object, and the
word is especially vivid in cases of transparent "inner form" when the name of the object can be easily traced
to the name of one of its characteristics. Cf.: "railway", "chairman”, "waxen". Thus the semantic structure of
a word reflects, to a certain extent, characteristic features of the piece of reality which it denotes (names). So
it is only natural that similarity between real objects or phenomena finds its reflection in the semantic
structures of words denoting them: both words possess at least one common semantic component. In the

above examples with the "sun" this common semantic component is "hot" (hence-"volcano", "pancake"
which are also "hot"), or "round" ("ball", "pancake" which are also of round shape).

The expressiveness of the metaphor is promoted by the implicit simultaneous presence of images of
both objects-the one which is actually named and the one which supplies its own "legal" name. So that
formally we deal with the name transference based on the similarity of one feature common to two different
entities, while in fact each one enters a phrase in the complexity of its other characteristics. The wider is the
gap between the associated objects the more striking and unexpected-the more expressive-is the metaphor.

If a metaphor involves likeness between inanimate and animate objects, we deal with personification,
as in "the face of London", or "the pain of the ocean".

Metaphor, as all other SDs, is fresh, original, genuine, when first used, and trite, hackneyed, stale
when often repeated. In the latter case it gradually loses its expressiveness becoming just another entry in the
dictionary, as in the "leg of a table" or the "sunrise", thus serving a very important source of enriching the
vocabulary of the language.

Metaphor can be expressed by all notional parts of speech, and functions in the sentence as any of its
members.

When the speaker (writer) in his desire to present an elaborated image does not limit its creation to a
single meta-phor hut offers a group of them, each supplying another feature of the described phenomenon,
this cluster creates a sustained (pralonged) metaphor.

But there are also metaphorical epithets.

Metaphor — a hidden comparison. “In the garden, fire burns red rowan”, ie rowan brush like burning
fire. A direct comparison would be as follows: “Brushes rowan like a burning fire” epithet — it is
primarily a definition — feature of an object or action. “Detachments of cavalry FLYING”, for
example. Silky hair — an epithet. SILK hair — a metaphor.

Metaphorical epithet contains not only the feature of an object, but also a hidden comparison.
Leaden rain, for example. It does not rain of lead, and no rain — a stream of bullets during the battle.
Remove the epithet of phrases, words change meaning. Will just wait. le metaphorical epithet
involved in creating metaphors.

Metaphor-word or expression used in a figurative sense, which is based on a comparison of an
unnamed object with another on the basis of their common trait.

definition of the word, affect its expressiveness. Expressed predominantly adjective, but also an
adverb (“hot love™), a noun (“fun noise”), numerals (Second Life).

Metaphor is relation between the dictionary and contextual meanings based on resemblance of two
objects, ideals, and actions:

She is a fox.

124



The word “for” denoting one object is transferred to another /she/ in order to indicate a resemblance
between them, their common feature “cunning”. The metaphor is based on a common feature of two
objects. The common feature is never mentioned. In other words in metaphor we are given A and C
and the problem is to see B —a common feature. The reader has to come to it by himself. It is
important to remember that metaphor does not identify, the two notions are brought together on the
basis of only feature, other features being quite different:

Metaphor can be expressed by all the parts of speech: nouns, adjectives, verbs:

She is a machine in her husband’s house.
Money burns a hole my pocket.
People are afraid of themselves nowadays. They have forgotten the highest of all duties, the

duty that one owes to oneself. Of course they are charitable. They feed the hungry and
clothe the beggar. But their own souls starve, and are naked.

Metaphors expressed by one word are called simple. There are metaphors which are expressed by
several words, a group of words. We call it metaphorical paraphrases.

Oh let me, true in love, but truly write,

And then believe me, my love is as fair

As any mother child, though not so bright

As those gold candles fixed in heaven’s air.

/Shakespeare W./

Metaphor is one of the most powerful means of creating images. This is its main stylistic function.
Sometimes metaphors express not only image, but several of them. Such metaphors are called
prolonged metaphors or sustained, or developed.

The one charm of the past is that is the past. But women never know when the curtain has fallen.
They always want a sixth act, and as soon as the interest of the play is entirely over the propose to
continue it. If they were allowed their own way, every comedy would have a tragic ending, and
every tragedy would culminate in a farce.

Assignments for Self-Control.

1. What is included into a group of SDs known as "play on words"? Which ones of them are the most
frequently used? What levels of language hierarchy are involved into their formation?
2. What lexical meaning is instrumental in the formation of epithets?
3. What semantic types of epithets do you know?
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4. What structural types of epithets do you know?

5. What parts of speech are predominantly used as epithets and why?

6. When reading a book pay attention to the type and distribution of epithets there. Give your
considerations as to what defines the quantity and the quality of epithets in a literary work.

7. What is Metaphor? What types of Metaphor do you know?

LECTURE 11

METONYMY. OXYMORON
PLAN

3. General notions on metonymy
4. Oxymoron and its functions

Key words: relations, definition, metonymy, abstract notion, container and contained, oxymoron,
multiple functions, denotational meaning.

1. General notions on metonymy

Many attempts have been made to pin- point the types of relation which metonymy is based on.

Among them the following are most common:
1. A concrete thing used instead of an abstract notion. In this case the thing becomes a symbol of the
notion, as in:
"The camp, the pulpit and the law For rich men's sons are free." (Shelley)

2. The container instead of the thing contained:

3. he hall applauded.
4. The relation of proximity, as in:
"The round game table was boisterous and happy." (Dickens)
The material instead of the thing made of it, as in: "The marble spoke."
The instrument which the doer uses in performing the action in- ..ad of the action or the doer himself, as in:
"As the sword is the worst argument that can be used, so b.iould it be the last." (Byron)

The list is in no way complete. There are many other types of relations, which may serve as a basis for
metonymy.

You know by now that among multiple functions of the word the main one is to denote, denotational
meaning being the major semantic characteristic of the word. In this paragraph we shall deal with the
foregrounding of this particular function, i. e. with such types of denoting phenomena that create additional
expressive, evaluative, subjective connotations. We shall deal in fact with the substitution of the existing
names approved by long usage and fixed in dictionaries by new, occasional, individual ones, prompted by
the speaker's subjective original view and evaluation of things. This act of name-exchange, of substitution is
traditionally referred to as transference, for, indeed, the name of one object is transferred onto another,’
proceeding from their similarity (of shape, colour, function, etc.), or closeness (of material existence,
cause/effect, instrument/result, part/whole relations, etc.).

Metonymy is a stylistic device which is like metaphor based on interaction of logical and contextual
meanings. But it is based on a different from metaphor types of relations, a relation based not
comparison, but on associations.
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Thus the word “crown” many stand for a ““king” or ““queen”, “cup” or for the drink it contains.

Many attempts have been made to pinpoint the types of relation which metonymy is based on.
Among them the following are most common:

1. A concrete thing is used instead of an abstract notion. In this case the thinf becomes s symbol of
the notion:

1. He supported his family by the pen.
2. The pen is stronger than the sword.
3. What the head had left undone could not do, the heart may have been doing silently.

4. Wherefore feed, and clothe and save, From the cradle to the grave /from early childhood to
death/

Those ungreatful drones who would

Drain your sweat — nay, drink your blood.

/Shelley/

When likeness is observed between inanimate objects and human qualities we speak of
personification.

The face of London was now strangely altered. So, personification is a variety of metaphor.
A car came one way, a bus advanced with calm assurance from another.

Shelley’s poem “The Cloud” is built on Personification.

I bring fresh showers for the thirsting flowers
From the seas and the streams
I bear light shade for the leaves when laid

In the noonday dreams

From my wings are shaken the dews that waken.
The sweet buds every one

When rocked to rest on their mother’s breast,
As she danced about the sun

I wield the flail of the lashing hail
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And whiten the green plains under

And the again | dissolve in rain

And laugh as | pass in thunder.

Metaphors like all stylistic devices can be classified according to their degree of unexpectedness.
Thus the metaphors which are absolutely unexpected are called genuine metaphors or individual
metaphors /original, fresh/. The genuine metphor aims at expressing speaker’s or writer’s feelings,
and at impressing the hearer or reader in a definite way.

Those metaphors which are called trite (traditional, hackneyed) are commonly used in speech and
therefore are sometimes even fixed in dictionaries — a ray of hope, floods of tears, a storm of

indignation, a flight of fancy, a shadow of smile. Trite metaphors are not stylistic devices. They are
considered to be expressive means of the language, which also serve the purpose of expressiveness.

2. The container instead of the thing contained:

1.
the hall applauded
2.
the kettle boils
3.
tell him our home cries out for him

3. The relation of proximity as in:

The round game table was boisterous and happy.

4. The text type of relation reveals the relation between the whole and a part. This type of
metonymy is called syndecdoche. In this case apart is used for the whole, or the individual for a
definite and at singular for plural.

Return to her?

No rather | abjure all roofs and choose...

To be a comrade with the wolf and owl

Here the word “roofs” stands for “houses” or a place to live in, or a “shelter”. “Wolf” for “wolves”

or even for “wild beasts”, owl for “owls” or rather for “birds” in the woods.

Other examples:
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She has no roof over her head
You’ve gor a nice fox on you
5. The sign for the thing signified:

1. The messenger was not long returning followed by a pair heavy boots that came bumping along
the passage.

/Dickens/

2. The one in brown suit gaped at her.

Blue suit grinned, might even have winked

But big nose in the grey suit started — and he had small angry eyes and did not even smile.
6. A relation between a thing the material out of which it is made.

The steel to defend

Never in her life had she worn any gold.

Here “gold” stands for rings, bracelets, and other adornments made of gold.

7. The instrument which the doer uses in performing the action instead of the action or the doer
himself.

1. As the sword is the worst argument that can be used, so should it be the last.

/Byron/

2. Give every man thine ear and few thy voice.

3. His pen knows no compromise.

8. Author for his work:

I read Shakespeare. He reads Byron

Metonymy is expressed by nouns or substanlivised numerals-

She was a pale and fresh eighteen.

The man looked a rather old forty-five.

Metonymy, like all stylistic devices can be genuine and trite. Genuine metonymy is a SD. It reveals
a quite unexpected substitution of one word for another, of one concept for another.

Then they came in. Two of them a man with long fair moustache and silent dark man...Definitely,
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the moustache and | had in common.

/D. Lessing/

In this example man’s facial appearance — “the moustache” stands for the main himself.

The function of the metonymy here is to indicate that the speaker knows nothing of the man in
question, moreover there is a definite implication that this is the first time the speaker has seen him.

Trite metonymy belongs to expressive means of the language. They are not stylistic devices. They
are widely used in speech and threfore are simetimes even fixed in dictionaries. Due to trite
metonymies new meanings appear in the language.

The press — the petsonnel connected with publishing
Establish,ent
A hand —a worker

The cradle — infancy
2.0xymoron and its functions

Oxymoron is a combination of two words (mostly an adjective and a noun or an adverb with an
adjective) in which the meanings of the two clash, being opposite in sense, for example:: ‘low skyscraper’,
‘sweet sorrow', 'nice rascal’, 'pleasantly ugly face', 'horribly beautiful', 'a deafening silence'.

The essence of oxymoron consists in the capacity of the primary meaning of the adjective or adverb
to resist for some time the overwhelming power of semantic change which words undergo in combination.
The forcible combination of non-combinative words seems to develop what may be called a kind of
centrifugal force which keeps them apart, in contrast to ordinary word-combinations where centripetal force
is in action.

Oxymoron has one main structural model: adjective+noun. 11 is in this structural model that the
resistance of the two component parts to fusion into one unit manifests itself most strongly. In the adverb +
adjective model the change of meaning in the first element, the adverb, is more rapid, resistance to the
unifying process not being so strong.

Oxymoron reveals the contradictory sides of one and the same phenomena: one of its components
discloses some objectively existing feature or quality, while the other serves to conceal the author's personal
attitude towards the same. In Shakespearian definitions of love, much quoted from his Romeo and Juliet,
perfectly correct syntactically, attributive combinations present a strong semantic discrepancy between their
members. Cf.: "O brawling love! O loving hate! O heavy lightness! Serious vanity! Feather of lead, bright
smoke, cold fire, sick health!" As is clearly seen from this string of oxymorons, each one of them is a
combination of two semantically contradictory notions, that help to emphasize contradictory qualities as a
dialectal unity simultaneously existing in the described phenomenon. As a rule, one of the two members of
oxymoron illuminates the feature which is universally observed and acknowledged while the other one offers
a purely subjective individual perception of the object. Thus in an oxymoron we also deal with, the
foregrounding of emotive meaning, only of a different type than the one observed in previously discussed
SDs. The most widely known structure of oxymoron is attributive, so it is easy to believe that the subjective
part of the oxymoron is embodied in the attribute-epithet, especially because the latter also proceeds from the
foregrounding of the emotive meaning. But there are also others, in which verbs are employed. Such verbal
structures as "to shout mutely" (1. Sh.) or "to cry silently" (M. W.) seem to strengthen the idea, which leads
to the conclusion that oxymoron is a specific type of epithet. But the peculiarity of an oxymoron lies in the
fact that the speaker’s (writer's) subjective view can be expressed through either of the members of the word
combination.
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Originality and specificity of oxymoron becomes especially evident in non-attributive structures
which also, not infrequently, are used to express semantic contradiction, as in "the street damaged by
improvements™ (O. H.) or "silence was louder than thunder"” (U.).

Oxymaorons rarely become trite, for their components, linked forcibly, repulse each other and oppose
repeated use. There are few colloquial oxymorons, all of them showing; i high degree of the speaker's

emotional involvement in the situation, as in "damn nice", "awfully pretty".*?
Key words. Interaction , primary , derivative, logical meanings polysemy, Zeugma, The Pun, play on words,
epithets, foregrounded, trite oxymoron, semantically false chain, nonsense of non-sequence..

Assignments for Self-Control.

1. What is metonymy? What is the difference between metaphor and metonymy?
2. How are metonymies classed from the semantic point of view?
3. Why are there comparatively few trite oxymorons and where are they mainly used?
4. Give some examples of trite oxymoron.

LECTURE 12

ANTONOMASIA. IRONY

PLAN
1. Types of antonomasia
2. lrony

Key words: proper names, functional meaning, nominal meaning, component, antonomasia, irony,
denote, simultaneous realization, logical meaning

1. ANTONOMASIA AND ITS TYPES

Antonomasia is a lexical SD in which a proper name is used instead of a common noun or
vice versa, i.e. a SD, in which the nominal meaning of a proper name is suppressed by its logical
meaning or the logical meaning acquires the new-nominal-component. Logical meaning, as you
know, serves to denote concepts and thus to classify individual objects into groups (classes).
Nominal meaning has no classifying power for it applies to one single individual object with the
aim not of classifying it as just another of a number of objects constituting a definite group, but, on
the contrary, with the aim of singling it out of the group of similar objects, of individualizing one
particular object. Indeed, the word "Mary" does not indicate whether the denoted object refers to the
class of women, girls, boats, cats, etc., for it singles out without denotational classification. But in
Th. Dreiser we read: "He took little satisfaction in telling each Mary, shortly after she arrived,

2 . . . . )
Some often repeated Russian titles form a group of trite oxymorons as in «}nBoit Tpyn», «[lecHs 6e3 cnos»,
«ONTUMUCTUYECKAA Tparegua».
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something... ." The attribute "each”, used with the name, turns it into a common noun denoting any
woman. Here we deal with a case of antonomasia of the first type.

Another type of antonomasia we meet when a common noun serves as an individualizing
name, as in D. Cusack: "There are three doctors in an illness like yours. I don't mean only myself,
my partner and the radiologist who does your X-rays, the three I'm referring to are Dr. Rest, Dr.
Diet and Dr. Fresh Air."

Still another type of antonomasia is presented by the so-called "speaking names"-names
whose origin from common nouns is still clearly perceived. So, in such popular English surnames
as Mr. Smith or Mr. Brown the etymology can be restored but no speaker of English today has it in
his mind that the first one used to mean occupation and the second one-color. While such names
from Sheridan's School for Scandal as Lady Teazle or Mr. Surface immediately raise associations
with certain human qualities due to the denotational meaning of the words "to tease™ and “surface™.
The double role of the speaking names, both to name and to qualify, is sometimes preserved in
translation. Cf. the list of names from another of Sheridan's plays, The Rivals: Miss Languish —
Mucc Tomuoit; Mr. Backbite —M-p Kiiesetayn; Mr. Credulous — M-p Jlosepu; Mr. Snake —M-p
I'an, etc. Or from F. Cooper: Lord Chatterino — Jlopa Bama6ono; John Jaw - Ixxon Bpex; Island
Leap-High — OctpoB Beicokormpeirusi.

Antonomasia is created mainly by nouns, more seldom by attributive combinations (as in "Dr.
Fresh Air") or phrases (as in "Mr. What's-his name"). Common nouns used in the second type of
antonomasia are in most cases abstract, though there are instances of concrete ones being used too.

2. IRONY

Irony is a stylistic device also based on the simultaneous realization of two logical meanings
-dictionary and contextual, but the two meanings stand in opposition to each other. For example:

"It must be delightful to find oneself in a foreign country without a penny in one's pocket."

Irony must not be confused with humour, although they have very much in common.
Humour always causes laughter. What is funny must come as a sudden clash of the positive and the
negative. In this respect irony can be likened to humour. But the function of irony is not confined to
producing a humorous effect. In a sentence like "How clever of you!" where, due to the intonation
pattern, the word ‘clever' conveys a sense opposite to its literal signification, the irony does not
cause a ludicrous effect. It rather expresses a feeling of irritation, displeasure, pity or regret.

Irony is generally used to convey a negative meaning. Therefor only positive concepts may
be used in their logical dictionary meanings. The contextual meaning always conveys the negation
of the positive concepts embodied in the dictionary meaning.

The essence of this SD consists in the foregrounding not of the logical but of the evaluative
meaning. The context is arranged so that the qualifying word in irony reverses the direction of the
evaluation, and the word positively charged is understood as a negative qualification and (much-
much rarer) vice versa. Irony thus is a stylistic device in which the contextual evaluative meaning of
a word is directly opposite to its dictionary meaning. So, like all other SDs irony does not exist
outside the context, which varies from the minimal - a word combination, as in J. Steinbeck's "She
turned with the sweet smile of an alligator,"-to the context of a whole book, as in Ch. Dickens,
where one of the remarks of Mr. Micawber, known for his complex, highly bookish and elaborate
style of speaking about the most trivial things, is introduced by the author's words "...Mr. Micawber
said in his usual plain manner".

In both examples the words "sweet” and "plain” reverse their positive meaning into the
negative one due to the context, micro- in the first, macro- in the second case.

In the stylistic device of irony it is always possible to indicate the exact word whose
contextual meaning diametrically opposes its dictionary meaning. This is why this type of irony is
called verbal irony. There are very many cases, though, which we regard as irony, intuitively
feeling the reversal of the evaluation, but unable to put our finger on the exact word in whose
meaning we can trace the contradiction between the said and the implied. The effect of irony in
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such cases is created by a number of statements, by the whole of the text. This type of irony is
called sustained, and it is formed by the contradiction of the speaker's (writer's) considerations and
the generally accepted moral and ethical codes. Many examples of sustained irony are supplied by
D. Defoe, J. Swift, by such contemporary writers as S. Lewis, K. Vonnegut, E. Waugh and others.

Irony is as stylistic device also based on simultaneous realization of two meanings: dictionary
and contextual, but the two meanings stand in opposition to each other. In other words it is a
stylistic device in which the opposite of what is said is meant.

What a happy woman was Rose to be Tady Crawly. Her husband used to drink every night and beat
his Rose sometimes.

[Thackeray/

Irony generally is used to convey a negative meaning, an expression of praise is used were the
blame is meant.

How clever it is not to take an umbrella when it is raining hard.
/Jerome K.Jerome/

Irony as a linguistic means must not be confused with irony and humor as a stylistic effect,
produced by different stylistic devices or even by a description of a funny incident or an odd feature
which we laugh at. Irony as a SD interaction of two types of meanings in one and the same word.
Let’s compare:

She jumps as an elephant

She jumps gracefully as an elephant.

Irony is realized only in the context. The context may be one sentence, two sentences, and several
sentences. It may extend as far a paragraph, chapter or even the whole book.

Stoney smiled the sweet smile of an alligator.

Here irony in the word “sweet” is realized within a sentence. In Galsworthy’s book “The Man of
Property” Soames and Irence are called “the happy”. In order understand this irony we must read
the whole book /at least a half of the book/.

The main stylistic function of irony is to produce a humorous or satiric effect. And it mostly appears
in the belles-lettres style.
Key words.

, @ metonymy, detailed ,description, device.

Assignments for Self-Control

What lexical meanings of a word can you name?

Which of them, in most cases, is the most important one?

What SDs are based on the use of the logical (denotational) meaning of a word?
What is a contextual meaning? How is it used in a SD?
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Find examples of antonomasia in fiction and comment upon its usage.
What is antonomasia? What meanings interact in its formation?

What types of antonomasia do you know? Give examples of each.

Do you remember any speaking names from the books you have read?
Give examples of personages™ names used as qualifying common nouns.

© oo N U

LECTURE 13
HYPERBOLE. PUN. ZEUGMA
PLAN

1. SD of hyperbole
2. Pun
3. Zeugma

Key words: property, play of words, semantic field, exaggeration, extreme, emotion, reader,
hyperbole, pun, zeugma, expressive speech.

1. SD OF HYPERBOLE

Another SD, which also has the function of intensifying one certain property of the object
described is hyperbole. It can be defined as a deliberate overstatement or exaggeration of a feature
essential (unlike periphrasis) to the object or phenomenon. In its extreme form this exaggeration is
carried to an illogical degree, sometimes ad absurdum. For example: "He was so tall that I was not
sure he had a face.” (0. Henry)

Hyperbole differs from mere exaggeration in that it is intended to be understood as an
exaggeration. In this connection the following quotation deserve a passing note:

"Hyperbole is the result of a kind of intoxication by emotion, which prevents a person from
seeing things in their true dimensions... If the reader (lis'ener) is not carried away by the emotion of
the writer (speaker), hyperbole becomes a mere lie."

Hyperbole is a device which sharpens the reader's ability t.-. -tke a logical assessment of the
utterance. This is achieved, as is the case with other device; by awakening the dichotomy of thought
and feeling where thought takes the upper hand though not to the detriment of feeling."”

Hyperbole is one of the most common expressive means of our everyday speech. When we
describe our admiration or anger and say "I would gladly see this film a hundred times", or "I have
told it to you a thousand times" - we use trite language hyperboles which, through long and repeated
use, have lost their originality and remained signals of the speaker’s roused emotions.

Hyperbole may be the final effect of another SD-metaphor, simile, irony, as we have in the
cases "He has the tread of a rhinoceros” or "The man was like the Rock of Gibraltar".

Hyperbole can be expressed by all notional parts of speech. There are words though, which
are used in this SD more often than others. They are such pronouns as "all”, "every", "everybody"
and the like. Cf.: "Calpurnia was all angles and bones™ (H. L.); also numerical nouns ("a million",
"a thousand"), as was shown above, and adverbs of time (“ever”, "never"). Outstanding Russian
philologist A. Peshkovsky once stressed the importance of both communicants clearly perceiving
that the exaggeration, used by one of them is intended as such and serves not to denote actual
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quality or quantity but signals the emotional background of the utterance. If this reciprocal
understanding of the intentional nature of the overstatement is absent, hyperbole turns into a mere
lie.

Hyperbole is aimed at exaggerating quantity or quality. When it is directed the opposite way,
when the size, shape, dimensions, characteristic features of the object are not overrated, but
intentionally underrated, we deal with understatement. The mechanism of its creation and
functioning is identical with that of hyperbole, and it does not signify the actual state of affairs in
reality, but presents the latter through the emotionally coloured perception and rendering of the
speaker. It is not the actual diminishing or growing of the object that is conveyed by a hyperbole or
understatement. It is a transient subjective impression that finds its realization in these SDs. They
differ only in the direction of the flow of roused emotions. English is well known for its preference
for understatement in everyday speech-"! am rather annoyed" instead of "I'm infuriated”, "The wind
is rather strong" instead of "There's a gale blowing outside" are typical of British polite speech, but
are less characteristic of American English.

Some hyperboles and understatements (both used individually and as the final effect of some
other SD) have become fixed, as we have in "Snow White", or "Liliput”, or "Gargantua”. Trite
hyperboles and understatements, reflecting their use in everyday speech, in creative writing are
observed mainly in dialogue, while the author's speech provides us with examples of original SDs,
often rather extended or demanding a considerable fragment of the text to be fully understood.

2. THE PUN

The pun is another stylistic device based on the interaction of two well-known meanings of a
word or phrase. It is difficult do draw a hard and fast distinction between zeugma and the pun. The
only reliable distinguishing feature is a structural one: zeugma is the realisation of two meanings
with the help of a verb, which is made to refer to different subjects or objects (direct or indirect).
The pun is more independent. There need not necessarily be a word in the sentence to which the
pun-word refers. This does not mean, however, that the pun is entirely free. Like any other stylistic
device, it must depend on a context. But the context may be of a more expanded character,
sometimes even as large as a whole work of emotive prose. Thus the title of one of Oscar Wilde's
plays, "The Importance of Being Earnest™ has a pun in it, inasmuch as the name of the hero and the
adjective meaning 'seriously-minded’ are both present in our mind.

Puns are often used in riddles and jokes, for example, in this riddle: What is the difference
between a schoolmaster and an engine-driver? (One trains the mind and the other minds the train.)

Devices of simultaneously realising the various meanings of words, which are of a more
subtle character than those embodied in puns and zeugma, are to be found in poetry and poetical
descriptions and in speculations in emotive prose. Men-of-letters are especially sensitive to the
nuances of meaning embodied in almost every common word, and to make these words live with
their multifarious semantic aspects is the task of a good writer. Those who can do it easily are said
to have talent.

Pun is a play on words:
"Bow to the board, said Bumble. Oliver brushed away two or three tears that were lingering in his
eyes; and seeing no board but the table, fortunately bowed to that".

3. ZEUGMA

Zeugma is the use of a word in the same grammatical but different semantic relations to two
adjacent words in the context, the semantic relations being, on the one hand, literal, on the other,
transferred.
"Dora, plunging at once into privileged intimacy and into the middle of the room." (B.Shaw)

This stylistic device is particularly favoured in English emotive prose and poetry.

135



Zeugma is a strong and effective device to maintain the purity of the primary meaning when
the two meanings clash. By making the two meanings conspicuous in this particular way, each of
them stands out clearly.

".. .And May's mother always stood on her gentility; and Dot's mother never stood on
anything but her active little feet." (Dickens)

Assignments for Self-Control

1. Describe the difference between pun and zeugma, zeugma and a semantically false chain,
semantically false chain and nonsense of non-sequence.
2. What meanings of a word participate in the violation of a phraseological unit?
3. What is the basic effect achieved by the play on words?
4. What meaning is foregrounded in a hyperbole?
5. What types of hyperbole can you name?
6.  What makes a hyperbole trite and where are trite hyperboles predominantly used?
7. What is understatement? In what way does it differ? from hyperbole?
8.  Recollect cases of vivid original hyperboles or under statements from your Russian or English
reading.

LECTURE 14
SYNTACTICAL EXPRESSIVE MEANS AND STYLISTIC DEVICES

PLAN
1. General Considerations
2. Problems Concerning the Composition of Spans of Utterance Wider than the Sentence
2.1. The Syntactical Whole
2.2. The Paragraph
3. Stylistic Inversion
4. Rhetorical questions
5. Litotes
6. Ellipsis

Key words: Sentence, syntactical SDs, sentence length, one-word sentences, sentence
structure, punctuation, arrangement of sentence members, rhetorical question,. types of repetition,
parallel constructions, chiasmus, inversion, suspense, detachment, completeness of sentence
structure, ellipsis, one-member sentences, constructions, break, types of connection, polysyndeton,
asyndeton, attachment.

1. GENERAL CONSIDERATIONS
It is well known that the study of the sentence and its types and especially the study of the
relations between different parts of the sentence has had a long history. Rhetoric was mainly
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engaged in the observation of the juxtaposition of the members of the sentence and in finding ways
and means of building larger and more elaborate spans of utterance, as for example, the period or
periodical sentence. Modern grammars have greatly extended the scope of structural analysis and
have taken under observation the peculiarities of the relations between the members of the sentence,
which somehow has overshadowed problems connected with structural and semantic patterns of
larger syntactical units. It would not be an exaggeration to state that the study of units of speech
larger than the sentence is still being neglected by many linguists. Some of them even consider such
units to be extra-linguistic, thus excluding them entirely from the domain of Linguistics.

Stylistics takes as the object of its analysis the expressive means and stylistic devices of the
language which are based on some significant structural point in an utterance, whether it consists of
one sentence or a string of sentences. In grammar certain types of utterances have already been
patterned, thus for example, we have all kinds of simple, compound or complex sentences, even a
paragraph long, that may be regarded as neutral or non-stylistic patterns.

At the same time, the peculiarities of the structural design of utterances which bear some
particular emotional colouring, that is, which are stylistic and therefore non-neutral, may also be
patterned and presented as a special system which we shall call "stylistic patterns". Stylistic patterns
should not be regarded as violations of the literary norms of standard English. On the contrary,
these patterns help us to establish the norm of syntactical usage, inasmuch as their study reveals the
invariant of the form together with the variants and what is more;"" reveals the borders beyond
which the variants must not be extended.

Stylistic syntactical patterns may be viewed as variants of the general syntactical models of
the language and are the more obvious and conspicuous if presented, not as isolated elements or
accidental usages, but as groups easily observable and lending themselves to generalization.

This idea is expressed by Prof. G. Vinokur in his «MasikoBckuit — HOBaTop si3bIka», Where
he maintains that in syntax it is no new material that is coined, but new relations, because the
syntactical aspect of speech is nothing more than a definite combination of grammatical forms, and
in this sense the actual words used are essentially immaterial. Therefore syntactical relations,
particularly in poetic language, are that aspect of speech in which everything presents itself as
actualization of the potential and not merely the repetition of the ready-made.

By "the potential™ G. Vinokur apparently means variations of syntactical patterns.

It follows therefore, that in order to establish the permissible fluctuations of the syntactical
norm, it is necessary to ascertain what is meant by the syntactical norm itself. We have already
pointed out what the word norm means as a generic term. In English syntax the concept of norm is
rather loose. In fact any change in the relative positions of the members of the sentence may be
regarded as a variant of the received standard, provided that the relation between them will not
hinder the understanding of the utterance.

But here we are faced with the indisputable interdependence between form and content; in
other words, between the syntactical design of the utterance and its concrete lexical materialization.

Syntactical relations can be studied in isolation from semantic content. In this case they are
viewed as constituents of the whole and assume their independent grammatical meaning. This is
most apparent in forms embodying nonsense lexical units, as in Lewis Carroll's famous lines, so
often quoted by linguists.

"Twas brilling, and the slithy toves Did gyre and gimbol in the wabe: All mimsy were the
borogroves, And the mome raths outrabe.”

The structural elements of these lines stand out conspicuously and make sense even though
they are materialized by nonsense elements. Moreover they impose on the morphemes they are
attached to a definite grammatical meaning, making it possible to class the units. So it is due to
these elements that we can state what the nonsense words are supposed to mean. Thus we know that
the sequence of the forms forcibly suggests that after twas we should have an adjective; the y in
slithy makes the word an adjective; gyre after the emphatic did can' only be a verb. We know that
this is a poem because it has rhythm (iambic tetrameter) and rhyme (abab in ‘toves-borogrove;'
‘wabe-outgrabe").
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A closet examination of the structural elements will show that they outnumber the semantic
units: nineteen structural elements and eleven which are meant to be semantic. The following
inferences may be from this fact:

1. itis the structural element of the utterance that predetermines the possible semantic aspect;

2. the structural elements have their own independent me«ing which may be called structural or,
more widely, grammatical;

3. the structural meaning may affect the lexical, giving contextual to of the lexical units.

2. PROBLEMS CONCERNING THE COMPOSITION OF SPANS OF UTTERANCE
WIDER THAN THE SENTENCE

2.1 THE SYNTACTICAL WHOLE

Thetermsyntactical wholeisused to denote a larger unit than a sentence. It generally
comprises a number of sentences interdependent structurally (usually by means of pronouns,
connectives, tense-forms) and semantically (one definite thought is dealt with). Such a span of
utterance is also characterized by the fact that it can be extracted from the context without losing its
relative semantic independence. This cannot be said of the sentence, which, while representing a
complete syntactical unit may, however, lack the quality of independence. A sentence from the stylistic
point of view does not necessarily express one idea, as it is defined in most manuals of grammar. It may
express only part of one idea. Thus the sentence: "Guy glanced at his wife's untouched plate™ if taken
out of the context will be perceived as a part of a larger span of utterance where the situation will be
made clear and the purport of verbal expression more complete.

Here is the complete syntactical whole:

Guy glanced at his wife's untouched plate.

"If you've finished we might stroll down. I think you ought to -be starting."

She did not answer. She rose from the table. She went into her room to see that nothing had
been forgotten and then side by side with him walked down the steps. (Somerset Maugham)

The next sentence of the paragraph begins "A little winding path!.." This is obviously the
beginning of the next syntactical whole.

So the syntactical whole may be defined as a combination of sentences presenting a structural and
semantic unity backed up by rhythmic and melodic unity. Any syntactical whole will lose its unity
if it suffers, breaking.

But what are the principles on which the singling out of a syntactical whole can be maintained?
In order to give an answer to this question, it is first of all necessary to deepen our understanding
of the term utterance.® As a stylistic term the word utterance must be expanded. Any
utterance from a stylistic point of view will serve to denote a certain span of speech (language-in-
action) in which we may observe coherence, interdependence of the elements, one definite idea, and
last but not least, the purport of the writer.

The purport is the aim that the writer sets before himself, which is to make the desired impact
on the reader. So the aim of any utterance is a carefully thought-out impact. Syntactical units are
connected to achieve the desired effect and it is often by the manner they are connected that the
desired effect is secured.

Let us take the following paragraph for analysis:

"1. But a day or two later the doctor was not feeling well. 2. He had an internal malady that
troubled him now and then, but he was used to it and disinclined to talk about it. 3. When he had
one of his attacks, he only wanted to be left alone. 4. His cabin was small and stuffy, so he settled
himself on a long chair on deck and lay with his eyes closed. 5. Miss Reid was walking up and
down to get the half hour's exercise she took morning and evening. 6. He thought that if he
pretended to be asleep she would not disturb him. 7. But when she had passed him half a
dozen times she stopped in front of him and stood quite still. 8. Though he kept his eyes closed he
knew that she was looking at him." (Somerset Maugham)
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This paragraph consists of eight sentences, all more or less independent. The first three sentences

however show a considerable degree of semantic interdependence. This can be inferred from the use
of the following cluster of concepts associated with each other: 'not feeling weir, 'internal malady’,
‘one of his attacks'. Each phrase is the key to the sentence in which it occurs. In spite of the fact
that there are no formal connectives, the connection is made apparent by purely semantic means.
These three sentences constitute a syntactical whole built within the larger framework of the
paragraph. The fourth sentence is semantically independent of the preceding three. It seems at
first glance not to belong, to the paragraph at all. The fact that the doctor's 'cabin was small and
stuffy' and that 'he settled himself... on deck' does not seem to be necessarily connected with the
thought expressed in the preceding syntactical whole. But on a more careful analysis one can
clearly see how all four sentences are actually interconnected. The linking sentence is 'he only
wanted to be left alone'. So the words 'lay with his eyes closed" with which the fourth sentence
ends, are semantically connected both with the idea of being left alone and with the idea expressed
in the sentence: 'He thought that if he pretended to be asleep she would not disturb him." But
between this sentence and its semantic links 'lay with his eyes closed' and 'wanted to be left
alone’, the sentence about Miss Reid thrusts itself in. This is not irrelevant to the whole situation
and to the purport of the writer, who leads us to understand that the doctor was disinclined to talk
to anybody and probably to Miss Reid in particular.
So the whole of the paragraph has therefore what we have called gestal t, i.e. semantic and
structural wholeness. It can, however be split into two syntactical wholes with a linking sentence
between them. Sentence 5 can be regarded as a syntactical whole, inasmuch as it enjoys
considerable independence both semantically and structurally. Sentences 6, 7 and 8 are
structurally and therefore semantically interwoven. But when arid though in the seventh and
eighth sentences are the structural elements which link all three sentences intoone
syntactical whole.

It follows then that a syntactical whole can be embodied in a sentence if the
sentence meets the requirements of this compositional unit. Most epigrams are
syntactical wholes from the point of view of their semantic unity, though they fail to
meet the general structural requirement, viz. to be represented in a number of
sentences.

On the other hand, a syntactical whole, though usually a component part of the
paragraph, may occupy the whole of the paragraph. In this case we say that the
syntactical whole coincides with the
paragraph.

It is important to point out that this structural unit, in its particular way of
arranging ideas, belongs almost exclusively to the belles-lettres style, though it may
be met with to some extent in the publicistic style. Other styles, judging by their
recognized leading features, do not require this mode of arranging the parts of an
utterance except in rare cases which may be neglected.

Let us take a passage from another piece of belles-lettres style, a paragraph from
Aldington's "Death of a Hero."

It is a paragraph easy to submit to stylistic and semantic analysis: it falls
naturally into several syntactical wholes.

"1. After dinner they sat about and smoked. 2. George took his chair over to the
open window and looked down on the lights and movement of Piccadilly. 3. The noise
of the traffic was lulled by the height to a long continuous rumble. 4. The placards
of the evening papers along the railings beside the Ritz were sensational and
bellicose. 5. The party dropped the subject of a possible great war; after deciding
that there wouldn't be one, there couldn't. 6. George, who had great faith in Mr.
Bobbe's political acumen, glanced through his last article, and took great comfort
from the fact that Bobbesaid there wasn't going to be a war. 7. It was all a scare, a
stock market ramp... 8. At that moment three or four people came in, more or less
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together, though they were in separate parties. 9. One of them was a youngish
man in immaculate evening dress. 10. As he shook hands with his host, George
heard him say rather excitedly,

"I've just been dining with..."”

Analysis of this paragraph will show how complicated the composition of belles-
lettres syntactical units is. There is no doubt that there is a definite semantic unity
in the paragraph. The main idea is the anxiety and uncertainty of English society
before World War | as to whether there would be, or would not be, a war. Bui around
this main sense-axis there centre a number of utterances which present more or less
independent spans of thought. Thus we can easily single out the group of sentences
which begins with the words "After dinner" and ends with *“...and bellicose.” This part
of the text presents, as it were, the background against which the purport of the author stands
out more clearly, the last sentence of this syntactical whole preparing the reader for the main idea
of the paragraph — the possibility of war—which is embodied in the next syntactical whole. This
second syntactical whole begins with the words "The party dropped the subject of a possible
great war" and ends with "...a stock market ramp..." It is made structurally independent by the
introduction of elements of uttered represented speech (See p. 241), the contractions wouldn't,
couldn't, wasn't, the purely colloquial syntactical design there wouldn't be one, there couldn't, the
colloquial word scare.

