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HHOACHUTEJIBHAS 3AIIMCKA

O61edunonornyeckas MOJATOTOBKA OakanaBpoB oOpa3oBaHus,
CHEUANM3UPYIOIIMNXCS B MHOCTPAHHBIX S3bIKAX, a Takxke OakalaBpoB B 001acTH
JUHTBUCTUKMA BKJIIOYAET B KAue€CTBE OJHOTO M3 OCHOBHBIX KOMIIOHEHTOB
KOMMYHUKATUBHOM HHOS3BIYHOM  KOMIIETCHIIMM YMEHUS @HAJIUMUYUECKO20
(uszyuarowiezo) umenusn. JJaHHBIA aCNEKT MPAKTUUYECKOTO OBIAJACHUS MHOS3BIYHOM
KOMMYHUKAIIME, Hapsay C BECOMBIM IparMaTH4YeCKUM CMBICIOM, 00Jagaer
3HAUYUTETBHBIM  O0IIe00pa30BATENbHBIM W BOCHUTATENIBbHBIM  MOTEHIIUATIOM.
['my0okoe MPOHMKHOBEHHE B CMBICI AHAJIU3UPYEMOTO MPOU3BEICHUS MO3BOJISET
YUTATEII0 MNPUOOMIATHCS K JUYHOMY OIBITY THUCATENss U €ro INepcoHaxeH, K
OOIIECTBEHHO-UCTOPUIECKOMY  OTBITYy, CIHOCOOCTBYET OMOIIMOHAIBLHOMY |
HPAaBCTBEHHOMY CTAHOBJIEHUIO MOJIOJIOTO YEJIOBEKA.

TekcT XyI0’KeCTBEHHOIO MPOU3BENCHHUSI OOBEKTUBHO MPEACTABIAECT COOOU
MOCJIEJOBATENbHOCTh Tpa)UUECKUX 3HAKOB, KOTOpble, OyIydd OJUHAKOBO
JIOCTYTHBI BCEM, JIJISI MHOTUX MOTYT OBITh JIUIIIEHBI KAKOTO ObI TO HU OBLJIO CMBICIIA.
Kuura mnpeBpamaercss B XyJOXKECTBEHHOE IMPOU3BEIICHUE TOrAa, KOrja ee
OTKPBIBAET 3aWHTEPECOBAHHBIA W MOATOTOBICHHBIA 4YUTATENb. VIMEHHO B €ro
CO3HaHUU, B €r0 BOOOpPaKEHWU BO3HUKAET HEKUU XYyJI0XKECTBEHHBIN MHUp, BTOpas
peanbHOCTh. DTOT BTOPUYHBIN MUP — MEHTAIbHOE 00pa30BaHKE, HO BO3HUKAET OH B
COOTBETCTBMM C HEKMMH CYIIECTBYIOIIUMHU B  S3BIKE VHUBEPCAIbHLIMU
MeXanuzmMamy, KOTOPBIMH BOCIOJB30BAJICS aBTOP YUTAEMOIO TEKCTa, YTOOBI
BbI3BaTh B CO3HAHUM YHUTATENSl OMPEACIICHHYIO PEAKIUI0O U TEM CaMbIM U3MEHUTh
MUp — MYCTh JIUIIb B PAMKaX YUTATEIBCKOTO BOCIIPUSTHUSI.

Kypc B 1meinoM HampaBieH Ha YCTpaHEHUE CIEAYIOUIUX TPYAHOCTEH:
U30JMPOBAHHOE BOCHPUSITHE OTIEIBHBIX AJIEMEHTOB, HEYMEHHUE YYECTb BIIHMSHUE
KOHTEKCTa, HEBHUMAHHE K CTHJIMCTUYECKUM, SMOIUOHAIBHBIM, IKCIPECCUBHBIM
KOHHOTAIMSIM; HEBHUMAaHUE K HEOOBIYHON COYETAEMOCTH CJIOB; MOBEPXHOCTHOCTh
MMOHUMAaHHUS MIPOYUTAHHOTO. OcHOBHBIE TEOPETUYECKUE BOIIPOCHI,
paccMaTpuBaeMbIe B paMKax AUCIUIUIMHBI, U3JAaratoTCsl Ha JIEKIMOHHBIX 3aHITHSIX.
[IpakTuyeckue (CeMHHApPCKHE) 3aHATUS MPEANoJaraloT JETalbHOE OO0CYXKIECHUE
TEOPETUYECKOr0 MaTepHuaia, BBIIOJHEHUE MPAKTUYECKUX 3aJlaHUM, YKa3aHHBIX B
IUIaHE CEMHHAPCKUX 3aHATHH, a Takke OOCYX ICHHE SI3bIKOBOTO MaTepuaa,
CaMOCTOSITETTLHO OTOOPAHHOTO TPU TOJATOTOBKE K TMPAKTHUYECKUM 3aHITHSIM.
Jlekunn 1 ceMHUHApBI TPOBOJATCS HA AH2IUICKOM A3bIKE.