The shift to the third syntactical whole is indicated by the dots after the word ramp (...).
Here again it is the author who speaks, there are no further elements of represented speech, the
shift being rather abrupt, because George's thoughts were interrupted by the entrance of the
newcomers. The connecting "At that moment™ softens the abruptness.

The author's purport grows apparent through the .interrelation— an interrelation which seems
to be organic — between the three syntactical wholes: sensational and bellicose placards in the
streets of London, the anxiety of the people at the party, the conviction backed up by such a
reassuring argument as Mr. Bobbe's article that there was not going to be a war, and the new
guests bringing unexpected news.

Syntactical wholes are not always so easily discernible as they are in this paragraph from "The
Death of a Hero." Due to individual peculiarities in combining ideas into a graphical (and that
means both syntactical and semantic) unity, there may be considerable variety in the
arrangement of syntactical wholes and of paragraphs, ranging from what might be called clearly-
marked borderlines between the syntactical wholes to almost imperceptible semantic shifts. Indeed,
it is often from making a comparison between the beginning and the end of a paragraph that one can
infer that it contains separate syntactical wholes.

It follows then that the paragraphs in the belles-lettres prose style do not necessarily possess
the qualities of unity and coherence as is the case with paragraphs in other styles of speech and
particularly in the scientific prose style.

Syntactical wholes are to be found in particular in poetical style. Here the syntactical wholes,
as well as the paragraphs, are embodied in stanzas. Due to the most typical semantic property of
any poetical work, viz., brevity of expression, — there arises the need to combine ideas so that
seemingly independent utterances may be integrated into one poetical unity, viz., a stanza.

Let us take for analysis the following stanza from Shelley's poem "The Cloud":

"1 bring fresh showers for the thirsting flowers
From the seas and the streams;
| bear tight shade for the leaves when laid
In their noon-day dreams.
From my wings are shaken the dews that waken
The sweet buds every one,
When rocked to rest on their mother's breast,
As she dances about the sun.
I wield the flail of the lashing hail,
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And whiten the green plains under;
And then again | dissolve it in rain,
And laugh as | pass in thunder."
Here there are three syntactical wholes separated by full stops.

Within the first, which comprises four lines, there are two more or less independent units
divided by a semicolon and integrated by parallel constructions (/ bring fresh showers', | bear
light shade).

Within the second syntactical whole — also four lines — there are also two interdependent
ideas — the buds awakened by the dews and the earth moving around the sun. These are
strongly bound together by the formal elements when and as forming one complex sentence and a
syntactical whole. The formal means used to connect different spans of utterance affect their
semantic integrity.

The three syntactical wholes of the stanza are united by one idea — the usefulness of the cloud
giving all kind of comfort, here moisture and shade, to what is growing... showers, shade,
dews, hail, rain.

The syntactical wholes in sonnets are especially manifest. This is due to their strict
structural and semantic rules of composition.

2.2 THE PARAGRAPH

A paragraph isagraphical term used to name a group of sentences marked
off by indentation at the beginning and a break in the line at the end. But this graphical
term has come to mean a distinct portion of a written discourse showing an internal unity,
logical in character. In fact the paragraph as a category is half linguistic, half logical. As a
logical category it is characterized by coherence and relative unity of the ideas expressed,
as a linguistic category it is a unit of utterance marked off by purely linguistic means:
intonation, pauses of various lengths, semantic ties which can be disclosed by scrupulous
analysis of the morphological aspect and meaning of the component parts, etc. It has
already been Stated elsewhere that the logical aspect of an utterance will always be
backed up by purely linguistic means causing, as it were, an indivisible unity of extra-
linguistic and intra-linguistic approach.

Bearing this in mind, we shall not draw a mark of demarcation between the logical
and the linguistic analysis of an utterance, because the paragraph is a linguistic expression
of a logical arrangement of thought.

Paragraph structure is not always built on logical principles alone, as is generally the case
in the style of scientific prose. In the building of paragraphs in newspaper style, other requirements
are taken into consideration, for instance, psychological principles, in particular the sensational
effect of the communication and the grasping capacity of the reader for quick reading.
Considerations of space also play an important part. This latter consideration sometimes over-rules
the necessity for logical arrangement and results in breaking the main rule of paragraph building,
i.e. the unity of idea. Thus a brief note containing information about an oil treaty is crammed
into one sentence, it being in its turn a paragraph:

"The revised version of an international oil treaty is to-day before the Senate Relation
Committee, which recently made it clear that the Anglo-American oil treaty negotiated last August
would not reach the Senate floor for ratification, because of objections by the American oil
industry to it."

Paragraph building in the style of official documents is mainly governed by the particular
conventional forms of documents (charters, pacts, diplomatic documents, business letters, legal
documents and the like). Here "paragraphs may sometimes embody what are grammatically called a
number of parallel clauses, which for the sake of the wholeness of the entire document are made
formally subordinate, whereas in reality they are independent items. (See examples in the chapter
on official style, p. 325.)
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Paragraph structure in the belles-lettres and publicistic styles is strongly affected by the purport
of the author. To secure the desired impact, a writer finds it necessary to give details and
illustrations, to introduce comparisons and contrasts, to give additional reasons and, finally, to
expand the topic by looking at it from different angles and paraphrasing it. He may, especially
in the publicistic style, introduce the testimony of some authority on the subject and even deviate
from the main topic by recounting an anecdote or even a short story to ease mental effort and
facilitate understanding of the communication.

The length of a paragraph normally varies from eight to twelve sentences. The longer the
paragraph is, the more difficult it is to follow the purport of the writer. In newspaper style,
however, most paragraphs consist of one or perhaps two or three sentences.

Paragraphs of a purely logical type may be analyzed from the way the thought of the writer
develops. Attempts have been made to classify paragraphs from the point of view of the logical
sequence of the sentences. Thus in manuals on the art of composition there are models of
paragraphs built on different principles:

1. from the general to the particular, or from the particular to the general;
2. on the inductive or deductive principle;

3. from cause to effect, or from effect to cause;

4. on contrast, or comparison.

So the paragraph is a compositional device aimed either at facilitating the process of
apprehending what is written, or inducing a certain reaction on the part of the reader. This
reaction is generally achieved by intentionally grouping the ideas so as to show their inter-
dependence or interrelation. That is why the paragraph, from a mere compositional device, turns
into a stylistic one. It discloses the writer's manner of depicting the features of the object or
phenomenon described. It is in the paragraph that the main function of the belles-lettres style
becomes most apparent, the main function, as will be shown below, being emotive.

In the paragraph from the "Death of a Hero", as we $aw, there are three syntactical wholes
which together constitute one paragraph. If we were to convert the passage into one of the matter-
of-fact styles it would be necessary to split it into three paragraphs. But Aldington found it
necessary to combine all the sentences into one paragraph, evidently seeing closer connections
between the parts than there would be in a mere impersonal, less emotional account of the events
described.

The paragraph in some styles, such as scientific, publicistic and some others generally has, a
topic sentence, i.e., a sentence which embodies the main idea of the paragraph or which may be
interpreted as a key-sentence disclosing the chief thought of the writer. In logical prose the topic
sentence is as a rule placed either at the beginning or at the end of the paragraph depending on the
logical pattern on which the paragraph is built. In the belles-lettres style the topic sentence may.be
placed in any part of the paragraph. It will depend on how the writer seeks to achieve his effect.

Thus in the paragraph we have been referring to, the topic sentence (‘The party dropped the
subject of a possible great war, after deciding that there wouldn't be one, there couldn't’) is placed
in the middle of the paragraph. The parts that precede and follow the topic sentence
correspondingly lead to it (4he placard”...") and develop it (‘George, who..."). The topic sentence
itself, being based on uttered represented speech, is stylistically a very effective device to show that
the conclusion (no war) was not based on sound logical argument, but merely on the small talk of
the party (4here wouldn't’, 'there couldn't’).

However, paragraph building in belles-lettres prose generally lacks unity, inasmuch as it is
governed by other than logical principles, two of the requirements being emotiveness and a natural
representation of the situation depicted. Hence it is sometimes impossible to decide which
sentence should be regarded as the topic one. Each syntactical whole of several combined into one
paragraph, may have its own topic sentence or be a topic sentence. In other words, there are .no topic
sentences in emotive prose as a rule, though there may be some paragraphs with one due to the
prevalence of the logical .element over the emotional or the aesthetic.
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In publicistic style paragraphs are built on more apparent logical principles, this style being
intermediate between the belles-lettres and the scientific style. Let us subject to stylistic analysis the
following paragraph from Macaulay's essay on Oliver Goldsmith:

While Goldsmith was writing "The Deserted Village™ and "She Stoops to Conquer,” he was
employed in works of a very different kind, works from which he derived little reputation but much
profit. He compiled for the use of schools a "History of Rome," by which he made £ 300; a "History
of England," by which he made £ 600; a "History of Greece," for which he received £ 250; a "Natural
History,” for which the book-sellers covenanted to pay him 800 guineas. These works he produced
without any elaborate research, by merely selecting, abridging and translating into his own clear,
pure, and flowing language what he found in books well known to the world, but too bulky or too dry
for boys and girls. He committed some strange blunders; for he knew nothing with accuracy. Thus in
his "History of England" he tells us that Naseby is in Yorkshire; nor did he correct this mistake when the
book was reprinted. He was nearly hoaxed into putting into the "History of Greece" an account of a
battle between Alexander the Great and Montezuma. In his "Animated Nature™ he relates, with faith
and with perfect gravity, all the most absurd lies which he could find in books of travels about
gigantic Patagonians, monkeys that preach sermons, nightingales that repeat long conversations.
"1f he can tell a horse from a cow," said Johnson, "that is the extent of his knowledge of zoology." How
little Goldsmith was qualified to write about the physical sciences is sufficiently proved by two
anecdotes. He on one occasion denied that the sun is longer in the northern than in the southern
signs. It was vain to cite the authority of Maupertuis. "Maupertuis!" he cried; "I under-, stand those
matters better than Maupertuis.” On another occasion he, in defiance of the evidence of his own senses
maintained obstinately, and even angrily, that he chewed his dinner by moving his upper jaw.

Yet, ignorant as Goldsmith was, few writers have done more to make the first steps in the laborious
road to knowledge easy and pleasant...."

The topic sentence of this paragraph is placed at the beginning. It consists of two ideas presented
in a complex sentence with a subordinate clause of time. The idea of the topic sentence is embodied in
the main clause which states that Goldsmith derived "little reputation but much profit" out of some
of his works. The subordinate clause of time is used here as a linking sentence between the preceding
paragraph which deals with "The Deserted Village" and "She Stoops to Conquer” and the one under
scrutiny.

The next paragraph of the passage, as the reader has undoubtedly observed, begins with a new topic
sentence and is built on the same structural model: the subordinate clause sums up the idea of the pre-
ceding paragraph (*"Yet, ignorant as Goldsmith was"), and the main clause introduces a new idea.
This pattern is maintained throughout the essay and, by the way, in most of Macaulay's essays. This
easy, flowing manner of exposition has a high degree of predictability. The reader, having read the first
sentence and being conscious of the author's manner of building paragraphs, will not fail to grasp
the gist of the passage at once.

It is interesting to point out how Macaulay develops the idea expressed in the topic sentence. He
wished to show why Goldsmith derived 1) "little reputation™ and 2) "much profit" from certain of
his works. Of the two, Macaulay considers the former to be undoubtedly more significant than the latter.
That is why he begins with insignificant details — enumerating Goldsmith's profits and then devotes
all the rest of the paragraph to instances of Goldsmith's ignorance.

A paragraph in certain styles is, as has been said, a dialogue (with the reader) in the form of a
monologue. The breaking-up of a piece of writing into paragraphs can be regarded as an expression of
consideration for the reader on the part of the author. It manifests itself in the author's being aware
of limits in the reader's capacity for perceiving and absorbing information. Therefore paragraphs in
matter-of-fact styles, as in scientific prose, official documents and so on, are clear, precise, logically
coherent, and possess unity, i.e., express one main thought. Paragraphs in emotive prose are
combinations of the logical and the emotional. The aim of the author in breaking up the narrative into
paragraphs is not only to facilitate understanding but also for emphasis. That is why paragraphs in
the belles-lettres prose are sometimes built on contrast or on climax, as is the paragraph from "A
Christmas Carol™ by Dickens, quoted on p. 220.
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The paragraph as a unit of utterance is so far entirely the domain of stylistics. Yet these are
obvious features of a purely syntactical character in the paragraph which must not be overlooked.
That is why there is every reason to study the paragraph in syntax of the language where not only the
sentence but also larger units of communication should be. under observation. This would come under
what we may call the "macro-syntax™ of the language.

3. STYLISTIC INVERSION

Word order is a crucial syntactical problem in many languages. In English it has peculiarities
which have been caused by the concrete and specific way the language has developed. O. Jespersen
states that the English language "...has developed a tolerably fixed word order which in the great
majority of cases shows without fail what is the Subject of the sentence.” This "tolerably fixed word
order" is Subject— Verb (Predicate) — Object (S — P — O). Further, Jespersen mentions a
statistical investigation of word order made on the basis of a series of representative 19th century
writers. It was found that the order S — P — O was used in from 82 to 97 per cent of all
sentences containing all three members, while the percentage for Beowulf was 16 and for King
Alfred's prose 40.

This predominance of S — P — O word order makes conspicious any change in the structure
of the sentence and inevitably calls forth a modification in the intonation design.

The most conspicious places in the sentence are considered to be the first and the last: the first
place because the full force of the stress can be felt at the beginning of an utterance and the last
place because there is a pause after it. This traditional word order has developed a definite
intonation design. Through frequency of repetition this design has imposed itself on any sentence
even though there are changes introduced in the sequence of the component parts. Hence the clash
between semantically insignificant elements of the sentence when they are placed in structurally
significant position and the intonation which follows the recognized pattern.

Thus in Dickens' much quoted sentence:

"Talent Mr. Micawber has; capital Mr. Micawber has not."”

The first and the last positions being prominent, the verb has and the negative not get a
fuller volume of stress than they would in ordinary (uninverted) word order. In the traditional
word order the predicates has and has not are closely attached to their objects talent and capital.
English predicate-object groups are so bound together* that when we tear the object away from
its predicate, the latter remains dangling in the sentence and in this position sometimes calls
forth a change in meaning of the predicate word. In the inverted word order not only the objects
talent and capital become conspicuous but also the predicates has and has not.

In this example the effect of the inverted word order is backed up by two other stylistic
devices: antithesis and parallel construction. Unlike grammatical inversion stylistic inversion does
not change the structural meaning of the sentence, that is, the change in the juxtaposition of the
members of the sentence does not indicate structural meaning but has some superstructufal
function. Stylistic inversion aims at attaching logical stress or additional emotional
colouring to the surface meaning of the utterance. Therefore a specific intonation pattern is the
inevitable satellite of inversion.

Stylistic inversion in Modern English should not be regarded as a violation of the norms of
standard English. It is only the practical realization of what is potential in the language itself.

The following patterns of stylistic inversion are most frequently met in both English prose,
and English poetry.

1. The object is placed at the beginning of the sentence (see the
example above),

2. The attribute is placed after the word it modifies (postposition
of the attribute). This model is often used when there is more than one
attribute, for example:

"With fingers weary and worn..." (Thomas Hood) "Once upon a midnight dreary..." (E. A. Poe)
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3. a) The predicative is placed before the subject as in
"A good generous prayer it was." (Mark Twain)

or b) the predicative stands before the link verb and both are placed before the subject as
in
"Rude am I in my speech..." (Shakespeare)

4. The adverbial modifier is placed at the beginning of the sentence, as in
"Eagerly | wished the morrow." (Poe) "My dearest daughter, at your feet | fall." (Dryden) "A
tone of most extraordinary comparison Miss Tox said it in". (Dickens)

5. Both modifier and predicate stand before the subject, as in
"In went Mr. Pickwick." (Dickens) "Down dropped the breeze..." (Coleridge)

These five models comprise the most common and recognized models of inversion. No other form
of inversion can be a basis for a model, though occasionally a word order appears which is in
violation of the recognized norms of the English sentence. In this respect Henry Sweet is wrong
when in his "New English Grammar™ he maintains that in order to make a word emphatic it must
be placed in any abnormal position. The position of a word in the sentence may be changed within
the recognized variants and the above models are the materialization of these variants.

Inversion as a stylistic device is always sense-motivated. There is a tendency to account for
inversion in poetry by rhythmical considerations. This may sometimes be true, but really talented
poets will never sacrifice sense for form and in the majority of cases inversion in poetry is called
forth by considerations of content rather than rhythm.

Inverted word order, or inversion, is one of the forms of what are known as emphatic
constructions. What is generally called traditional word order is nothing more than unemphatic
construction. Emphatic constructions have so far been regarded as non-typical structures and
therefore are considered as violations of the regular word order in the sentence. But in practice
these structures are as common as the fixed ex traditional word order structures.
Therefore inversion must be regarded as an expressive means of the language having typical
structural models.

4. RHETORICAL QUESTIONS

Therhetorical question is a special syntactical stylistic device the essence
of which consists in reshaping the grammatical meaning of the interrogative sentence. In other
words, the question is no longer a question but a statement expressed in the form of an
interrogative sentence. Thus there is an interplay of two structural meanings: 1) that of the
question and 2) that of the statement Both are materialized simultaneously. For example'

"Are these the remedies for a starving and desperate populace?”

"Is there not blood enough upon your penal code, that more must be-poured forth to ascend
to Heaven and testify against you?" (Byron)

One can agree with Prof. Popov who states: "...the rhetorical question is equal to a
categorical pronouncement plus an exclamation."”’ Indeed, if we compare a pronouncement
expressed as a statement with the same pronouncement expressed as a rhetorical question by
means of transformational analysis, we will find ourselves compelled to assert that the
interrogative form makes the pronouncement still more categorical, in that it excludes any
interpretation beyond that contained in the rhetorical question.

From the examples given above, we can see that rhetorical questions are generally
structurally embodied in complex sentences with the subordinate clause containing the
pronouncement. Here is another example:

"...Shall the sons of Chimary

Who never forgive the fault of a friend

Bid an enemy live?..." (Byron) "
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Without the attributive clause the rhetorical question would lose its specific quality
and might be regarded as an ordinary question.

The subordinate clause, as it were, signalizes the rhetorical question. The meaning of the
above utterance can hardly fail to be understood: i.e., The sons of Chimary will never bid an
enemy live.

There is another structural pattern of rhetorical questions, which is based on negation. In
this case the question may be a simple sentence, as in

"Did not the Italian Mosico Cazzani

Sing at my heart six months at least in vain?" (Byron)

"Have | not had to wrestle with my lot?

Have | not suffered things to be forgiven?" (Byron)

*Negative-interrogative sentences generally have a peculiar nature. There is always an
additional shade of meaning implied in them: sometimes doubt, sometimes assertion, sometimes
suggestion. In other words they are full of emotive meaning and modality.

We have already stated that rhetorical questions may be looked upon as a transference of
grammatical meaning. But just as in the case of the ‘transference of lexical meaning the stylistic
effect of the transference of grammatical meaning can only be achieved if there is a simultaneous
realization of the two meanings: direct and transferred. So it is with rhetorical questions. Both the
question-meaning and the statement-meaning are materialized with an emotional charge, the
weight of which can be judged by the intonation of the speaker.

The intonation of rhetorical questions, according to the most recent investigations,
differs materially from the intonation of or dinary questions. This is also an additional indirect
proof of the double nature of this stylistic device.

The nature of the rhetorical question has not been fully studied and what structural
peculiarities cause an ordinary question to turn into a rhetorical one is still to be discovered. In
the question-sentence

"Is the poor privilege to turn the key

Upon the captive, freedom?" (Byron)

instead of a categorical pronouncement one can detect doubt. It is the word 'poor’
that prompts this interpretation of the utterance.

A more detailed analysis of the semantic aspect of different question-sentences leads to
the conclusion that these structural models have various functions. Not only ordinary
questions, not only categorical pronouncements are expressed in question form. In fact
there are various nuances of emotive meaning embodied *n question-sentences. We have
already given an example of one of these meanings, viz. doubt. In Shakespeare's

"Who is here so vile that will not love his country?" there is a meaning of
challenge openly and unequivocally declared. It is impossible to regard it as a rhetorical
question making a categorical pronouncement. In the rhetorical question from Byron's
maiden speech given above ('Is there not blood...") there is a clear implication of scorn and
contempt for Parliament and the laws it passes, So rhetorical questions may also be defined
as utterances in the form of questions which pronounce judgements and also express various
kinds of modal shades of meaning as doubt, challenge, scorn and so on.

It has been stated elsewhere that questions are more emotional than statements. When
a question is repeated as in these lines from Poe's "The Raven:"

"— Is there — is there balm in Gilead?! Tell me — tell me—I implore!—"
the degree of emotiveness increases and the particular shade of meaning (in this case, despair)
becomes more apparent. The rhetorical question re-enforces this essential quality,, of interrogative
sentences and uses it to convey a stronger shade of emotional meaning.

Rhetorical questions, due to their power of expressing a variety of modal shades of
meaning, are most often used in publicistic style and particularly in oratory, where the rousing of
emotions is the effect generally aimed at.
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5. LITOTES

Litotes is a stylistic device consisting of a peculiar use of negative constructions. The
negation plus noun or adjective serves to establish a positive feature in a person or thing. This
positive feature, however, is somewhat diminished in quality as compared with a synonymous
expression making a straightforward assertion of the positive feature.

The stylistic effect of litotes depends mainly on intonation. If we compare two intonation
patterns, one which suggests a mere denial (It is not bad as a contrary to It is bad) with the other
which suggests the assertion of a positive quality of the object (It is not bad = it. is good), the
difference will become apparent. The degree to which litotes carries the positive quality in itself can
be estimated by analysing the semantic structure of the word which is negated.

"Whatever defects the tale possessed - and they were not a few - it had, as delivered by her,
the one merit of seeming like truth.”

"He found that this was no easy task."

Litotes is a means by which the natural logical and linguistic property of negation can be
strengthened. The two senses of the litotic expression, negative and positive, serve a definite
stylistic purpose.

6. ELLIPSIS

Ellipsis isatypical phenomenon! in conversation, arising out of the situation. We
mentioned this peculiar feature of the spoken language when we characterized, its essential
qualities and properties.

But this typical feature of the spoken language assumes a new quality when used in the
written language. It becomes a stylistic device, inasmuch as it supplies supersegmental
information. An elliptical sentence in direct intercourse is not a stylistic device. It is simply a
norm of the spoken language.

Let us take a few examples.

"So Justice Oberwaltzer - solemnly and didactically from his high seat to the jury.”
(Dreiser)

One feels very acutely the absence of the predicate in this sentence. Why was it omitted?
Did the author pursue any special purpose in leaving out a primary member of the sentence? Or is
it just due to carelessness? The answer is obvious: it is a deliberate device. This particular model
of sentence suggests the author's personal state of mind, viz. his indignation at the shameless
speech of the Justice. It is a common fact that any excited state of mind will manifest itself in
some kind of violation of the recognized literary sentence structure.

Ellipsis, when used as a stylistic device, always imitates the common features of colloquial
language, where the situation predetermines not the omission of certain members of the sentence,
but their absence. It would perhaps be adequate to call sentences lacking certain members
"Iincomplete sentences”, leaving theterme | | i p s i s to specify structures where we recognize a
digression from the traditional literary sentence structure.

Thus the sentences 'See you to-morrow.’, 'Had a good time.", 'Won't do.", "You say that?'
are typical of the colloquial language. Nothing is omitted here. These are normal syntactical
structures in the spoken language and to call them elliptical, means to judge every sentence
structure according to the structural models of the written language. Likewise such sentences as
the following can hardly be called elliptical.

"There's somebody wants to speak to you."

"There was no breeze came through the open window." (Hemingway)

The relative pronouns who, which, who after 'somebody’,, 'breeze’, 'a man in this
Borough' could not be regarded as "omitted" - this is the norm of colloquial language, though
now not in frequent use' except perhaps with the there is (are) constructions as above. This
is due, perhaps, to the standardizing power of the literary language. O. Jespersen, in his
analysis of such structures, writes:

"If we speak hereof 'omission’ or 'subaudition’ or ‘ellipsis0, the reader is apt to get the
false impression that the fuller _ expression is the better one as being complete, and that the
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shorter expression is to some extent faulty or defective, or something that has come into
existence in recent times out of slovenliness. This is wrong: the constructions are very old in
the language and have not come into existence through the dropping of a previously necessary
relative pronoun.” Here are some examples quoted by Jespersen:

"l bring him news will raise his drooping spirits."

"...or like the snow falls in the river."”

"...when at her door arose a clatter might awake the dead."

However when the reader encounters such structures in literary texts, even though
they aim at representing the lively norms of the spoken language, he is apt to regard them as
bearing some definite stylistic function. This is due to a psychological effect produced by the
relative rarity of the construction, on the one hand, and the non-expectancy of any strikingly
colloquial expression, in literary narrative.

It must be repeated here that the most characteristic feature of the written variety of
language is amplification which by its very nature is opposite to ellipsis. Amplification generally
demands expansion of the ideas with as full and as exact relations between the parts of the
utterance as possible. Ellipsis being the property of colloquial language, on the contrary, does
not express what can easily be supplied by the situation. This is perhaps the reason that elliptical
sentences are rarely used as stylistic devices. Sometimes the-omission of a link verb adds
emotional colouring and makes the sentence sound more emphatic, as in these lines from Byron:

"Thrice happy he who, after survey of

the good company, can win a corner."

"Nothing so difficult as a beginning."”

"Denotes how soft the chin which bears his touch.”

It is wrong to suppose that the omission of the link verbs in these sentences is due to
the requirements of the rhythm.

Assignments for Self-Control

1. Comment on the length of the sentence and its stylistic relevance.

2. What do you know about one-word sentences?

3. Is there any correlation between the length and the structure of the sentence?

4. Can syntactical ambivalence be put to stylistic use?

5. What punctuation marks do you know and what is their stylistic potential?

6. What is a rhetorical question?

7. What syntactical stylistic devices dealing with arrangement of sentence members do you
remember?

8. What types of inversion do you know? Which of them have you met more often and why?

9. What is suspense, how is it arranged and what is its function?

10. Find in your reading material cases of all syntactical SDs based on the re-arrangement or
intended specific arrangement of sentence members.

11. What syntactical stylistic devices deal with the completeness of sentence-structure?

12. What types of ellipses do you know and where is each of them used predominantly?

13. What member of the sentence represents "one-member sentences"?

14. What additional information about the act of communication and its participants is conveyed by
the break?
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LECTURE 15
TYPES OF STYLISTIC CONSTRUCTIONS
PLAN

1.Parallel constructions and repetitions
2.Detached constructions

Key words: constructions, repetitions, aim, device, syntactical structure, sentence, detached
constructions, enumeration, climax.

1. PARALLEL CONSTRUCTIONS AND REPETITIONS

Parallel construction is a device, which may be encountered not so much in the sentence.
The necessary condition in parallel construction is identical or, similar, syntactical structure in two
or more, sentences or parts of a sentence, as in:

E.g. "There were, ..., real silver spoons to stir he tea with, and real china cups to drink it out
of, and plates of the same to hold the cakes and toast in. " (Dickens)
Parallel constructions are often backed up by repetition of is (lexical repetition) and conjunctions
and prepositions polysyndeton). Pure parallel construction, however, does not depend on any other
kind of repetition but the repetition of the syntactical design of the sentence.
Parallel constructions may be partial or complete. Partial parallel arrangement is the repetition of

some parts of successive sentences or clauses as in:
"It is the mob that labours in your fields and serve in your houses - that man your navy and recruit
your army, - that have enabled you to defy all the world, and can also defy you when neglect and
calamity have driven them to despair." (Byron)

The attributive clauses here all begin with the subordinate conjunction that which is followed by a
verb in the same tense form, except the last (have enabled). The verbs however are followed either
by adverbial modifiers of place (in your fields, in your houses) or by direct objects (your navy, your
army).

The third attributive clause is not built on the pattern of the first two, although it preserves
the parallel structure in general (that + verb predicate + object), while the fourth has broken away
entirely. Complete parallel arrangement, also called balance, maintains the principle of identical
structures throughout the corresponding sentences, as in: "The seeds ye sow - another reaps, The
robes ye weave - another wears, The arms ye forget- another bears.” (P. B. Shelley)
Parallel construction is most frequently used in enumeration, antithesis and in climax, thus
consolidating the general effect achieved by these stylistic devices.
There are two main functions of parallel construction: semantic and structural. On the one hand a
parallel arrangement suggests equal semantic significance of the component parts, on the other
hand, it gives a rhythmical design to these component parts, which makes itself most keenly felt in
balanced" constructions. Parallel construction is used in different styles of writing with slightly
different functions. When used in the matter-of-fact styles it carries, in the main, the idea of
semantic equality of the parts, as in scientific prose, where the logical principle of arranging ideas
predominates. In the belles-lettres style parallel construction carries an emotive function. That is
why it is mainly used as a technical means in building up other stylistic devices, in particular
antithesis and climax. It is natural that parallel construction should very frequently be used in
poetical structures. Alternation of similar units being the basic principle of verse, similarity in
longer units - i.e. in the stanza, is to be expected.
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Examples of Parallelism in Literature

In literature, parallelism is used in different ways to impress upon the readers in order to convey
messages or moral lessons. Let us analyze a few examples of parallelism in literature:

Example #1

Antithesis is a kind of parallelism in which two opposite ideas are put together in parallel structures.
Alexander Pope in his “An Essay on Criticism” uses antithetic parallel structure:

“To err is human; to forgive divine.”

Imperfection is a human trait and God is most forgiving. Through these antithetical but parallel
structures, the poet wants to say that God is forgiving because his creation is erring.

Example #2
We find parallelism in John Donne’s poem “Community”,

“Good we must love, and must hate ill,
For ill is ill, and good good still;

But there are things indifferent,

Which we may neither hate, nor love,
But one, and then another prove,

As we shall find our fancy bent.”

Contrasting ideas of “good” and “ill””, “love” and *“hate” are placed together in parallel structures to
emphasize the fact that we love good because it is always good and we hate bad because it is always
bad.

Example #3

We see the repetition of parallel structures in the following lines from “A Tale of Two Cities” by
CharlesDickens:

“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.

By repeating “It was...” in the passage, the readers are prompted to focus on the traits of the “age”
they will read about in the succeeding passages.

Example #4

We see William Blake employ Parallelism in his poem “The Tyger”:
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“What the hammer? what the chain?
In what furnace was thy brain?
What the anvil? what dread grasp
Dare its deadly terrors clasp?”

2. DETACHED CONSTRUCTIONS

Sometimes one of the secondary parts of the sentence by some specific consideration of the
writer is placed so that it seems formally independent of the word it logically refers to. Such parts
of structures are called d e t ached. They seem to dangle in the sentence as isplat-ed parts.

The detached part, being torn away from its referent, assumes a greater degree of significance
and is givep prominence by intonation. The structural patterns of detached constructions have not
yet been classified, but the most noticeable cases are those in which an attribute or an adverbial
modifier is placed not in immediate proximity to
its referent, but in some other position, as in the following examples:

1) "Steyne rose up, grinding his teeth, pale, and with fury in his eyes."

2) "Sir Pitt came in first, very much flushed, and rather unsteady in his gait”
(Thackeray)

Sometimes a nominal phrase is thrown into the sentence forming a syntactical unit with the
rest of the sentence, as in
"And he walked slowly past again, along the river — an evening of clear, quiet beauty, all
harmony and comfort, except within his heart." (Galsworthy)

The essential quality of detached construction lies in the fact that the isolated parts
represent a kind of independent whole thrust into the sentence or placed in a position which will
make the phrase (or word) seem independent. But a detached phrase cannot rise to the rank of a
primary member of the sentence — it always remains secondary from the semantic point of view,
although structurally it possesses all the features of a primary member. This clash of the
structural and semantic aspects of detached constructions produces the desired effect — forcing
the reader to interpret the logical connections between the component parts of the sentence.
Logical ties between them always exist in spite of the absence of syntactical indicators.

Detached constructions in their common forms make the written variety of language akin
to the spoken variety where the relation between the component parts is effectively
materialized by means of intonation. Detached construction, as it were, becomes a peculiar
device bridging the norms of written and spoken language.

This stylistic device is akin to inversion. The functions are almost the same. But detached
construction produces a much stronger effect, inasmuch as it presents parts of the utterance
significant from the author's point of view in a more or less independent manner.

Here are some more examples of detached constructions:

"Daylight was dying, the moon rising, gold behind the poplars.” (Galsworthy)

"'l want to go,' he said, miserable." (Galsworthy)

"She was lovely: all of her — delightful™ (Dreiser)

The italicized phrases and words in these sentences seem to be isolated, but still the
connection with the primary members of the corresponding sentences is clearly implied. Thus
gold behind the poplars may be interpreted as a simile or a metaphor: the moon like gold was rising
behind the poplars, or the moon rising, it was gold...

Detached construction sometimes causes the simultaneous realization of two grammatical
meanings of a word. In the sentence "4 want to go," he said, miserable” the last word might
possibly have been understood as an adverbial modifier to the word said if not for the comma,
though grammatically miserably would be expected. The pause indicated by the comma implies
that miserable is an adjective used absolutely and referring to the pronoun he.
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The same can be said about Dreiser's sentence with the word delightful. Here again the
mark of punctuation plays an important role. The dash standing before the word makes the word
conspicuous and being isolated, it becomes the culminating point of the climax-lovely... —
delightful, i.e. the peak of the whole utterance. The phrase all of her is also somehow isolated. The
general impression suggested by the implied intonation, is a strong feeling of admiration; and as is
usually the case, strong feelings reject coherent and logical syntax.

In the English language detached. constructions are generally used in the belles-lettres
prose style and mainly with words that have some explanatory function, for example:

"June stood in front, fending off this idle curiosity — a little bit of a thing, as somebody
said, 'all hair and spirit'..." (Galsworthy)

Detached construction as a stylistic device is a typification of the syntactical peculiarities of the
syntactical peculiarities of colloquial language.

Detached construction is a stylistic phenomenon which has so far been little investigated. The
device itself is closely connected with the intonation pattern of the utterance. In conversation any
word or phrase or even sentence may be made more conspicuous by means of intonation.
Therefore precision in the syntactical structure of the sentence is not so necessary from the
communicative point of view. But it becomes vitally important in writing. Here precision of
syntactical relations is the only way to make the utterance fully communicative. Therefore when
the syntactical relations become obscure, each member of the sentence that seems to be dangling
becomes logically significant.

A variant of detached constructionisparenthesis.

"Parenthesis is a qualifying, explanatory or appositive word, phrase, clause, sentence, or
other sequence which interrupts a syntactic construction without otherwise affecting it, having
often a characteristic intonation and indicated in writing by commas, brackets or dashes."

In fact parenthesis sometimes embodies a considerable volume of predicativeness, thus giving
the utterance an additional nuance of meaning or a tinge of emotional colouring.

1. What types of repetition do you know?

2. Comment on the functions of repetition which you observed in your reading.

3. Which type of repetition have you met most often? What, in your opinion, makes it so popular?
4. What constructions are called parallel?

5. Have you ever observed chiasmus? What is it?

6. What sentence members are most often detached?

7. What do you know about detachment and punctuation used with detached sentence members?

Tascus dTHI2ETIaH MYCTAKWJI HIVIAPDHUHT MaB3yJIapHu

. Comparative study of functional styles.

. Language features and functions of special literary words.
. Language features and functions of colloguial words.

. Comparative study of metaphor/metonymy.

. Comparative study of epithet/ oxymoron/ hyperbole.

. Lingua-cultural peculiarities of antonomasia/ simile.

. Lingua-cultural peculiarities of periphrasis/ Litotes.
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8. Comparative study of Repetition.
9. Lingua-cultural peculiarities of Rhetorical Question.
10. Lingua-cultural peculiarities of Phonetic SD.
11. Stylisic usage of synonyms.
12. Stylisic usage of idioms.
13. Stylisic usage of proverbs.
14. Stylisic usage of word-formation patterns.
15. Stylistic role of foreign words in literary texts.
16. Convergence of stylistic devices in literary texts
17. The language of poetry.
18. Poetic details in the literary text.
19. Role of the title in the literary text.

20. Interpretation of a story.
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CEMUHAPCKUE 3AHATUA

TEXHOJIOT YA ITPENIOJIABAHU S CEMUHAPCKUX 3AHATHI

TemaNel

Introduction. General Notes on Style and Stylistics.

g.

MopeJib TeXHOJIOTHS 00yYeHUsI

Bpewms 3ansiTust — 2 4.

KoauuecrBo crynentos ot 30 10 80

Twun 3anaTus

BroaHo-nHpopMannoHHOe 3aHATHE

Ilian cemunapa

1. General notes on style and stylistics.

2. Expressive means and stylistic devices.

3. General notes on functional styles of language.
4. The English literary language.

5. Varieties of language.

Lenv yuebnozo 3amusimusi: nath odbuiee noHsTHE 00 ydeOHOM Kypce. O3HaKOMIICHHE CTYJICHTOB C TEOPETUYECKUMHU
3aHATUSAMH O CTHJIMCTUKH, B YaCTHOCTH, JaTh OOIIee MOHATHA 00 THUNAaX pedd; 00 CTIIUCTUYCCKHX MpHEMaxX
BBIPA3UTEIBHBIX CPEJICTBAX SI3BIKA; 00 PYHKIIMOHAIBHBIX CTHIISX SI3BIKA.