OBILIUE OCHOBBI CTHJINMCTUYECKOI'O AHAJIM3A
XYJAOXKXECTBEHHOI'O TEKCTA

Cmunucmuueckuil anaiu3 Xy00iHcecmeeHHo20 mexcma — noopooOHbll U
muamenvbHolil AHATU3 POIU U PYHKUUIL AZbIKOGBIX CPEOCHIE PAZHBIX YPOGHEIl 6
Op2anu3auuu U GbLIPANCEHUU  UOCHUHO-MEMAMUUECKO20  COOEPHCAHUS
npou3eeoeHusl.

[Tpu KOMITJIEKCHOM U3YYCHUU JUTEPATYPHOTO MIPOU3BEICHUS
CTHJIMCTUYECKHUM aHan3
1) paccMarpuBaeTcsi Kak COCTaBHAsi YacTh UCCIIETOBAHMS TEKCTA;

2) OXBaTHIBACT €AMHUIIBI BCEX YPOBHEH S3bIKA;

3) OCYyWIECTBIISIETCS C YYETOM SKCTPAIUHTBUCTHYECKUX OCHOBAHHHA MOPOXKICHUS
TEKCTa XyI0XKECTBEHHOTO TPOU3BEAECHUS, KTEKCTOMPOU3BOICTBAN;

4) o0OBbemuHSCTCS CO CMEXHBIMHU JTUCHUTUTMHAMHU (UCTOpUEH, KYJIBTYypPOJIOTHEH,
JUTEPATYPOBEICHUEM, TICUXOJOTHEH, TeOpUe KOMMYHUKAUU U JIp.) C LEJbIO
MCTOJIKOBAHMS SI3bIKOBBIX OCOOCHHOCTEH;

5) BBIXOJMT Ha YPOBEHb aHaAJIM3a IIEJIOr0 TeKCTa (BCEro MPOU3BEICHUS).

Ilpeomemom CTUIMCTUYECKOTO aHAIM3a XYJI0)KECTBEHHOTO TEKCTA CIIYKHUT
SI3BIKOBAsi OpraHU3AIMs TEKCTa, a UMEHHO CBS3M M OTHOIICHUS €IMHUI] Pa3HBIX
YPOBHEM, B €IMWHCTBE BBIpAXKAIOUUX Ty WIM HHYIO JIMHUIO 3CTETUYECKOU
KOHIICTIIIUU TPOU3BEICHUS.

Mamepuanom CTUIMCTUYECKOTO aHAIM3a XYAOKECTBEHHOIO TEKCTa
SBIISIOTCS
® apxau3Mbl U UCTOPU3MBI,
® HETMOHATHBIC (PAKTHI TOITUIECKOW CHMBOJIUKH,
® HE3HAKOMBIE WIH MaJj03HaKOMBbIE YUTATEITIO JTNAJIEKTU3MBI,

npoeccoHanu3Mbl, aprOTU3MBbI, )KAPTOHU3MBI U TEPMUHBI,

® 0COOEHHOCTH MUCATENBCKOTO CIOBOYINOTPEOIEHUS: MHANBUAYaJIbHO-aBTOPCKHE

SI3BIKOBbIC MHHOBAIIUY;

KJIFOUEBbIE CIIOBA;

TPOIIBL;

0COOEHHOCTH CHHTAKCHCa;

CBOE0Opa3re KOMIO3UIINH;

cnenudurka ynoTrpeOlieHus M CUEIJIEHUs JpYyr ¢ JPYyroM HEWTpalbHBIX U

CTHJIUCTHYECKH 3HAYMMBIX (IKCIPECCUBHBIX ) SI3BIKOBBIX AJIEMEHTOB B CTPYKTYP;

® 0COOEHHOCTH SI3bIKOBOM OpraHU3allly MMOATEKCTA;

e 0COOEHHOCTH BbIOOpA M OPTraHU3ALMH S3BIKOBOTO MaTe€pHasia B €ro YaCTHOCTSIX
U LIEJIOCTHOCTH — PeueBasi CACTEMHOCTb;

® B3aUMOCBS3b SI3BIKOBOIO M CMBICJIOBOTO YPOBHEH TEKCTa C TOYKU 3pPEHHUS
MOJIHOTHI BBIPKEHUS aBTOPCKOM KOHIICTILIMM U JIP.

Takum  oOpa3oMm, OCHOBHasi 3adaya  CTUJIUCTUYECKOTO  aHaIu3a
XYJ0’)KECTBEHHOTO TEKCTa 3aKJII0YaeTCs B M3YYEHHMH S3BIKOBBIX CPEICTB Pa3HbIX
YPOBHEW B CUCTEME OIPEAEIIEHHOIO XY0KECTBEHHOIO TEKCTA C TOUKU 3PEHUS MX
COOTBETCTBHSI 3aMbICIy aBTOpa U €ro WHIUWBUIYaJbHOW MaHEpe MHUChMa.