Tledazcocuueckue 3a0auu.
e I[IeTW M 33J1a4M y4eOHOTO Kypca, 1aTh TIOHATHE
Ha OCHOBE JIOTHYECKOTO OIMUCAHUS 110 TIPOBOJAUMOI
TeMe
e 00IIast XapaKTePUCTHUKA BBIPA3UTEIBHBIX
CPEJCTB SA3bIKA U CTIJIUCTUICCKUX MPHEMOB
e 00IIIas XapaKTePUCTUKA (PYHKIIMOHATBHBIX
CTHIIEH S3BIKA
e OIHCaHWE THUIIOB PEUH
® JICKCHYCCKHE M CHHTAKCHYECKHE OCOOCHHOCTH
YCTHOTO (Pa3rOBOPHOTO) THIIA PEUH
® JICKCHYCCKHE M CHHTAKCHYECKHE OCOOCHHOCTH
MUCHMEHHOTO THITA PEYH
e 0oOImmme (aKThl pa3BUTHUS JTUTEPATYPHOTO s3bIKA

Pezynvmamot yuebnoti desmenvhocmu.
®  pacKpBIBACT IEJH U 33J[a4H YIeOHOT0 Kypca, JaeT ooiee
MOHSITHE HA OCHOBE JIOTUYECKOTO OIMCAHUS 110 MPOBOANMOMN
TeMe
e JaeT OOIIYH XapaKTEePUCTHKY BBIPA3UTEIBHBIX CPEACTB
SI3BIKA ¥ CTUJIMCTHYCCKHIX TIPUEMOB
e OOBSCHSCT U JJaeT OOIIYI0 XapaKTCPUCTHKY
(YHKIIMOHATIBHBIX CTHJICH A3bIKa
® OOBACHSET U OMKCHIBACT OCHOBHBIC THIIbI PEUU HX
JICKCUYECKUE U CHHTAKCUYECKHE OCOOCHHOCTH
e Jj1aeT 0COOCHHOCTH YCTHOW peyn
® Jj1aeT 0COOCHHOCTH MMCHMEHHOHN peun
®  TOSHSET BUABI yIAPEHHH, X YIOTPEOICHUS U
3HAYMMOCTHU B PCUH
® KOMMCHTHPYET XapaKTepHbIC OCOOCHHOCTH Pa3BUTHUS
JUTEPATYPHOTO SI3bIKA

Memoowl 0byuenus

O06cyxaeHue, OJIHIl OTIPOC

Dopmbl 0OyueHus

I'pynmoBoii, paboTa Ha rpymmnax, HHAUBHAYaTHHO

Cpeocmea odyuenus

IIpoexTop, yaebHOE TTOCOOME, BATMaH, MapKephl, 3aTaHUS
JKCIepTa

Yenosus obyyenusn

TeXHUYECKH OCHAILEHHAS ayJUTOPHS, IIpeIHA3HAUCHHAS JIs
paboTHI ¢ TpyNIIaMu

Monumopune u oyenka

VYcTHBIN onpoc: BOIIPOC-OTBET

1.2. Texnoaornyeckas kapra no reme «General Notes on Style and Stylistics»

Jrtansl padoTsl 1

Coaep:xkanue 1eITeJIbHOCTH

BpeMs

IIpenonaBareb

CryaeHt

9Tan noaAroToBKH

Kypca

1. TToaroToBKa conepxkaHus y4eOHOTO Kypca

2. IToaroroBska ciaiiioB ISl JIEKLIUU

3. BripaboTaTh KpUTEPUH OIICHKH 3HAHUI CTYICHTOB

4. TIpuBECTH CIUCOK UCTIONB3YEMOU JTUTEPATYPHI 10 H3YUSHHUIO yI4eOHOTO

1. Beeaenne (15
MHUHYT)
MIPOBOUT OBICTPBIN OMPOC

1.1. 3HaKOMUT ¢ Ha3BaHWEM Kypca H IEeNbI0 U 3a/1a9aMHU TEMBI.
1.2. Ilpemyiaraet maTh ONpeacICHUE OCHOBHBIM HOHSITHSIM 110 TEME U

1.3. OOBsABASET BBHITOJIHEHNE YUEOHBIX 3a]1a4 B TPYIIAX

Crymaror.
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2. OcHOBHOI TaN
(50 munyT)

2.1. TIpoBOAUT pa3MUHKY METOAOM OJIHIL OIpOca C IEIbI0 MOATOTOBKH
CTY/ICHTOB K CEMUHAPCKOMY 3aHSTHIO

2.2. Paznenser CTyIeHTOB Ha 3 TPYMIBI ¥ 3HAKOMHUT C METOJIaMH pabOTHI B
rpyrmax o Teme General Notes on Style and Stylistics.

2.3. Pa3naer 3KCIiepTHBIC JIUCTBI, MTOIrOTOBIICHHBIE 110 TEME

2.4. Tlomoraet padote rpynmaM. HabnromaeT 3a mOArOTOBKOI U coaep kaHueM
MaTepHAJIOB IS TPE3CHTAIN

2.5. O0BsBIsICT 0 Havase npe3eHTanuu. OpraHu3yeT NPe3eHTAIUI0 TPYIIIL.
Ecnu nonamoOuTCst yTOYHEHHE, OCTAHABIUBACT BHICTYIAIOIICTO, 3a1aET
BOTIPOCHI U 00CYXIIACT CO CTYJICHTAMHU.

2.6. C muenpio 3aKkpeIUICHUs Y4eOHOro marepuana 3amaaéT CICIyHOLUe
Bompocs! (IIpumeuanne 3)

2.7. O6o01aeT cBeicHNsI, MOIYYCHHBIC CO BCEX TPYIII U JCTACT BHIBOIBI.
OICHUBACT IPYMIBI U AKTHBHO YYaCTBOBABIIUX CTYACHTOB

OTBEyYaroT Ha
BOIIPOCHI OJIHII
ompoca.
BremonasoT
3aJaHKs 110
9KCIEPTHOMY
JACTY.

T'otoBsiT
MaTepHUAaIIbI JJIs
MIPE3CHTAIHH.

OTBeyaroT Ha
BOTIPOCHI.

3. Koneunnbrii
Tan
(15 munyT)

3.1. Jlenaet okoHUYaTEJIbHBIE BHIBOABI IO UTOTAM JAEATEILHOCTU CTYJEHTOB.
3.2. AHanu3upyer AeSITeNbHOCTb CTYIEHTOB O JOCTHXKEHUHU LEJIH 3aJaHHBIX
TEM M PEKOMEH]IyeT IPOBECTH PaOOTy HAJ| OIIMOKAMHU, U3yIUTh
JIOTIOTHATEILHBIA MaTepHall 0 CaMOCTOSTENILHOUW padoTe.

3.3. [ToATOTOBHUTH K CIEIYIOMEMY CEMHHAPCKOMY 3aHATHIO HATJISIHBIC
MOCOOHSI TI0 CIIOBOOOPA30BAHHIO

Cnymarot

BremonasoT

[TpunIIT paboTHI IO TEXHUKE ‘YUYUMCS BMeCTe.’

[puHIun paboTsl Yunmces BMecTe 3aKIF0YaeTCs B TOM YTO TPYIIIa ASTUTCS Ha HECKOIBKO pabounx rpymm. Kaxnas
rpymmna OyIeT MpenCcTaBIsATh OJHY TEMY .
3ajaya rpymnibl TOBECTH KaXKIYIO TEMY 10 CTYJIEHTOB.

[Tnan pabots! ‘Yuumest BMecTe’

1.Pa3nenuTs rpynimy B 3aBUCHMOCTH OT YPOBHsI 3HaHUS HA MOJ TPYIIIIHI
2.Kaxnoil rpynmne naetcst OTAeNbHOE 3aJaHue. ['pynmna goKkHa IpeCcTaBUTh TeEMY B BUI€ IPE3EHTAUU U MTOJIXOAUTH K
cBOEH paboTe TBOPUECKH.

3.Crukep rpymIisl @ TAK)KE YIEHBI TPYIIBI IPE3EHTHPYIOT CBOKO TEMY.

4.Ilocne nmpe3eHTaluy | 3aKpeTICHHs NPEACTaBICHHON TEMBI pa3JacTCs SKCIIEPTHBIE KAPTOUKH.

[Ipumeuanue
IIpaBuia pa6oTsl B rpynnax
BHumarenbHO BhICTyIIaiiTe cobeceHuKa.
AKTHBHO y4acTBYyWTe B pabOTe TpyIIIbl, OTHOCUTECH C OTBETCTBEHHOCTHIO K BHITIOJHEHHIO 33/IaHUH.
Ecin moHamo0uTes moMoIIh, 00s13aTebHO 00paaiTecs.
Ecnu y Bac nmonpocsT moMory, mocrapaiitech noMoyb.
Kaxkplit To/KeH y4acTBOBATh B OIIEHKE PE3YNIBTaTOB Pa0OTHI IPYIIIHL.
Craenyer NOMHHUTBD, YTO:
®  yYa IPYTHX yIUMCS CaMH;
e  OJIMH 33 BCEX M BCE 332 OJHOTO
Kpumepuu oyenok 3nanuil u HagblK08 2pynn
3anaHus, KPUTEPHH H NOKA3aTeJIM OLIeHOK 1 rpynna 2 rpynna 3 rpynna 4 rpynna

MaxkcumansHbii 6am - 10

- BOITPOC OCBEIIEH MOJTHOCTHIO (2,5)

- BOITPOC AOCTAaTOYHO 000CHOBaH (2,5)

- aKTUBHOCTH y4acTHHKOB rpymi (1,0)

- OTBETHJI Ha 3afaHHble Bonpock (2,0)

- cobmoan peraamenr (2,0)

Hroro: 10 6aa10B

Bompocs! aAast 3akperniaeHms

1.What are the main trends in style study?
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2.What forms and types of speech do you know?

3.What is a functional style and what functional styles do you know?

4. What do you know of the studies in the domain of the style of artistic speech?

5. What do you know about individual style study? What authors most often attract the attention of style
theoreticians?

6. What is foregrounding and how does it operate in the text?

7.What levels of linguistic analysis do you know and which of them are relevant for stylistic analysis?
8. What is decoding stylistics?

9. What is the main concern of practical stylistics?

10. What is the ultimate goal of stylistic analysis of a speech product?

11. What types of language communication do you know?

12. What are the main characteristics of oral speech?

13. Enumerate functional styles of contemporary English.

14. What do you know about the scientific style?

15. Characterize the official style.

16. Discuss the peculiarities of the newspaper style,

17. What are the main features of the publicist style?

18. What is the status of belles-lettres style among other functional styles?

19. What dichotomies between the types and the forms of language communication do you know?
20. Do they correlate?

TEXHOJIOT'USI IPENIOJABAHUSI CEMUHAPCKUX 3AHATUI

TEMA Ne2-3 Stylistic classification of the English vocabulary

h. Moaejb TEXHOJOTHH 00Y4€EHHsI

Bpemsi 3ansitusi — 2 4. Koaunuectro cryaentos ot 20 xo 80

Tun 3aHATHSA BBoaHo-mH(pOpMaLIMOHHOE 3aHATHE

1. General consideration
2. Neutral, common literary and common colloquial vocabulary.
Ilnan ceMuHapa 3. Special Literary vocabulary

Uejlb yll€6H020 3aHAmMuUA. 1aTh 061.].[66 MOHATHE O clioBe. O3HAKOMJICHUE CTYJICHTOB CO CJIOBAPHBIM COCTaBOM
AHTIIHICKOTO SA3bIKA, ITOKAa3aTh (l)yHKHI/II/I pas3IMYHBIX IIACTOB CJIOBAPHOT'O COCTaBa AHTJIMICKOTO SI3BIKA.

Tledacocuueckue 3a0ayu: Pesynvmamut yuebnoil desmenvrocmu:
OMHCaHKE CIOBAPHOTO COCTaBa COBPEMEHHOIO ®  pacKpbIBaeT BOIPOC O CTWIINCTUYECKON QPYHKIINU
AHIIIMHCKOTO S3bIKA MO TPU3HAKaM Pa3HOCTOPOHHOCTH. pa3IMYHBIX IUIACTOB CIIOBAPHOTO COCTaBa aHTTIHICKOIO
o01as XxapaKTepUCTHKA JINTEPATYPHO-KHIKHOHN 1 S3BIKA.
Pa3rOBOPHOM JIEKCUKHU. OIUCHIBAET OOIIYIO XapaKTEPUCTUKY JINTEPATypHO-
OO01ast JIMTepaTypHO-KHIKHAS JIEKCHKA. KHIDKHOM U pa3rOBOPHOM JTEKCHUKH.
e 00uHMe TIPUHIMIIBI (bYHKHHOHaHLHOﬁ JIUTEPATYpPHO- AacT 06IIIy}O XapaKTCPUCTHUKY JlHTepaTypHO-KHH)KHOﬁ
KHIDKHOM JIEKCHKHY WX aHAJIN3a U MECTO B COCTaBe JICKCHKE.
AHTIIMICKOTO SI3BIKa e rmaer o0uIMe MPUHIUIBI (PYHKIHOHATBHON

JTUTEPATypPHO-KHIKHOM JIEKCHKE.
® 00BSCHACT CTPYKTYPY, aHATU3 U MECTO B COCTaBe
AHTIIMHACKOTO S3bIKA.

Memoodwl 0byuenus OO6cyxaenne, 6JuI] OIpoc
Dopmbl 00yueHUA I'pynmoBoii, paboTa Ha rpymnax, HHIUBUAYaIbHO
Cpeocmea 0byyenus IIpoexTop, yueOHOE MOCOOHE, BATMaH, MapKephl,
3alaHus YKCIIePTa
Yenosus obyuenua TexHUUECKU OCHALIICHHAS ayAUTOPUS, TP IHA3HAYCHHAS
JUISL pabOTBI C TPYIIIAMHU.
Monumopune u oyenka YcTHBIHM onpoc: BONpOCc-OTBET
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1.2. Texnoaorudeckas kapra no treme «Stylistic classification of the English vocabulary»

Jrtansl padoTsl U Copep:xaHue 1eTeJILHOCTH
BpemMsl IIpenoaaBarennb CryneHt
Jrtan noaAroToBKHu | Bridmpaer Temy, onpenernser enu ypoka u GOpMUPYET OKUTaeMBbIe
pe3yIbTaTHL
BripabateiBaer yueOHBIE 3a1aHUS 110 eI ypoKa. [ OTOBUT MUCHMEHHBIE
yKa3aHUs U 3PPEKTHBHOCTH PaOOTHI Ha TPYyIIIIaX.
OKCIIepTHBIE TPYIIHI TOTOBAT KPUTEPUH OIICHOK PE3yJIbTaTOB PabOTHI
1. Beenenue (15 | 1.1. 3HaKOMHT C Ha3BAHUEM TEMBI CEMUHAPCKOTO 3aHATHS M LEIBIO U Crymarot u
MHUHYT) 3a/1a9aMH TEMBI. 00CyXTatoT.
1.2. lpemiaraet naTh ONpeACICHAE OCHOBHBIM MOHATHAM IO TeMe MeTo oM | CTyAeHTHI
MO3TOBOIO IITypMa OTBEYAIOT Ha
1.3. O0OBsBISICT BBIOJHCHNE YICOHBIX 33124 BOIIPOCHI
2. OcHOBHOI1 2.1. CTyeHThI MPE3SHTUPYIOT 10 TOATOTOBICHHOMY MaTepHaiy u pa3nawt | [Ipe3eHTUpYIOT,
Tan 9KCIEPTHBIC JIUCTHI MO IMOATOTOBICHHBIM TEMaM. CIIYIIAXOT,
(50 munyT) 2.2. IIpoBOAUT aHANK3 MO BBINOJHEHHBIM 3KCHEPTHBIM JINCTAM Ha OCHOBE Y4acTBYIOT
TPUMEPOB.
2.3. Habmromaet 3a BBITIOJTHEHUEM 3aIaHUN DKCTIEPTHBIM JINCTaM.
2.4. O0BsBIACT O MIPE3CHTAIMH ClIeAyIomIero 3ananus. Ecnu nonagodurcs
YTOYHEHHE, OCTAaHABIMBAET BHICTYIIAIOMIETO, 3a4aET BOIIPOCH M 00CyKAaeT
CO CTYICHTaMH.
2.4. C uenplo 3aKperuieHns y9eOHOTo MaTepraia 3a1aéT CIIeIyONTie CryneHTst
Bomnpockl (IIpumeuanue 2) OTBEYAIOT Ha
2.5. O6001aeT CBEACHUS, TOJIyYCHHBIC OT MPE3CHTAIIMH HATJISTHBIX BOTIPOCHI.
mocoOui CTYyICHTOB | JieNiacT BhIBOBI. OLICHHBAET BHICTYIUICHUS CTY/ICHTOB
Y aKTHBHO YYaCTBOBABIITUX
3. 3akaioumn- 3.1. lenaet OKOHUYATENbHbIE BBIBOJBI [0 UTOTAM AESTEIILHOCTH CTYIEHTOB. 3anarot
TeJBHBIH dTan 3.2. AHanmu3UpyeT ACSITEIBHOCTD CTYACHTOB O JOCTH)KCHUH LIEJIM 33JaHHBIX | BOIPOCHI.
(15 MunyT) TEM M PEKOMEH]IyeT 3aHOBO MPOYUTATh HE OCBOCHHBIC TEMEI. 3anuchIBalOT
3a/1aHme.

[TpunII paboThl MPOBOANTCS MO TEXHUKE ‘YUHUMCS BMecTe’, a Takke 1o Texaoiorun MIAITO

M

BbIPAXKA€T MBICJIU

I[ IMPUBOANT TOBOAbI K BEICKA3bIBAHHUIO

I1 npuBOANT MPpUMePHI K BEICKa3aHHBIM JOBOJIAM

O 000011a€T CBOM BHICKA3bIBAHUS

IIpumeuanue

IIpaBuna paGoTsl B rpynmax

BHuMaTensHO BBICTyIIalTe cCoOOECeHIKA.
AKTHBHO y4acTBYHTE B pabOTe TPYMIIbI, OTHOCUTECH C OTBETCTBEHHOCTHIO K BBHITTOJTHEHHUIO 3aJaHUH.
Ecnm moHamoOuTcst moMorIis, 00s13aTeIbHO 00panainTech.
Ecnu y Bac monpocsT NOMOIIH, IOCTapaliTeCh NIOMOYb.
Kaxplii JODKEH y9acTBOBAThH B OIICHKE PE3YJIBTATOB PAOOTHI MPYIIIIEL.
Cienyer nOMHHUTB, YTO:

®  y4a IPYruX YYUMCS CAMU;

e  OJIMH 32 BCEX U BCE 3a OJIHOTO

IIpumeuanue 2
Bomnpocsl aast 3akpenaeHns
1. What can you say about the meaning of a word and its relation to the concept of an entity?
2. What types of lexical meaning do you know and what stipulates their existence and differentiation?
3. What connotational meanings do you know? Dwell on each of them, providing your own examples.
4. What is the role of the context in meaning actualization?
5. What registers of communication are reflected in the stylistic differentiation of the vocabulary?
6. Speak about general literary words illustrating your elaboration with examples from nineteenth- and
twentieth-century prose.
7. What are the main subgroups of special literary words?
8. What do you know of terms, their structure, meaning, functions?
9. What are the fields Of application of archaic words and forms?
Kpumepuu oyenox snanuii u Hasvikos zpynn
3ajaHns1, KpUTEpUH ¥ IIOKa3aTeau OIIEHOK | 1 rpynia

| 2 rpynmna 3 rpynmna 4 rpynma
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MaxkcuMaabHbiii 6aaa - 10

- BOIIPOC OCBellleH OAHOCTRIO (2,5)

- BOIIPOC A0CTaTOYHO 0OOCHOBaH (2,5)

- aKTMBHOCTb yJacTHMKOB rpyni (1,0)

- OTBeTIA Ha 3aJaHHble Bonpockl (2,0)

- coba104a4 peraamesr (2,0)

HNroro: 10 6aaaos

TEXHOJIOT'UsSI IPENNOJABAHUSI CEMUHAPCKUX 3AHATHIA

TemaNe3

Special Colloquial vocabulary

Mopeab TeXHOJOTUH oﬁyqemm

Bpemst 3ansaTus — 2 4.

KoauvecTBo crynentoB ot 20 10 80

Tun 3anaTus

BBoaHo-mH(pOpMaLIMOHHOE 3aHATHE

1.Slang

Ilian cemunapa

2.Jargonisms

3.Professionflisms

4 Dialectal Words

5.Vulgar Words and vulgarisms

6. Colloquial coinages( words and meanings)

Lenv yuebnozo 3anamus: natTh odlee NOHsTHE 00 00LIEeIUTEPaTYPHOI Pa3roBOPHOH JIEKCHKE U (hPa3eoIoTHH.
O3HaKOMIICHHE CTYJCHTOB C HETUTEPATYPHON Pa3rOBOPHOIT JIEKCHKOM, C MOHITHEM KaX0T0 MOABUIA U UX CBOWCTBA,

(YHKIMH ¥ pa3IHyMsL.

Ieoazoeuueckue 3adauu:
e omnucaHue OOIIUX IIPU3HAKOB
oOrmIenuTepaTypHOi pa3rOBOPHON JIEKCHKA U
(dpazeosorun.
e 0o0mIas XxapakTepuCTHKa KaKJOTO BU/Ia
e Boupmras sMoIoHaIbHas OKPAIIeHHOCTh
JIEKCHKH 00pacTaeT JOMOJHUTEIbHBIMH
CMBICIIOBBIMU OTTEHKAaMH, CTAHOBSTCS
MHOTO3HAYHBIMU
® paccMOTpEHHE KaXKJO0ro BHIA MO OTAEIHLHOCTH
®  paccMOTpeHHE OLEHOYHO-dMOIIMOHAIBHOTO
XapakTepa Ka)Ja0ro BUaa
®  COMNOCTaBUTEIbHBIN aHAN3 TUTEPATYPHOI
JIEKCUKH C Pa3srOBOPHOM JIEKCUKON

Pesynomamol yuebnou desmenvHocmu:
®  PacCKpBIBACT OCOOCHHOCTHU OOIIUX MPU3HAKOB
o0IenuTepaTypHOi pa3roBOPHON JIEKCUKH U (Pa3eoIOTHH.
® JIaeT CPABHUTEIBHYIO CXEMY XapaKTEePUCTUKY KaXKIOTO
BUjA
®  pacKphIBacT 0COOECHHOCTH U MU PepeHITHAIII0 KaXKI0TO
BUjIA
® OOBSACHSET CTHIMCTHYECKUE U TIPAKTUICCKUE
0COOCHHOCTH KaXKIOTO BHJIA
®  [IOKa3bIBACT SMOLMOHAIBHYIO OKPAIICHHOCTD JICKCHKH
® TMOSICHSCT CYIICCTBOBAHHUE OMPEICICHHOTO KOJIMICCTBA
JICKCUYECKHU BBIPAKCHHBIX TIOHATHH, Pa3IHYAFOIIUXCS IO
CBOEMY 00BEMY.
®  OIKCHIBACT U MOSICHSET CTYJCHTAM CJIOBA M BBIPAXKCHUS
3HAYEHHS KOTOPBIX TPYAHO PACIO3HABATH
® BCECTOPOHHE OCBEIIAET 0OCOOCHHOCTH PACIpPEIeIICHH s
JICKCUYECKUX ©JIUHUI] U UX 3HAYCHHS

Memoovt 0b6yyenus

[MoaroroBka HArMSAHBIX y4eOHO-METOANIECKUX TOCOOUIT 11O
00CcyX1aeMoil TeMaTHKe

Dopmwl 0OyUeHus

I'pynmoBoit

Cpeocmea 0dyuenus

Harmsamgaoe mocobue

Yenosus obyyenusn

AynuTopus, IpeAHa3HaueHHAas U1 pabOTHI CO CTYICHTaMHU

Monumopune u oyenxa

[pe3eHTalys HATJISIHBIX TOCOOMIA U 00CYKICHHE

1.2. Texnonornyeckas kapra o reme Special Colloquial vocabulary »

Irtansl padoTbl Conep:xaHue 1eSITeJIbHOCTH
H BpeMs IIpenoaaBaTeiib CryaeHr
dran Bribupaer TeMy, OnpeeliseT el ypoka U (OPMHUPYET 0XKHUIACMBIC
TOATOTOBKH Pe3yIbTATHL.
BripabateiBaeT yueOHbIC 3a1aHU 110 LIEJIH YPOKa. | OTOBUT MUCEMEHHBIE
yKkazaHus 1 3P PEeKTUBHOCTH pabOTHI Ha TPYIINAaX.
OKcIepTHBIE TPYIIBI TOTOBSAT KPUTEPUH OIICHOK PE3yJIBTATOB pabOTHI
1. Beeaenue (15 | 1.1. 3HaKOMHT C Ha3BaHUEM Kypca ¥ LEIBIO U 3aJa4aMH TEMBI. Crnymarot u
MUHYT) 1.2. TlpemaraeT naTh OnpeeacHrne OCHOBHBIM TIOHSATHSAM 110 TEME U 00CyKITatoT.
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MIPOBOJUT OBICTPHINA OTIPOC CryneHThl
1.3. OOBsBNSET BHITOJIHEHNE YUEOHBIX 3a/1a4 B TPYIIIAx OTBEYalOT Ha
BOTIPOCHI
2. OcHoBHOI OTBeEUaIoT,
Tan 2.1. IIpoBoxut onpoc no meroanke M/I1O (PCMY) MPE3CHTUPYIOT,
(50 muHyT) 2.2. OmparimBaet OJHOTO CTYJICHTa, OCTAJIbHBIM Pa3faeT IKCIEPTHBIC JIUCTBI. | CIYHIAIOT
2.3. TTomoraet paboTe ¢ SKCIEpTHRIME JTUcTamu. Habmronaet 3a paboToii ¢
9KCIEPTHBHIMH JIUCTAMHU.
2.4. Ompoc 1o 3KCIepTHBIM TUCTaM. Eciu moHagoOuTCsl yTOYHEHHE,
OCTaHABJINBACT BBICTYIAOIIETO, 331aéT BOMPOCHI U 0OCYKIAET CO
CTy/ICHTaMH.
2.5. OnpamnmBaet ciieIyIolero CTyIeHTa, OCTaIbHBIM pa3/iaeT SKCIIEPTHEIE
JIUCTBI.
2.4. C uenplo 3akpeiuicHus y4eOHOro wmarepuana 3amar CleAyrolue
BOTIPOCHI:
1. Can you recognize general colloquial words in a literary text?
Where do they mainly occur?
2.. What are the main characterictics of slang? CrymeHTHI
3.. What do you know of professional and social jargonisms? OTBEYAIO Ha
4. What connects the stock of vulgarisms and social history? BOIIPOCH.
5. What is the place and the role of dialectal words in the national
language? in the literary text? Caymaror,
6.To provide answers to the above questions find words belonging to | mumryT
different stylistic groups and subgroups:
2.5. IlpuBoauT MpUMeEpHI Ha ClaiJlaX Ha KaXKIbIA BU
3. 3axim0un- 3.1. OTBeuaeT Ha BO3HUKILKE y CTYEHTOB BOMPOCHI 110 TEME, JIEIaeT 3anarot
TeJIbHBIH 3TaNl | OKOHYATENbHBIC BEIBOIBI. BOIIPOCHI.
(15 munyT) 3.2. AHanu3upyeT AeSITeIbHOCTh CTYIEHTOB O JOCTH)KCHHUH TSN 33TaHHBIX 3anuchIBaOT
TEM B PEKOMEHIyeT 3aHOBO IPOYUTATH HE OCBOCHHEIC TEMEI. 3a/1aHme.

3.3. OOBsCHSET 3a1aHNS Ha CJICTYIOIINIA CEMUHAp.
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[Ipunanmm paboTe! mpoBoaUTCs 10 TexHoJoruu MO

M BbIpaXaeT MbICJIH

JI iprBOIUT JOBOABI K BBICKA3bIBAHHUIO

1T npuBOAUT MPUMeEPHI K BBICKa3aHHBIM JIOBOJAM
O 0000111a€T CBOM BBICKA3BIBAHUS

Bomnpocs! a5 3akpensieHust
1. Can you recognize general colloquial words in a literary text? Where do they mainly occur?
2. What are the main characterictics of slang?
3. What do you know of professional and social jargonisms?
4. What connects the stock of vulgarisms and social history?
5. What is the place and the role of dialectal words in the national language? in the literary text?
6. To provide answers to the above questions find words belonging to different stylistic groups and subgroups:
a) in the dictionary, specifying its stylistic mark (“label™); b) in your reading material, specifying the type of discourse,
where you found it-authorial speech (dialogue, narration), description, etc.
JkcnepTHasa kapToukaNel
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?"

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

3. I 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 beamed 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."I thought of going to the flicks," she said. "Or we could go for a walk if it keeps fine." (.1. 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. | want to go
through on my own steam.” (B. M.)

17."Go in there, you slob. | 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)
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23. "We'll show Levenford what my clever lass can do. I'm looking ahead, and | 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 crush amang the stoure

Thy slender stem:

To spare thee now is past my pow'r

Thou bonnie gem. (R. B.)

25. "That's so, my lord. | 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.)

JKcnepTHAas KapToukaNe2
Compare the neutral and the colloquial (or literary) modes of expression:
1."Also it will cost him a hundred bucks as a retainer."
"Huh?" Suspicious again. Stick to basic English.
"Hundred dollars," I said. "Iron men. Fish. Bucks to the number of one hundred. Me no money, me no come. Savvy?" |
began to count a hundred with both hands. (R. Ch.)
2."...some thief in the night boosted my clothes whilst I slept. I sleep awful sound on the mattresses you have

here."
"Somebody boosted...?"
"Pinched. Jobbed. Swiped. Stole," he says happily. (K. K.)
3."Now take fried, crocked, squiffed, loaded, plastered, blotto, tiddled, soaked, boiled, stinko, viled, polluted.”
"Yes," | said.
"That's the next set of words | am decreasing my vocabulary by," said Atherton. "Tossing them all out in favor
of-"

"Intoxicated?" | supplied.

"l favor fried," said Atherton. "It's shorter and monosyllabic, even though it may sound a little harsher to the
squeamish-minded."

"But there are degrees of difference," | objected. "Just being tiddled isn't the same as being blotto, or-"

"When you get into the vocabulary-decreasing business,” he interrupted, "you don't bother with technicalities.
You throw out the whole kit and caboodle-I mean the whole bunch," he hastily corrected himself. (P. G. W.)

4."Do you talk?" asked Bundle. "Or are you just strong and silent?"

"Talk?" said Anthony. "I babble. I murmur. | burble-like a running brook, you know. Sometimes | even ask
questions.”" (Ch.)

5."So you'll both come to dinner? Eight fifteen. Dinny, we must be back to lunch. Swallows," added Lady Mont
round the brim of her hat and passed out through the porch.

"There's a house-party," said Dinny to the young man's elevated eyebrows. "She means tails and a white tie."
"Oh! Ah! Best bib and tucker, Jean." (G.)

6. "What do you really contemplate doing?" "No Plaza? Not even when I'm in the chips?"
"Why are you so rich?" (J. O'H.)

7. "Obviously an emissary of Mr. Bunyan had obtained clandestine access to her apartment in her absence and
purloined the communication in question.” It took Lord Uffenham some moments to work this out, but eventually he
unravelled it and was able to translate it from his butler's language. What the man was trying to say was that some low
blister, bought with Bunyan's gold, had sneaked into the girl's flat and pinched the bally things. (P. G. W.)

8. "I say, old boy, where do you hang out?" Mr. Pickwick responded that he was at present suspended at the
George and Vulture. (D.)

9. "The only thing that counts in his eyes is solid achievement. Sometimes | have been prostrate with fatigue. He
calls it idleness. | need the stimulation of good company. He terms this riff-raff. The plain fact is, | am misunderstood."
(D. duM.)

10."The scheme | would suggest cannot fail of success, but it has what may seem to you a drawback, sir, in that
it requires a certain financial outlay."

"He means," | translated to Corky, "that he has a pippin of an idea but it's going to cost a bit." (P. G. W.)

11. Mrs. Sunbury never went to bed-she retired, but Mr. Sunbury who was not quite so refined as his wife
always said: "Me for Bedford." (S. M.)

12. "He tried those engineers. But no soap. No answer." (J. O'H.)

13. "You want to know what | think? | think you're nuts. Pure plain crazy. Goofy as a loon. That's what | think."

()

14. The famous Alderman objected to the phrase in Canning's inscription for a Pitt Memorial "He died poor" and
wished to substitute "He expired in indigent circumstances.” (Luc.)

15. "I am Alpha and Omega-the first and the last," the solemn voice would announce. (D. du M.)
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16. The tall man ahead of him half-turned saying "Gre't God! I never, | never in all my days seen so many folks."
Mr. Munn thought that he, too, had never seen so many people, never before. (R. W.)

17. It may sound to some like cold-blooded murder of the English tongue, but American kids have been speaking
a language of their own since they annoyed their Pilgrim parents at Plymouth Rock.

Ask a teen-ager today what he thought of last night's rock show. If he liked it, it was "wicked" or "totally
awesome". But if he didn't, it was "groady" or "harsh".

Young people punctuate their sentences with slang. They drop phrases that would make Professor Henry Higgins
turn over in his grave. Twice.

"It's just like a dictionary that only teen-agers understand,” said Michael Harris, 17, a high school student in
Richmond, Va. "You go home and you have to spell it for your parents. They don't even know what you're talking
about.”

But this has been going on for years. Slang is as old as English itself, says Stuart Berg Flexner, editor-in-chief of
the Random House Dictionary, author of the Dictionary of American Slang.

It offended puritan parents that their Pilgrim children took their traditional farewell-God be with you-and turned
it into "good-bye", Flexner says.

Today's words are obsolete tomorrow.

"l may call somebody a jerk, but today they would call him a nerd," says Flexner, 54. "Each generation seems to
want to have some of its own words."

"It's not so much to shut out adults-although that's a part of it. It gives them identity with their own age group.
They sort of belong to their own club," he says.

There is valleytalk and preppyspeak, jocktalk and street language.

Take Moon Unit Zappa's Valley Talk. The daughter of famed rocker Frank Zappa was 14 years old when her dad
sat her before a microphone and documented her language in a pop song.

"Gag me with a spoon,” she says to show disgust. "Groady to the max."

Legions of youngsters across America picked it up. The song, and language, was a coast-to-coast hit. But that
killed it.

"Valley Speak is out," reports Jane Segal, 16, a reformed Valley Girl at Santa Monica High School. "It went out
after the song was played to death. It was really popular, and then everyone got so sick of the stupid song they quit
saying that stuff."

"No one ever says 'Gag me' anymore, she says. "'Totally" is still hanging on, and everyone uses 'like'. They say it
everywhere, just sprinkle it in. I do it subconsciously, I use it like 'um."

Flexner considers slang a reflection of American pop culture. Words come and go like No. 1 hit songs. Once a
word is widely known it may be dropped, relegated to the used-slang bin alongside "swell" from the '50s and "groovy"
from the '60s.

Others stick around like golden oldies.

"There are classics. Once a good phrase comes along it's pretty hard to replace it," says Scott Wenger, 19, a New
York University student. “‘Flipped out' still means crazy and 'pulling an allnighter' still means to study hard until all
hours of the morning for exams."

Teen-agers may dream up slang, but adults use it too. Julia Shields, 42, a high school English teacher in
Charlottesville, Va., is an avowed user.

"I love slang, think it's colorful, wonderful, metaphoric. Some of it is quite clever,” she says. "I hate it, but | call
everything 'neat'. It's such a horrible, vague, meaningless word. But | use it in every sentence.”

Slang is not the talk of board rooms and diplomatic sessions. Because young people spend more time informally
than adults, and slang is a product of relaxing the rules, high schools and college campuses are breeding grounds for it.
(C.R)

Kpumepuu oyenok 3nanuii u HagblK0e zpynn
3aaHus, KPUTEPHH H MOKA3aTEJIN OLIEHOK 1 rpynna 2 rpynmna 3 rpynna 4 rpynna

MakcumaspHbiid Oamt - 10

- BOITPOC OCBEIIIEH MOJTHOCTHIO (2,5)

- BOITPOC AOCTATOYHO 000CHOBaH (2,5)

- aKTUBHOCTH y4acTHHKOB rpymi (1,0)

- OTBETHJI Ha 3afaHHbie Bonpockl (2,0)

- cobmoan peraamenr (2,0)

Hroro: 10 6aa10B
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ITocae Tpex ceMMHapCKMX 3aHATUI IIPOBOAMTCS IIEPBbIN TEKYIINii KOHTPOAb

Texywuii konmponwv NO1 no Cmunucmuke

1. The two interdependent tasks of linguostlistics are:

A) 1.The investigation of the inventory of special language media which by their ontological
features secure the desirable effect of the utterance

2. Certain types of texts can be analyzed due to the linguistic components and by the pragmatic
aspect of communication

B) 1. investigation of the inventory of special language media which by their ontological features
secure the desirable effect of the utterance

2. certain types of texts which due to the choice and arrangement of language means are
distinguished by the pragmatic aspect of the communication

C) 1. investigation of the inventory of special media of language which secure the desirable effect
by their ontological and programmatic aspect of the utterance

2.Certain types of text which due to the choice of words, the peculiarities of syntax and the phonetic
arrangement of language means are distinguished by the programmatic aspect of the
communication.

2 The first field of investigation is....

A) functional stiles, most general linguistic issues as oral and written varieties of language

B) The types of text that are distinguished by the pragmatic aspect of the communication

C) SDs and EMS, necessarily touches upon such general language problems as the aesthetic
function of language, the interrelation between language and thought, the individual manner of an
author in maxing use of language and a number of other issues.

3) The second field of investigation is ...

A) functional styles of language, most general linguistic issues as oral and written varieties of
language, the nation of the literary language;

B) types of texts that are distinguished by the most general linguistic issues as the aspect of the
communication.

C) functional styles of language (FS);stylistic devices (SD) and expressive means (EN)
4)Individual style is a (an)...

A) Thought and language, EMs and SDs, Fs of languages which makes that writer’s works or even
utterances easily recognizable.

B) applications of the general term’” style””

C) unique combination of language units expressive means and stylistic devices peculiar to a given
writer, which makes that writer’s works or even utterances easily recognizable.

5) In linguistics there are different terms to denote particular means by which utterances are
foregrounded, i.e. made more conspicuous, more effective and therefore imparting some
additional information. They are called ...

A) neutral, common literary, common colloquial.

B) EMs, ST. means, ST. markers, SDs, tropes, figures, of speech...

C) grammatical, lexical meanings, SDs, EMs.

6) The expressive means of language are...

A) phonetic, morphological, word building, lexical, phraseological and syntactical forms which
exist in language —as-a system for the purpose of logical and emotional intensification of the
utterance.

B) those phonetic, morphological, word building, lexical, phraseological and syntactical forms
which exist in language —as-a kind of intensification of an utterance.

C) those phonetic, morphological, word building, lexical, phraseological and syntactical forms
which exist in language —as- an echoes of real emotions , echoes which have undergone some
intellectual recasting which used for logical and emotional intensification of the utterance.

7) Stylistic device is a...
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A) conscious and intentional intensification of the pragmatic aspect of the communication .

B) conscious and intentional intensification of some typical structural and semantic property of a
language unit promoted to a generalized status and thus becoming a generative model.

C) conscious and intentional intensification of some aesthetic facts of utterance, and semantic
property of a language unit promoted to a generalized status and thus becoming a generative model.

8) A functional style of language is a...

A) system of unlimited possibilities of creative writing, which covers the whole of the universe and
makes use of all language resources.

B) system of coordinated, interrelated and interconditioned language means intended to fulfil a
specific function of communication and aiming at a definite effect.

C) system of language characterized by the inofficiality, informality of the communicative situation.
9) What we call functional styles are also called...

A) registers or discourses

B) discourses or a system of languages

C) registers or a system of languages and discourses

10) In the English literary standard we distinguish the following major functional styles;

A) the language of belles- letters, the language of publicistic literature, the language of newspapers,
the language of scientific prose, the language of official documents.

B) the language of belles- letters, the language of feature articles in newspapers , the language of
editorials, the language of scientific prose, the language of official documents.

C) the language of belles- letters, the language of publicistic literature, the language of newspapers,
the language of humanitarian sciences, the language of official documents.

11) Literary type of the language is characterized by the...

A) inofficiality, spontaneity, informality of the communicative situation.

B) unlimited possibilities of creative writing, which covers the whole of the universe and makes use
of all language resources.

C) intentional approach of the speaker towards the choice of language means suitable for a
particular communicative situation and the official, formal, preplanned nature of the latter.

12) Colloquial type of the language is characterized by the...

A) inofficiality, spontaneity, informality of the communicative situation.

B) unlimited possibilities of creative writing, which covers the whole of the universe and makes use
of all language resources.

C) intentional approach of the speaker towards the choice of language means suitable for a
particular communicative situation and the official, formal, preplanned nature of the latter.

13) The word-stock of any given language can be roughly divided into......... , differing from
each other by the sphere of its possible use.

A) three uneven groups

B) four uneven groups

C) two uneven groups

14) Literary words serve to satisfy communicative demands of....

A) neutral words, literary and colloquial strata respectively.

B) official, scientific, poetic messages.

C) general and special bulks of language.

15) Colloquial words are employed in ....

A) neutral words, literary and colloquial strata respectively.

B) general and special bulks of language.

C) non-official everyday communication.

16)The literary language is.....

A) developed category

B) historical category

C) modern category

17) The literary language exists...
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A) as variety of the national language which imposes definite morphological, syntactical norms.
B) as variety of the national language which imposes definite morphological, phonetic, lexical and
syntactical norms.

C) as variety of the national language which imposes definite morphological, phonetic syntactical, lexical,
phraseological and syntactical norms.

18) There are two conflictiting tendencies in the process of establishing the norm:

A) preservation of already existed norms; registration of established norms.

B) preservation of old norms; registration of established norms.

C) preservation of already existed norms; introduction of new norms not yet firmly established.

19) Literary English is synonymous with the term...

A) Non-Standard English

B) Standard -English

C) Informal-English

20) The word-stock of the English language may be divided into the following layers:

A) literary, neutral, colloquial

B) literary, neutral, spoken

C) official, neutral, colloquial

21) THE interrelation between EMs and SDs can be worded in terms of the....

A) theory of predictability

B) theory of information

C) theory of polyfunctionality

22) The NEW English period, is usually considered to date from the...

A) 13% century

B) 16th century

C) 15th century

23) In the...... literary English began markedly to flourish.

A) 16" century

B) 15th century

C) 17th century

24) Archaic purism is a tendency when ...

A) A common interest in classical literature during the Renaissance and hence the application of classical
grammar, spelling and rhetoric to the English language.

B) A desire to keep the language pure, to retain and revive old English words and as far as possible old
English morphological and syntactical forms.

C) An orientation towards the living, developing and rapidly changing norms of the colloquial language.
25) The bulk of the English vocabulary form by...

A) colloquial words

B) literary words

C) neutral words

26) Neutral words are the main source of ....

A) polysemy.

B) synonymy.

C) synonymy and polysemy.

27) Common literary words are chiefly used in...

A) writing speech

B) writing and in polished speech

C) polished speech

28) The stylistic function of the different strata of the English vocabulary depends......... of each of the
groups, as on their interaction when they are opposed to one another.

A) on the inner qualities

B) not so much on the inner qualities

C) on the general qualities
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29) The neutral vocabulary may be viewed as the... of the standard English vocabulary. The stock of
words forming the neutral stratum should in this case be regarded as an...

A) invariant; abstraction.

B) variant; abstraction.

C) concreteness; abstraction.

30) The aspect of the neutral layer is its...; The aspect of the literary layer is it(s)...; The aspect of the
colloquial layer is ...;

A) local or dialectal character; universal character; to a special locality.

B) universal character; has no local or dialectal character; to a special locality.

C) special locality; universal character; has no local or dialectal character;

31) Terms are...

A) words or expressions with a rather insignificant layer, which form the special literary vocabulary which is
used in relation to a particular subject.

B) words or expressions with a rather elevated and sustain meaning, which form the special literary
vocabulary which is used in relation to a particular subject.

C) words or expressions with a specific meaning, especially one which is used in relation to a particular
subject.

32) When used in the belles-lettres style, a term may acquire a stylistic function and consequently become

A) an EMs and SD

B) an EMs

C)aSD

33) Poetic words and expressions are called upon to...

A) sustain the special archaic atmosphere of poetry.

B) sustain the special elevated atmosphere of poetry.

C) sustain the special literary atmosphere of poetry.

34) When words are selected and arranged in such a way that their meaning either arouses or is obviously
intended to arouse aesthetic imagination, the result may be described ......

A) as poetic diction.

B) as archaic diction.

C) as elevated diction.

35) Poetical language is sometimes called poetical jargon...

A) due to archaisms

B) due to poeticisms.

C) due to special words.

36) Barbarisms are words ...... .

A) of foreign origin which have entirely been assimilated into the English language and have already
become facts of the English language.

B) of foreign origin which have not entirely been assimilated into the English language and have already
become facts of the English language.

C) of foreign origin which have not entirely been assimilated into the English language and have not become
facts of the English language.

37) Foreign words...

A) are the facts of the English vocabulary.

B) belong to the English vocabulary.

C) do not belong to the English vocabulary.

38)The beginning of the process when the word becomes rarely used are called:

A) archaic proper

B) obsolete

C) obsolescent

39) To the category of ... words belong many French borrowings which have been kept in the literary
language as a means of preserving the spirit of early periods.

A) archaic proper
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B) obsolete

C) obsolescent

40) Words are those that have already completely out of use but are still recognized by the
English-speaking community are called:

A) archaic proper

B) obsolete

C) obsolescent

41) Words which are no longer recognizable in modern English, words that were in use in Old
English and which have either dropped out of the language entirely or have changed in their
appearance so much that they have become unrecognizable are called:

A) archaic proper

B) obsolete

C) obsolescent

42) Historical words have no...as compared to archaic words

A) synonyms

B) terms

C) morphological forms

43) A new word or a new meaning for an established word is generally defined as...,the first
type of newly coined words, which designate new-born concepts, may be named...,the second
type, words coined because their creators seek expressive utterance may be named... .

A) stylistic coinages, terminological coinages, neologism.

B) terminological coinages, stylistic coinages, neologism.

C) neologism, terminological coinages, stylistic coinages.

44) New words are mainly coined according to ....

A) the productive models for word- building in the given language.

B) the productive models for designating new concepts in the given language.

C) the productive models for use at the moment speech in the given language.

45) Blimpish it is a considerable layer of words appearing in the....

A) nonce-words

B) publicistic style

C) official documents style.

46) A word coined to suit one particular occasion is....

A) terms

B) the nonce-word

C) Blimp

47) Words, expressions, and meaning that are informal and are used by people who know
each other very well or who have the same interests are called ....

A) professionalisms

B) Jargonisms

C) Slang

48) You use ... to refer to words and expressions that are used in special or technical ways by
particular groups of people, often making the language difficult to understand.

A) Slang

B) Dialects

C) Jargon

49) ... words name anew already-existing concepts, tools, or instruments, and have the typical
properties of a special code.

A) professional

B) Jargon

C) Slang

50) ...are those, which in the process of integration of the English national language remained
beyond its literary boundaries, and their use is generally confined to a definite locality.
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A) Slang words
B) Dialectal words
C) Jargon words

52) THE main feature of a professionalism is its...,

A) toolness
B) instrumentality
C) technicality

53) Colloquial coinages , unlike those literary- bookish character, are...

A) spontaneous and elusive
B) euphemistic and elusive
C) elusive and imperceptible

Kpumepuu oyenox snanuii

3a4aHI/m, Kputrepumn 1 riokasaTreay ONeHOK

MaxkcuMaabHbiii 6aaa - 40

- OTBETIA Ha 3aJaHHbIe BOIIPOCHI

-Ka>KABIJ BOIIPOC OlLleHMBaeTcA Ha 10aaa

-MaKCMMaAbHOe KOAMYecTBO BopocoB-40

Hroro: 35 6aaaos

TEMA Ne4

Phonetic Expressive Means and Stylistic Devices

j.  Moaenn TeXHOJIOTHH 00y UeHHSsI

Bpemst 3ansaTus — 2 4.

KoauuyectBo cryaenton ot 20 10 80

Twun 3anaTus

BBoaHO-UH(pOpMALIIOHHOE 3aHATHE

Alliteration
Rhyme
Rhythm

Ilan cemunapa

Eall A o

Onomatopoeia

Lenv yuebnoeo 3anamusa: nath odliee NOHIATUE 0 (PoHOrpaduuecKux cpeacTBax BoipakeHus. O3HaKOMIICHUE
CTYZICHTOB C OCHOBHBIMHU (DOHETHUECKUMH CPEACTBAMU BBIPAKEHHS ¥ CTHIIMCTHICCKUMH NPUEMaMH HA OCHOBE

(hoHETHUYECKUX CPEJICTB.

Tledazozuueckue 3a0auu:
e Omucanue poHOrpapUIECKUX CPEICTB
BBIPAXKEHUSI
e lcnonuutenbckue HOHETHIECKUE CPEACTRA
e JIeHOTaTUBHOE M KOHHOTATHBHOE 3HAYEHUS
houem
e XapaKTepuCTUKa U OCOOEHHOCTH, A TAKXKE
3HAYCHHE 3BYKO-MHCTPYMEHTAIBHOTO ITpHEMa
‘Onomatopoeia’
e XapakTepUCTHKa U OCOOEHHOCTH, a TAKXKe
3HAYEHHE 3BYKO-UHCTPYMEHTAJIBHOTO IpHeMa
‘Alliteration’
®  XapaKTEPHCTHKA U OCHOBHBIE TUIIBI ‘DU MBI’
®  XXapaKTepUCTHKA U TIOHATHUS U 3HAYECHUST ‘PUTM’

Peszynomamul yuebHotl OesmenbHOCmu.:
®  pacKpbIBaeT CriocOOHOCTH ()OHEM B CO3/1aHHE
CTHINCTHYECKUX TIPUEMOB
®  JIaeT XapaKTEPUCTHKY U UCTOYHUKH TOSIBICHUS
(hoHETHUECKHUX CPEIICTB
®  ONKCHIBACT M PacKpbIBaeT OCOOCHHOCTHU JIEHOTATHBHOTO
¥ KOHHOTATHBHOTO 3Ha4eHUs (pOHEM
®  pacKphIBaeT 0COOCHHOCTH IpHeMa
®  pacKphIBaeT 0COOCHHOCTH IpHeMa
e [IOKa3bIBacT OOLIEE /sl IPUEMOB SBJICHUE PUPMBI
® [IOSICHSIET 3HAYCHHUS] pUTMA €r0 OCOOEHHOCTH KaK
npueMa, a Tak)Ke IPU CO3IaHUU IPYTUX CTHIIUCTUYECKIX
MPUEMOB.

Memooul 0byuenus

Hpe3eHTauI/m, OGCY)KHCHI/IC, KJ1acTep

@opmvl 0b6yuenus

I'pynnoBoii, MajgeHbKHE TPYIIIBI

Cpeocmea obyuenus

HpOCKTOp, HarjsigHocC HOC06I/I€, BaTMaH, MapkKep

Yenosus o6yuenusn

CneunansHo 000pyJ0BaHHAs ayJUTOPHS
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Monumopune u oyenka YcTHBIHM onpoc: BONpOCc-0TBET
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1.2. Texnoaoruueckas kapta no reme «Phonetic Expressive Means and Stylistic Devices»

JTansl CoaepixaHue 1eATeJIbHOCTH
padoThI 1 IIpenogaBarennb CryaeHr
BpeMs
Itan Bribupaet Temy, onpenensier ueian ypoka u GopMupyer
MOATOTOBKH | O’KHJA€MbIE PE3YJIbTATHI.
BripabaTsiBaeT yueOHbBIC 3a1aHUS TI0 LIETTH yPOKaA.
DKCIEePTHBIE TPYIIIBI TOTOBAT KPUTEPHH OLIEHOK
pe3yabTaTOB PaOOTHI
1. BBenenue 1.1. 3HaKOMUT ¢ Ha3BaHUEM MPE3EHTALUHU, LENBIO U CnymanoT u
(15 munyT) 3a/1a4aMy TEMBI. 00CyXaaroT.
1.2. Ilpeanaraer nath ONpeaeIeHNe OCHOBHBIM MOHATUAM 10 | CTyaeHTHI
TeMe U 00bsICHsIET paboTy MO TEXHOJIOTUH KJIacTep. OTBEYaloT Ha
1.3. OOBsBISACT BHINOJIHEHUE YUEOHBIX 3a/1au. BOIPOCHI
2. OcHoBHoii | 2.1. IlepBas rpynmna npoBOJUT MPE3EHTALUIO IO TEME [IpezenTupyior,
ITan “Phonetic Expressive Means and Stylistic Devices” CITyIIAIOT
(50 munHyT) 2.2. OcTaybHBIC CTYACHTHI CIYIIAIOT U YYaCTBYIOT B YYaCTBYIOT
o0CyXJIeHUE KXo Mpe3eHTHpyeMoii TeMbl. Bropas u
TPEThsI TPYIIA TOTOBSTCS K MPE3EHTALIUU TEM:
Onomatopoeia,Alliteration,Rhyme,Rhythm
2.3. [Tomoraer pabote cTtynentoB. HaGmronaer 3a
MOJIrOTOBKOM M COJIEP’KaHHEM MaTepHaJIOB. CTyneHTsI
2.4. ITpoBoauT 0000IICHHE IO TPE3CHTAIIMH W POBOIUT OTBEYaOT Ha
(bpOHTATBHBIN OMPOC 110 OCHOBHBIM HMOHSATHAM JTaHHOK BOTIPOCHI.
teMbl. Ha mpumMepe ogHOTO0 CTy/1eHTa CXeMaTHYHO
OOBSICHSAET TEMY. Caymaror,
2.4. C menplo 3aKkpervieHUus ydeOHOTO MmaTepuana 3aaacT | MUITYT
CJIEYIOIIHE BOIPOCHI:
1
2.5. IlpuBoauT yHUBEpCaIbHBIE CBOMCTBA
(dhoHorpadnuecKnx CpeACTB BHIPAKCHUSI.
3. 3akmouu- | 3.1. OTBeyaeT Ha BO3HUKILUE Y CTYJEHTOB BOIIPOCHI 110 3anarot
TeJIbHBIN ITaN | TEME, JIeIaeT OKOHYATEIbHbIC BBIBOJIBI. BOIIPOCHI.
(15 munyT) 3.2. AHanu3upyer nesTeIbHOCTh CTYJIEHTOB O IOCTHKEHUU | 3alUChIBAIOT
L[EJIM 3a/IaHHBIX TEM U PEKOMEH]IyeT 3aHOBO IMPOYUTATh HE 3aJlaHue.

OCBOCHHBIC TCMHBI.
3.3. [IpoBOOUT KpaTKuil paKypc CIEIYIOMIECH TPE3eHTAIlH.

[Tpuxnun paboTe! IO TeXHUKE Y4uMcs BMecTe.
[puniun paboTel YYuMces BMecTe 3aKIII0YaeTCs B TOM YTO TPYIIa ASTUTCS Ha HECKOIBKO pabodnx TpyIl.
Kaxnas rpynna Oyzner npeacTaBisiTe OJHY TEMY .
3amaya rpynnsl J0BECTH KKAYIO TEMY A0 CTYACHTOB.

[Inan paboTel “Yuyumesi BMecTe’
1.Paznaenuts rpyniy B 3aBUCUMOCTH OT YPOBHS 3HAHUS Ha IO IPYIIIbI
2.Kaxmoii rpymie gaercs oTAeNbHOe 3a1anue. [ pymma JomKHa TpeIcTaBUTh TEMY B BHJIE TIPE3CHTAIIUHN U
MOJIXOIUTH K CBOEH paboTe TBOPUYECKH.
3.Crukep TPYIIIH @ TAKXKe WICHBI TPYIIIBI IPE3EHTUPYIOT CBOIO TEMY.
4.ITocne mpe3eHTallu U 3aKPEIUICHUS IPECTaBIEHHON TeMbI pa3aeTcs SIKCIEPTHRIE KapTOUKH.

ITpumevanne

IIpaBnaa paGoOTHI B rpymIax

BHuMareapHO BhICAyIIaiiTe coOeceAHMKA.
AKTHBHO y4acTByJiTe B paboOTe IPYIIIIbl, OTHOCUTECh C OTBETCTBEHHOCTHIO K BBIITIOAHEHMIO 3a4aHMIA.
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Ecan nmonago0urcs moMolts, o0s13aTeAbHO OOpalanTech.
Ecau y Bac monpocsT oMoy, Iocrapantech IOMOYb.
Kakap1i1 404>KeH yJacTBOBaTh B OLIeHKE pe3yAbTaToB pabOTHI IPYIIIIEL.
CaeayeT MOMHUTD, UTO:
®  y4Ya APYTUX YIMMCS CaMIi;
e  OAMH 3a BCeX U BCe 3a OAHOIO

Kpumepuu oyenox snanuii u Hagvikoe zpynn

3agaHusy, KpUTepun 1 NoKasaTeam oneHok | 1rpynma 2 rpynna 3 rpynmna 4 rpynma

MaxkcuMaabHbiii 6aaa - 10

- BOIIPOC OCBelleH TTOAHOCTHIO (2,5)

- BOITPOC A40CTaTOYHO 0OOCHOBAH (2,5)

- aKTMBHOCTD y4yacTHMKOB rpynn (1,0)

- OTBETH Ha 3agaHHBble BoIIpockl (2,0)

- coba104a4 peraamesT (2,0)

HNroro: 10 6aaaos

DKcnepTHasa KapToukaNel

Indicate the causes and effects of the following cases of alliteration, assonance and onomatopoeia:

1. Streaked by a quarter moon, the Mediterranean shushed gently into the beach. (I. Sh.)

2. He swallowed the hint with a gulp and a gasp and a grin.(R K.)

3.His wife was shrill, languid, handsome and horrible.(Sc. E.)
4. The fair breeze, blew, the white foam flew,

The furrow followed free. (S. C.)

5. The Italian trio tut-tutted their tongues at me. (T. C.)

6. You, lean, long, lanky lath of a lousy bastard! (O'C.)

7. 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. (St. 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

JKcnepTHAsA KapToukaNe2

Indicate the kind of additional information about the speaker supplied by graphon:

1. "Hey," he said, entering the library. "Where's the heart section?"
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"The what?"

He had the thickest sort of southern Negro dialect and (he only word that came clear to me
was the one that sounded like heart.

"How do you spell it,” I said.

"Heart, Man, pictures. Drawing books. Where you got them?"

"You mean art books? Reproductions?" He took my polysyllabic word for it.

"Yea, they's them." (Ph. R.)

2. "It don't take no nerve to do somepin when there ain't nothing else you can do. We ain't
gonna die out. People is goin' on-changin' a little may be-but goin' right on.” (J. St.)

3. "And remember, Mon-sewer O'Hayer says you got to straighten up this mess sometime
today." (J.)

4. "1 even heard they demanded sexual liberty. Yes, sir, Sex-You-All liberty.” (J. K.)

5. "Ye've a duty to the public don'tcher know that, a duty to the great English public?" said
George reproachfully.

"Here, lemme handle this, kiddar," said Tiger.

"Gorra maintain strength, you," said George.

"Ah'm fightin' fit," said Tiger. (S. Ch.)

6. "Oh, that's it, is it?" said Sam. "I was afeerd, from his manner, that he might ha' forgotten to
take pepper with that 'ere last cowcumber he et. Set down, sir, ve make no extra charge for the
settin' down, as the king remarked when he blowed up his ministers.” (D.)

7. "Well, I dunno. I'll show you summat." (St. B.)

8. "De old Foolosopher, like Hickey calls yuh, ain't yuh?" (O'N.)

9. "I had a coach with a little seat in fwont with an iwon wail for the dwiver." (D.)**

10. "The Count,” explained the German officer, "expegs you chentlemen at eight-dirty." (C.
H.)

11. Said Kipps one day, "As'e-1 should say, ah, has'e... Ye know, I got a lot of difficulty with
them two words, which is which."

"Well, 'as' is a conjunction, and 'has' is a verb." "I know," said Kipps, "but when is 'has’ a
conjunction, and when is ‘as' a verb?" (H. W.)

12. Wilson was a little hurt. "Listen, boy," he told him.
"Ah may not be able to read eve'thin' so good, but they ain't
a thing Ah can't do if Ah set mah mind to it." (N. M.)
JKcnepTHas kKapToukaNe3
Think of the causes originating graphon (young age, a physical defect of speech, lack of
education influence of dialectal norms, affectation, intoxication, carelessness in speech, etc.):

1 He began to render the famous tune "I lost my heart in an English garden, Just where the
roses of England grow" with much feeling:

"Ah-ee last mah-ee hawrt een ahn Angleesh gawrden,

Jost whahr thah rawzaz ahv Angland graw." (H. C.)

2. She mimicked a lisp: "I don't weally know wevver I'm a good girl. The last thing he'll do
would be to be mixed with a howwid woman." (J. Br.)

3. "All the village dogs are no-'count mongrels, Papa says. Fish-gut eaters and no class a-tall;
this here dog, he got insteek.” (K. K.)

4. "My daddy's coming tomorrow on a nairplane.” (S.)

5. After a hum a beautiful Negress sings "Without a song, the dahay would nehever end.” (U.)

6. "Oh, well, then, you just trot over to the table and make your little mommy a gweat big
dwink.” (E. A.)
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7. "l allus remember me man sayin' to me when | passed me scholarship - "You break one
o'my winders an' I'll skin ye alive'." (St. B.)

8. He spoke with the flat ugly "a" and withered "r" of Boston Irish, and Levi looked up at him
and mimicked "All right, I'll give the caaads a break and staaat playing.” (N. M.)

9. "Whereja get all these pictures?" he said. "Meetcha at the corner. Wuddaya think she's
doing out there?" (S.)

10."Lookat him go. D'javer see him walk home from school?

You're French Canadian, aintcha?" (J. K.)

JKcnepTHas kKapToukaNed

State the function of graphon in captions, posters, advertisements,
etc. repeatedly used in American press, TV, roadside advertizing:
. Weather forecast for today: Hi 59, Lo 32, Wind lite.

. We recommend a Sixty-seconds meal-Steak-Umm.

. Choose the plane with "Finah Than Dinah" on its side.

. Best jeans for this Jeaneration.

. Follow our advice: Drinka Pinta Milka Day.

. Terry's Floor Fashions: We make 'em-you walk on ‘em.

. Our offer is S 15.00 per WK.

. Thanx for the purchase.

. EV'ybody uses our wunnerful Rackfeed Drills.

JKcnepTHast KapToukaNeS

V. Analyse the following extract from Artemus Ward:**

"Sit down, my fren" sed the man in black close; "yu mis komprehend me. | meen that the
perlitercal ellermunts are orecast with black klouds, 4 boden a friteful storm.”

"Wall," replide I, "in regard to perlittercal ellerfunts i don't know as how but what they is as
good as enny other kind of ellerfunts. But | maik bold to say thay is all a ornery set and unpleasant
to hav round. They air powerful hevy eaters and take up a right smart chans of room."The man in
black close rusht up to me and sed, "How dair yu insult my neece, yu horey heded vagabone? Yu
base exhibbiter of low wax figgers-you woolf in sheep's close," and sow 4th.

OO ~NO U WN P

TEXHOJIOT Sl IPENIOJABAHUSI CEMUHAPCKUX 3AHATHIA
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TEMA Ne§

| Lexical Expressive Means and Stylistic Devices

K. Mojaejb TeXHOJOTHH 00yYeHH s

Bpewms 3ansaTusi — 2 4.

KouanyectBo crynenTosn ot 20 10 80

Tun 3anarua

BBoaHo-uHpOpPMallMOHHOE 3aAHATHE

meanings
[Inan cemunapa

5. lrony

1.Interaction of primary dictionary and contextually imposed

2. .Interaction of primary and derivative logical meanings
3. Metaphor
4. Metonymy

Heﬂb y‘l@éHOZO 3aHAmMuUA. NaTb 06].[166 CBCIACHUA O JICKCUYCCKHX OBKCIIPECCHUBHBIX 3HAUCHUAX

CJIOBa.

O3HaKOMJICHHE CTYACHTOB C OIPCACICHUCM U KJIaCCI/I(bI/IKaL[I/IGI\/'I CTHJIMCTHYCCKHUX

IIpUEMOB, OCHOBAHHLIC Ha BSaHMOHeﬁCTBHH CJIOBApPHBIX MW KOHTCKCTYAJIbHBIX IPEIAMECTHO-

JIOTHYECKUX 3HAUYECHUH.

Ileoacoeuueckue 3a0auu:
OIHMCaHUE OTIPEACTICHUS U KiIacCU(DUKAIIH
IIPUEMOB
e pasbop ompenenenus ‘primary dictionary ‘u
‘contextually imposed’” meanings’
® MPEAMETHO-IOTUYECKOE 3HAUCHUE CIIOBA
pa3BUBasIChb MOXKET JaTh MPOU3BOJIHO
NpeaAMETHO- JIOTUYCCKOC 3HAYCHUSA
® XapaKTepUCTHKA U ONMMCAaHUE 3HAYCHUN
npuema ‘metadopa’
® XapaKTEPUCTUKA U ONMMCAHUE 3HAYCHUUN
IpueMa ‘MeTaHeMHUs’
® XapaKTepUCTHKA U ONMMCAaHUE 3HAYECHUN
npuema ‘upoHHUs
® 0COOECHHOCTH BBIPAKEHHS METa(POPHI U
MCTOHUMHU UX OCHOBHBIC Pa3JINIUsA

Pezynomamet yuebnou desmenvrnocmu.
[
B3aMMOJICHCTBHSI CTIOBAPHBIX U
KOHTEKCTYaJIbHBIX MPEIMETHO-JIOTHYECKUX
3HAYEHUI
® ONUCHIBAET PA3IMYHBIEC TUIIBI JEKCUYECKUX
3HAa4YEHUH CJIOBAa Ha B3aUMOJIEHCTBUE
CJIOBapHBIX M KOHTEKCTYaJbHBIX 3HAYCHHMA
® pacKpbIBaET BOMPOC O IPEIMETHO-
JIOTUYECKOE 3HAYCHHE CIIOBA
® pacKpbIBaeT XapaKTep MPOSIBICHUS U
OlMCaHNe 3HaYeHUH rpuemMa Metadopbl
e 00BsCHSET cCrieU(UKY BBIPAKECHUS U
OIMCAaHNE 3HAYCHHH NTpUeMa METaHEMUU
® pacKpbIBaeT XapaKTep MPOSIBICHUS U
OIMCaHNEe 3HAYCHUH MTprueMa HPOHUS
® [IOKa3bIBACT U MOSCHSET CYIIECTBYIOIINE
pacxXokKICHUsS B BEIpaXECHUU MeTa(opsl U
METOHUMUU

Memoowvi 00yuenus

[IpesenTanusi, 00CyX/IeHue, KiacTep

Dopmul 0Oyuenus

['pynnoBoii, MaJieHbKHE TPYIIIbI

Cpeocmea 0byuenus

[IpoekTop, HarnsgHOE TOCOOME, BaTMaH,
MapKep

Yenosus 0byuenus

CriennanibHO 000py/JOBaHHAs aAYAUTOPUS

Monumopune u oyenka

Y CTHBIN onpoc: BOIPOC-OTBET
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1.2. Texnoaorudeckas kapta no reme «Lexical Expressive Means and Stylistic Devices»

JTansl padoTsl

Conep:xaHue qesiTeJJbHOCTH

U BpeMs IIpenonaBarennb CryaeHr
Jran BriOupaer TeMy, onpesensier nenu ypoka u popMupyer
MOJATOTOBKH | OKHJIA€MbIE PE3YJIbTATHI.
BripabateiBaer yueOHbIC 3aaHUs IO 1IENTU YPOKa.
DKCHEPTHBIC TPYIITBI TOTOBSAT KPUTEPUH OIIEHOK PE3YyIbTaTOB
paboThI
1. BBenenue 1.1. 3HaKOMUT ¢ Ha3BaHMEM MPE3EHTALINH, LIEJIBIO U 3a]a4aMU Crymaror..
(15 munyr) TEMBI. CryneHTsl
1.2. Ilpennaraet gaTh onpeaeaeHue OCHOBHBIM MOHSTHSIM IO OTBEYAIOT

TeMe U 00BSICHSET paboTy 1O TEXHOJIOTHHU KJIacTep.
1.3. OOBsBIISIET BBINTOTHEHUE YUSOHBIX 3a/1a4.

Ha BOIIPOCHI

2. OcHOBHO#
Tan
(50 munyT)

2.1. Bropas rpyrma mpoBOaUT Mpe3eHTaIuio mo Teme “Lexical
Expressive Means and Stylistic Devices”

2.2. OcTayibHBIC CTYICHTHI UCIIONIB3YSI MapKep ¥ BaTMaH
CO3Ja0T CXEMATHYCCKOC I/1306pa)KCHI/Ie JICKCUYCCKUX
CTUIIMCTHYCCKHUX ITPUEMOB IIPU IMOMOIINU METOAAa KJIIaCTEP

2.3. TTomoraet pabore cTyaeHToB. HabmogaeT 3a moaroToBKoO
U COJIEpKaHUEM MATEPHUAIIOB.

2.4. ITpoBoauT 06001IEHNE TIO IPE3EHTAIIMK U IPOBOIUT
(GpOHTAIBHBIN OMPOC IO OCHOBHBIM MOHATHSM JaHHOW TEMBI.
Ha npumepe ogHOTO cTyIeHTa CXeMaTHYHO OOBSICHSIET TEMY.
2.4. C uenblo 3aKperuieHus yaeOHOro Marepuana 3a1aét
CIIETYIOIIME BOTIPOCHI:

What lexical meanings of a word can you name? Which of
them, in most cases, is the most important one?

What SDs are based on the use of the logical (deno-
tational) meaning of a word?

What is a contextual meaning? How is it used in a SD?

What is the difference between the original and the
hackneyed SDs?

What is a metaphor? What are its semantic, morpholog-
ical, syntactical, structural, functional peculiarities?

What is a metonymy? Give a detailed description of the
device.

What is irony, what lexical meaning is employed in its
formation?

What types of irony do you know? What is the length of
the context needed for the realization of each of them?

What are the most frequently observed mechanisms of
irony formation? Can you explain the role of the repetition in
creating irony?

2.5. Tloka3biBaeT Ha ciaaiigax IpUMeEpsl C ITUMH TPUEMAMHU
2.6. OOBsICHSIET TIpollecC 00pa30BaHUs U OCHOBHBIC Pa3INUus

IIpesenTup

YIOT.CITyIIa
IOT.y4aCTBY
IOT.

OtBeyaroT
Ha
BOIIPOCHI.

CnymaroT

3. 3akaoun-
TeJLHBIA dTan
(15 munyr)

3.1. OTBeyaeT Ha BO3HUKILNUE Y CTYJEHTOB BOIIPOCHI 110 TEME,
JieJIaeT OKOHYATENIbHbIE BHIBOBI.

3.2. Ananuzupyer nesiTeIbHOCTh CTYJIEHTOB O IOCTUKEHUU
L[EJIM 3a/IaHHBIX TEM U PEKOMEH]IyeT 3aHOBO IPOYUTATh HE
OCBOEHHBIE TEMBI.

3.3. [IpoBOOUT KpaTKUii paKypc CIAEAYIONICH MPEe3eHTAIlH.

3amaroT
BOIIPOCHI.
3anucriBa-
0T
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[Tpuniun pabots! npoBoauTcs no TexHonoruu MAIO

M BbIpakaeT MbICJIH

JI mpuBOIUT TOBOABI K BHICKA3bIBAHUIO

I1 npuBOUT MPUMeEPHI K BHICKA3aHHBIM JIOBOIAM
O 000011aeT CBOU BHICKA3LIBAHUS

DKcnepTHbIe KapTOuknNel

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.)

3. I 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. The 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. (Jn.
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. I am the New Year. | am an unspoiled page in your book of time. I am your next chance at
the art of living.

I 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; I 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.
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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.)
JKCNepTHbIe KapTOYKHNe2
Exercise Il. Indicate metonymies, state the type of relations between the object named and
the object implied, which they represent, also 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.)

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 struggled 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. | 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.)

JKcnepTHbIe KAPTOUKUNe3

In the following excerpts you will find mainly examples of verbal irony. Explain what
conditions made the realization of the opposite evaluation possible. Pay attention to the part
of speech which is used in irony, also its syntactical function:

1. The book was entitled Murder at Milbury Manor and was a whodunit of the more abstruse
type, in which everything turns on whether a certain character, by catching the three-forty-three
train at Hilbury and changing into the four-sixteen at Milbury, could have reached Silbury by five-
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twenty-seven, which would have given him just time to disguise himself and be sticking knives into
people at Bilbury by six-thirty-eight.” (P. G. W.)

2. When the war broke out she took down the signed photograph of the Kaiser and, with some
solemnity, hung it in the men-servants' lavatory; it was her one combative action. (E. W.)

3. "I had a plot, a scheme, a little quiet piece of enjoyment afoot, of which the very cream and
essence was that this old man and grandchild should be as poor as frozen rats,” and Mr. Brass
revealed the whole story, making himself out to be rather a saintlike holy character. (D.)

4. The lift held two people and rose slowly, groaning with diffidence. (1. M.)

5. England has been in a dreadful state for some weeks. Lord Coodle would go out, Sir
Thomas Doodle wouldn't come in, and there being nobody in Great Britain (to speak of) except
Coodle and Doodle, there has been no Government. (D.)

6. From her earliest infancy Gertrude was brought up by her aunt. Her aunt had carefully
instructed her to Christian principles. She had also taught her Mohammedanism, to make sure. (L.)

7. "She's a charming middle-aged lady with a face like a bucket of mud and if she has washed
her hair since Coolidge's second term, I'll eat my spare tire, rim and all." (R. Ch.)

8. With all the expressiveness of a stone Welsh stared at him another twenty seconds
apparently hoping to see him gag. (R. Ch.)

9."Well. It’s shaping up into a lovely evening, isn't it?" "Great," he said.

"And if | may say so, you're doing everything to make it harder, you little sweet." (D. P.)

10. Mr. Vholes is a very respectable man. He has not a large business, but he is a very
respectable man. He is allowed, by the greater attorneys to be a most respectable man. He never
misses a chance in his practice which is a mark of respectability, he never takes any pleasure, which
is another mark of respectability, he is reserved and serious which is another mark of respectability.
His digestion is impaired which is highly respectable. (D.)

11. Several months ago a magazine named Playboy which concentrates editorially on girls,
books, girls, art, girls, music, fashion, girls and girls, published an article about old-time science-
fiction. (M. St.)

12. Apart from splits based on politics, racial, religious and ethnic backgrounds and specific
personality differences, we're just one cohesive team. (D. U.)

13. A local busybody, unable to contain her curiosity any longer, asked an expectant mother
point-blank whether she was going to have a baby. "Oh, goodness, no," the young woman said
pleasantly. "I'm just carrying this for a friend.” (P. G. W.)

14. Sonny Grosso was a worrier who looked for and frequently managed to find, the dark side
of most situations. (P. M.)

15. Bookcases covering one wall boasted a half-shelf of literature. (T. C.)

16. 1 had been admitted as a partner in the firm of Andrews and Bishop, and throughout 1927
and 1928 | enriched myself and the firm at the rate of perhaps forty dollars a month. (Jn. B.)

17. Last time it was a nice, simple, European-style war. (I. Sh.)

18. He could walk and run, was full of exact knowledge about God, and entertained no doubt
concerning the special partiality of a minor deity called Jesus towards himself. (A. B.)

19. But every Englishman is born with a certain miraculous power that makes him master of
the world. As the great champion of freedom and national independence he conquers and annexes
half the world and calls it Colonization. (B. Sh.)

20. All this blood and fire business tonight was probably part of the graft to get the Socialists
chucked out and leave honest business men safe to make their fortunes out of murder. (L. Ch.)
Kpumepuu oyenok 3nanuil u HagvlKoe zpynn

3agaHus, KPpUTEPHUH U NIOKA3aTeIH 1 rpynna | 2rpynna |3 rpynna |4 rpynmna
OLICHOK
MaxkcumanbHbi 6amr - 10
- BOIIPOC OCBEILIEH MOJTHOCTHIO (2,5)
- BOIIPOC JIOCTATOYHO 000CHOBaH (2,5)
- aKTUBHOCTb y4acTHHMKOB rpynn (1,0)
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- OTBETUJI Ha 3aJIlaHHbIE BONPOCHI (2,0)

- cobmonan pernament (2,0)

Hroro: 10 6an10B
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TEXHOJIOT'USI IPENNOJABAHUSI CEMUHAPCKUX 3AHATHIA

TEMA Ne6

| Interaction of primary and derivative logical meanings

.  Moaesb TEXHOJIOTHH 00YUEHHSsI

Bpemsi 3ansitusi — 4 4.

KoauvectBo cryaentoB ot 20 10 80

Tun 3aHaTHSA

BBoaHo-mH(pOpMaLIMOHHOE 3aHATHE

2.Zeugma

3.The pun
4.The Epithet
5.0xymoron

IInan cemunapa

1.The problem of polysemy

He]lb y’{E6H020 3aHAmuUA: NOaTb 0611166 NOHATHUC CTUIUCTUYECKUM IMpHE€MaM, OCHOBAHHBIC Ha BSaHMOHGﬁCTBHH
OCHOBHbBIX M TMPOU3BOJHBIX MPECAMCTHO-JIOTHYCCKUX 3Ha‘leHHﬁ; TaKXXC aThb 0611166 MNOHATUC CTHIMCTHYCCKHUM
npueMam, OCHOBAHHBIC Ha B3aHMOHeﬁCTBHH MPpEAMCETHO-JIOTUYCCKUX U OSMOIIUOHAJIBHBIX 3HAYCHUI.