OOBbsiICHEHHE CTPYKTYPHBIX OCOOEHHOCTEH TEKCTa HEOOXOJAMMO COOTHOCHTH C
COJIEpPKATEJIbHBIMUA TIOHSATUSIMU M KaTEropusMH, TaKUMH, Kak mema, uoes,
A8MOPCKULL 3aMbLCEN, XYOOHCECNEEHHO-00PA3HAS cCUCmeMd.

CTunucTuyeckuid aHajau3 XyJIO)KECTBEHHOTO TeKcTa Oa3upyercs Ha

CIENYIOIINX_HPUHUUNAX:

1. PaccMoTpeHHe XyIOXKECTBEHHOTO TEKCTa B TPOSIKOM acmekre: "uaeiHoe
coJiep)KaHue — 00pa3 — sI3bIK";

2. KOHKpeTHO-UCTOpUUYECKHM TMOAXO0J K TOJKOBAHHMIO TEKCTa C OIMOpOd Ha
KyJIbTYPHO-UCTOPUYECKUN KOMMEHTapui, oOecreuynuBaoImuii 0oyee MmoiaHoe U
ry0OKOe TOHHMaHUE XYIOXKECTBEHHOTO TPOU3BEACHUS B KOHTEKCTE TOTO
nepruoaa o0IECTBEHHON KU3HHU, K KOTOPOMY NMPUHAAIEKUT U3ydaeMblil TEKCT;

3. Pasrpanmnuenue B TEKCTE (PAKTOB HOPMATUBHBIX, CBOMCTBEHHBIX COBPEMEHHOMY
CJIIOBOYNOTPEOJICHNUIO, U PA3IMYHOrO POJia OTKJIOHEHUH OT HOPMBI, (PAKTOB
OOLIESA3BIKOBBIX M HWHIUBUIYAIbHBIX, aBTOPCKMX M HMX COOTBETCTBYIOLIAS
OLICHKA;

4. TloHrMaHMe MO3TUYECKOTO S3bIKa KaK 0C000M (DOPMBI 3CTETUYECKOTO OCBOEHUS
NENUCTBUTEIBHOCTH, KaK aKTUBHOTO CpEACTBa CO3JAaHMS XYJO0’KECTBEHHOIO
0000IIEHNS;

5. AkTuBHag poiib yuTarens (MHTeprnperaropa) Tekcra (HuraTenb Kak «COaBTOP»
TEKCTA)

Cneyuguueckum  uncmpymenmapuem  CTWIHNCTUYECKOTO  aHaIU3a
XYJIO)KECTBEHHOTO TEKCTa CIyXaT TeKcTooOpasywmue kareropuu. Cpemu
TEKCTOBBIX KaTETOPUN MOXKHO BBIICIUTh YHUBEPCATHHBIC i COOTHECEHHBIE C HUMU
(HeyHuBepcanbHbIe). Tak, K  YHHBEPCAIbHBIM  KATETOPHSAM  OTHOCSTCS:
yenocmuocms (TUTaH COEPIKaHUs) U c8s13H0oCmb (TUTAH BBIPAKCHHUS ), BCTYIIAIOIIHC
JPYT C IPYTOM B OTHOIIICHUS JTOTIOJTHUTESIIEHOCTH.

Llenocmuocms (unu yenbHOCMsb) TEKCTa TOHUMAETCS KaK MMPOCTPAHCTBEHHOE
Y BpPEMEHHOE €TMHCTBO COZCP)KATEILHON OpraHu3alliy, HAPaBJICHHOE Ha PEIICHUE
OTIpEJICIICHHONW BHepedeBOU 3amgaun. OHA CBs3aHA C COJCP)KATEILHBIM IUIAHOM,
CMBICIIOM TPOW3BEJCHUs, WIH, HWHaUe, C XYJI0KECTBEHHO-ICTCTHUYCCKON
KOHIIETIITMEH aBTOpa. DTa KaTeropusi COOTHOCUTCS, MPEXKIE BCErO, ¢ MEHTAIBHO-
OMOITMOHATBLHBIMA  OCOOCHHOCTSIMH UYTEHHs, C OCOOEHHOCTSIMH _BOCHIPUSITHUS
YUTAIONIUM XYJI0XKECTBEHHON MH(OPMAIIUU ¥ PeasTu3yeTcs B HHTEPIPETAITMOHHOM
JEATCIIbHOCTH aJipecara KaK e€ro CTpPeMIICHHE OOBEIUHHUTHh B €IMHOE CMBICIIOBOC
11J10€ OT/JICTbHBIC YaCTH ITPOU3BEICHUS.

Css310Ccmb — 3TO B3aMMOCBSI3b U B3aMMOOOYCIIOBICHHOCTh BCEX JIEMEHTOB
TEKCTa, MHAYE, ITO €r0 CUCTEMHOCTh Ha BCEX YPOBHSIX, KOT/Ia U3BATHE U3 OOIIETO
KOHTHHYYMa JIa)Xe HE3HAYUTEIHHOW YacCTH MPUBOJIUT K Pa3pyIICHUIO Iejoro. B
OTIWYHME OT IEJOCTHOCTH 3Ta Kareropus Oojiee JIUHTBUCTUYHA, IOCKOJBKY
MaTepPUAIU3YETCs Ha MMOBEPXHOCTHOM YPOBHE TEKCTA C MOMOIILIO CMHTArMAaTHKU
CJIOB, IPEIOKCHHM, TEKCTOBBIX (hParMeHTOB.




JUHTBOCTUWINCTUYECKU AHAJIN3 XYJIOKECTBEHHOI' O
TEKCTA

JIMHTBOCTUIMCTUYECKUN aHATU3 XYA0KECTBEHHOI'O TEKCTa SIBIISIETCS OOHUM
u3 MHO2UX acleKTOB (OPMUPOBAHMS  AHTJIOS3BIYHON  KOMMYHUKATUBHOMU
KOMITETEHIIUU CTYJEHTOB (haKyJbTeTa MHOCTPAHHBIX S3BIKOB. (YEBUIHO, UYTO HA
3aHATUAX B pPaMKax MPAKTHYECKOTO Kypca aHIVIMMCKOrO $3bIKa HEBO3MOXKHO
OBJIAJIETh BCEMU KOMIIOHEHTaMHU JIMHIBOCTWJIMCTAYECKOIO aHajIu3a B IIOJIHOW Mepe.
Takum 06pa3om, peub UAET JIUIIb 00 JIEMEHTaX JIMHTBOCTUIMCTUYECKOTO aHAIN3a
XYJI0)KECTBEHHOTO TekcTa. [lomuepkHeM erre pa3 o0pa3oBaTeIbHYIO W JIMYHOCTHO-
dbopmupytonryo GyHKIIUA JAHHOTO aclieKTa 00ydeHusI.

[Ipennaraembie aBTOpaMu TaHHOTO TIOCOOUS PEKOMEHIAITNN HE MPETEHIYIOT
Ha UCKIIIOUUTENHHOCTh. OHU HOCST MPUMEPHBIA XapakTep U MPEJCTaBISIIOT COO0M
OCHOBY, 0a3y JUIsl JaTbHENIIIEr0 COBEPIIICHCTBOBAHUSI HHTEPIPETAITMOHHBIX YMEHU N
00y4aeMbIX.

[TockonbKy 3amaHusd Ha JIMHTBOCTMJIMCTUYECKUN aHAIU3 XYIIOKECTBEHHOTO
TEKCTa BBITIOJHSIOTCS CTyJACHTAMU Ha aHTJIMHUCKOM s3bIKe, OOJbIlas 4YacTh
pEeKOMEHAaIui Takke chopMyJIMpOBaHA MMO-aHTJIUHCKH.

IIpuMepHas cxemMa JMHIBOCTHJINCTHYECKOT0 AHAIU3A XY/107KeCTBEHHOT 0
TeKCTa

[Ipennaraemass HUXKE CcXema JIMHTBOCTWJIMCTUYECKOIO aHalu3a TEKCTa
CTPOUTCSI B COOTBETCTBUU C JICTyKTUBHBIM MOAXOJOM, TPEOYIOMUM TBUKEHUS OT
00X XapaKTEPUCTUK K 00jIee YaCTHBIM OCOOCHHOCTSAM TeKcTa. Ba)kHO MOMHUTB,
YTO aHAIU3UPYS TEKCT, HE CIEIYET OTPAaHUUYUBATHCS MPOCTHIM MEPEUNUCICHUEM €TI0
JUHTBUCTUYECKUX O0COOCHHOCTEM, JEKCUYECKUX, rpaMMaTUYECKuX,
CUHTAKCUYECKHX TMPHUEMOB, HCIOJIb30BaHHBIX aBTOpPOM. BHauane HyXHO
MONBITAThCA  ONpeneauTh A(PdekT, co3aaBaeMblii TPOU3BEACHUEM, a 3aTeM
MPOaHATIM3UPOBATh, KAKUM UMEHHO 00pa3oM, KaKUMH CPEJICTBAMHU aBTOPY yAaJIOCh
JIOCTHYb UMEHHO Takoro s dexra.

1. The general information about the text (the source it was borrowed from, the
title, the author, the history of the text etc).

E.g. The text under analysis presents/ features an extract taken from the
story... written by...