Tleoazocuueckue 3a0auu:
® ONHCaHWE CTHJIHNCTUYECKHUX MPHEMOB, OCHOBAHHBIX
Ha B3aMMOJIEHCTBUH CBOOOIHBIX U HECBOOOIHBIX
MPEAMETHO-JIOTUYECKUX 3HAYCHHM; U PA3THUYHS MEKTY
3€BIMOU M TTAHOM.
®  PACKPBITH CYIIIHOCTh PEANH3ALUH IBYX 3HAUCHUMA
OJIHOBPEMCHHO OCHOBAH Ha Pa3IOKCHHUU
(pa3eoornyeckux eUHHUIl (B 0COOCHHOCTH
(hpa3eoornIecKuX SIMHCTB U CPAICHHUN )

OIMMUCAHUE CTWINCTUYCCKUX IMTPUEMOB, OCHOBAHHBIC Ha
B3aMMOJICHCTBHH I PEIMETHO-JIOTHYECKUX U
9MOLMOHAIBHBIX 3HAUYCHUII.
®  PacKpHITh, OKa3aTh ocobeHHocTh CII-ommTeT
®  XapaKTePHCTHKA OCHOBHBIM BHIaM SIIUTETA
e oOpa3oBaHue U yNOTPeOJICHUE CTUITUCTHIECKOTO
npuema OKCIOMOPOH
e ocobeHHocTH Onutera 1 OKCIOMOpOHA

Pesynvmamut yuebnoil oesmenvrocmu:
®  ONHWCHIBACT CTHIIMCTHYECKHUE TPHEMBI, OCHOBAaHHBIE
Ha B3aMMOJICHCTBUH CBOOOIHBIX U HECBOOOIHBIX
MPEIMETHO-IOTUIECKUX 3HAYCHUI; M PA3IAIHI MEXKTY
3€BIMOM U [IAHOM
®  pacKpBIBAET CYTh TPYJHOCTH OTJIMYUS U BBISBICHUS
3€BI'MbI U TAHOM
®  ONKCHIBACT Pa3HOOOI B IOHMMAaHHUU CYITHOCTH
MPUEMOB
e 00BSCHACT CIIOCOOBI 00Pa30BaHUS U YIIOTPEOJICHHS
MPUEMOB
e  OIMMCAaHWE CTHIMCTHYECKUX MPHUEMOB, OCHOBAHHBIE
Ha B3aHMMOJCHUCTBHH I pEAMETHO-JIOTHIECKHAX U
SMONMOHAIBHBIX 3HAUYCHHUH
®  PACKpPHITH, MOKa3aTh ocobeHHocts ClI-3murer
® JaTh XapaKTEPHCTUKY OCHOBHBIM BHIAM SITUTETA
e 00pa3oBaHMe M YyNOTPeOJICHUE CTHIMCTHYECKOTO
npuema OKCIOMOPOH
e ocobennoctu Onurera 1 OKCIOMOpOHa

Memoouvl 0byuenus

Hpe3eHTauI/m, OGCY)KHCHI/IC, KJIaCTCp

Dopmvl 00yuenus

I'pynnoBoii, MaleHbKHE IPYIIIBI

Cpedcmea 0byuenus

HpOCKTOp, HarjisigHoC HOC06I/I€, BaTMaH, MapKep

Yenosus o6yuenusn

CrneunasibHO 000py/I0BaHHAs! ayJUTOPHS

Monumopune u oyenka

YcTHBIM onpoc: BONpOoCc-OTBET
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1.2. TexHoJorn4yeckasi KapTa mo Teme
“Interaction of primary and derivative logical meanings”

Jranbl
padoThI U
BpeMsi

Conepma}me JACATECJIbHOCTH

IIpenonaBarennb

CryneHr

Oran
MOATr0TOBKH

BriOupaer temy, onpeesnsier el ypoka u GopMUpYET OKUTaeMbIe
PE3YJIbTATHI.

BripabarteiBaeT yaeOHBIC 3aJaHUS TI0 TIEJIH YPOKa.

DKCIEPTHBIC TPYIIIBI TOTOBAT KPUTEPUU OICHOK PE3YJIBTATOB PaOOTHI

1. Beegenue
(15 munyT)

1.1. 3HaKOMUT ¢ Ha3BaHHEM NPE3CHTALIUH, [ICIBIO U 3a1a4aMU TEMBI.
1.2. [lpemnaraer naTh ONpeAeICHUE OCHOBHBIM MOHSATHSM IO TEME U
00BSICHIET pabOTy MO TEXHOJIOTHHU KJIacTep.

1.3. OOBSBISICT BBINIOJHCHHE YYCOHBIX 3a/1a4.

Cnywmarot u
00CyX/IaloT.
CryzaeHtst
OTBEYAIOT Ha
BOIIPOCHI

2. OcHOBHO¥
Tan
(50 muHyT)

2.1 Kaxnas pa3zeneHHas rpymna IpoBOAUT Ipe3eHTaluio mo Temam “1.The
problem of polysemy2.Zeugma 3.The pu 4.The Epithet 5.0xymoron”

2.2. OcTanbHbIC CTYACHTHI HCIIOJIB3YsI MapKeP M BaTMaH CO3IA0T
CXEMAaTH4YCCKOC I/1306pa)KCHI/IC JICKCUYECKUX CTUIIUCTHYCCKUX ITPUEMOB IIPpHU
TIOMOINN METOAA KJIIaCTEP

2.3. ITomoraert pabote cTynenToB. Habmromaer 3a moaroToBKoii n
COZIEP’)KaHAEM MAaTEPHAIIOB.

2.4. IlpoBomut 0000IIEHUE MO IPE3CHTALMH U IPOBOJUT (PPOHTAIBHBIN
OIIPOC MO OCHOBHBIM IMMOHATHAM I[aHHOﬁ Tembl. Ha MmpuMepe OAHOTO
CTyACHTAa CXEMATUIHO o0BsACHSET TEMY.

2.4. C uenblo 3aKperuieHns: y4ueOHOro Marepuaia 3a1aéT Cleayrolme
BOIIPOCHI:

1. What is included into a group of SDs known as "play on words"? 2.
Which ones of them are the most frequently used? What levels of language
hierarchy are involved into their formation?

3.Describe the difference between pun and zeugma, zeugma and a
semantically false chain, semantically false chain and nonsense of non-
sequence.

4.What meanings of a word participate in the violation of a phraseological
unit?

5.What is the basic effect achieved by the play on words

6. What lexical meaning is instrumental in the formation of epithets?

7. What semantic types of epithets do you know?

8. What structural types of epithets do you know?

9. What parts of speech are predominantly used as epithets and why?

10. What is an oxymoron and what meanings are foregrounded in its
formation?

IIpesentupyrot
Cnywmariot u
MUIIYT. Y 4aCTBYIOT.

CryzaeHtsl
OTBEYAIOT HA
BOIIPOCHI.

3. 3akiaoun-
TeJbHBIH 3Tan
(15 munyT)

3.1. OTBeuaeT Ha BO3HUKIIHUE y CTYACHTOB BOIPOCHI 11O TEME, [ETAET
OKOHYATEJIbHBIE BHIBOMBI.

3.2. AHanu3upyeT AesTeIbHOCTh CTYIEHTOB O JOCTH)KCHHUH TSN 33TaHHBIX
TEM U PEKOMEHIYET 3aHOBO POYUTATh HE OCBOCHHBIE TEMBL.

3.3. IIpoBOaUT KpaTKUi paKkypc cleAyrolel Npe3eHTalku.

3amaroT BOIPOCHI.
3anuchIBaOT
3aJjaHue.

IMpyHummn paboThI IO TEXHUKe ‘YauMcst BMecTe.

ITpymnun paboTs! YUmMcsI BMecTe 3aKAI04aeTcs B TOM 4TO IpyIla AeAUTCs Ha HeCKOAbKO pabouMX TPYIIL.

Kaxkaas rpynma OyaeT IpeACTaBAsATh OAHY TEMY .
3agada rpymIis 40BECTH KaXKAYIO TeMy AO CTYAEHTOB.

[1aan pabotsl "YumMcs BMecTe’

1.PasaeanTs rpynity B 3aBUCUMOCTH OT YPOBH:I 3HaHI Ha 110/, TPYIIIIBI
2 Kaxx 2011 rpymIe gaeTcst oTaeAbHoe 3ajanne. ['pynna 404:XHa IIpeACTaBUTL TeMY B BUAe IIpe3eHTaluu 1
IIOAXOAMTD K CBOell paboTe TBOPYECKIH.

3.Crimkep IpyIIBL a TaKKe YAeHbl IPYIIIIL IPe3eHTUPYIOT CBOIO TeMY.
4.Ilocae mpeseHTanI NN U 3aKpeIlAeHI IIpeACTaBAEHHON TeMBI pa3AaeTcs DKCIIePTHBIE KapTOUKIA.
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Ilpumeuannue

IIpaBuaa paGoThI B rpynmax

BHuMaTeApHO BBICAYIIANITe cODeceAHMKA.
AKXTMBHO y4acTByliTe B pabOTe IPYIIIIBI, OTHOCUTECH C OTBETCTBEHHOCTHIO K BBIIIOAHEHUIO 3a4aHNIL.
Ecan monagoburcs momoms, obs13aTeApHO OOpalaiTecs.
Ecau y Bac monpocsT oMoy, Iocrapanrech IOMOYb.
Ka>kAbIi1 401>K€eH y4acTBOBATh B OLIEHKE Pe3yAbTaTOB PabOTHI IPYIIIIBL.
Caeayet HOMHWUTD, UTO:

®  yua APYTUX YIUMCS CaMIL;

e  OAMH 3a BCeX U BCe 3a OAHOIO

Kpumepuu oyenox snanuii u Hagvlkoe zpynn

3aaaHns1, KpUTepUM 1 IIOKa3aTean ojeHOK | 1 rpynma 2 rpynma 3 rpynma 4 rpynma

MaxkcuMaabHbiii 6aaa - 10

- BOIIPOC OCBellleH OAHOCTRIO (2,5)

- BOIIPOC A0CTaTOYHO 0OOCHOBaH (2,5)

- aKTMBHOCTb yJacTHMKOB rpyni (1,0)

- OTBeTIA Ha 3aJaHHble Bonpockl (2,0)

- coba104a4 peraamesr (2,0)

HNroro: 10 6aaaos

Bomnpocsl aast 3akpenaeHns

1. What lexical meaning is instrumental in the formation of epithets?

2. What semantic types of epithets do you know?

3. What structural types of epithets do you know?

4. What parts of speech are predominantly used as epithets and why?

5. When reading a book pay attention to the type and distribution of epithets there. Give your considerations
as to what defines the quantity and the quality of epithets in a literary work.

6. What is an oxymoron and what meanings are foregrounded in its formation?

7. Why are there comparatively few trite oxymorons and where are they mainly used?

8. Give some examples of trite oxymorons.

DKcnepTHasa KapToukaNel

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 in a man. A sympathetic character and full lips. (I. Sh.)

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

4. Ibelieved all men were brothers; she thought all men were husbands. I gave the whole mess up. (Jn. B.)

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 I am dead, I 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 (heir 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... I'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.)
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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. (5. 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. GL.)

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.)

DKcnepTHas KapTodkaNe2

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. (I. 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.)

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.)

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, Gilman-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 after swim salt-and-sunshine smell of her hair. (Jn. B.)

15. I 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.)
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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.)
DKcnepTHas KapToukaNe3

In the fallowing sentences pay attention to the structure mid semantics of oxymorons. Also indicate
which of their members conveys 1 he 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 I ever saw. But they were good to me. Bloody
good. (J. St.)

4. He behaved pretty lousily 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 she 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 I 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. (I. 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.)

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 ill 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.)
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TEXHOJIOT' sl IPENIOJABAHUSI CEMUHAPCKUX 3AHATHIA

TEMA Ne7 |

Interaction of logical and nominal meanings.

m. Mojeab TeXHOJOTHH oﬁyqemm

Bpems 3ansitusi — 4 4.

KoauvecTBo crynentoB ot 20 10 80

Tun 3aHATHSA

BBoaHo-mH(pOpMaLMOHHOE 3aHATHE

1. Antonomasia
2. Simile

3. Periphrasis
4. Euphemisms
5. Hyperbole

Ilnnan cemunapa

Ueﬂb y’{€6H020 3aHAmuA. NaTb 061].[66 IIOHATHUE O CTUIIMCTUYCCKUX ITpUEMaX , OCHOBAHHBIC Ha B3aMMOJCH CTBUU
NpeaAMETHO-JIOTUYCCKUX W HAa3bIBHBIX 3HaueHui. O3HaKOMIICHUE CTYACHTOB C 0COOEHHOCTSMU CTHIIMCTHYECKUX

IIPUEMOB OIMMCAHUS SIBJICHUH U npeaAMETOB,a UMCHHO TICPU(

paSLI,3B(1J€MI/I3MLI,CpaBHeHI/Ie,FI/IHep6OHH.

Tleoazozuueckue 3a0auu:
MOJTHOE OCBEILEHUE MOHSATUS O CTUIUCTUYCCKUX
IpreMax , OCHOBaHHbIE Ha B3aUMOJIeH CTBUU MPEAMETHO-
JIOTHYECKUX M Ha3bIBHBIX 3HAUCHUI.(AHTOHOMACHS)
e  OOBSICHHUTDH 3HaYCHUE ATOHOMACHH
OTHMCaTh BHJIBI U PA3HOBUIHOCTH AHTOHOMACHHU
TTOSICHEHHE OCOOSHHOCTH CTHIIUCTHIECCKUX TIPUEMOB
ONMCaHMS SBICHUH U TpeaMeToB, [leprudpasbr.
®  PACKPBITHE IPHPOJIBHI IBGPEMH3MOB
cymHocTh npremMa CpaBHEHHE
CXOZCTBO U paznuuue ['unep6oibl OT MPOCTOro
MIPEYBEITUYCHHUS.

Pesynomamor yuebnoti deamenvrocmu:
mosryyaet HH(GopMaIu 06 0COOCHHOCTIX
CTHIIMCTHYECKUX IIPUEMaxX , OCHOBAaHHbIE Ha
B3aUMOICHCTBUH MPEAMETHO-IOTHUECKUX U Ha3bIBHBIX
3HauYeHUH.(AHTOHOMACHST)
®  3aKpEIUISeT 3HAHUS O THUIaX AHTOHOMAacHU
(opMupyeT HaBBIKU O BHJAX U PA3HOBUIHOCTSX
AHTOHOMACHH.

[Momyunt nHPOpMALIHIO 00 0OCOOCHHOCTH
CTHIIMCTHIECKUX IIPUEMOB ONTUCAHUS SBICHUN U
npeameToB, [lepudpassr.

e Oyner NOHMMATh U B COCTOSIHUHM MHTEPIIPETHPOBATh
npupo.y 3BheMuU3MoB

e moiiMeT cymHocTs npueMa CpaBHEHUE U UX
OTJIMYUTECIIbHBIC YCPThI

®  [OJYYUT HHPOPMAIIUIO O CXOJCTBE U PA3IUIHU
I'mnepOoibl OT MPOCTOTO MPEYBETHICHNUSI.

®  3aKPENWT 3HAHUS O CTHIIMCTHYECKUX IPHEMaX ,
OCHOBaHHBIE Ha B3aUMO/IECHCTBIH IIPEIMETHO-
JIOTMYECKUX ¥ Ha3bIBHBIX 3HAYCHUH, TAKXKE O
CTHIIMCTHIECKUX IIPUEMOB ONTUCAHUS SIBICHUN U
IIPEMETOB.

Memoovl 0byuenus

HpeSCHTaHI/Iﬂ, 06CY)KHCHI/IC, KJIaCTep

Dopmvl 00yuenus

I'pynnoBoii, MajgeHbKHE TPYIIIBI

Cpedcmea 0byuenus

HpOGKTOp, HarJsiJHOC HOCO6I/IC, BaTMaH, Mapkep

Yenosus o6yuenus

CrnenpalibHO 000py/JOBaHHAS Ay TUTOPHS

Monumopune u oyenka

Y CTHBIH onpoc: BOIPOC-OTBET

1.2. Texnoaoruuyeckas kapra no reme «Interaction of logical and nominal meanings.»

Jrtansl padoTsl U Copep:xaHue 1eITeJIbHOCTH
BpeMsi IIpenogasaren CryneHt
Oran Bribupaer Temy, onpenenseT ey ypoka u GopMHUPYET 0KUIaeMbIe
MOATOTOBKH PE3yIbTaTHL.
BripabarteiBaeT yaeOHBIC 3aJaHUS TIO TIEJIH YPOKa.
DKCIepTHBIE FPYMIbI TOTOBAT KPUTEPUH OIIEHOK PE3yIbTaTOB pabOoThI
1. Beeaenne (15 | 1.1. 3HaKOMHMT ¢ Ha3BaHHEM IIPE3ECHTALIUH, LIE€IBIO U 3aa4aMU TEMBI. Crnymaror.
MUHYT) 1.2. TlpemaraeT naTh onpeneacHrne OCHOBHBIM TIOHSATHAM TI0 TeMe U
00BsICHAET pabOTy IO TEXHOJIOTHH KJIacTep. Crnymaot u
1.3. OOBSBISICT BBINOJHEHUE YYCOHBIX 3a/1a4. 00CYX/TaIO0T.
CryzaeHtbt
OTBEYAIOT Ha
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BOIPOCHL

3aJ[aHHBIX TEM W PEKOMEH/IyeT 3aHOBO [IPOYUTATh HE OCBOCHHbBIE TEMBI.
3.3. TIpoBOIUT KPATKHI paKypc CIEeIYIONIeH MPe3eHTAIIIH.

2. OcHoBHOI1 2.1 Kaxnas pasjeneHHas rpynna MNpPOBOAUT Ipe3eHTanuio mo TemaMm | IIpeseHTupyror.
Tan “Antonomasia2. Simile 3. Periphrasis4. Euphemisms Ciymaror.
(50 MuHYT) 5. Hyperbole” VuacTByIoT.
2.2. OcranbHbIe CTYJCHTHI HCIOJB3YsI MApKep U BaTMaH CO3/IAl0T
CXEMAaTH4YCCKOC I/1306pa)KCHI/IC JICKCUYECKUX CTUIIUCTHICCKUX ITPUEMOB
MIpY IOMOIIX METOIA KIacTep
2.3. ITomoraert pabote cTynenToB. Habmromaer 3a moaroToBKoii n
COACPIKAaHUEM MATCPUAJIOB.
2.4. IlpoBomut 0000IIEHUE MO IPE3CHTALMH U IPOBOJUT (PPOHTAIBHBIN
OIIPOC MO OCHOBHBIM IMMOHATHUAM )IaHHOﬁ Tembl. Ha MmpuMepe OAHOTO
CTyACHTa CXEMATUIHO 061)§ICH$ICT TEMY.
2.4. C uenbko 3aKperuicHus yueOHOTro MaTepuaa 3a1aéT CIeIyrolue
BOIIPOCHI
1. What is antonomasia? What meanings interact in its formation?
2. What types of antonomasia do you know? Give examples of each. CryneHTst
3. Do you remember any speaking names from the books you have read? | orBeuaror Ha
4. What meaning is foregrounded in a hyperbole? BOTIPOCHI.
5. What types of hyperbole can you name?
6. What is a simile and what is a simple comparison? Ciymarot, nuuryT
7. What semantic poles of a simile do you know?
8. Speak about semantic types of periphrasis.
9. In what cases can a logical or a figurative periphrasis be also qualified
as euphemistic?
2.5. Iloka3pIBaeT Ha craiiax JeKCHYECKHE CPEICTBA BRIPAKEHHS U
CTUIIMCTUYCCKUC MPUCMBI
2.6. ITpuBOUT CXOJCTBO U pa3Inyre 00CYKIAEMBIX IIPUEMOB
3. 3aku04n- 3.1. OTBeuaeT Ha BO3HHUKIIHE y CTYJCHTOB BOIPOCHI 110 TEME, JIEJIAeT 3amaroT BOMPOCH.
TeJbHBIH dTaNn OKOHYATCJIbHBIC BBIBOAbI. 3anMchIBalOT
(15 munyT) 3.2 AHanmu3upyer AesTeNbHOCTD CTYICHTOB O JOCTH)KCHUH TSI 3a/IaHHe.

IMpuHum paboTh IPOBOAUTCS IO TEXHUKE “YUMMCcs BMecTe’, a Takke 110 TexHoaornu MAITO

M

BbIpa’XaeT MbICAN

'Zl IIpMBOAUT AOBOADI K BbICKa3bIBaHNIO

Il npuBoAUT MpUMePHI K BEICKa3aHHbBIM J0BOJaM

O 00001maeT cBOM BHICKA3bIBAHIS

ITpumeuanne

IIpaBnaa paGoOTHI B rpymIax

BHuMarteapHO BhICAyIIIaiiTe coOeceAHMKa.

Ecan monagoburcs momos, 0bs13aTeApHO 0OpalaniTecs.
Ecau y Bac mOIpoCAT IOMOIIY, IIOCTapaiTeCh TIOMOYb.
Kaskaplit 4045KeH y4acTBOBATh B OL[€HKe Pe3yAbTaTOB PabOThI IPYIIIIEL.
CaeayeT HIOMHUTD, 4TO:
®  y4a APYTUX YIMMCS CaMI;
e  OAUH 3a BCeX U BCe 3a OAHOIO

AKTHUBHO y4acTByJiTe B paboTe I'pyIIIIbl, OTHOCHUTECh C OTBETCTBEHHOCTHIO K BBIITIOAHEHMIO 3aJaHMIA.

Bomnpocs! aast 3akpenaeHns

1. What meaning is foregrounded in a hyperbole?

2. What types of hyperbole can you name?

3. What makes a hyperbole trite and where are trite hyperboles predominantly used?
4. What is understatement? In what way does it differ? from hyperbole?
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5. Recollect cases of vivid original hyperboles or under statements from your Russian or English reading.
6. What is antonomasia? What meanings interact in its formation?

7. What types of antonomasia do you know? Give examples of each.

8. Do you remember any speaking names from the books you have read

9. What is a simile and what is a simple comparison?

10. What semantic poles of a simile do you know?

11. Which of the link words have you met most often?

12. What is the foundation of the simile?

13. What is the key of the simile?

14. What is a trite simile? Give examples.'

15. What is an epic simile?

16. What is a disguised simile?

17. What are the main functions of a simile?

18.Find examples of similes in your reading. State their type, structure and functions.

19. Speak about semantic types of periphrasis.

20. In what cases can a logical or a figurative periphrasis be also qualified as euphemistic?

21. What are the main stylistic functions of periphrases?

22. Which type of periphrasis, in your opinion, is most favoured in contemporary prose and why?
DkcneprtHast kapToukaNel

In the following examples concentrate on cases of hyperbole and understatement. Pay attention to their
originality or staleness, to other SDs promoting their effect, to exact words, containing the foregrounded
emotive meaning;:

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

2. The girls were dressed to kill. (J. Br.)

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.)

4.1 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
blacksmiths' 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
seventy-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. (F1. 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 speak-easy 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, oven a fraction of an inch, the balance would be
upset. ((). 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 busied herself in her midget kitchen. (T. C.)

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

DKcnepTHas KapTodkaNo2
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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 Sneerface." (Ph. R.)

2. A stout middle-aged man, with enormous owl-eyed spectacles, was sitting... on the edge of a great
table. I 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 I 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 I are just having a most
interesting conversation." (E. W.)

4. I keep six honest serving-men

(They taught me all I know);

Their names are What and Why and When

And How and Where and Who

I send them over land and sea,

I send them east and west;

But after they have worked for me

I give them all a rest.

I let them rest from nine till five,

For I 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 I am quite sure, that Lady Bracknell is one. In any case,
she is a monster without being a myth." (0. 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."

"] 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 I
stepped down, an evil-looking Tom slid by us into the house. (W. GL.)

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.)
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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.)

DKcnepTHas KapTodkaNe3
Discuss the following cases of simile. Pay attention to the semantics of the tenor and the vehicle, to the
brief or sustained of the tenor and the vehicle, to the brief of 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. (0. N.)
2. The topic of the Younger Generation spread trough 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 lily—as black as coal;
As plain as a pike-as rough as a bear;
As tight as a drum-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 a 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;
Asred 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. Childreen!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, conductin
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. (T.C.)

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, congentially 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. I 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. 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.)
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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. It's sorrowed welled out of it as purely, naturally
and unstoppably as water out of 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 champaign 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 reminded her of the rice paddies in her native California. Acres and acres of 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. (Jn. 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.)

DKcnepTHas KapTodkaNed
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.)

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 Bkckwood.
(Dr.)
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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.)

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

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

Kpumepuu oyenox snanuii u Ha6b1k06 zpynn

3agaHusi, KpUTepun 1 NoKasaTeam oneHok | 1rpynna 2 rpynmna 3 rpynma 4 rpynna

MaxkcuMaapubiii 6aaa — 10

- BOIIPOC OCBellleH IOAHOCTRIO (2,5)

- BOITPOC A40CTaTOYHO 0OOCHOBAH (2,5)

- aKTMBHOCTb yJacTHMKOB rpyni (1,0)

- OTBETM Ha 3agaHHbIe BOITpock (2,0)

- coba10gaa peraamesT (2,0)

HNToro: 10 6aaaos
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TEXHOJIOT'USI IPENNOJABAHUSI CEMUHAPCKUX 3AHATHIA

TEMA Ne$ |

Syntactical Expressive Means and Stylistic Devices |

n.

Mopaeab TeXHOJOTUH oﬁyqemm

Bpemsi 3ansitusi — 4 4.

KosauyecTBo crynentoB ot 20 10 80

Tun 3anaTus

BBoaHo-mH(pOpMaLIMOHHOE 3aHATHE

ILtan ceMmuHapa the Sentence

2.2. The Paragraph

1. General Considerations
2. Problems Concerning the Composition of Spans of Utterance Wider than

2.1. The Syntactical Whole
3. Compositional Patterns of Syntactical Arrangement

3.1. Stylistic Inversion
3.2. Detached Construction

Ueﬂb yqe6H020 3aHAmus. 1aTb 06Hlee MOHATHUE O MPCATIOKECHUH, O €ro TUIIaX U, INIaBHbIM 06pa30M, 0 XapaKTepe
cBs3eit MEKAY OTACIIbHBIMU YaCTAMU BbICKA3bIBAHUA. O3HaKOMJICHHE CTYACHTOB C PA3JIMYHBIMU TUIIAMU
CHUHTAKCUYCCKUMHU BBIPAZUTCIIbHBIMU CPEACTBAMU U PA3JIMIHBIMU IPUEMAMU CTUINCTUYCCKOT'O CUHTAKCHUCA Ha

KOHKPETHBIX ITPAMEPAX.

Tleoazocuueckue 3a0auu:
e omucaHue OOIIEro MOHATHS PETOKEHHUS U
TJIABHBIM 00pa3oM, 0 XapaKTepe CBSI3EH MEX Iy
OTIEIBHBIMI YaCTSIMH BHICKA3BIBAHUS.
®  JIaTh TMIOHATHE O CHHTAKCHYECKUX CTHIINCTUYECKUX
CpeICTBax.
® JIaTh TOHATHE O CTHJIUCTUYCCKHUX MPHEMaxX
KOMIIO3HUITUH OTPE3KOB BHICKA3BIBAHUS.
®  OIHUCaTh MOHATHE-CI0KHOE CHHTAKCHYECKOE LIEI0e
e JaTh pa3siCHEHHE O ImpueMe -Aob3all
®  PAacCMOTPCHHUE CTHIIMCTHYCCKUX MPUCMOB
OCHCBaHHbBIX Ha M3MEHEHUE TPAIUIUOHHOTO OPSIKA
CJIOB B TIPEIIOKEHUN
® 0COOCHHOCTH WHBEPCUU
e ocobeHHOCTH 000CO0IEHHE

Pezynvmamot yuebnoti desmenvhocmu.
®  ONKCBIBAeT OOIIEee HOHITHUS MPEITIOKESHUH U
TJIaBHBIM 00pa3oM, O XapaKkTepe CBsi3el MexIy
OT/EJIbHBIMU YaCTSIMU BHICKA3bIBAHHUSI.
®  pacKpBIBAeT CYTh CHHTAKCHMYECKUX CTUIIMCTUYECKUX
CPEACTB.
® JIaeT MOHITHE O CTHIMCTUYCCKHUX MPHEeMax
KOMITO3HMIIH OTPE3KOB BBICKa3bIBAHMUSL.
®  pacKpBIBAET CYTb -CJI0KHOE CHHTAaKCHUECKOE LIEJI0oe
e  JlaeT passiCHeHue o mpueme -Ab3alg
®  ONKCHIBACT CTWIMCTHYECKUE ITPUEMBI OCHCBAaHHBIE
Ha U3MCHEHHE TPAJUIUOHHOTO MOPSIIKA CIIOB B
MPe/I0KEHHUH, B YACTHOCTH
® 0COOCHHOCTH WHBEPCUH U
e ocobeHHOCTH 000CO0IEH e
e 00BACHSAET CIIOCOOBI 00pa30BaHUS M YIIOTPEOICHHS
MHBEpCUH U 00ocobenue
o IIOKa3bIBACT CpaBHHTeJ’leLIﬁ aHaJIu3
®  TOSCHSCT OTIMYUTEIBHBIC H CXOJHBIC YEPThI TUX
CPEACTB.

Memoovl 0byuenus

Hpe3eHTauI/m, OGCY)KHCHI/IC, KJIaCTCp

Dopmvl 00yuenus

I'pynnoBoii, MaleHbKHE IPYIIIbI

Cpedcmea 0byuenus

HpOCKTOp, HarjsigHoC HOC06I/I€, BaTMaH, MapKep

Yenosus o6yuenusn

CreunaiibHo 000py/I0BaHHAas! ayJUTOPHS

Monumopune u oyenka

YcTHBIHM onpoc: BONpOCc-OTBET
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1.2. Texnogorudeckasi kapra mo Teme «Syntactical Expressive Means and Stylistic Devices»

Jtanbl padoThI

Conepma}me JACATECJIbHOCTH

U Bpems Ilpenogasareinb CryneHt
Oran Bribupaer Temy, onpenenseT e ypoka u GopMHUPYET 0XKUIaeMbIe
NMOATr0TOBKH PE3yIbTaTHI.

BripabarteiBaeT yaeOHBIC 3aJaHUS TIO TIEJIH YPOKa.
DKCIepTHBIE FPYMIbI TOTOBAT KPUTEPUH OLICHOK PE3yIbTaTOB pabOThI

1. Beeaenue (15

1.1. 3HaKOMUT C Ha3BaHUEM IPE3CHTAIUH, LIETbIO U 3a7a4aMHt TEMBI.

Crnymaior u

MHUHYT) 1.2. TlpemaraeT naTh onpenecHrne OCHOBHBIM TIOHSATHAM TI0 TeME U 00CyXIaloT.
00BsICHAET pabOTy IO TEXHOJIOTHH KJIacTep. CtyneHTbl
1.3. OOBsBIISIET BBITOJIHEHNE YUeOHBIX 3a/1a4. OTBEYAIOT HA
BOIPOCHI
2. OcHoBHOM 2.1.Kaxpgas pasneneHHas rpynna IpOBOJUT mpe3eHTanuio no temam ‘“1. | IIpe3eHTHPYIOT.
aTan General Considerations 2. Problems Concerning the Composition of Spans of | Cnyuratot u
(50 munyT) Utterance Wider than the Sentence y4acTBYIOT.
2.1. The Syntactical Whole 2.2. The Paragraph 3. Compositional Patterns of
Syntactical Arrangement 3.1. Stylistic Inversion3.2. Detached Construction”
2.2. OcTanbHBIE CTYJCHTH HCIOIB3YS MapKep W BaTMaH CO3JAl0T
CXEeMaTHYEeCKOe N300paKSHNE JIEKCHIECKUX CTIIIMCTHISCKIX IIPHEMOB TIPH
ITOMOIII METO/1a KITacTep
2.3. ITomoraert pabote cTynenToB. Habmronaer 3a moaroToBKoii n
COIlep)KaHWEM MaTepUaIOB.
2.4. IlpoBout 0000IIEHNE IO IPE3CHTALMH U TPOBOJAUT (PPOHTAIBHBIN OIPOC
110 OCHOBHBIM IIOHATHUAM ﬂaHHOﬁ Tembl. Ha MMpuUMEpPe OJAHOI0 CTYACHTA
CXEMAaTHYHO OOBICHSIET TEMY
2.4. C uenbko 3aKkperuicHus yueOHOro MaTepuaa 3a1aéT eIy rolue
BOIPOCHI:
1. Comment on the length of the sentence and its stylistic relevance. CTyneHTh
2. What do you know about one-word sentences? OTBEYAIOT Ha
3. Is there any correlation between the length and the structure of the sentence? | Bompocsr.
4. Can syntactical ambivalence be put to stylistic use?
5. What punctuation marks do you know and what is their stylistic potential? Caymaror,
2.5. Tloka3bIBaeT Ha ciiaiijax MIPUMEPHI IT0 BCEM BBITIEC MPUBEICHHBIX MUITYT
CpEICTBaX.
3. 3aki04n- 3.1. OTBewaer Ha BO3HHUKIINE Y CTYISHTOB BOIIPOCHI 1O TeMe, IeNaeT | 3aJaroT
TEJIbHBII 3TNl | OKOHYATEIIbHBIE BHIBOIBI. BOIIPOCHI.
(15 muHyT) 3.2 AHanu3upyeT AesTeNIbHOCTh CTYIEHTOB O JOCTMIKCHMH II€JIM 3aJaHHBIX | 3aluChIBAIOT
TEM U PEKOMEHJIyeT 3aHOBO IPOYMTATh HE OCBOCHHBIE TEMBI. 3aj1aHue.

3.3. IIpoBoaUT KpaTKUi paKkypc cleayromel Ipe3eHTalku.

IMpuHnymn paboTs TPOBOAUTCS IO TEXHUKE “YUMMCs BMecTe’, a Taxoke 1o TexHoaornu MAITO

M

BbIpa’XaeT MbICAN

/A IIPpUBOAUT AOBOADI K BHICKa3bIBAHMIO

Il npuBoAUT MpUMePHI K BEICKa3aHHBIM J0BOJaM

O 006001maeT cBOM BBICKA3bIBAHIAS

ITpumevanne

IIpaBnaa paGoOTHI B rpymIax

BHmMareapHO BhICAyIIaiiTe coOeceAHMKa.

Ecan nmonago0urcs moMol1s, o0s13aTeAbHO OOpalanTech.
Ecam y Bac mompocsT moMoImy, mocrapaiTech IOMOYb.
Kakap1i1 404°KeH yJacTBOBaTh B OLIeHKE pe3yAbTaToB pabOTHI IPYIIIIEL.
CaeayeT NOMHWUTD, UTO:
®  y4Ya APYIUX YUMMCS CaMI;
e  0OAMH 3a BCeX U BCe 3a OAHOIO

AKTHUBHO y4acTByJiTe B paboTe IpyIIIIbl, OTHOCHUTECh C OTBETCTBEHHOCTHIO K BBIITIOAHEHMIO 3aJaHMUIA.

BOl'IpOCI)I AAsl 3aKperiaeHns1
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1. Comment on the length of the sentence and its stylistic relevance.

2. What do you know about one-word sentences?

3. Is there any correlation between the length and the structure of the sentence?

4. Can syntactical ambivalence be put to stylistic use?

5. What punctuation marks do you know and what is their stylistic potential?

6. What syntactical stylistic devices dealing with arrangement of sentence members do you remember?

7. What types of inversion do you know? Which of them have you met more often and why?

8. What is suspense, how is it arranged and what is its function?

9. What do you know about detachment and punctuation used with detached sentence members?

10. What sentence members are most often detached?

11. Find in your reading material cases of all syntactical SDs based on the re-arrangement or intended
specific arrangement of sentence members.

DKcnepTHasa KapToukaNel

Comment on the length, the structure, the communicative type and punctuation of sentences, indicating
connotations created by them:

1. The sick child complained that his mother was going to read to him again from the same book: "What did
you bring that book I don't like to be read aloud to out of up for?" (E.)

2. Now, although we were little and I certainly couldn't be dreaming of taking Fonny from her or anything
like that, and although she didn't really love Fonny, only thought that she was supposed to because she had
spasmed ..him into this world, already, Fonny's mother didn't like me. (J.B.)

3. The congregation amened him to death; a big sister, in the pulpit, in her long white robe, jumped up and
did a little shout; they cried, Help him, Lord Jesus, help him! and the moment he sat down, another sister,
her name was Rose and not much later she was going to disappear from the church and have a baby-and I
still remember the last time I saw her, when I was about 14 walking the streets in the snow with, her face all
marked and her hands all swollen and a rag around her head and her stockings falling down singing to
herself-stood up and started singing. (J.B.)

4. Than Roy no one could show a more genuine cordiality to a fellow novelist. (S. M.)

5. Such being at bottom the fact, I think it is well to leave it at that. (S. M.)

6. Yet at least Mucho, the used car salesman, had believed in the cars. Maybe to excess: how could he not,
seeing people poorer than him come in, Negro, Mexican, cracker, a parade seven days a week, bringing the
most Godawful of trade-ins: motorized metal extensions of themselves, of their families and what their
whole lives must be like, out there so naked for anybody, a stranger like himself, to look at, frame cockeyed,
rusty underneath, fender repainted in a shade just off enough to depress the value, if not Mucho himself,
inside smelling hopelessly of children, supermarket booze, two, sometimes three generations of cigarette
smokers, or only of dust-and when the cars were swept out you had to look at the actual residue of these
lives, and there was no way of telling what things had been truly refused (when so little he supposed came
by that out of fear most of it had to be taken and kept) and what had simply (perhaps tragically) been lost:
clipped coupons promising savings of 5 to 10 cents, trading stamps, pink flyers advertizing specials at the
market, butts, tooth-shy combs, help-wanted ads, Yellow Pages torn from the phone book, rags of old
underwear or dresses that were already period costumes, for wiping your own breath off the inside of a
windshield with so you could see whatever it was,, a movie, a woman, or car you coveted, a cop who might
pull you over just for drill, all the bits and pieces coated uniformly, like a salad of despair, in a grey dressing
of ash, condensed exhaust, dust, body wastes-it made him sick to look, but he had to look. (Th. P.)

7. Soldiers with their cartridges gone wandered aimlessly out of the chapparal, dragging their rifles and
plunged into the brush again on the other side of the railroad, black with powder, streaked with sweat, their
eyes vacantly on the ground. (J. R)

8. Strolling up and down the Main Street, talking in little groups on the corners, lounging in and out of strike
headquarters were hundreds of big strong-faced miners in their Sunday best. (J. R.)

9. I am, he thought, a part of all that I have touched and that has touched me, which having for me no
existence save that I gave to it, became other than itself by being mixed with what I then was,, and is now
still otherwise, having fused with what I now am, which is itself a cumulation of what I have been becoming.
(T.W)

10. I like people. Not just empty streets and dead buildings. People. People. (P. A.)
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11. "You know so much. Where is she?" "Dead. Or in a crazy house. Or married. I think she's married and
quieted down." (T. C.)

12."Jesus Christ! Look at her face!" Surprise.

"Her eyes is closed!" Astonishment.

"She likes it!" Amazement.

"Nobody could take my picture doing that!" Moral disgust.

"Them goddam white folks!" Fascinated fear. (Wr.)

13. What courage can withstand the ever-enduring and all-besetting terrors of a woman's tongue? (W. 1.)

14. "You talk of Christianity when you are in the act of banging your enemies. Was there ever such
blasphemous nonsense!" (B. Sh.)

15. What is the good of sitting on the throne when other fellows give all the orders? (B.Sh.)

16. And what are wars but politics Transformed from chronic to acute and bloody? (R. Fr.)

17. Father, was that you calling me? Was it you, the voiceless and the dead? Was it you, thus buffeted as you
lie here in a heap? Was it you thus baptized unto Death? (D.)

18. "Let us see the state of the case. The question is simple. The question, the usual plain, straight-forward,
common-sense question. What can we do for ourself? What can we do for ourself?" (D.)

19. Jonathan Livingstone Seagull narrowed his eyes in fierce concentration, held his breath, forced one...
single... more... inch... of ... curve... Then his feathers ruffled, he stalled and fell. (Rch. B.)

20. "Jake, will you get out!" said Magdalen. (I. M.)

21. A boy and a girl sat on stools drinking pop. An elderly man alone-someone John knew vaguely by sight-
the town clerk? — sat behind an empty Coca-Cola bottle. (P. Q.)

22. What your doctor learned: biggest A.M.A. convention ever is full of medical news about remedies and
treatments he may (sob!) be using on you. (M. St.)

23. The neon lights in the heart of the city flashed on and off. On and off. On. Off. On. Off. Continuously. (P.
A)

24. Bagdworthy was, in seventh heaven. A murder! At Chimneys! Inspector Badgworthy in charge of the
case. The police have a clue. Sensational arrest. Promotion and kudos for the afforementioned Inspector.
(Ch.)

DKcnepTHas KapTodkaNo2

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 and uncheered by pleasant companionship,
it was not the dark dreary evenings or the long solitary nights, it was not (he absence of every slight and
easy pleasure for which young hearts beat high or the knowing nothing of childhood but its weakness and
its easily wounded spirit, that had wrung such 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 I hey governed; if a long and almost unobserved progression of causes and effects did
not prepare the conjuncture. (Bol.)

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

Kpumepuu oyenox sHanuii u HAGbIKOS zpynn

3agaHusi, KpUTepun 1 NoKasaTeam oneHok | 1rpynna 2 rpynmna 3 rpynma 4 rpynmna

MaxkcumMaabHubii 6aaz - 10

- BOIIPOC OCBellleH IOAHOCTRIO (2,5)

- BOITPOC A0CTaTOYHO 0OOCHOBAH (2,5)

- aKTMBHOCTb yJacTHMKOB rpyni (1,0)

- OTBETM Ha 3agaHHBIe BOITpock (2,0)

- coba0gaa peraamesT (2,0)

HNToro: 10 6aaaos
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TEXHOJIOT' sl IPENIOJABAHUSI CEMUHAPCKUX 3AHATHI

| TEMA Ne9

| Lexico - Syntactical Expressive Means and Stylistic Devices

0. Moaesb TeXHOJOTHH 00y4YeHHsI

Bpewms 3ansaTusi — 4 4.

KouaunyvectBo cryaenTon ot 20 10 80

Tun 3anarua

BBoaHo-uHpOpPMallMOHHOE 3aAHATHE

2 Chiasmus

3 Repetition

4 Enumeration
5 Suspense

6 Climax

7 Antithesis

Ilnan cemunapa

1 Parallel Construction

CTUJIMCTUUCCKHUX MTPHUCMOB.

lle]lb yll€6H020 3aHAmuA. 1aTb 06mee MOHATHUC O CHHTAKCUYCCKUX CTUIIUCTUUCCKUX CPCACTBAX.
O3HaKOMIICHHE CTYACHTOB C 0COOCHHOCTSAMU CHHTAKCHYECKUX CpC€ACB BRIPAXKCHUEC U

Iledazocuueckue 3a0auu:
e 10JHOE OcBereHue npuema Ilapannenuszm
e 00BsICHUTH posib OOpaTHOTO MapauieIu3Ma
(xna3m)
e 1aTh noHATus o npueme [loBTopsl, onucarkb
BU/IBI IOBTOPOB.
® [OsICHEHHUE NpuemMa AHyMepauus
e packpbiTue npupoasl Petapnanus
e [OJIHOE cBellleHue npueMa Hapacranue
[Tapannenuszma
® CXOJCTBO M pa3nmuue Hapactanus ot
[Tapamtenusma
® J1aTh MOHATUSA AHTHUTE3a
(ITpoTuBoMOCTaBICHUE)
® CXOJCTBO U paziuuue [IpoTuBomocTaBiIeHUS
ot KoHTtpacra

Pesynomamot yuebnotl oesmenvrHocmu.
e mnoxy4aer nHGOpMaLHo 00 0COOCHHOCTAX
CUHTAKCUYECKUX CPEJICTB BBIPAKCHHIA
®  3aKperUIsieT 3HaHUS O THUMax
CUHTAKCUYECKHUX CPAJICTB BhIPAKECHUH U UX
POJH B TIPEIOKCHHUH
e (opmupyeT HaBBIKU ONpEIeNICHUs TPUEMOB
HA OCHOBaHHNE CUHTAKCHUYECKUX CPE/ICTB
BBIPAXKEHUIN
e OyIeT UMETh BO3MOXXHOCTb MOHSTH IPUEM
[Tapamienusm
® 1METh BO3MOXHOCTh OTJIMYUTH
[Tapamenusm ot OO6paTHOTO MapauienTu3mMa
(xuazm)
e OyneTr NOHUMATh U B COCTOSIHUU
UHTEpPIpEeTHpOBaTh npupoay [Tosropos
® [OHMET CYIIHOCTh CPEACTB BBIPAKECHUN
Anymepanuu u npupoay Perapnanuu
® TMOJYYHUT HH(OPMALIUIO O CXO/CTBE U
paznumuuu Hapacranus ot [lapamnennsma
® 3aKpenuT 3HaHUS 00 AHTHTE3E
(ITpoTuBomOCTaBICHUE)
® TIOMMET CXOJCTBO U pa3Inune
[TporuBonocraBnenus ot Konrpacra

Memoowvi 00yuenus

[IpesenTanysi, 00CyXIeHUE, KIacTep

Dopmwbl 00yuenus

['pynnoBoii, MaJICHbKUE IPYIIIBI

Cpeocmesa 0byuenus

[TpoekTop, HarIsAAHOE TTOCOOHE, BaTMaH,
MapKep

Ycnosus obyuenus

CrnieninanbHO 000pyIOBaHHAs Ay IUTOPUS

Monumopune u oyenka

Y CTHBIN onpoc: BOIPOC-OTBET
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1.2. Texnonornueckasi Kapra 1o Teme

«Lexico - Syntactical Expressive Means and Stylistic Devices»

ITansl Conep:xxaHue 1eITeJILHOCTH
padoThbI IIpenogaBarennb CryaeHnrt
BpeMms
Jran BriOupaer Temy, onpenensieT 1enu ypoka u popMupyet
MOATOTOBKH | 0)KMJIAEMbIE PE3YJIbTATHI.
BripabarteiBaeT yueOHbIC 3aaHUs IO LIENIU YPOKa.
DKCHepTHBIE TPYIIBI TOTOBIT KPUTEPHH OLIEHOK Pe3yJIbTaTOB
paboThI
1. BBeaenue | 1.1. 3HaKOMUT ¢ Ha3BaHUEM MPE3EHTALINH, LIETbIO U 3a1adamMu | CiiymaroT u
(15 MUHYT) | TEMBL. 00CYXKIaroT.
1.2. l[Ipennaraer naTh onpeaeaeHe OCHOBHBIM MOHSATHSM T10 CryneHTsl
TeMe U 00BsICHSIET paboTy MO TEXHOJOTUH KIacTep. OTBEYAIOT Ha
1.3. OOBsBASET BHINOJHEHUE YICOHBIX 3a/1a4. BOITPOCHI
2. 2.1.Kaxnas IIpesentupyror
OcHOBHOM | pa3zeleHHas rpymma CinymaroT u
Tan MPOBOJIUT TIPE3EHTALIUIO Y4acTBYIOT
(50 muayt) | mo Temam  1.Parallel
Construction 2Chiasmus
3 Repetition
4 Enumeration
5 Suspense
6 Climax
7 Antithesis”
2.2. OcranbHbIe CTYEHTHI UCIIONB3YsI MapKep U BaTMaH
CO3/IaI0T CXeMaTHuecKoe H300pakeHre JTeKCHUYECKUX
CTHJIMCTUYECKUX MPUEMOB IPU MOMOILUA METOa KiIacTep
2.3. [Tomoraer pabote ctynentoB. HaGmromaeT 3a
MOATOTOBKOM U COJIepKaHUEM MaTEPHAJIOB.
2.4. ITpoBoauT 0000ITICHHUE IO TPE3CHTAIIMH W POBOIUT CryneHTsl
(pOHTANTBHBIN OMPOC MO OCHOBHBIM MOHATUSAM JAHHOW TEMBI. | OTBEYAIOT Ha
Ha npumepe ogHOro CTy/IeHTa CXeMaTHYHO OOBSICHSIET TEMY BOIIPOCHI.
2.4. C uenpio 3aKperuieHus yueOHOro Marepuania 3a1aét
CJEAYIOIIME BOMPOCHI: Ciymaior,
2.5. Iloka3pIBaeT Ha claiax CUHTAaKCUYECKHE CPEACTBA MULIYT
BBIPQXEHUS U UX OTIMYUTEIbHbBIE YEPThI
2.6. IIpuBOAMT CXOACTBO U PA3IUYUE PACCMOTPEHHBIX
MIPHEMOB.

3. 3.1. OTBeuaeT Ha BO3HUKILNE y CTYJIEHTOB BOIIPOCHI 110 TEME, | 3a/JaroT
3aK/II0un- | J1eJ1aeT OKOHYATEJIbHBIE BBIBOBI. BOIPOCHI.
TeJbHBI | 3.2 AHanmu3upyer IeATEIbHOCTh CTYJIEHTOB O JOCTHUXKEHUHU | 3alUCHIBAIOT

Tan LeIH 33/JIaHHBIX T€M M PEKOMEHIYeT 3aHOBO IMPOYUTaTh HE | 3aJaHHUE.
(15 MUHYT) | OCBOCHHBIE TEMBI.
3.3. [IpoBOaUT KpaTKuil pakypc CIEIYIOMIECH TPE3eHTAIH.

[IpuHnun paboTbl HPOBOAUTCA IO TeXHUKe ‘Yummcsi BMecTe’, a Takxke IIO
texnoaornu MAITO

M

BbIpa’XaeT MbICAN

/A TpUBOAUT AOBOABI K BBICKa3bIBAHNIO

I1 IIPpMBOAUT IIPVMIMEPBI K BbICKa3aHHbIM 40BOJAaM

O 006001IaeT cBOM BbICKA3bIBAHMSI
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IIpumeganne

IIpaBmaa paOOTHI B rpyImiax

BHuMaTeAbHO BhICAyIIaliTe cOOece AHMKa.
AKTUBHO y4acTBYIiTe B paOOTe IPYIIIIbI, OTHOCUTECH C OTBETCTBEHHOCTBHIO K
BBITIOAHEHUIO 3aAaHUI.
Ecan nonago6urest momors, 006s13aTeAbHO OOpalianTech.
Ecan y Bac monpocsT IIOMOIIY, ITOCTapaiiTech IIOMOYb.
Kasxap1i1 404>KeH y4acTBOBaTh B OLleHKe pe3yAbTaTOB PaOOTHI IPYIIIIEL.
CaeagyeTr NOMHUTD, UTO:

® y4a APYTUX YIUMCS CaMU;

e OAVH 3a BCeX U Bce 3a OAHOIO

Bomnpoce! qu1d 3akpenieHus

1. What is a rhetorical question? 2. What types of repetition do you know?

3. Comment on the functions of repetition which you observed in your reading.

4. Which type of repetition have you met most often? What, in your opinion, makes it so popular?
5. What constructions are called parallel? 6. Have you ever observed chiasmus? What is it?

7. Comment on linguistic properties of sentences which are foregrounded in lexico-syntactical
stylistic devices.

8. What do you know about antithesis? Why is it viewed separately from parallel constructions?

9. Have you ever met in your home-reading cases of antithesis in which the structure of a word was
also used in the creation of the SD?

10. Speak about the SD of climax and its types.

11. In what way does the structure of an emotive climax differ from that of other types?

12. What can you say about the negative form of the climax?

13. What is an anticlimax? 14. Is every paradox expressed by a climax?

JIKcnepTHas KaproukaNel

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

1. I wake up and I'm alone and | walk round Warley and I'm alone; and | 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 right hand side of the dark brown hall was. a dark brown door with a
dark brown settle beside it. After | 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. I 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 dreams. (J.Br.)

6. | 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. On 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.)
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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 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. | 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 | 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. | 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.

JKcnepTHasi KapToukaNe2

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 | 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.)

201



5. It was not the monotonous days uncheckered by variety and uncheered by pleasant
companionship, it was not the dark dreary evenings or the long solitary nights, it was not (he
absence of every slight and easy pleasure for which young hearts beat high or the knowing nothing
of childhood but its weakness and its easily wounded spirit, that had wrung such 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 I hey 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
(since I am used tothe 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.)

JKcnepTHasi kKapToukaNe3
Discuss the semantic centres and structural peculiarities of antithesis:

1. Mrs. Nork had a large home and a small husband. (S. L.)

2. Don't use big words. They mean so little. (O. W.)

3. I like big parties. They're so intimate. At small parties there isn't any privacy (Sc.F.)

4. 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,)

5. 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.).
6. Rup wished he could be swift, accurate, compassionate and stern instead of clumsy and vague
and sentimental. (1. M.)

7. 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.)

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

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

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

11. 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.)

12. 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
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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.)

JKcnepTHas KapToukaNed

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. "lIs it shark?" said Brody. The possibility that he at last was going to confront the fish-the
beast, the monster, Hie 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. I le 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. "l 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;
Grover'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, | 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. In marriage the upkeep of woman is often the downfall of man. (Ev.)

13. 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.)

14. Women have a wonderful instinct about things. They can discover everything except the
obvious. (O. W.) 15. This was appalling-and soon forgotten. (G.) 16. He was unconsolable-for an
afternoon. (G.) 17. 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.)

Kpumepuu OUCHOK 3HAHUIL U HABBIKOG spynn
3ajanusi, KpUTEPUH U MIOKA3aTeH 1 rpynna | 2rpynna |3 rpynna |4 rpynmna
OIICHOK
MakcumanbHbii 6amt — 10
- BOIPOC OCBEIIIEH MOJHOCTHIO (2,5)
- BOIIPOC JIOCTATOYHO 000CHOBaH (2,5)
- aKTUBHOCTH y4acTHHKOB Tpynm (1,0)
- OTBETWJI Ha 3aJlaHHbIE BONPOCHI (2,0)
- cobmotan pernmamenr (2,0)
Hroro: 10 6aa10B
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3.2 Litotes

1 Particular Ways of Combining of the Utterance
1.1 Asyndenton

1.2 Polysyndenton

2 Peculiar Use of Colloquial Constructions
2.1 Ellipsis

2.2 Break-in-the-Narrative

2.3 Question-in-the-Narrative

2.4 Represented Speech

a) Uttered Represented Speech

b) Unuttered of Inner Represented Speech
3 Transferred Use of Structural Meaning
3.1 Rhetorical Questions

Llenv yuebnozo 3anamus: naTh o0Iee NOHATHE O CTUINCTUYECKUX UCIIONIB30BaHUH (hopM TUIIOB
cBs13u. O3HAKOMJIEHHE CTYJIEHTOB C OCOOEHHOCTSIMH CHHTAKCHUYECKOTI'O TIOCTPOSHUIN
BBICKa3bIBaHUs, (DOPM CBSI3U-COUMHEHUE U IO JUUHUE.

Ileoacoeuueckue 3a0auu:
® TI0JIHOE€ OCBEIICHHE CTHIINCTUUECKUX
UCIIOJIb30BaHUHN ()OPM THUIIOB CBS3H.
® OOBSCHUTH POJIH CTUITUCTHUECKUX
UCTIOJIb30BaHUH ()OPM THUIIOB CBSI3H.
® OmnucaTh BU/BI IOJYUHUTEIHHON U
COUYMHUTEJILHOM CBSI3U U CPEACTBA UX
BBIPAXKCHHS
® T[OSICHEHUE CTUIIMCTHUYECKOTO
UCIIOJIb30BaHNE OCOOCHHOCTEH CHHTAKCHUCH
YCTHOTO THIIA peUuun
® pacKpbITHE IPUPOJIBI DILTUIICHCA U
YMonmuanus
e packpsiTue npupo s HecobcTBeHHO-
IIPSIMOM peun
e packpsiTue npupoibl HecobctBeHHO
KOCBEHHO-IIPSIMOM peuu
® CXOJICTBO W pa3inyue
e pa30op CTHIMCTUYECKUX TPHEMOB
a)Puropuueckuii Bonpoc 6) Jlutora

Pezynomamet yuebnou desmenvrnocmu.
e moxy4aer uHpopMaIK0 00 0COOEHHOCTIX
CTHJINCTUYECKUX MCIOJIB30BaHUN (hOpM THIIOB
CBSI3H.
® 3aKperuvIsieT 3HaHUS O THUMaxX
CTHJINCTUYECKOU CBSA3H U UX POJIU B
MPEITI0KEHUN
e (opmupyeT HaBBIKK O BUJIAX
MOJYMHUTEIIBHON U COUMHUTEIBLHON CBSI3H U
CPEICTBA MX BBIPAKCHUS
e OyIeT UMETh BO3MOXHOCTb MOSICHUTD
3aBHCHUMOCTH MEX]y UCIIOJIb30BAHHE
0COOCHHOCTEH CHHTAaKCHCH YCTHOTO THITA PeUr
e OyIeT MOHUMATh U B COCTOSIHUU
MHTEPIPETUPOBATH MPUPOY TPHUEMOB
Dnnuncuca U YMolyaHus
® TOWMET CYIIHOCTh npupoabpl HecobcTBeHHO-
NPSAMON peuun
® MOJYYHUT HH(OPMALIUIO O CXOJICTBE U
pasnuauu npupoasl HecoOCTBEHHO KOCBEHHO-
NPAMON peuun
1 HecoOGcTBEeHHO- TIPSIMOI peun
® [OJY4YUT UH(OPMALIHIO O CXOJICTBE U
pa3IYUU CTHIIMCTUYECKUX UCIOIb30BaHUN
BOIIPOCUTENIBHON M OTPULIATEIILHON CTPYKTYPBI
MIPEITIOKEHUS
® 3aKpENHT 3HAHUS 00 MpuemMax
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a)Putopuueckwuii Bonpoc 6) Jlmtora

Memoowi 0Oyuenus

ITpesenTanms, oO6CcyXaeHue, Kiacrep

Dopmbl 0Oyuenus

['pynnoBoii, Maji€eHbKUE TPYIIIIbI

Cpeocmesa obyuenus

MapKep

[TpoekTop, HarIsgHOE TOCOOWE, BaTMaH,

Yenosus obyuenus

CrenanbHO 000py0BaHHAS AyAUTOPHS

Monumopune u oyenka

Y CTHBIN OMpoc: BONPOC-OTBET

1.2. TexHonornuyeckasi Kapra 1o reMe
«Syntactical Expressive Means and Stylistic Devices»

JTansl Coaepixanue 1eATeJIbHOCTH
padoThl 1 IIpenogaBarennb CryaeHr
BpeMs
dtan Bribupaet Temy, onpenensier ueian ypoka u GopMupyer
MOJATOTOBKH | OKUIaEMbIE PE3YJIbTaTHI.
BripabaTsiBaeT yueOHbBIC 3a1aHUS TI0 LIETTH YPOKA.
OKCHepTHBIE IPYMIIBI TOTOBIT KPUTEPUH OLIEHOK PE3YJIHTaTOB
paboThI
1. BBenenue | 1.1. 3HaKOMUT ¢ Ha3BaHMEM IIPE3EHTALNH, LIENbIO U 3aauyamMu | CiIymiarorT.
(15 MuHYT) | TEMBI. Cnymrarot u
1.2. IIpenuiaraer 1aTh ONpeeIeHHE OCHOBHBIM MOHATHIM IO | 00CY>KAAIOT.
TeMe U 00bsICHsIET paboTy MO TEXHOJOTUH KJIacTep. CryneHTsl
1.3. OOBsBISACT BHINOJHEHUE YUEOHBIX 3a/1au. OTBEYAIOT Ha
BOIPOCHI
2. 2.1 Kaxnas paszgeneHHas rpymmna OIpOBOIUT mpe3eHTanuio mo | [IpeseHTupyrot.
OcuoBnoii | Temam 1 Particular Ways of Combining of the Utterance Caymraror u
yTan 1.1 Asyndenton y4acTBYIOT.
(50 munyT) | 1.2 Polysyndenton
2 Peculiar Use of Colloguial Constructions
2.1 Ellipsis
2.2 Break-in-the-Narrative
2.3 Question-in-the-Narrative
2.4 Represented Speech
a) Uttered Represented Speech
b) Unuttered of Inner Represented Speech
3 Transferred Use of Structural Meaning
3.1 Rhetorical Questions
3.2 Litotes
2.2. OcranbHbIe CTYEHTHI UCIIONB3YsI MapKep U BaTMaH
CO3/IaI0T CXeMaTHYeCcKoe H300pakeHre JTeKCHUYECKUX CryneHTsl
CTUJIIMCTUYCCKHUX MMPHUEMOB IIPpU MOMOIIU METOa KIIaCTCPp OTBCHAKOT Ha
2.3. [Tomoraer pabote ctynentoB. HaGmrogaer 3a BOIIPOCHI.
MOJITOTOBKOM M COJIEPKaHHEM MaTepHaJIOB.
2.4. ITpoBoauT 0000ITICHHE IO TPE3CHTAIIMH W POBOIUT Crnymaror,
(prHTa.HBHBII\/'I OITPOC 11O OCHOBHLIM IMMOHATHUAM ,Z[aHHOI\/'I TEMBI. MUaryT

Ha npumepe o1HOTO CTy/IeHTa CXeMaTHYHO OOBSICHACT TEMY
2.4. C uenpio 3aKperuieHus yueOHOro Marepuania 3a1aét
CIITYIOIITHE BOIIPOCHI:
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2.5. Tloka3pIBaeT Ha clai1ax NpUuMepbl pACCMOTPEHHBIX
CTUJIMCTUYECKUX CPEICTB BBIPAKCHUIN

2.6. IIpyBOAUT CXOJICTBO U PA3IUUUE KaXKIBIX
PacCMOTPEHHBIX IIPUEMOB.

3. 3.1. OTBeyaeT Ha BO3HUKIINE Y CTYJIEHTOB BOIIPOCHI IO TEME, | 3a1ar0T
3aka0un- | JeaeT OKOHYATEIbHBIE BHIBOIBI. BOIIPOCBI.
TeJbHbIH | 3.2. AHanu3upyeT NEATENbHOCTh CTYAEHTOB O JOCTHXKEHHH | 3alMCBIBAIOT

Tan e 3aJaHHBIX TCM M PCKOMCHAYCT 3aHOBO INPOYUTATHL HC | 3aJaHUC.

(15 MUHYT) | OCBOCHHBIC TEMBI.
3.3. [IpoBOIUT KpaTKUil paKkypc CIEeAyIOIIEeH MPe3eHTal|H.

[Tpuntn paboTH MPOBOAUTCS IO TEXHUKE ‘YUyuMcsl BMecTe’, a Takke 1o TexHonorun MO

M BbIPasKaeT MbICJIH
J npuBOAUT KOBOABI K BBICKA3bIBAHHIO

Il npuBOIUT MPUMeEPBI K BBICKA3aHHBIM JIOBOJIaM

O 00001maeT CBOU BEICKA3bLIBAHUS

[Ipumeuanue

IIpaBuia paéoTsl B rpynmnax

BHumarenbHO BeICTyIIalTE cOOECETHUKA.
AKTHUBHO y4acTByWTe B pab0Te rpyIIibl, OTHOCUTECH C OTBETCTBEHHOCTHIO K BHITIOJTHEHHUIO
3aJaHuM.
Ecnm monano6utcst momortrs, 00s3aTebHO 00paIanTech.
Ecnu y Bac nmonpocsr noMouu, nocrapanTecs oMoub.
Kaxxapiit 1omKeH yuacTBOBATh B OLIEHKE PE3YJIbTaTOB paOOThI TPYIIIIHL.
Caenyer NOMHUTbD, YTO:

® yya APYIMX YYUMCS CaMu;

e OJIMH 3a BCEX U BCE 3a OJTHOTO

Bomnpocs qu1s 3akpenieHus

1. What is a litotes?

2. What is there in common between litotes and understatement?

3. Describe most frequently used structures of litotes.

4. What syntactical stylistic devices deal with the completeness of sentence-structure?
5. What types of ellipses do you know and where is each of them used predominantly?
6. What member of the sentence represents "one-member sentences"?

7. Where are apokoinu constructions used?

8. What additional information about the act of communication and its participants is conveyed by
the break?

9. What punctuation is used in the break?

10. Find examples with the above-mentioned SDs in your reading.

11. What is a rhetorical question?

JIKcnepTHas KaproukaNel

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 selflove. (N. M.)

2. "Yeah, what the hell,” Anne said and looking at me, gave that not unsour smile. (R. W.)
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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. "1 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)

JKcnepTHasi KapToukaNe2

Discuss different types of stylistic devices dealing with the completeness of the sentence:

1. In manner, close and dry. In voice, husky and low. In face, watchful behind a blind. (D.)

2. Malay Camp. A row of streets crossing another row of streets. Mostly narrow streets. Mostly
dirty streets. Mostly dark streets. (P. A.)

3. His forehead was narrow, his face wide, his head large, and his nose all on one side. (D.)

4. A solemn silence: Mr. Pickwick humorous, the old lady serious, the fat gentleman cautious and
Mr. Miller timorous. (D.)

5. He, and the falling light and dying fire, the time-worn room, the solitude, the wasted life, and
gloom, were all in fellowship. Ashes, and dust, and ruin! (D.)

6. She merely looked at him weakly. The wonder of him! The beauty of love! Her desire toward
him! (Dr.)

7. Ever since he was a young man, the hard life on Earth, the panic of 2130, the starvation, chaos,
riot, want. Then bucking through the planets, the womanless, loveless years, the alone years. (R.
Br.)

8.H.: The waves, how are the waves?

C.: The waves? Lead.

H.: And the sun?

C.: Zero.

H.: But it should be sinking. Look again.

C.: Damn the sun.

H.: Is it night already then?

C.: No.

H.: Then what is it?

C.: Grey! Grey! GREY!

H.: Grey! Did I hear you say grey?

C.: Light black. From pole to pole. (S. B.)

9.Pm a horse doctor, animal man. Do some farming, too. Near Tulip, Texas. (T. C.)
10. "I'll go, Doll! I'll go!" This from Bead, large eyes larger than usual behind his hornrimmed
glasses. (J.)

11. A black February day. Clouds hewn of ponderous timber weighing down on the earth: an
irresolute dropping of snow specks upon the trampled wastes. Gloom but no veiling of angularity.
The second day of Kennicott's absence. (S.L.)

12. And we got down at the bridge. White cloudy sky, with mother-of-pearl veins. Pearl rays
shooting through, green and blue-white. River roughed by a breeze. White as a new file in the
distance. Fish-white streak on the smooth pin-silver upstream. Shooting new pins. (J. C.)
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13. This is a story how a Baggins had an adventure. He may have lost the neighbours' respect, but he
gained-well, you will see whether he gained anything in the end. (A. T.)

14."People liked to be with her. And-" She paused again, "-and she was crazy about you." (R. W.)
15. What I had seen of Patti didn't really contradict Kitty's view of her: a girl who means well, but.
(D.U)

16. "He was shouting out that he'd come back, that his mother had better have the money ready for
him. Or else! That is what he said: 'Or else!" It was a threat.” (Ch.)

17. "Listen, I'll talk to the butler over that phone and he'll know my voice. Will that pass me in or do
I have to ride on your back?"

"l just work here," he said softly. "If | didn't-" he let the rest hang in the air, and kept on smiling. (R.
Ch.)

18. I told her, "You've always acted the free woman, you've never let any thing stop you from-" (He
checks himself, goes on hurriedly). "That made her sore.” (J. O'H.)

19. "Well, they'll get a chance now to show-" (Hastily): "I don't mean-But let's forget that.” (O'N.)
And it was unlikely that anyone would trouble to look there-until-until-well. (Dr.)

21. There was no breeze came through the door. (H.)

22. | love Nevada. Why, they don't even have mealtimes here. | never met so many people didn't
own a watch. (A. M.)

23. Go down to Lord and Taylors or someplace and get yourself something real nice to impress the
boy invited you. (J. K.)

24. There was a whisper in my family that it was love drove him out and not love of the wife he
married. (J. St.)

JIKcnepTHasi kKapToukaNe3

Comment on the length, the structure, the communicative type and punctuation of sentences,

indicating connotations created by them:

1. The sick child complained that his mother was going to read to him again from the same book:
"What did you bring that book I don't like to be read aloud to out of up for?" (E.)

2. Now, although we were little and | certainly couldn't be dreaming of taking Fonny from her or
anything like that, and although she didn't really love Fonny, only thought that she was supposed to
because she had spasmed ..him into this world, already, Fonny's mother didn't like me. (J.B.). 3.
The congregation amened him to death; a big sister, in the pulpit, in her long white robe, jumped up
and did a little shout; they cried, Help him, Lord Jesus, help him! and the moment he sat down,
another sister, her name was Rose and not much later she was going to disappear from the church
and have a baby-and I still remember the last time | saw her, when | was about 14 walking the
streets in the snow with, her face all marked and her hands all swollen and a rag around her head
and her stockings falling down singing to herself-stood up and started singing. (J.B.)

4. Than Roy no one could show a more genuine cordiality to a fellow novelist. (S. M.)

5. Such being at bottom the fact, | think it is well to leave it at that. (S. M.)

6. Yet at least Mucho, the used car salesman, had believed in the cars. Maybe to excess: how could
he not, seeing people poorer than him come in, Negro, Mexican, cracker, a parade seven days a
week, bringing the most Godawful of trade-ins: motorized metal extensions of themselves, of their
families and what their whole lives must be like, out there so naked for anybody, a stranger like
himself, to look at, frame cockeyed, rusty underneath, fender repainted in a shade just off enough to
depress the value, if not Mucho himself, inside smelling hopelessly of children, supermarket booze,
two, sometimes three generations of cigarette smokers, or only of dust-and when the cars were
swept out you had to look at the actual residue of these lives, and there was no way of telling what
things had been truly refused (when so little he supposed came by that out of fear most of it had to
be taken and kept) and what had simply (perhaps tragically) been lost: clipped coupons promising
savings of 5 to 10 cents, trading stamps, pink flyers advertizing specials at the market, butts, tooth-
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shy combs, help-wanted ads, Yellow Pages torn from the phone book, rags of old underwear or
dresses that were already period costumes, for wiping your own breath off the inside of a
windshield with so you could see whatever it was,, a movie, a woman, or car you coveted, a cop
who might pull you over just for drill, all the bits and pieces coated uniformly, like a salad of
despair, in a grey dressing of ash, condensed exhaust, dust, body wastes-it made him sick to look,
but he had to look. (Th. P.)

7. Soldiers with their cartridges gone wandered aimlessly out of the chapparal, dragging their rifles
and plunged into the brush again on the other side of the railroad, black with powder, streaked with
sweat, their eyes vacantly on the ground. (J. R)

8. Strolling up and down the Main Street, talking in little groups on the corners, lounging in and out
of strike headquarters were hundreds of big strong-faced miners in their Sunday best. (J. R.)

9. I am, he thought, a part of all that | have touched and that has touched me, which having for me
no existence save that | gave to it, became other than itself by being mixed with what I then was,,
and is now still otherwise, having fused with what | now am, which is itself a cumulation of what |
have been becoming. (T. W.)

10. I like people. Not just empty streets and dead buildings. People. People. (P. A.)

11. "You know so much. Where is she?" "Dead. Or in a crazy house. Or married. | think she's
married and quieted down.” (T. C.)

12."Jesus Christ! Look at her face!" Surprise.

"Her eyes is closed!" Astonishment.

"She likes it!" Amazement.

"Nobody could take my picture doing that!" Moral disgust.

"Them goddam white folks!" Fascinated fear. (Wr.)

13. What courage can withstand the ever-enduring and all-besetting terrors of a woman's tongue?
(W. 1)

14. "You talk of Christianity when you are in the act of banging your enemies. Was there ever such
blasphemous nonsense!” (B. Sh.)

15. What is the good of sitting on the throne when other fellows give all the orders? (B. Sh.)

16. And what are wars but politics transformed from chronic to acute and bloody? (R. Fr.)

17. Father, was that you calling me? Was it you, the voiceless and the dead? Was it you, thus
buffeted as you lie here in a heap? Was it you thus baptized unto Death? (D.)

18. "Let us see the state of the case. The question is simple. The question, the usual plain, straight-
forward, common-sense question. What can we do for ourself? What can we do for ourself?" (D.)
19. Jonathan Livingstone Seagull narrowed his eyes in fierce concentration, held his breath, forced
one... single... more... inch... of ... curve... Then his feathers ruffled, he stalled and fell. (Rch. B.)

20. "Jake, will you get out!" said Magdalen. (1. M.)

21. A boy and a girl sat on stools drinking pop. An elderly man alone-someone John knew vaguely
by sight-the town clerk? — sat behind an empty Coca-Cola bottle. (P. Q.)

22. What your doctor learned: biggest A.M.A. convention ever is full of medical news about
remedies and treatments he may (sob!) be using on you. (M. St.)

23. The neon lights in the heart of the city flashed on and off. On and off. On. Off. On. Off.
Continuously. (P. A)

24. Bagdworthy was, in seventh heaven. A murder! At Chimneys! Inspector Badgworthy in charge
of the case. The police have a clue. Sensational arrest. Promotion and kudos for the afforementioned
Inspector. (Ch.)

Kpumepuu OUCHOK 3HAHUI U HABBLIKOG spynn

3ajanusi, KpUTEPUH U MTOKa3aTeH 1rpynna |2rpynna |3 rpynna |4 rpynna
OLICHOK

MaxkcumansHbIA 0aiut - 10

- BOIIPOC OCBEIIEH MOJHOCTHIO (2,5)

- BOIIPOC JIOCTATOYHO 000CHOBaH (2,5)
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- aKTUBHOCTH y4acTHHKOB Tpymn (1,0)

- OTBETWJI Ha 3aJlaHHbIE BONPOCHI (2,0)

- cobmroain pernament (2,0)

Hroro: 10 6an10B

3ananus 1J151 TEKYILIEero U py0esKHOro KOHTOpoJie

1. What is sound-instrumenting?

A. sound instrumenting-it is the stylistic use of imitating the sounds of nature, man and etc.

B. sound instrumenting-it is the stylistic and the acoustic form of the word foregrounds the latter.

C. sound instrumenting -is the stylistic effect of sound instrumenting and specific types of sound
instrumenting.

D. sound-instrumenting is the stylistic use of phonemes and their graphical representation.

2. Onomatopoeia is a...

A. combination of speech-sounds which aims at imitating sounds produced in nature, by people, by
things, by animals

B. various cases of phonemic and graphemic foregrounding which aims at imitating sounds
produced in nature, by people, by things, by animals.

C. repetition of consonants usually in the beginning of words, and assonance-the repetition of
similar vowels, usually in stressed syllables, which, by people, by things, by animals.

D. sound-instrumenting is the stylistic use of phonemes and their graphical representation

3. Direct onomatopoeia....

A. is a combination of sounds the aim of which is to make the sound of the utterance an echo of its
sence.

B. is contained in words that imitate natural sound.

C. is a combination of sounds the aim of which is to make the sound of the utterance an echo and
imitate natural sounds, as ding-dong, buzz, bang cuckoo ping-pong and the like.

D. demands some mention of what makes the sound and very effectively used by repeating worlds
and by imitating natural sounds, as ding-dong, buzz, bang, cuckoo, ping-pong and the like.
4.Indirect onomatopoeia...

A. is contained in words that imitate natural sounds , the aim of which is to make the sound of the
utterance an echo of its sence.

B. demands some mention of what makes the sound and very effectively used by repeating words
and by imitating natural sounds, as ding-dong, buzz, bang, cuckoo ping-pong and the like.

C. is a repetition of the unonomatopoetic words the aim of which is to make the sound of the
utterance an echo of its sence

D. is a combination of sounds the aim of which is to mane the sound of the utterance an echo of its
sence.

5 Alliteration is...

A. the repetition of initial consonant sound

B. the repetition of initial vowels sounds

C. the repetition of consonant and vowels sounds

D. the repetition of initial vowels and consonant sounds

6. Rhymeis ....

A. the pattern of end rhyme in a poem

B. the repetition of initial and identical consonants and vowels

C. the similarity of sound between two words. Words rhyme when the sound of their accented
vowel and all succeeding sounds are identical

D. the repetition of stressed and unstressed syllable sounds

7. Rhythm refers to...

A. the pattern of end rhyme in a poem and prose

B. the pattern or beat of stressed and unstressed syllables in a line of poetry
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C. the pattern of repeated stressed and unstressed syllable sounds
D. the repetition of stressed and unstressed syllable sounds

8. When Rhyme presupposes identity of the vowel sound and the following consonant sounds
in a stressed syllable it is called

A. incompleted rhyme

B. full rhyme

C. triple rhymes

D. cross rhymes

9.When Rhymes presented by vowel and consonant rhymes it is called...

A. incomplete rhymes

B. full rhymes

C. couplets

D. framing

10. Rhyme that occurs within a single line, as in following example is called....

Once upon a midnight dreary, while 1 pondered weak and weary,

Over many a quaint and curious volume of forgotten lore,

While 1 nodded, nearly napping, suddenly there came a tapping, As of someone gently rapping,
rapping at my chamber door .E.A Poe.

A) cross rhymes B) ring rhymes C) incomplete rhymes D) internal rhyme.

11. Words in a context, may acquire additional lexical meanings not fixed in dictionaries what
we have called...

A. transferred meaning

B. primary dictionary meanings

C. contextually imposed meanings

D. contextual meanings

12. The interrelation between two types of lexical meaning: dictionary and contextual is
known as ...

A. contextual meanings

B. transferred meaning

C. primary dictionary meanings

D. contextually imposed meanings.

13. The relation between the dictionary and contextual logical meanings may be maintained
along different lines: on the principle of affinity, on that of proximity, or symbol-referent
relations, or on opposition. Thus the stylistic device based on the fist principle is .... , on the
second,... and on the third ... .