2. The type of narrative the text features (narration, description, persuasion etc).
State the type of the narrator in the text.

3. A brief summary of the text.

4. The composition of the text (exposition, complication, climax, denouement).
Mention some significant peculiarities of the composition of the text: say if it is
simple, complicated or complex (many protagonists and plot-lines); scenic or
dynamic.



5. Analyze the categories of the space (the setting and the atmosphere created)
and the time in the text and ways of their representation; relations between the story-
time and the discourse time; the usage of tenses in the narration (if applicable).

6. The vein the story is written in (ironic, tragic, matter-of-fact, etc.).

7. The theme of the story ( the main idea or moral of the story).

8. The characters of the story. State the relationship of the characters to the plot
(do they play a major part in the events of the story or do they have a minor role?);
the degree to which they are developed (are they complex characters or are they one-
dimensional?); their growth in the course of story (do they remain the same throughout
the story or do significant changes in their personalities take place?), the relations
between the characters. Point out methods of character drawing. Does the character’s
name have any importance, relevance or associations? Stylistic devices which
contribute to the specific mood of the story; your own perception of characters and
events, conflicts , ideas, etc.

9. Discuss the peculiarities of the author’s style. the syntactical, lexical,
incidentally morphological and phonetic peculiarities of the text under analysis, the
purpose of their employment by the author (for example, the use of slang, baby talk,
etc. to reproduce the idiolect of this or that character; the use of alliteration,
paronomasia, etc.). Analyze most significant expressive means and stylistic devices
employed by the author. You should not boil down your analysis to the
enumeration of all the stylistic devices you can spot in the text. This is the
common error among students to write off a long list of stylistic devices. Always
speak about the function of this or that stylistic device or expressive means, what
sense it imports and what impression produces. You may follow the order «factual
information -> expressive means -> sense» or «factual information -> sense ->
expressive means» (O030p CTHIMCTHYESCKUX PUEMOB cM. B [IpuioxeHun).

10. Analyze the text in terms of intertextual connections it may possess.
11. Your idea about the title of the text.
12. Comment on the author's skill and the literary merits of the text in

general. Formulate your personal impression from the text.

A3bIK CTUJIMCTUYECKOI'O AHAJIM3A / USEFUL LANGUAGE FOR
STYLISTIC ANALYSIS

* The story is written in a matter-of-fact (tragic, ironic, humorous, epic, satirical,
elevated, etc.) tone (style, key).

+ The text (passage) under analysis presents....

+ The author employs a number of stylistic devices that produce ... effect.

+ The author links... to...;

+ The author likens (smth) to a human being.

+ Here the author employs...

+ Here the author enhances the desired effect with the help of...

+ The author imposes his perception of the thing described on the reader.



+ These epithets daze us with the emotional force they carry.

+ The powerful effect produced by these expressive means is unguestionable.

+ The author’s object in imploying these stylistic devices is quite evident.

+ It is described in a few masterful strokes.

* ... due to the vivid stylistic colouring.

+ It draws the reader’s attention to...

* |t emphasizes...

* The ... lends some stylistic colouring to the description of the man’s portrait.

+ They contribute largely to the vividness of its representation.

+ This device colours the utterance emotionally.

+ This stylistic device aims at a mocking effect.

# The humorous effect is achieved by...

+ The metaphor ... strikes the reader with its vividness and makes him feel...

# The desired effect is strengthened by... (is more enchanted by...)

+ The similies the author resorts to make the description far too picturesque and
very illustrative.

+ This metonymy may be interpreted as the author’s attempt to...

+ These devices help to depict...

# The author’s irony is directed at...

+ Within this phrase we can see some other expressive means...

+ The author strives for a ... effect.

+ The humorous effect is achieved by the incongruous combination of the solemn
form and insignificant meaning.

* Here the author bursts with emotions. He is unable to conceal his feelings towards
his own creation and pours on him the full measure of his disgust (sympathy,
love, etc.)

+ This is the case of climax. The sentences are so arranged that each of the
consecutive sentences is more important, more significant and more emotionally
coloured than the preceding one, all of them forming a chain of interdependent
elements.

+ The starting point of the climax is... The peak of the climax is... The climax
serves to...

+ The denouement is unexpected.

+ The idea of the passage is as follows (or it may be summed up in the following
words).

* The idea lies on the surface.

+ The analysis would be incomplete if we did not touch upon man’s individual
speech.

# The author individualizes his character’s speech for a definite purpose. By doing
this he gives us some additional information concerning his character. It shows...

+ The syntax of the dialogue is very simple; plenty of ... make the speech expressive
and emotionally coloured.



+ The narrative part of the story is illustrative of literary-bookish English. It
contains bookish words (ex.), long sentences with different participial and
gerundial constructions (ex.).