A. irony, metonymy, metaphor

B. metaphor, the epithet, irony

C. metaphor, metonymy, irony

D. zeugma, the pun, the epithet.

14. Metaphor is ...

A. a figure of speech that implies a transference of name based on the associated likeness

B. figure of speech, stated on comparison between two things that are actually unlike, but that have
something in common.

C. a figure of speech involves likeness bet when inanimate and animate objects.

D. a figure of speech in which human qualities are attributed to an object, an animal, or an idea.
15. Metaphors which are absolutely unexpected, unpredictable, are called...

A. hackneyed

B. stale

C. dead
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D. genuine

16. Metaphors which are commonly used in speech and sometimes even fixed in dictionaries
as E M of language are ...

A) stale

B) fresh

C) original

D) genuine

17. There are special stylistic devices which make a word materialize two distinct dictionary
meanings. They are ...

A. lrony and metonymy

B. Metonymy and metaphor

C. Zeugma and pun

D. Metonymy and epithet

18. Associated epithets are those...

A. Which based on the interplay of emotive and logical meaning in an attributive word, phrase or
even sentence used to characterize an object and pointing out the reader and frequently imposing on
him

B. Which point to a feature which is essential to the objects they describe: the idea expressed in the
epithet is to a certain extent inherent in the concept of the object

C. Which used to characterize the object by adding a feature not inherent in it

D. in which a figure of speech, stated on comparison between two things that are actually unlike,
but that have something in common.

19. Unassociated epithets are ...

A. Based on the interplay of emotive and logical meaning in an attributive word, phrase or even
sentence used t o characterize an object and pointing out the reader and frequently imposing on him.
B. Which point to a feature which is essential to the object they describe, the idea expressed in the
epithet is to a certain extent inherent in the concept of the object.

C. are interplay of emotive and logical meaning in an attributive word ,it is descriptive and
indicates an inherent or prominent feature of the thing or phenomenon in question.

D. attributes used to characterize the object by adding a feature not inherent in it, a feature which
may be so unexpected as to strike the reader by its novelty.

20. Names whose origin from common nouns is still clearly perceived is presented by the so
called...

A. Oxymoron. C. “’speaking names’’

B. Hyperbole. D. Antonomasia.

21. Similes in which the link between the tenor and the vehicle is expressed by notional verbs
are called
A. Disguised C. trite

B. Epic D. Foundation

22. Suspense is a...

A. SD by means of which an arrangement of sentences which secures a gradual increase in
significance, importance, or emotional tension in the utterance.

B. SD based on the relative emotional tension produced by words with emotive meaning.

C. SD based on the relative importance of the component parts looked at from the point of view of
the concepts embodied in them.

D. compositional SD which consists in arranging the matter of a communication in such a way that
the less important, descriptive, subordinate parts are amassed at the beginning the main idea being
withheld till the end of the sentence.

23. Logical climax is based on ...

A. the relative importance of the component parts looked at from the point of view of the concepts
embodied in them.
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B. the relative importance of the relative emotional tension produced by words with emotive
meaning

C. the evident increase in volume of the corresponding concepts and by simple numerical increase.
D. compositional SD which consists in arranging the matter of a communication in such a way that
the less important, descriptive, subordinate parts are amassed at the beginning the main idea being
withheld till the end of the sentence.

24. Emotional climax is based on ...

A. the relative importance of the component parts looked at from the point of view of the concepts
embodied in them.

B. the relative importance of the relative emotional tension produced by words with emotive
meaning

C. the evident increase in volume of the corresponding concepts and by simple numerical increase.
D. compositional SD which consists in arranging the matter of a communication in such a way that
the less important, descriptive, subordinate parts are amassed at the beginning the main idea being
withheld till the end of the sentence.

25. What are the indispensable constituents of climax? They are:

A. logical, emotional, quantitative climax.

B. the connotative constituent; the logical constituent; emotional

constituent.

C. the distributional constituent; the syntactical pattern; the connotative constituent.

D. the syntactical pattern, emotional pattern; ; the connotative constituent

26. The writer himself thus hides behind the figure of the narrator, presents all the events of
the story from the latter’s viewpoint and only sporadically emerges in the narrative with his
own considerations which may reinforce, or contradict those expressed by the narrator, this
form of the author’s speech is called ...

A. entrusted narrative

B. author’s image

C. dialogue

D. author’s narrative

Define the SD in the following sentences:

27.”°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 selflove. (N. Travis).

28. 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.(Ch. Dickens).
29.”” Mr. Tulkinghorn... should have communicated to him nothing of this painful, this distressing,
this unlooked for, this overwhelming, this incredible intelligence.”’(Ch. Dickens).

30. 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.

31. Her love letter’s | returned to the dectives for filing. (Gr. Green)

32. Obviously this a streptococcal infection obviously. (W. D.)

33. He was sure the whites could detect his adoring hatred of them. (R. W.)

34. We danced on the handkerchief-big space between the speak-easy tables.(R. W.)

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

36. Liza Hamilton was a very different kettle of Irish. Her head small and round convictions.

37. He sat with Daisy in his arms for a long silent time.

38. 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.)
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39. But every Englishman is born w3ith a certain miraculous power that makes him master of the
world. As the great champion of freedom and national independence he conquers and annexes half
the world and calls it Colonization. (B. SH.)

40. When | am dead, | hope it may be said: *’His sins were scarlet, but his books were read. (M.St).
41. Some writer once said: *’How many times you can call yourself a Man depends on how many
languages you know.”” (M.St).

42. 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.).

43. Next, my kinsman, you powdered your sorrow, you gave it a back rub and then you covered it
with blanket and after it had slept a while it woke to the wings of the roses and was transformed.
44. 1t is in small things we see it.

The child’s first step,

As awesome as an earthquake

45. If you can force your heart and nerve and sinew

To serve your turn long after they are gone,

And so hold on when there is nothing in you

Except the Will which says to them “‘Hold on’! (R. K.)

46. When | am old woman | shall wear purple.

47. Passage after passage did he explore; room after room did he peep into... (D.)

48. She was hopefully, sadly, vaguely, madly longing for something better

49. ...Calm and quite below me in the sun and shade lay the old house.

50. It’s only an adopted child. One I have told her of. One I’m going to give the name to.

51”111 smash you. I’ll crumble you. I’ll powder you. Go to the devil! (Ch. D.)

214



I[IpakTUyeckne 3a1aHUs AJI51 CAMOCTOATEIbHOU PadOThI.

Now, after you have learnt the intricacies of stylistic functioning of language units of different
linguistic levels, we can try and analyze their convergence, which enhances and strengthens the
given information and-still more important-creates the new, additional meaning of the message.

Starting on the road of stylistic analysis you should keep in mind at least three basic
essentials:

Read the passage given for analysis to the end.

Be sure you understand not only its general content but every single word and construction,
too.

3. Paying due respect to linguistic intuition which is an indispensable part of all
linguistic work, be sure to look for the source of your "feeling of the text" in the material reality of
the latter.

SUPPLEMENT 1. SAMPLES OF STYLISTIC ANALYSIS

1. My dad had a small insurance agency in Newport. He had moved there because his sister
had married old Newport money and was a big wheel in the Preservation Society. At fifteen I'm an
orphan, and Vic moves in. "From now on you'll do as I tell you," he says. It impressed me. Vic had
never really shown any muscle before. (N. T.)

The first person singular pronouns indicate that we deal either with the entrusted narrative or
with the personage's uttered monologue.

The communicative situation is highly informal. The vocabulary includes not only standard
colloquial words and expressions such as "dad", "to show muscle” (which is based on metonymy),
the intensifying, "really", but also the substandard metaphor-"a big wheel". The latter also indicates
the lack of respect of the speaker towards his aunt, which is further sustained by his metonymical
qualification of her husband ("old Newport money").

The syntax, too, participates in conveying the atmosphere of colloquial informality-sentences
are predominantly short. Structures are either simple or, even when consisting of two clauses, offer
the least complicated cases of subordination.

The change of tenses registers changes in the chronology of narrated events. Especially
conspicuous is the introduction of Present Indefinite (Simple) Tense, which creates the effect of
immediacy and nearness of some particular moment, which, in its turn, signifies the importance of
this event, thus foregrounding it, bringing it into the limelight-and making it the logical and
emotional centre of the discourse.

2. He had heard everything the Boy said however-was waiting for the right moment to wrap
up his silence, roll it into a weapon and hit Matty over the head with it
He did so now. (W. Gl.)

In this short extract from W. Golding's Darkness Visible the appearance of a person who was
an unnoticed witness to a conversation is described. The unexpectedness of his emergence is
identified with the blow in the sustained metaphor which consists of three individual verb
metaphors showing stages of an aggressive action.

The abrupt change of sentence length and structure contributes to the expressiveness of the
passage.

3. And out of the quiet it came to Abramovici that the battle was over, it had left him alive; it
had been a battle-a battle! You know where people go out and push little buttons and pull little
triggers and figure out targets and aim with the intention to kill, to tear your guts, to blow out your
brains, to put great ragged holes in the body you've been taking care of and feeding and washing all
your life, holes out of which your blood comes pouring, more blood than you ever could wash off,
hold back, stop with all the bandages in the world! (St. H.)

Here we deal with the change of the type of narration: from the author's narrative, starting the
paragraph, to represented inner speech of the character. The transition tells on the vocabulary which
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becomes more colloquial (cf. "guts™) and more emotional (cf. the hyperbole "all the bandages in the
world™); on the syntax brimming with parallelisms; on the punctuation passing on to the emphatic
points of exclamation and dashes; on the morphology. "Naive" periphrases are used to describe the act
of firing and its deadly effect. Third person pronouns give way to the second person (“you", "your")
embracing both communicants-the personage (author) and the reader, establishing close links between
them involving the reader into the feelings and sentiments of the character.

Very important is repetition. Besides syntactical repetition (parallelism) mentioned above, pay
attention to the repetition of "battle” because it is this word which on the one hand, actually marks the
shift from one type of narration to another (the first "battle™ bringing in the author's voice, the last
two-that of Abramovici). On the other hand, the repetition creates continuity and cohesion and allows
the two voices merge, making the transition smooth and almost imperceptible.

4. 'This is Willie Stark, gents. From up home at Mason City. Me and Willie was in school
together. Yeah, and Willie, he was a bookworm, and he was teacher's pet. Wuzn't you, Willie?" And
Alex nudged the teacher's pet in the ribs. (R. W.)

Alex's little speech gives a fair characteristic of the speaker. The substandard “gents", colloguial
"me", irregularities of grammar (“me and Willie was"), pronunciation (graphon "wuzn't"), syntax
(‘Willie, he was"), abundance of set phrases (""he was a bookworm", "he was' a teacher's pet", "from up
home") - all this shows the low educational and cultural level of the speaker.

It is very important that such a man introduces the beginning politician to his future voters and
followers. In this way R. P. Warren stresses the gap between the aspiring and ambitious, but very
common and run-of-the-mill young man starting on his political career and the false and ruthless
experienced politician in the end of this road.

Note the author's sympathy towards the young Stark which is seen from the periphrastic
nomination of the protagonist (“teacher's pet") in the author's final remark.

5. From that day on, thundering trains loomed in his dreams-hurtling, sleek, black monsters
whose stack pipes belched gobs of serpentine smoke, whose seething fireboxes coughed out clouds
of pink sparks, whose pushing pistons sprayed jets of hissing steam-panting trains that roared
yammeringly over farflung, gleaming rails only to come to limp and convulsive halts-long, fearful
trains that were hauled brutally forward by red-eyed locomotives that you loved watching as they
(and you trembling) crashed past (and you longing to run but finding your feet strangely glued to the
ground). (Wr.)

This paragraph from Richard Wright is a description into which the character's voice is
gradually introduced first through the second person pronoun "you", later also graphically and
syntactically-through the so-called embedded sentences, which explicitly describe the personage's
emotions.

The paragraph is dominated by the sustained metaphor "trains” = "monsters". Each clause of
this long (the length of this one sentence, constituting a whole paragraph, is over 90 words) structure
contains its own verb-metaphor-"belched”, "coughed out”, "sprayed”, etc., metaphorical epithets
contributing to the image of the monster-"thundering”, "hurtling", "seething", "pushing", "hissing",
etc. Their participial form also helps to convey the effect of dynamic motion. The latter is
inseparable from the deafening noise, and besides "roared”, "thundering”, "hissing"”, there is
onomatopoeic "yammeringly".

The paragraph abounds in epithets-single (e. g. "serpentine smoke™), pairs (e. g. "farflung,
gleaming rails"), strings (“hurtling, sleek, black monsters™), expressed not only by the traditional
adjectives 'and participles but also by qualitative adverbs ("brutally”, "yammeringly"). Many epithets,
as it was mentioned before, are metaphorical, included into the formation of the sustained metaphor.
The latter besides the developed central image of the monstrous train, consists of at least two minor
ones-"red-eyed locomotives", "limp and convulsive halts".

The syntax of the sentence-paragraph shows several groups of parallel constructions, reinforced by
various types of repetitions (morphological-of the -/ing-suffix, caused by the use of eleven participles;
anaphoric-of "whose"; thematic-of the word "train"). All the parallelisms and repetitions create a
definitely perceived rhythm of the passage which adds to the general effect of dynamic motion.
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Taken together, the abundance of verbs and verbals denoting fast and noisy action, having a
negative connotation, of onomatopoeic words, of repetitions-all of these phonetic, morphological,
lexical and syntactical means create a threatening and formidable image of the description, which
both frightens and fascinates the protagonist.

SUPPLEMENT 2. Extracts for Comprehensive Stylistic Analysis

1. As various aids to recovery were removed from him and he began to speak more, it was
observed that his relationship to language was unusual. He mouthed. Not only did he clench his
fists with the effort of speaking, he squinted. It seemed that a word was an object, a material object,
round and smooth sometimes, a golf-ball of a thing that he could just about manage to get through
his mouth, though it deformed his face in the passage. Some words were jagged and these became
awful passages of pain and struggle that made the other children laugh. Patience and silence seemed
the greater part of his nature. Bit by bit he learnt to control the anguish of speaking until the golf-
balls and jagged stones, the toads and jewels passed through his mouth with not much more than the
normal effort. (W. Gl.)

2. "Is anything wrong?" asked the tall well-muscled manager with menacing inscrutability,
arriving to ensure that nothing in his restaurant ever would go amiss. A second contender for the
world karate championship glided noiselessly up alongside °in formidable allegiance (Js. H.)

3. As Prew listened the mobile face before him melted to a battle-blackened skull as though a
flamethrower had passed over it, kissed it lightly, and moved on. The skull talked on to him about
his health. (J.)

4. Scobie turned up James Street past the Secretariat. With its long, balconies it has always
reminded him of a hospital. For fifteen years he had watched the arrival of a succession of patients;
periodically at the end of eighteen months certain patients were sent home, yellow and nervy and
others took their place-Colonial Secretaries, Secretaries of Agriculture, Treasurers and Directors of
Public Works. He watched their .temperature charts every one-the first outbreak of unreasonable
temper, the drink too many, the sudden attack for principle after a year of acquiescence. The black
clerks carried their bedside manner like doctors down the corridors; cheerful and respectful they put
up with any insult. The patient was always right. (Gr. Gr.)

5. In a very few minutes an ambulance came, the team was told all the nothing that was
known about the child and he was driven away, the ambulance bell ringing, unnecessarily. (W. Gl.)

6. This area took Matty and absorbed him. He received pocket money. He slept in a long attic.
He ate well. He wore a thick dark-grey suit and grey overalls. He carried things. He became the
Boy. (W. Gl.)

7. We have all seen those swinging gates which, when their swing is considerable, go to and
fro without locking. When the swing has declined, however, the latch suddenly drops to its place,
the gate is held and after a short rattle the motion is all over. We have to explain an effect
something like that. When the two atoms meet, the repulsions of their electron shells usually cause
them to recoil; but if the motion is small and the atoms spend a longer time in each other's
neighbourhood, there is time for something to happen in the internal arrangements of both atoms,
like the drop of the latch-gate into its socket, and the atoms are held. (W. Br.)

8. We marched on, fifteen miles a day, till we came to the maze of canals and streams which
lead the Euphrates into the Babylonian cornfields. The bridges are built high for the floods of
winter. Sometimes the ricefields spread their tassled lakes, off which the morning sun would glance
to blind us. Then one noon, when the glare had shifted, we saw ahead the great black walls of
Babylon, stretched on the low horizon against the heavy sky. Not that its walls were near; it was
their height that let us see them. When at last we passed between the wheatfields yellowing for the
second harvest, which fringed the moat, and stood below, it was like being under mountain cliffs.
One could see the bricks and bitumen; yet it seemed impossible this could be the work of human
hands. Seventy-five feet stand the walls of Babylon; more than thirty thick; and each side of the
square they form measure fifteen miles. We saw no sign of the royal army; there was room for it all
to encamp within, some twenty thousand foot and fifty thousand horse.
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The walls have a hundred gates of solid bronze. We went in by the Royal Way, lined with
banners and standards, with Magi holding fire-altars, with trumpeters and praise-singers, with
satraps and commanders. Further on was the army; the walls of Babylon enclose a whole
countryside. All its parks can grow grain in case of siege; it is watered from the Euphrates. An
impregnable city.

The King entered in his chariot. He made a fine figure, overtopping by half a head his
charioteer, shining in white and purple. The Babylonians roared their acclamation, as he drove off
with a train of lords and satraps to show himself to the army. (M. R.)

9. You know a lot of trouble has been caused by memoirs. Indiscreet revelations, that sort of
thing. People who have been close as an oyster all their lives seem positively to relish causing
trouble when they themselves will be comfortably dead. It gives them a kind of malicious glee.
(Ch)

10. "Call Elizabeth Cluppins,” said Sergeant Buzfuz. The nearest usher called for Elizabeth
Tuppins, another one, at a little distance of, demanded Elizabeth Jupkins; and a third rushed in a
breathless have quite a contrary effect; for, from forgetting the words of the song, he began to forget
how to articulate any words at all; and finally, after rising to state into Ring Street and screamed for
Elizabeth Muffins till he was hoarse. (D.)

11. "You're the last person | wanted to see. The sight of you dries up all my plans and hopes. |
wish | were back at war still, because it's easier to fight you than to live with you. War's a pleasure
do you hear me?-War's a pleasure compared to what faces us how trying to build up a peacetime
with you in the middle of it."

12. "I'm not going to be a part of any peacetime of yours. I'm going a long way from here and
make my own world that's fit for a man to live in. Where a man can be free, and have a chance, and
do what he wants to do in his own way," Henry said.

"Henry, let's try again."”

"Try what? Living here? Speaking polite down to all the old men like you? Standing like
sheep at the street corner until-the red light turns to green? Being a good boy and a good sheep, like
all the stinking ideas you get out your books? Oh, no! I'll make a world, and I'll show you." (Th.
W.)

I began to think how little I had saved, how long a time it took to save at all, how short a time
I might have at my age to live, and how she would be left to the rough mercies of the world. CD.)

13. She was sitting down with the "Good Earth™ in front of her. She put it aside the moment
she made her decision, got up and went to the closet where perched on things that looked like huge
wooden collar-buttons. She took two hats, tried on both of them, and went back to the closet and
took out a third, which she kept on. Gloves, purse, cigarette extinguished, and she was ready to go.
(J.O'H.)

14. "How long have you known him? What's he like?"
"Since Christmas. He's from Seattle and he spent Christmas with friends of mine in Greenwich is
how | happened to meet him. | sat next to him at dinner the night after Christmas, and he was the
quiet type, | thought. He looked to be the quiet type. So | found out what he did and I began talking
about gastroenterostomies and stuff and he just sat there and nodded all the time | was talking. You
know, when | was going to be a nurse a year before last. Finally I said something to him. | asked
him if by any chance he was listening to what | was saying, or bored, or what? 'No, not bored,' he
said. "Just cockeyed." And he was. Cockeyed. It seems so long ago and so hard to believe we were
ever strangers like that, but that's how | met him, or my first conversation with him. Actually he's
very good. His family have loads of money from the lumber business and I've never seen anything
like the way he spends money. But only when it doesn't interfere with his work at P. and S. He has a
Packard that he keeps in Greenwich and hardly ever uses except when he comes to see me. He was
a marvellous basket-ball player at Dartmouth and two weeks ago when he came up to our house he
hadn't had a golf stick in his hands since last summer and he went out and shot an eighty-seven.
He's very homely, but he has this dry sense of humor that at first you don't quite know whether he's
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even listening to you, but the things he says. Sometimes | think-oh, not really, but a stranger
overhearing him might suggest sending him to an alienist.” (J. O'H.)

15. My appointment with the Charters Electrical Company wasn't until afternoon, so | spent
the morning wandering round the town. There was a lot of dirty snow and slush about, and the sky
was grey and sagging with another load of the stuff, but the morning was fine enough for a walk.
Gretley in daylight provided no surprise. It was one of those English towns that seem to have been
built simply to make money for people who don't even condescend to live in them. (P.)

16. This constant succession of glasses produced considerable effect upon Mr. Pickwick; his
countenance beamed with the most sunny smiles, laughter played around his lips, and good-
humoured merriment twinkled in his eyes. Yielding by degrees to the influence of the exciting
liquid rendered more so by the heat, Mr. Pickwick expressed a strong desire to recollect a song
which" he had heard in his infancy, and the attempt proving abortive, sought to stimulate his
memory with more glasses of punch, which appeared to his legs to address the company in an
eloquent speech, he fell into the barrow, and last asleep, simultaneously. (D.)

17. Mr. Topper turned from the tree and wormed himself into the automobile. And the
observer, had he been endowed with cattish curiosity would have noted by the laborings of Topper's
body that he had not long been familiar with the driving seat of an automobile. Once, in, he relaxed, then,
collecting his scattered members, arranged his feet and hands as Mark had patiently instructed him.
(Th.S)

18. It was a marvellous day in late August, and Wimsey's soul purred within him as he pushed
the car along. The road from Kirkcudbright to Newton-Stuart is of a varied loveliness hard to surpass, and
with the sky full of bright sun and rolling cloud-banks, hedges filled with flowers, a well-made road, a
lively engine and a prospect of a good corpse at the end of it, Lord Peter's cup of happiness was full. He
was a man who loved simple pleasures.

He passed through Gatehouse, waving a cheerful hand to the proprietor of Antworth Hotel,
climbed up beneath the grim blackness of Cardoness Castle, drank in for the thousandth time the
strange Japanese beauty of Mossyard Farm, set like a red jewel under its tufted trees on the blue sea’s
rim, and the Italian loveliness of Kirkdale, with its fringe of thin and twisted trees and the blue coast
gleaming across the way. (D. S.)

19. The two transports had sneaked up from the South in the-first graying flush of dawn, their
cumbersome mass cutting smoothly through the water whose still greater mass bore them silently,
themselves as gray as the dawn which camouflaged them. Now, in the fresh early morning of a lovely
tropic day they lay quietly at anchor in the channel, nearer to the one island than to the other which
was only a cloud on the horizon. To their crews, this was a routine mission and one they knew well: that of
delivering fresh reinforcement troops. But to the men who comprised the cargo of infantry this trip was
neither routine nor known and was composed of a mixture of dense anxiety and tense excitement. (J.)

20. I am always drawn back to places where I have lived, the houses and their neighbourhoods. For
instance, there is a brown-stone in the East Seventies where, during the early years of the war, | had my
first New York apartment. It was one room crowded with attic furniture, a sofa and fat chairs
upholstered in that itchy, particular red velvet that one associates with hot days on a train. The walls
were stucco, and a color rather like tobacco-spit. Everywhere, in the bathroom too, there were prints
of Roman ruins freckled, brown with age. The single window looked out on the fire escape. Even so,
my spirits heightened whenever | felt in my pocket the key to this apartment; with all its gloom, it was
still a place of my own, the first, and my books were there, and jars of pencils to sharpen, everything |
needed, so | felt, to become the writer | wanted to be. (T. C.)

21. He leaned his elbows on the porch ledge and stood looking down through the screens at the
familiar scene of the barracks square laid out below with the tiers of porches dark in the faces of the
three-story concrete barracks fronting on the square. He was feeling a half-sheepish affection for his
vantage point that he was leaving.

Below him under the blows of the February Hawaiian sun the quadrangle gasped defencelessly,
like an exhausted fighter. Through the heat haze the thin midmorning film of the parched red dust
came up a muted orchestra of sounds: the clanking of steel-wheeled carts bouncing over brick, the
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slappings of oiled leather sling-straps, the shuffling beat of shoesoles, the hoarse expletive of irritated
noncoms. (J.)

22. Around noon the last shivering wedding guest arrived at the farmhouse: then for all the
miles around nothing moved on the gale-haunted moors-neither carriage, wagon, nor human figure.
The road wound emptily over the low hills. The gray day
turned still colder, and invisible clouds of air began to stir slowly in great icy swaths, as if signalling
some convulsive change beyond the sky. From across the downs came the boom of surf against the
island cliffs. Within an hour the sea wind rose to a steady moan, and then within the next hour rose still
more to become a screaming ocean of air.

Ribbons of shouted laughter and music-wild waltzes and reels streamed thinly from the house,
but all the wedding sounds were engulfed, drowned and then lost in the steady roar of the gale.
Finally, at three o'clock, spits of snow became a steady swirl of white that obscured the landscape
more thoroughly than any fog that had ever rolled in from the sea. (M. W.)

23. There was an area east of the Isle of Dogs in London which was an unusual mixture even for
those surroundings. Among the walled-off rectangles of water, the warehouses, railway lines and
travelling cranes, were two streets of mean houses with two pubs and two shops among them. The
bulks of tramp steamers hung over the houses where there had been as many languages spoken as
families that lived there. But just now not much was being said, for the whole area had been
evacuated officially and even a ship that was hit and set on fire had few spectators near it. There
was a kind of tent in the sky over London, which was composed of the faint white beams of
searchlights, with barrage balloons dotted here and there. The barrage balloons were all that the
searchlights discovered in the sky, and the bombs came down, it seemed, mysteriously out of
emptiness. They fell round the great fire.

The men at the edge of the fire could only watch it burn, out of control. The drone of the
bombers was dying away. The five-mile-high tent of chalky lights had disappeared, been struck all
at j once, but the light of the great fire was bright as ever brighter perhaps. Now the pink aura of it
had spread. Saffron and ochre turned to blood-colour. The shivering of the white heart of the fire
had quickened beyond the capacity of the eye to analyse it into an outrageous glare. High above the
glare and visible now for the first time between two pillars of lighted smoke was the steely and
untouched round of the full moon-the lover's, hunter's, poet's moon; and now-an ancient and severe
goddess credited with a new function and a new title-the bomber's moon. She was Artemis of the
bombers, more pitiless than ever before. (W. Gl.)

24. There is no month in the whole year, in which nature wears a more beautiful appearance
than in the month of August; Spring has many beauties, and May is a fresh and blooming month:
but the charms of this time of year are enhanced by their contrast with the winter season. August
has no such advantage. It comes when we remember nothing but clear skies, green fields,.and
sweet-smelling flowers-when the recollection of snow, and ice, and bleak winds, has faded from our
minds as completely as they have disappeared from the earth-and yet what a pleasant time it is.
Orchards and cornfields ring with the hum of labour; trees bend "beneath the thick clusters of rich
fruit which bow their branches to the ground; and the corn, piled in graceful sheaves, or waving in
every light breath that sweeps above it, as if it wooed the sickle, tinges the landscape with a golden
hue. A mellow softness appears to hang over the whole earth; the influence of the, season seems to
extend itself to the very wagon, whose slow motion across the wellreaped field is perceptible only
to the eye, but strikes with no harsh sound upon the ear. (D.)

25. They say you never hear the one that hits you. That is true of bullets because if you hear
them they are already past. | heard the last shell that hit this hotel. Heard it start from the battery,
then come with a whistling incoming roar like a subway train, to crash against a cornice and shower
the room with broken glass and plaster. And while the glass still tinkled down and you listened for
the next one to start, you realized that now finally you were back in Madrid.

Madrid is quiet now. Aragon is the active front. There is little fighting around Madrid except
mining and countermining, trench raiding, trench mortar strafing and sniping in the stalemate of
constant siege warfare going on in Carahanchel, Usera and University City. The cities are shelled
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very little. Some days there is no shelling and the weather is beautiful and the streets crowded.
Shops full of clothing, jewelry stores, camera shops, picture dealers, antiquarians are all open and
cafes and bars are crowded. Beer is scarce and whisky is almost unobtainable. The store windows
are full of Spanish imitations of all cordials, whiskvs, vermouths. These are not recommended for
internal use though I am employing something called Milords Ecosses Whisky on my face after
shaving. It swarts a little but feels very hygienic. I believe it would be a possible cure for athlete's
foot, but one must be very careful not to spill it on one's clothes because it eats wool.

The crowds are cheerful and the sandbagged-fronted cinemas are crowded every afternoon.
The nearer one gets to the front, the more cheerful and optimistic the people are. At the front itself
optimism reaches such a point that, very much against my good judgement, | was induced to go
swimming in a small river forming No Man's Land on the Guenca. The river was a fast flowing
stream, very chilly and completely dominated by the Fascist positions, which made me even chiller.
I became so chilly at the idea of swimming in the river at all under the circumstances that when |
actually entered the water it felt rather pleasant. But it felt even pleasanter to get out "of the water
and behind a tree. At this moment a Government officer, who was a member of the optimistic
swimming party shot a watersnake with his pistol, hitting it on the third shot. This brought a
reprimand from another not so completely optimistic officer member who asked what he wanted to
do with that shooting, get the machine-guns turned on us? We shot no more snakes that day but |
saw three trout in the stream which would weigh over four pound apiece. Heavy old deep-sided
ones that rolled up to take the grasshoppers | threw them, making swirls in the water as deep as
though you had dropped a paving stone into the stream. All along the stream where no road ever led
until the war you could see trout, small ones in the shallows and the bigger kind in the pools and in
the shadows of the bank. It is a river worth fighting for, but just a little cold for swimming.

At this moment a shell has just alighted on a house up the street from the hotel where I am
typing this. A little boy is crying in the street. A Militiaman has picked him and is comforting him.
There is no one killed in our street and the people who started to run slowed down and grin
nervously. The one who never started to run at all looks at the others in a very superior way, and the
town we are living in now is called Madrid. (H.)

26. And then he remembered that he did not love Gloria. He could not love a common thief. She was
a common thief, too. You could see that in her face. There was something in her face, some
unconventional thing along with the rest of her beauty, her mouth and eyes and nose-somewhere
around the eyes, perhaps, or was it the mouth?-she did not have the conventional look. Emily, yes,
Emily had it. He could look at Emily dispassionately, impersonally, as though he did not know her-
objectively? wasn't it called? He could look at her and see how much she looked like dozens of girls
who had been born and brought up as she had been. You saw them at the theatres, at the best cabarets
and speakeasies, at the good clubs on Long Island-and then you saw the same girls, the same women,
dressed the same, differing only in the accent of their speech, at clubs in other cities, at horse shows
and football games and dances, at Junior League conventions. Emily, he decided after eighteen years of
marriage, was a type. And he knew why she was a type, or he knew the thing that made the difference
in the look of a girl like Gloria. Gloria led a certain kind of life, a sordid life; drinking and sleeping
with men and God knows what all, and had seen more of "life” than Emily ever possibly would see.
Whereas Emily had been brought up a certain way, always accustomed to money and the good ways of
spending it. In other words, all her life Emily had been looking at nice things, nice houses, cars,
pictures, grounds, clothes, people. Things that were easy to look at, and people that were easy to look
at; with healthy complexions and good teeth, people who had had pasturized milk to drink and
proper food all their lives from the time they were infants; people who lived in houses that were kept
clean, and painted when paint was needed, who took care of their minds, were taken care of: and they
got the look that Emily and girls-women like her had. Whereas Gloria-well, take for instance the people
she was with the night he saw her

two nights ago, the first night he went out with her. The man that liked to eat, for instance. Where
did he come from? He might have come from the Ghetto. Ligget happened to know that there were
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places in the slums where eighty families would use the same outside toilet. A little thing, but
imagine what it must look like! Imagine having spent your formative years living like, well, somewhat
the way you lived in the Army. Imagine what effect that would have on your mind. And of course a thing
like that didn't only affect your mind: it showed in your face, absolutely. Not that it was so obvious in
Gloria's case. She had good teeth and a good complexion and a healthy body but there was something
wrong somewhere. She had not gone to the very best schools, for instance. A little thing perhaps, but
important.

Her family-he didn't know anything about them; just that she lived with her mother and her mother's
brother. Maybe she was a bastard. That was possible. She could be a bastard. That can happen in this
country. Maybe her mother was never married. Sure, that could happen in this country. He never heard
of it except among poor people and Gloria's family were not poor. But why couldn't it happen in this
country? The first time he and Emily ever stayed together they took a chance on having children,
and in those days people didn't know as much about not getting caught as they do today. Gloria was even
older than Ruth so maybe her mother had done just what Emily had done, with no luck. Maybe Gloria's
father was killed in a railroad accident or something, intending to marry Gloria's mother, but on the
night he first stayed with her, maybe on his way home he was killed by an automobile or a hold-up
man, or something. It could happen. There was a fellow in New Haven that was very mysterious
about his family. His mother was on the stage, and nothing was ever said about his father. Liggett
wished now that he had known the fellow better. Now he couldn't remember the fellow's name, but
some of the fellows in Liggett's crowd had wondered about this What's-His-Name. He drew for the
"Record". An artist. Well, bastards were always talented people. Some of the most famous men in
history were bastards. Not bastards in any derogatory sense of the word, but love children. (How
awful to be a love child. It'd be better to be a bastard. If | were a bastard I'd rather be called a bastard
than a love child.) Now Gloria, she drew or painted. She was interested in art. And she certainly knew a
lot of funny people. She knew that bunch of kids from New Haven, young Billy and those kids. But
anybody could meet them, and anybody could meet Gloria. God damn it! That was the worst of it!
Anybody could meet Gloria. He thought that all through dinner, looking at his wife, his two daughters,
seeing in their faces the thing he had been thinking about a proper upbringing arid looking at nice things
and what it does to your face. He saw them, and he thought of Gloria, and that anybody could meet
Gloria, and anybody, somebody she picked up in a speakeasy somewhere, probably was with her
now, this minute.

"l don't think I'll wait for dessert," he said. (J. O'H.)

27. But by the time he had said that, Matty was rapt, gazing at the glass on the three other
walls. It was all mirror, even the backs of the doors, and it was not just plain mirrors, it distorted so that
Matty saw himself half a dozen times, pulled out sideways and squashed down from above; and Mr.
Hanrahan was the shape of a sofa.

"Ha," said Mr. Hanrahan. "You're admiring my bits of glass I see. Isn't that a good idea for a
daily mortification of sinful pride? Mrs. Hanrahan! Where are you?"

Mrs. Hanrahan appeared as if materialized, for what with the window and the mirrors a door
opening here or there was little more than a watery conflux of light. She was thinner than Matty,
shorter than Mr. Hanrahan and had an air of having been used up.

"What is it, Mr. Hanrahan?"

"Here he is, I've found him!"

""Oh the poor man with his mended face!"

"I'll teach them, the awesome frivolity of it, wanting a man about the place! Girls! Come here,
the lot of you!"

Then there was a watery conflux in various parts of the wall, some darkness and here and
there a dazzle of light.

My seven girls,” cried Mr. Hanrahan, counting them busily. "You wanted a man about the
place, did you? Too many females were there? Not a young man for a mile! I'll teach you! Here's
the new man about the place! Take a good look at him!"
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The girls had formed into a semicircle. There were the twins Francesca and Teresa, hardly out
of the cradle, but pretty. Matty instinctively held his hand so that they should not be frightened by
his left side which they could see. There was Bridget, rather taller and pretty and peering short-
sightedly, and there was Berna-dette who was taller and prettier and wholly nubile, and there was
Cecilia who was shorter and just as pretty and nubile if anything, and there was Gabriel Jane,
turner-of-heads-in-the-street, and there was the firstborn, dressed for a barbecue, Mary Michael: and
whoever looked on Mary Michael was lost. (W. Gl.)

28. Never had there been so full an assembly, for mysteriously united in spite of all their
differences, they had taken arms against a common peril. Like cattle when a dog comes into the
field, they stood head to head and shoulder to shoulder, prepared to run upon and trample the
invader to death. They had come, too, no doubt, to get some notion of what sort of presents they
would ultimately be expected to give; for though the question of wedding gifts was usually
graduated in this way-"What are you givin'? Nicholas is givin' spoons!"-so very much depended on
the bridegroom. If he were sleek, well-brushed, prosperous-looking, it was more necessary to give
him nice things; he would expect them. In the end each gave exactly what was right and proper, by
a species of family adjustement arrived at as prices are arrived at on the Stock Exchange-the exact
niceties being regulated at Timothy's commodious, red-brick residence in Bayswater, overlooking
the Park, where dwelt Aunts Ann, Juley and Hester.

The uneasiness of the Forsyte family has been justified by the simple mention of the hat. How
impossible and wrong would it have been for any family, with the regard for appearances which
should ever characterize the great upper-middle class to feel otherwise than uneasy!

The author of the uneasiness stood talking to June by the further door; his curly hair had a
rumpled appearance as though he found what was going on around him unusual. He had an air, too,
of having a joke all to himself.

George, speaking aside to his brother Eustace, said: "looks as if he might make a bolt of it-the
dashing Buccaneer!" |This "very singular-looking man”, as Mrs. Small afterwards called liim, was
of medium height and strong build with a pale, brown face, a dust coloured moustache, very
prominent cheekbones, and hollow cheek's. His forehead sloped back towards the crown of his
head, and bulged out in bumps over the eyes, like forehead seen in the lion-house at the Zoo. He
had cherry-coloured eyes, disconcertingly inattentive at times. Old Jolyon's coachman, after driving
June and Bosinney to the theatre, had remarked to the butler:

"I dunno what to make of'im. Looks to me for all the world like an-"alf-tame leopard.”

And every now and then a Forsyte would come up, sidle round, and take a look at him. June
stood in front, fending off this idle curiosity-"a little bit of a thing, as somebody once said, "all hair
and spirit", with fearless blue eyes, a firm jaw, and a bright colour, whose face and body seemed too
slender for her crown of red-gold hair.

A tall woman, with a beautiful figure, which some member of the family had once compared
to a heathen goddess, stood looking at these with a shadowy smile. Her hands, gloved in French
grey, were crossed one over the other, her grave, charming face held to one side, and the eyes of all
men near were fastened on it. Her figure swayed, so balanced that the very air seemed to set it
moving. There was warmth, but little colour, in her cheeks; her large, dark eyes were soft. But it
was at her lips-asking a question, giving an answer, with that shadowy smile-that men looked; they
were sensitive lips, sensuous and sweet, and through them seemed to come warmth and perfume of
a flower.

The engaged couple thus scrutinized were unconscious of this passive goddess. (G.)

29. Tom told them of another famous escaped slavewoman. "She named Harriet Tubman.
Ain't no tellin' how many times she come back South an' led out different whole bunches o' folks
like us to freedom up Nawth on sump'n dey's callin’ de "Unnergroun' Rairoad". Fac', she done it so
much dey claims by now white folks got out forty thousand dollars' worth o' rewards fo' her, alive or
dead.”

"Lawd have mercy, wouldn't o' thought white folks pay dat much to catch no nigger in de worl!"
said Sister Sarah.
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He told them that in a far-distant state called California, two white men were said to have been
building a sawmill when they discovered an unbelievable wealth of gold in the ground, and thousands of
people were said to be rushing in in wagons, on mules, even afoot to reach the place where it was
claimed that gold could be dug up by the shovelful.

He said finally that in the North great debates on the subject of slavery were being held between
two white men named Stephen Douglas and Abraham Lincoln.

"Which one 'em for de niggers?" asked Gran'mammy Kizzy.

“Well, soun’ like de Massa Lincoln, leas'ways de bes' | can tell," said Tom.

"Well, praise de Lawd an' give 'im stren'th” said Kizzy.

Sucking his teeth, Chicken George got up patting his ample belly and turned to Tom. "Looka
here, boy, why'n't you'n me stretch our legs, walk off some dat meal?"

"Yassuh, Pappy,” Tom almost stammered, scarcely able to conceal his amazement and trying to
act casual.

The women, who were no less startled, exchanged quizzical, significant glances when Chicken
George and Tom set off together down the road. Sister Sarah exclaimed softly, "Lawd, y'all realize dat
boy done growed nigh as his daddy!" James and Lewis stared after their father and older brother nearly
sick with envy, but they knew better than to invite themselves along. But the two younger girls, L'il
Kizzy and Mary, couldn't resist leaping up and happily starting to hop-skip along eight or ten steps
behind them.

Without even looking back at them, Chicken George ordered, "Git on back younder an' he'p
y'all's mammy wid dem dishes"."

"Aw, Pappy," they whined in unison.

"Git, done toF you."

Half turning around his eyes loving his little sisters, Tom chided them gently, "Ain't y'all hear
Pappy? We see you later on."

With the girls' complaining sounds behind them, they walked on in silence for a little way and
Chicken George spoke almost gruffly. 'Looka here, reckon you know I ain't meant no harm jes'teasin’
you a I'il at dinner."

"Aw, nawsuh,” Tom said, privately astounded at what amounted to an apology from his father. "I
knowed you was jes' teasin’."

Grunting,Chicken George said, "What say we head on down an' look in on dem chickens? See
what keepin' dat nocount L'il George down dere so long. All I knows, he mighta cooked an' et up
some dem chickens fo' his Thankagivin' by now."

Tom laughed. "L'il George mean well, Pappy. He jes' a l'il slow. He done toF me he jes' don'
love dem birds like you does.” Tom paused, then decided to venture his accompanying thought. "I
'speck nobody in de worl’ loves dem birds like you does.”

But Chicken George agreed readily enough. "Nobody in dis family, anyways. | done tried 'em all
‘ceptin 'you. Seem like all de res’ my boys willin' to spend dey lives draggin’ from one end of a fiel' to
de other, lookin' up a mule' butt'." He considered for a moment. "Yo' blacksmithin’, wouldn't 'zackly
call dat no high livin' neither-nothin' like gamecoclin'-but leas' ways it's a man's work."

Tom wondered if his father ever seriously respected anything excepting fighting chickens. He felt
deeply grateful that somehow he had escaped into the solid, stable trade of blacksmithing. But he
expressed his thoughts in an oblique way. "Don't see nothin' wrong wid farmin', Pappy. If some folks
wasn't farming, 'speck nobody wouldn't be eatin'. | jes' took to blacksmithin' same as you wid
gamecoclin’, ‘cause | loves it, an' de Lawd gimme a knack fo' it. Jes' ever'body don' love de same
things."

"Well, leas' you an' me got sense to make money doin' what we likes," said Chicken George.
(AlLH.)

30. It was a flaking three-storey house in the ancient part of the city, a century old if it was a
day, but like all houses it had .been given a thin fireproof plastic sheath many years ago, and this
preservative shell seemed to be the only thing holding it in the sky.

"Here we are."
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The engine slammed to a stop. Beatty, Stoneman and Black ran up the sidewalk, suddenly odious and
fat in the plump fireproof slickers. Montag followed.

They crashed the front door and grabbed at a woman though she was not running, she was not
trying to escape. She was.only standing, weaving from side to side, her eyes fixed upon a
nothingness in the wall as if they had struck her terrible blow upon the head. Her tongue was moving
in her mout, and her eyes seemed to be trying to remember something.

Next thing they were up in musty blackness, swinging silver hatchets at doors that were, after
all, unlocked, tumbling trough like boys all rollic and shout. "Hey!" A .fountain of books sprang
down upon Montag as he climbed shuddering up the sheer stair-well. How inconvenient! Always
before it had been like snuffing a candle. The police went first and adhesive-taped the victim's
mouth and bandaged him off into their glittering beetle cars, so when you arrived you found an
empty house. You weren't hurting anyone, you were hurting only things! And since things really
couldn't be hurt, since things felt nothing, and things don't scream and cry out, there was nothing to
tease your conscience later. You were simply cleaning up. Janitorial work, essentially. Everything
to its proper place. Quick with the kerosene! Who's got a match?

But now, tonight, someone had slipped. This woman was spoiling the ritual. The men were
making too much noise, laughing, joking to cover her terrible accusing silence below. She made the
empty rooms roar with accusation and shake down a fine dust of guilt that was sucked in their
nostrils as they plunged about. It was neither cricket nor correct. Montag felt an immense irritation.
She shouldn't be here, on top of everything!

Books bombarded his shoulders, his arms, his upturned face. A book alighted, almost
obediently, like a white pigeon, in his hands, wings fluttering. In the dim, wavering light, a page
hung open and it was like a snowy feather, the words delicately painted thereon. In all the rush and
fervour, Montag had only an instant to read a line, but it blazed in his mind for the next minute as if
stamped there with fiery steel. "Time has fallen asleep in the, afternoon sunshine." He dropped the
book. Immediately, another fell into his arms.

"Montag, up here!"

Montag's hand closed like a mouth, crushed the book with wild devotion, with an insanity of
mindlessness to his chest. The men above were hurling shovelfuls of magazines into the dusty air.
They fell like slaughtered birds and the woman stood below, like a small girl, among the bodies.

Montag had done nothing. His hand had done it all, his hand, with a brain of its own, with a
conscience and a curiosity in each trembling finger, had turned thief. Now, it plunged the book back
under his arm, pressed it tight to sweating armpit, rushed out empty, with a magician's flourish!
Look here! Innocent! Look!

He gazed, shaken, at that white hand. He held it way out, as if he were far-sighted. He held it
close, as if he were blind.

"Montag!"

He jerked about.

"Don't stand there, idiot!"

The books lay like great mounds of fishes left to dry. The men danced and slipped and fell
over them. Titles glittered their golden eyes falling, gone.

"Kerosene!"

They pumped the cold fluid from the numbered 451 tanks strapped to their shoulders. They
coated each book, they pumped rooms full of it.

They hurried downstairs, Montag staggered after them in the kerosene fumes.

"Come on, woman!"

The woman knelt among the books, touching the drenched leather and cardboard, reading the
gilt titles with her fingers while her eyes accused Montag.

"You can't ever have my books," she said.

"You know the law," said Beatty. "Where's your common sense? None of those books agree
with each other. You've been locked up here for years with a regular damned Tower of Babel. Snap
out of it. The people in those books never lived. Come on now!"
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She shook her head.

‘The whole house is going up,” said Beatty.

The men walked clumsily to the door. They glanced back at Montag! who stood near the
woman.

"You're not leaving her here?" he protested.

"She won't come.”

"Force her, then!"

Beatty raised his hand in which was concealed the igniter. 'We're due back at the house.
Besides, these fanatics always try suicide; the pattern's familiar."”

Montag placed his hand on the woman's elbow. "You can come with me."

"No," she said. "Thank you, anyway."

"I'm counting to ten,"” said Beatty. "One. Two."

"Please," said Montag.

"Go on," said the woman.

‘Three. Four."

"Here." Montag pulled at the woman.

The woman replied quietly. "I want to stay here."

"Five. Six."

"You can't stop counting,” she said. She opened the fingers of one hand slightly and in the
palm of the hand was a single slender object.

An ordinary kitchen match.

The sight of it rushed the men out and down away from the house. Captain Beatty, keeping his
dignity, backed slowly through the front door, his pink face burnt and shiny from a thousand fires
and night excitements. God, thought Montag, how truo! Always at night the alarm comes. Never by
day! Is it because tin fire is prettier by night? More spectacle, a better show? The pink face of
Beattynow showed the faintest panic in the door. Thl woman's hand twitched on the single
matchstick. The fumes ol kerosene bloomed up about her. Montag felt the hidden bool pound like a
heart against his chest. (R. Br.)
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ADDITIONAL MATERIALS FOR DISCUSSION

What is Alliteration?

In alliteration, words that begin with the same sound are placed close together. Although alliteration
often involves repetition of letters, most importantly, it is a repetition of sounds.

Example

Phillip’s feet

Is an alliteration because the sounds are the same. On the other hand:

Cheerful cop
It might begin with the same letters, but it is not alliteration because the sounds are not the same.
The word alliteration comes from the Latin word latira, meaning “letters of the alphabet.”

Examples of Alliteration
Let’s look at some common examples:

Example 1
You might have heard this alliteration that repeats the ‘s’ and ‘I’ sounds:

Sally sells seashells by the seashore.
Example 2
Another popular alliteration that repeats the ‘p’ sound:

Peter Piper Picked a Peck of Pickled Peppers.
Example 3
Here’s another alliterations repeting the ‘a’ and ‘I’ sounds:

Alli likes all Alliterations|

227


http://literaryterms.net/repetition/
http://literaryterms.net/wp-content/uploads/2015/03/Alliteration.png

I11. The Importance of Alliteration

Alliteration is a useful sound device found in many types of literature but mostly in poetry.
Businesses and advertisers use alliteration to call attention to company names and products. Many
famous quotes and sayings also use alliteration. This is because the repetition of consonant sounds
at the beginning of words allow rhythm and musicality. It also makes a phrase easy to memorize
and fun to read or say out loud.

Certain sounds can affect the mood of a poem. Alliteration can be used to give a poem a calm,
smooth feeling or a loud, harsh feeling. For example, the phrase “Singing songs of the
seaside” utilizes the “s” sound. This gives the phrase a soft and smooth sound. Meanwhile, the
phrase “Keep that crazy cat out!” uses a hard “k” sound. This gives the phrase a harsh sound and
adds a threatening tone.

Because alliteration is such a bold and noticeable device, it may be used to call attention to a certain
subject. Many great speech-makers have used alliteration to emphasize certain parts of their
arguments. For example, see Martin Luther King, Jr.’s famous quote:

I have a dream that my four little children will one day live in a nation where they will not be
judged by the color of their skin but by the content of their character.

Here, King uses alliteration to emphasize that racism (judgment based on skin color) must be
replaced by equality (judgment based on content of character).

IV. Examples of Alliteration in Literature

Alliteration mostly occurs in poetry for its rhythmic and musical qualities. Its ability to shape the
mood of a poem with hard or soft sounds is especially useful to poets. Here are a few examples of
alliteration in poetry:

Example 1
Robert Frost uses alliteration in “Acquainted with the Night”:

I have looked down the saddest city lane.
I have passed by the watchman on his beat
And dropped my eyes, unwilling to explain.

I have stood still and stopped the sound of feet
When far away an interrupted cry
Came over houses from another street

Looked and lane; by and beat; stood, still, stopped, and sound; and cry and came! This alliterations
in this poem are subtler than a tongue twister, but strong enough to provide rhythm.

Example 2
Samuel Taylor Coleridge uses alliteration in “Rime of the Ancient Mariner”:

The fair breeze blew, the white foam flew,
The furrow followed free;

We were the first that ever burst

Into that silent sea.

There are several types of alliteration here. The “f” sound used in fair, foam, flew, furrow, followed,
free, and first. The “b,” sound in breeze and blew. The “w,” in we and were. Lastly, the “s,” in the
silent sea.
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V. Examples of Alliteration in Pop Culture
Example 1
Alliteration is often seen in advertising and business names for easy memorization and recognition.

= American Apparel
= American Airlines
= Best Buy

= Coca-Cola

= Dunkin’ Donuts

= Krispy Kreme

Examples of Antonomasia
Oftentimes, antonomasia is used to call attention to a certain characteristic.

Example 1
Imagine that you have a friend who is a fantastic chef, and you want to say hello.

Normal sentence:
“Oh, look! Sam’s arrived!”

Sentence with Antonomasia:

“Oh, look! The great chef has arrived!”

Here, the use of antonomasia allows you to greet your friend with a nickname which also reveals
something about his character: he’s a great chef.

Example 2
For another example, consider that you have a grumpy teacher:

Normal sentence:
“He’s grumpy, boring, doesn’t want to listen to anyone, and definitely doesn’t want to help
anyone.”

Sentence with Antonomasia:

“Mr. Grumps doesn’t want to listen to anyone, and definitely doesn’t want to help anyone.”
Replacing the teacher’s actual name with his defining characteristic, grumpiness, serves to highlight
just how much the mood is associated with the man.

Example 3
For a commonly use example of antonomasia, consider two women discussing men:

Normal sentence:
“He’s such a good guy. | enjoy his company so much! | just hope he’s the right guy for me.”

With the addition of antonomasia, we can emphasize the quality she hopes to find in this man:

Sentence with Antonomasia:
“He’s such a good guy. | enjoy his company so much! | just hope he’s Mr. Right.*
Giving a man the title “Mr. Right” is an everyday example of antonomasia in conversation.
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I11. The importance of using Antonomasia

Antonomasia can provide someone with a strong epithet which further celebrates and memorializes
their great deeds. In advertising and pop culture, such wording can also further celebrate the
famous, such as The Beatles as “The Fab Four.”

Uses for antonomasia vary slightly depending on the time period. In the past, antonomasia would be
used to designate class members, as oftentimes people’s names were linked to their professions.
Antonomasia was also used in the past to give positive names to strong warriors and negative names
to weak or nasty people.

Here are a few examples of antonomasia in the past:

= Avristotle as “The Philosopher”

= Winston Churchill as “The Great Commoner”

= William Shakespeare as “The Bard”

In this way, the past is similar to the present, as we tend to use antonomasia purely for enjoyment
and fun with nicknames.

IV. Examples of Antonomasia in Literature

Antonomasia is important in literature, as it can tell more about characters just by their titles.
Consider a few examples:

Example 1

One instance of antonomasia is the treatment of Voldemort in J.K.Rowling’s Harry Potter
Series. Rather than calling the dangerous man by name, all must call him *“You-Know-Who” or
“He-Who-Must-Not-Be-Named.” This usage of antonomasia emphasizes just how dangerous the
man is, as most wizards and witches are too afraid to say his actual name aloud.

Example 2
Another example of antonomasia is in Mary Shelley’s Victor Frankenstein’s inability to give the
monster a true name is apparent in his constant use of antonomasia:

= “] beheld the wretch—the miserable monster whom | had created”

= “the approach of the demoniacal corpse to which I had so miserably given life”

= “Devil, do you dare approach me?”

= “Begone, vile insect!”

Frankenstein’s creation is never given a name, and instead is given countless instances of
antonomasia which show Frankenstein’s inability to accept his creation.

V. Examples of Antonomasia in Pop Culture
Antonomasia is rampant in pop culture, for who doesn’t like a good nickname?

Example 1
Consider the following pop stars and their antonomasia:

= Michael Jackson as “The King of Pop”

= Madonna as “The Queen of Pop”

= Ella Fitzgerald as “The First Lady of Song”
= Bruce Springsteen as “The Boss”

= Aretha Franklin as “The Queen of Soul”

=  Muhammad Ali as “The Greatest”
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Allusion Examples in Everyday Speech

The use allusions are not confined to literature alone. Their occurrence is fairly common in our
daily speech. Look at some common allusion examples in everyday life:

“Don’t act like a Romeo in front of her.” — “Romeo” is a reference to Shakespeare’s Romeo,

a passionate lover of Juliet, in “Romeo and Juliet”.

e The rise in poverty will unlock the Pandora’s box of crimes. — This is an allusion to one of
Greek Mythology’s origin myth, “Pandora’s box”.

e “This place is like a Garden of Eden.” — This is a biblical allusion to the “garden of God” in
the Book of Genesis.

o “Hey! Guess who the new Newton of our school is?” — “Newton”, means a genius student,
alludes to a famous scientist Isaac Newton.

e “Stop acting like my ex-husband please.” — Apart from scholarly allusions we refer to

common people and places in our speech.

Difference between Synecdoche and Metonymy

Synecdoche examples are often misidentified as metonymy (another literary device). Both may
resemble each other to some extent but they are not the same. Synecdoche refers to the whole of a
thing by the name of any one of its parts. For example, calling a car “wheels” is a synecdoche
because a part of a car “wheels” stands for the whole car. However, in metonymy, the word we use
to describe another thing is closely linked to that particular thing, but is not necessarily a part of it.
For example, “crown” that refers to power or authority is a metonymy used to replace the word
“king” or “queen”.

Synecdoche Examples from Everyday Life

It is very common to refer to a thing by the name of its parts. Let us look at some of the examples of
synecdoche that we can hear from casual conversations:

e The word “bread” refers to food or money as in “Writing is my bread and butter” or “sole
breadwinner”.

e The phrase “gray beard” refers to an old man.

e The word “sails” refers to a whole ship.

e The word “suits” refers to businessmen.

e The word “boots” usually refers to soldiers.

e The term “coke” is a common synecdoche for all carbonated drinks.

o “Pentagon” is a synecdoche when it refers to a few decision makers.

e The word “glasses” refers to spectacles.

o “Coppers” often refers to coins.

We can find simile examples in our daily speech. We often hear comments like “John is as slow as
a snail.” Snails are notorious for their slow pace and here the slowness of John is compared to that
of a snail. The use of “as” in the example helps to draw the resemblance. Some more examples of
common similes are given below.
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Common Examples of Simile

Our soldiers are as brave as lions.
Her cheeks are red like a rose.

He is as funny as a monkey.

The water well was as dry as a bone.
He is as cunning as a fox.

Simile inputs vividness into what we say. Authors and poets utilize comparisons to convey their
sentiments and thoughts through vivid word pictures like a simile.

Simile Examples in Literature
Example #1

Written by Joseph Conrad,

“I would have given anything for the power to soothe her frail soul, tormenting itself in its
invincible ignorance like a small bird beating about the cruel wires of a cage.”

The lines have been taken from Lord Jim. The helplessness of the soul is being compared with a
bird in a cage beating itself against the merciless wires of the cage, to be free.

Example #2

In her novel To the Lighthouse, Virginia Woolf compares the velocity of her thoughts about the two
men with that of spoken words.

“. .. impressions poured in upon her of those two men, and to follow her thought was like following
a voice which speaks too quickly to be taken down by one’s pencil . . .”

She says both are difficult to follow and cannot be copied in words by a pencil.

Example #3

Taken from a short story Lolita written by VIadimir Nabokov,
“Elderly American ladies leaning on their canes listed toward me like towers of Pisa.”

This simile produces a humorous effect by comparing old women leaning on walking sticks with
the ancient leaning tower of Pisa.

Example #4

Robert Burns uses a simile to describe the beauty of his beloved.

“O my Luve’s like a red, red rose
That’s newly sprung in June;

O my Luve’s like the melodie
That’s sweetly played in tune.”
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He says that his love is a fresh red rose that blossoms in the spring.

Example #5

Taken from the poem the Daffodils.

“I wandered lonely as a cloud
that floats on high o’er vales and hills.”

The poet envisions himself as a free lone cloud that floats in a blue sky above valleys and the
mountains. By choosing this simile, Wordsworth describes his loneliness.

Example #6

A significant thing to consider here is that at times simile is drawn without using “as” or “like”.
Consider the following example,

“Shall | compare thee to a summer’s day? / Thou art more lovely and more temperate”

(William Shakespeare, Sonnet 18)

In the above example, we see a comparison being drawn between the poet’s darling and “a
summer’s day” not using “as” or “like”. However, it is not a metaphor. The use of the word
“compare” makes the comparison a simile.

Function of Simile

From the above discussion, we can infer the function of similes both in our everyday life as well as
in literature. Using similes attracts the attention and appeals directly to the senses of listeners or
readers encouraging their imagination to comprehend what is being communicated. In addition, it
inspires life-like quality in our daily talks and in the characters of fiction or poetry. Simile allows
readers to relate the feelings of a writer or a poet to their personal experiences. Therefore, the use of
similes makes it easier for the readers to understand the subject matter of a literary text, which may
have been otherwise too demanding to be comprehended. Like metaphors, similes also offer variety
in our ways of thinking and offers new perspectives of viewing the world.
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MMOPAAOK BBIITOJIHEHU S BBIITY CKHBIX KBAJIMOUKALIMOHHBIX PABOT

|. Bo BBeieHNH padoThI 0CBEIIAKTCS CJIeAyHIIHe BONMPOCHI:

1. OGocHOBaHUE aKTYaTbHOCTH TEMBI.

2. CreneHpb U3Y4EHHOCTH TEMBI.

3. lenu u 3aga4m.

4. Vicnionp30BaHHBIE HAYYHbIE METOBI B paboTe

5. Teopernueckasi ¥ Hay4Has 3HAYMMOCTh PaOOTHI.

6. [IpakTiueckast 3HaYUUMOCTh pabOTHI

Il. OCHOBHAS YACTbD.

W3naraercs pe3ynbTaThl SKCIIEPUMEHTA, pElICHHEe MPo0ieM I1aB U naparpados.

I11. 3SAKJIIOYEHUE

IV. CHUCOK UCITOJb30OBAHHBIX UCTOYHHUKOB

CrnepBa ykazbIBaeTcsl (paMuiIMsi, UM U OTYECTBO aBTOPOB B al(aBUTHOM IOPSJIKE, TOTOM
I/I,Z[éT Ha3BaHUC KHUTH, MCCTO U3JaHHsA, U30aTCIILCTBO, 'O U3JJaHUS, YACIO CTPAHUII.

Ha3Banue TeM BbINYCKHBIX KBATH(UKANNOHHBIX PA0OT MO NMpeaMeTy
«CTHIHCTHKA AHTJIMHCKOTO S3bIKA»
1.Ctunmucruka BOCIIpUATHSA KaK CTUIMCTUKA ACKOAUPOBAHUSA.
2.JIeHOTaTUBHOE U KOHHOTAaTUBHOE 3HAYECHUE.
3.CTunucTUYeCKUi aHaIu3 Ha ypOBHE MOP(OIOTHH.
4.CrHTaKCUYECKNE CTUIIMCTUYECKUE CPENICTBA.
5.CTUIMCTUYECKUE CPEICTBA 3BYKOBOM OpraHU3aI[iu BbICKAa3bIBAaHUSI.
6.B3zanmonerictBre rpad Ky ¥ 3ByJaHUSI.
7.513bIKOBas cucTeMa, GYHKIMOHAJIBHBIC CTHIIM M HHAUBUyalbHA PEUb.
8.CIIeHr- KaKk MICTOYHUK IOJUCEMUMN.
9.CTuucTU4ECKHUE MMPUCMBI UCITOJIL30BAHUC PA3JIMYHBIX TUIIOB JICKCUYCCKUX 3HA4YCHUI.
10.Ctunuctrdeckue NprueMbl ONMUCAHUS SIBICHUN U TTPEAMETOB.
11.Ctunuctuyeckoe UCIoib30BaHue (HpazeooTHu.
12.CMmetienune cioB pa3audyHONM CTHIIMCTUYECKOU OKPACKH.
13.HekoTopble CBEACHUSI O pa3BUTHH aHIVIMHCKOIO JIMTEPATYPHOIO S3bIKA.
14.Hexotopsie 0COOCHHOCTH PEUYEBOM CTUIIN aHTJIMMCKOTO SI3BIKA.
15. Functional styles of language and its peculiarities.
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16. Interaction of Different Types of Lexical Meaning
17. Interaction of Primary dictionary and Contextually Imposed Meanings

18. The problem of polysemy

19. Particular Ways of Combining of the Utterance
20. Peculiar Use of Colloquial Constructions
21.Types of narration

22.Lexico-Syntactical Stylistic Devices

23. Dialectal words

24. Jargonisms

25. Represented Speech

26. Literary Stratum of Words.

27. Word and its Semantic Structure.

28. Problems Concerning the Composition of Spans of Utterance Wider than the Sentence
29. Transferred Use of Structural Meaning

30. The English literary language
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BO]’[pOCBI UTOroBOr0 KOHTPOJIA

Use of Colloquial Constructions

63 Ellipsis 101. General Notes on Style and Stylistics
2 Expressive Means and Stylistic Devices

3 General notes on functional styles of language.

4 The English literary language

5 Varieties of language

6. Stylistic classification of the English vocabulary
7.General classifications.
8.Neutral,CommonL.iteraryand,CommonColloquialVVoc
abulary

9. Special Literary Vocabulary

10 Special Colloquial Vocabulary

11 Slang

12 Jargonisms

13 Professionalisms

14 Dialectal words

15 Vulgar Words or Vulgarism.

16 Colloquial coinages (words and meanings)
17Phonetic Expressive Means and Stylistic Devices
18 Onomatopoeia

19 Alliteration

20 Rhyme

21 Rhythm

22. Lexical Expressive Means and Stylistic Devices
23 Interaction of Different Types of Lexical Meaning
24 Interaction of Primary dictionary and Contextually
Imposed Meanings

25 Metaphor

26 Metonymy

27 Irony

28 Interaction of primary and derivative logical
meanings

29 The problem of polysemy

30 Zeugma

31 The Pun

32 The Epithet

33 Oxymoron
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34 Interaction of logical and nominal meanings

35 Antonomasia

36 Simile

37 Periphrasis

38 Euphemism

39 Hyperbole

40 Syntactical Expressive Means and Stylistic Devices
41 General Considerations

42 Problems Concerning the Composition of Spans of
Utterance Wider than the Sentence

43 The Syntactical Whole

44 The Paragraph

45 Compositional Patterns of Syntactical Arrangement
46 Stylistic Inversion

47 Detached Construction

50 Lexico - Syntactical Expressive Means and Stylistic
Devices

51 Parallel Construction

52 Chiasmus

53 Repetition

54 Enumeration

55 Suspense

56 Climax

57 Antithesis

58 Syntactical Expressive Means and Stylistic Device
59 Particular Ways of Combining of the Utterance

60 Asyndenton

61 Polysyndenton

62 Peculiar.2.2 Break-in-the-Narrative

64 Question-in-the-Narrative

65 Represented Speech

a) Uttered Represented Speech

b) Unuttered of Inner Represented Speech

66 Transferred Use of Structural

1 Rhetorical Questions

2 Litotes
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GLOSSARY

Alliteration is derived from Latin’s “Latira”. It means “letters of alphabet”. It is a stylistic device
in which a number of words, having the same first consonant sound, occur close together in a series.

Allusion is a brief and indirect reference to a person, place, thing or idea of historical, cultural,
literary or political significance. It does not describe in detail the person or thing to which it refers.
It is just a passing comment and the writer expects the reader to possess enough knowledge to spot
the allusion and grasp its importance in a text.

Antithesis is a kind of parallelism in which two opposite ideas are put together in parallel
structures.

Antonomasia (pronounced an-tuh-nuh—mey-zhuh) is a literary term in which a descriptive phrase
replaces a person’s name. Antonomasia can range from lighthearted nicknames to epic names.

The phrase antonomasia is derived from the Greek phrase antonomazein meaning “to name
differently.”

Assonance is the repetition of vowel sounds to create internal rhyming within phrases or sentences,
and together with alliteration and consonance serves as one of the building blocks of verse.
Assonance does not have to be a rhyme; the identity of which depends merely on sequence of
both vowel and consonant sounds.

Archaism is the derivative of a Greek word, archaikés, which means beginning or ancient. It is
a figure of speech in which a used phrase or word is considered very old fashioned and outdated. It
can be a word, a phrase, a group of letters, spellings and syntax.

Barbarisms are words of foreign origin, which have not entirely been assimilated into the English
language. They bear the appearance of a borrowing and are felt as something alien to the native
tongue.

Belles- letters style is a generic term for three substyles in which the main principles and the most
general properties of the style are materialized. These three substyles are:

1. The language of poetry, or simple verse.
2. Emotive prose or the language of fiction.
3. The language of drama.

Cacophony is a sense of stain, unpleasant, discomfort in pronouncing or hearing. (The fair breeze
blew. He swallowed the hint with a gulp, a gasp & a grin.)

Climax

1.the most intense or highest point of an experience or of a series of events: the party was the clima
x of the week.

2. (Theatre) a decisive moment in a dramatic or other work

3. (Rhetoric) a rhetorical device by which a series of sentences, clauses, or phrases are arranged in o
rder ofincreasing intensity
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Colloguial adj.-
1. Characteristic of or appropriate to the spoken language or to writing that seeks the effect of speec

h; informal. 2. Relating to conversation; conversational.

Dialectal words are those, which in the process of integration of the English national language
remained beyond its literary boundaries, and their use is generally confined to a definite locality.

Disphemisms are coarse words denoting parts of the body and physiological acts that are not
spoken of in public except in euphemistic form.

Epithet is a descriptive literary device that describes a place, a thing or a person in such a way that
it helps in making the characteristics of a person, thing or place more prominent than they actually
are. Also, it is known as a by-name or descriptive title.

Euphemism_ is a word or phrase used to replace an unpleasant word or expression by a
conventionally more acceptable one. For example, the word 'to die' has bred the following
euphemisms: 'to pass away, to expire, to be no more, to depart, to join the majority, to be gone, and
the more facetious ones: to kick the bucket, to give up the ghost, to go west. So, euphemisms are
synonyms which aim at producing a deliberately mild effect.

Euphony is such a combination of words and such an arrangement of utterance which produces a
pleasing acoustic effect, i.e. a pleasing effect on the ear. Euphony is generally achieved by such
phonetic stylistic devices as alliteration, onomatopoeia rhythm, rhyme.

Expressive_means of a language are those phonetic, morphological, word building, lexical and
syntactical forms, which exist in the language for the purpose of logical and emotional
intensification of the utterance.

Functional style of language is a system of interrelated language means, which serves a definite
aim in communication. Thus the functional style can be regarded as the product of a certain
concrete task set by the sender of the message. Functional styles appear mainly in the literary
language. The peculiar choice language means within each functional style is predetermined by
certain aims of communication, and as a result of it a more or less closed system is built up. In the
English literary language we distinguish the following major Functional Styles (FS).

The language of belle lettre xynoxectBeHnHas mpo3a.
The language of publicistic literatures.

The language of newspapers.

The language of scientific prose.

The language of official documents.

Gradation

1. A sequence of gradual, successive stages; a systematic progression.

2. A passing by small degrees from one tone or shade, as of color, to another. See Synonyms at
nuance.

3. The act of gradating or arranging in grades.

4. Any degree or relative position in an order or series.
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Graphon — the intentional violation of the graphical shape of a word used to reflect its authentic
pronunciation or to convey the intensity of the stress, emphasizing the stressed words. Graphon can
give some information about the speaker's origin, social & educational background, physical or
emotional condition, physical defects, young age i.e. & conveys the atmosphere of authentic life
communication.

Grotesque
When used in conversation, grotesque commonly means strange,fantastic, ugly or bizarre, and thus

is often used to describe weird shapes and distorted forms such as Halloweenmasks or gargoyles on
churches. More specifically, the grotesque forms on Gothic buildings, when not used asdrain-
spouts, should be called grotesques or chimeras rather than gargoyles.

Hyperbole can be defined as a deliberate overstatement or exaggeration of a feature essential
(unlike periphrasis) to the object or phenomenon. In its extreme form, this exaggeration is carried to
an illogical degree, sometimes ad absurdum.

Hyphen is a short dash, which connects words or parts of words.

Irony is a stylistic device also based on the simultaneous realization of two logical meanings -
dictionary and contextual, but the two meanings stand in opposition to each other.

Jargon is a recognized term for a group of words that exists in almost every language and whose
aim is to preserve secrecy within one or another social group.

Jargonisms are generally old words with entirely new meanings imposed on them. The traditional
meaning of the words is immaterial, only the new, improvised meaning is of importance. Most of
the jargonisms of any language, and of the English language too, are absolutely incomprehensible to
those outside the social group, which has invented them. They may be defined as a code within a
code, that is special meanings of words that are imposed on the recognized code - the dictionary
meaning of the words.

Litotes is a stylistic device consisting of a peculiar use of negative constructions. The negation plus
noun or adjective serves to establish a positive feature in a person or thing. This positive feature,
however, is somewhat diminished in quality as compared with a synonymous expression making a
straightforward assertion of the positive feature.

Metaphor is transference of names based on the associated likeness between two objects, as in the
"pancake", or "ball", or "volcano™ for the "sun"; "silver dust", "sequins" for "stars"; "vault",
"blanket", "veil™ for the "sky". Metaphor-word or expression used in a figurative sense, which is

based on a comparison of an unnamed object with another on the basis of their common trait.

Metonymy -
figure of speech in which one word or phrase is substituted for another with which it is closely asso

ciated, as in theuse of Washington for the United States government or of the sword for military po
wer.
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Neutral words, which form the bulk of the English vocabulary, are used in both literary and
colloquial language. Neutral words are the main source of synonymy and polysemy. It is the neutral
stock of words that is so prolific in the production of new meanings.

Onomatopoeia — sound imitation, the use of words whose sounds imitate those of the signified

object or action, such as “mew”, "murmur", "grumble", “bang”.

Oxymoron is a combination of two words (mostly an adjective and a noun or an adverb with an
adjective) in which the meanings of the two clash, being opposite in sense, for example:: ‘low
skyscraper', 'sweet sorrow', 'nice rascal', 'pleasantly ugly face', 'horribly beautiful’, 'a deafening
silence".

The essence of oxymoron consists in the capacity of the primary meaning of the adjective or adverb
to resist for some time the overwhelming power of semantic change, which words undergo in
combination.

Parable is a succinct story, in prose or verse, which illustrates one or more instructive principles, or

lessons, or(sometimes) a normative principle. It differs from a fable in that fables use animals, plan
ts, inanimate objects, andforces of nature as characters, while parables generally feature human char
acters. It is a type of analogy.

Periphrasis is a very peculiar stylistic device, which basically consists of using a roundabout form
of expression instead of a simpler one, i.e. of using a more or less complicated syntactical structure
instead of a word. Depending on the mechanism of this substitution, periphrases are classified into
figurative (metonymic and metaphoric), and logical.

Professionalisms are the words used in a definite trade, profession or calling by people connected
by common interests both at work and at home. They commonly designate some working process or
implement of labour. Professionalisms are correlated to terms. Terms, as has already been indicated,
coined to nominate new concepts that appear in the process of, and as a result of, technical progress
and the development of science.

Pun, also called paronomasia, is a form of word play that suggests two or more meanings, by
exploiting multiple meanings of words, or of similar-sounding words, for an
intended humorous or rhetorical effect. These ambiguities can arise from the intentional use
ofhomophonic, homographic, metonymic, or figurative language. A pun differs from
a malapropism in that a malapropism is an incorrect variation on a correct expression, while a pun
involves expressions with multiple correct interpretations. Puns may be regarded as in-jokes
or idiomatic constructions, as their usage and meaning are specific to a particular language and its
culture.

Rhyme is the repetition of identical or similar terminal sound combinations of words. Rhyming
words are generally placed at a regular distance from each other. In verse, they are usually placed at
the end of the corresponding lines.

Rhythm in verse as an SD is defined as a combination of the ideal metrical scheme and the
variations of it, variations which are governed by the standard.

Simile is a figure of speech that makes a comparison, showing similarities between two different
things. Unlike a metaphor, a simile draws resemblance with the help of the words “like” or “as”.
Therefore, it is a direct comparison.
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Slang is the special vocabulary used by any set of persons of a low or disreputable character;
language of a low and vulgar type. (Now merged in c. leant/); b) the cant or jargon of a certain
class or period; c) language of a highly colloquial type considered as below the level of standard
educated speech, and consisting either of new words or of current words employed in some special
sense. Slang... is a peculiar kind of vagabond language, always hanging on the outskirts of
legitimate speech but continually straying or forcing its way into the most respectable company.

Stylistics sometimes called linguo-stylistics is a branch of general linguistics. It has now been more
or less definitely outlined. It deals mainly with two interdependent tasks: a) the investigation of the
inventory of special language media which by their ontological features secure the desirable effect
of the utterance and b) certain types of texts (discourse) which due to the choice and arrangement of
language means are distinguished by the pragmatic aspect of the communication.

Stylistic device is a conscious and intentional literary use of some of the facts of the language for
further intensification of the emotional or logical emphasis contained in the expressive means.

Suspense is anxiety or a state of uncertainty or excitement about the resolution of something.

An example of suspense is wondering when the killer will strike while watching a horror movie.

e Anxiety or apprehension resulting from an uncertain, undecided, or mysterious situation: The
suspense as they were announcing the winners was unbearable.

e The quality in a work of narrative art, such as a novel or film, that causes the audience to
experience pleasurable excitement and anticipation regarding an outcome.

e Archaic The state or quality of being undecided, uncertain, or indecisive: the suspense of
judgment.

Synecdoche is a literary device in which a part of something represents the whole or it may use a
whole to represent a part. Synecdoche may also use larger groups to refer to smaller groups or vice
versa. It may also call a thing by the name of the material it is made of or it may refer to a thing in a
container or packing by the name of that container or packing.

Transferred meaning is practically the interrelation between two types of lexical meaning:
dictionary and contextual. The contextual meaning will always depend on the dictionary (logical)
meaning to a greater or lesser extent. When the deviation from the acknowledged meaning is carried
to a degree that it causes an unexpected turn in the recognized logical meanings, we register a
stylistic device.

Trope is a figure of speech through which speakers or writers intend to express meanings of words
differently than their literal meanings. In other words, it is metaphorical or figurative use of words
in which writers shift from the literal meanings of words to their non-literal meanings. The trope, in
fact, could be a phrase, a word or an image used to create artistic effects. We may find its use
almost everywhere such as in literature, political rhetoric and everyday speech.

Vulgarisms are coarse words and expressions with strong emotional meaning which denote the
speaker's attitude towards the object in question. There are different degrees of vulgar words, some
of them - obscene ones - should not even be fixed in common dictionaries (“four-letter" words);
words like "damn, bloody, son of a bitch, to hell” belong to vulgarisms of a lesser degree.

Zeugma is the use of a word in the same grammatical but different semantic relations to two
adjacent words in the context, the semantic relations being, on the one hand, literal, on the other,
transferred.
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