# The speech of the characters is full of colloquial words (ex). The author’s aim
hereis ... .

+ The text contains some realias (ex.), terms (ex.), professionalisms (ex). They
make us feel (understand)...

* The passage (story) is wholly narrative; wholly a dialogue; partially narrative and
partially a dialogue.

+ The plot of the passage (story) is built around (is unfolded around; deals with)...

+ By the way of conclusion I’d like to...

IHNPUMEP CTUJINCTHYECKOI'O AHAJIM3A XYJOKECBEHHOI'O
TEKCTA

Januelii pazgen mnocoOus MpeiaraeT YuTaTelsiM  O3HAKOMHUTHCS  C
aHAJTUTUYCCKOW pPaOOTOM, BBIMOJHEHHOW CTYJACHTOM (HaKyJIbTeTa WHOCTPAHHBIX
A3BIKOB B YCIIOBHAX PCAJIBHOIO IIponecca O6quHH}I. MaTepI/IaJIOM JJI
JIMHIBOCTUJIMCTHYECKOTO aHaln3a mociyxui pacckas ¥Y.C.Moama «IlobGer» (The
Escape), monHbIil TEKCT KOTOPOTO MPUBOJUTCS HHUKE.

HOCKOJ’IBKy, HCCMOTPA Ha BBICOKOC Ka4YCCTBO BLIIMMOJHCHUSA, CTYACHUYCCKAA
paboTa HE JWIIEHAa HEAOYETOB, Jajiee TNpeaIaraercs KBaTH(PUITUPOBAHHBINA
KOMMEHTapuil mpernoaaBaTessi. Bce 3To, Mo 3aMbICTy aBTOPOB MOCOOUS, TOJIKHO
HaMpaBUTh JIEATEIIBHOCTh CTYJEHTOB — TIOJIb30BaTElIe JaHHOTO MOCOOUs B
KOHCTPYKTHBHOC pycio HHTepHpCTaHHOHHOﬁ ACATCIIBHOCTU B paMKax
IIPAKTUYECKOI0 Kypca aHIJIMHUCKOIO s3bIKA.

THE ESCAPE

By W.Somerset Maugham

W. Somerset Maugham, a famous English writer, was born in 1874 in Paris.
He received his medical degree, but he never practiced medicine; the ambition to
write dominated his entire life. In 1897 "Liza of Lambeth", Maugham's first novel,
appeared. It had no success. For the next ten years Maugham wrote and starved. He
turned out a steady stream of plays and novels none of which excited much attention.
His luck changed in 1907. In that year "Lady Frederic", a comedy of manners, was
produced in London. It had a bright, fashionable success. By and by, Maugham
became internationally celebrated; his plays were performed all over the world.
Now independent and well able to enjoy life Maugham began to travel. He came to
know Europe thoroughly and spent long periods in the United States, the South Seas
and China. His favorite country was Spain ("The Land of the Blessed Virgin™ and
"Don Fernando"). In 1915 Maugham published a novel that had been in preparation
for many years. Called "Of Human Bondage" it was received by critics with great
respect. Over the years, it has become a modern classic. Many popular successes



followed its publication: "Ashenden”, "Moon and Sixpence", "Cakes and Ale", etc.
He died in 1965.

| have always been convinced that if a woman once made up her mind to marry
a man nothing but instant flight could save him. Not always that; for once a friend
of mine, seeing the inevitable loom menacingly before him, took ship from a certain
port (with a toothbrush for all his luggage, so conscious was he of his danger and the
necessity for immediate action) and spent a year travelling round the world; but
when, thinking himself safe (women are fickle, he said, and in twelve months she
will have forgotten all about me), he landed at the selfsame port the first person he
saw gaily waving to him from the quay was the little lady from whom he had fled. |
have only once known a man who in such circumstances managed to extricate
himself. His name was Roger Charing. He was no longer young when he fell in love
with Ruth Barlow and he had had sufficient experience to make him careful; but
Ruth Barlow had a gift (or should I call it a, quality?) that renders most men
defenseless, and it was this that dispossessed Roger of his common sense, his
prudence and his worldy wisdom. He went down like a row of ninebins. This was
the gift of pathos. Mrs. Barlow, for she was twice a widow, had splendid dark eyes
and they were the most moving | ever saw; they seemed to be ever on the point of
filling with tears; they suggested that the world was too much for her, and you felt
that, poor dear, her sufferings had been more than anyone should be asked to bear.
If, like Roger Charing, you were a strong, hefty fellow with plenty of money, it was
almost inevitable that you should say to yourself: | must stand between the hazards
of life and this helpless little thing, or, how wonderful it would be to take the sadness
out of those big and lovely eyes! I gathered from Roger that everyone had treated
Mrs. Barlow very badly. She was apparently one of those unfortunate persons with
whom nothing by any chance goes right. If she married a husband he beat her; if she
employed a broker he cheated her; if she engaged a cook she drank. She never had
a little lamb but it was sure to die.

When Roger told me that he had at last persuaded her to marry him, | wished
him joy.

"I hope you'll be good friends," he said. "She's a little afraid of you, you know;
she thinks you're callous.

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

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

"Very much."

"She's had a rotten time, poor dear. | feel so dreadfully sorry for her."

"Yes," | said.

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

The first time | met her we had played bridge together and when she was my
partner she twice trumped my best card. | behaved like an angel, but | confess that |
thought if the tears were going to well up into anybody’s eyes they should have been
mine rather than hers. And when, having by the end of the evening lost a good deal



of money to me, she said she would send me a cheque and never did, I could not but
think that I and not she should have worn a pathetic expression when next we met.

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

Then, on a sudden, he fell out of love. | do not know why. It could hardly have
been that he grew tired of her conversation, for she had never had any conversation.
Perhaps it was merely that this pathetic look of hers ceased to wring his heart-strings.
His eyes were opened and he was once more the shrewd man of the world he had
been. He became acutely conscious that Ruth Barlow had made up her mind to marry
him and he swore a solemn oath that nothing would induce him to marry Ruth
Barlow. But he was in a quandary. Now that he was in possession of his senses he
saw with clearness the sort of woman he had to deal with and he was aware that, if
he asked her to release him, she would (in her appealing way) assess her wounded
feelings at an immoderately high figure. Besides, it is always awkward for a man to
jilt a woman. People are apt to think he has behaved badly.

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

“If you don't find a house soon,"” she said, "I shall have to reconsider my
position. Why, if you go on like this we shan't be married for years."



"Don't say that,"” he answered. "I beseech you to have patience. I've just
received some entirely new lists from agents I've only just heard of. There must be
at least sixty houses on them."

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

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

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

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

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

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

Ruth Barlow took to her bed. She would not see Roger and he had to content
himself with calling at her lodgings to enquire and sending her flowers. He was as
ever assiduous and gallant. Every day he wrote and told her that he had heard of
another house for them to look at. A week passed and then he received the following
letter:

Roger,

| do not think you really love me. | have found someone who is anxious to take
care of me and | am going to be married to him today.

Ruth.

He sent back his reply by special messenger:

Ruth,

Your news shatters me. 1 shall never get over the blow, but of course your
happiness must be my first consideration. 1 send you herewith seven orders to view;
they arrived by this morning's post and lam quite sure you will find among them a
house that will exactly suit you.

Roger.

JUHT'BOCTUJIMCTUYECKH AHAJIN3 PACCKA3A COMEPCETA
MODMA « HOBEI», BBINOJHEHHBIN CTYJIEHTOM

The text under analysis presents a story written by one of the most outstanding
English authors - Somerset Maugham. He was a well-known novelist, playwright
and short-story writer who achieved wide recognition in the 1930-s for his literary
talent. The titles of Maugham’s novels are familiar to several generations of readers.
His works include the novels Of Human Bondage, The Moon and the Sixpence etc.

The story under analysis features the relations between a man and a woman.
The story is set in England in the 20-30s of the 20" century. The protagonist of the
story is a middle-aged man Roger Charing. At the start of the story Roger fell in love
with Ruth Barlow, an unfortunate, helpless woman who seemed to be the most
unfortunate and fragile creature in the world. They had all the happy and pleasant



moments of relations that a young couple usually enjoys and intended to marry when
suddenly Roger fell out of love with her and tried to find a way to make Ruth give
him up. So he said they would marry the day they found the perfect house for them
to live in. However, Roger rejected all the houses they visited. At last, Ruth lost her
temper and left Roger herself to marry another man.

The story presents a third-person narration with some elements of dialogue
and description. The general tone of the story is ironical.

The story can be logically divided into 4 parts. In the exposition the author
gives a general description of the relations between males and females. The opening
line of the story “I have always been convinced that if a woman once made up her
mind to marry a man nothing but instant flight could save him” is followed by a
story of the author’s friend who tried to resort to escape from the woman he doesn’t
want to marry. The anecdote features the popular stereotypes about male and female
attitudes toward marriage. The man is panic-stricken, the horror of the coming
marriage is conveyed through the hyperbole “with a toothbrush for all luggage”, the
metaphor coupled with an expressive epithet “the inevitable loom menacingly”. The
exposition tunes the reader in the ironical tone of the story.

The second part of the story contains the descriptions of the main characters -
Ruth and Roger. Roger “has sufficient experience to make him careful” - this
periphrasis of the word “marriage” creates a vivid image of Roger’s attitude toward
marriage which is rather conventional and stereotypical. The author shows Roger’s
condition with the help of the simile “he went down like a row of ninepins”. Ruth’s
appearance is described with the help of descriptive attributes and epithets: “splendid
dark eyes” and “they were the most moving I ever saw”, “big and lovely eyes”

The description of Ruth’s misery is tinged with irony. The author uses some
synonyms “poor dear”, “helpless little thing”, the words “sadness” and “sufferings”.
Ruth is also described through the hyperboles “the word was too much for her”, “her
suffering had been more than anyone should be asked to bear”. The parallel
constructions “If she married a husband he beat her; if she employed a broker he
cheated her; if she engaged a cook she drank. She never had a little lamb but it was
sure to die” highten the ironic effect. The allusion to the children’s rhyme about
Mary and her little lamb makes the ironical image complete.

Ruth’s image seen through Roger’s eyes is contrasted with the narrator’s
attitude to Ruth by the simile ““ she was as hard as nails”. Ruth is directly described
by the narrator as “stupid” and “scheming”, and the sentence “It could hardly have
been that he grew tired of her conversation, for she had never had any conversation”.
The narrator hints at Ruth’s financial interest in Roger with the help of the phrases
“a hefty fellow with plenty of money”, “He gave her lovely jewels” and metaphor
“if he asked her to release him, she would (in her appealing way) assess her wounded
feelings at an immoderately high figure.”

The next stage in the complication of the story comes when Roger falls out of
love with Ruth. The author uses an ironic metaphor “it was merely that this pathetic
look of hers ceased to wring his heart-strings” to explain the reason of Poger’s
feelings.



The cunning Roger employs the trick of looking for a perfect house. The
difficulty of the business is conveyed with the help of an alliteration “House-hunting
is a tiring and a tiresome business” and the parallel constructions echoing Roger’s
complaints: “They visited house after house. They went over them thoroughly,
examining them from the cellars in the basement to the attics under the roof.
Sometimes they were too large and sometimes they were too small, sometimes they
were too far from the centre of things and sometimes they were too close; sometimes
they were too expensive and sometimes they wanted too many repairs; sometimes
they were too stuffy and sometimes they were too airy; sometimes they were too
dark and sometimes they were too bleak.”

The atmosphere of the story becomes very heated. The author uses gradation
“They looked at hundreds of houses; they climbed thousands of stairs; they inspected
innumerable kitchens. Ruth grew silent and scornful: her pathetic, beautiful eyes
acquired an expression that was almost sullen. There are limits to human endurance.
Mrs. Barlow had the patience of an angel, but at last she revolted.” The story
reaches the climax in the sentence "Do you want to marry me or do you not?"

The last paragraphs of the story feature the denouement of the story — Ruth’s
marriage to another man and Roger’s polite letter of congratulations.

In my opinion, in the story the author sympathises with neither men nor
women - makes keen observations about human nature and its weaknesses.

KOMMEHTAPHI K AHAJIN3Y TEKCTA «IIOBEI»

CryzneHTka npejcTaBuia MOAPOOHBINA aHAU3, KAYECTBO KOTOPOTO JTIOBOJIBHO
BBICOKO.

[Ipexxne Bcero, ciaeayer OTMETUTh €ro IEIOCTHOCTh W JIOTUYHOCT.
KoMIio3unmmoHHoO aHanu3 BBIIEpXKAH B COOTBETCTBHM C  TPEOOBAHUSIMU,
MPEABABISIEMBIMA K TIOMOOHBIM paboTaM. B TekcTe aHamm3a mMmeeTcs Kparkas
uHpopMaiusi o0 aBTOpe W MPOOIEMATHKE AaHAIM3UPYEMOTO TPOU3BEICHUSI.
OmnpeneneH THUI TOBECTBOBAHUS, MPEICTABICHO KOMIIAKTHOE, HO JOCTAaTOYHOE
U3JI0KEHUE coziepkanns pacckaza. CTyIeHTKa KOPPEKTHO OTMEUYaeT OCOOEHHOCTH
KOMITO3HUIIMM OPUTHHAIBHOTO TeKcTa. OJTHUM M3 IOCTOMHCTB PaOOTHI SBJISETCS TO,
4TO CTYACHTKA, 00JIamaromias XOpPOIIMMH 3HAHMSIMHU B OOJACTH CTHJIMCTHKH, HE
MPOCTO TIEPEUUCIISACT CTHIMCTHYCCKUE MPHUEMBI, HCIIOIH30BAHHBIE aBTOPOM, HO
aHaM3UpyeT 3P PEKT, KOTOPBIKA MPOU3BOJIAT ITH MPUEMBI Ha ynTaress. [Ipu sTom
Gburypsl peun pacCMaTpUBAIOTCS B KOMILJIEKCE.

ABTOp aHATUTHYECKOU pabOThl KBATH(UIIUPOBAHHO BBISIBISIET OCOOEHHOCTH
CTHJISL TTUCATES, aHATU3UPYET UHTEPTEKCTYaTbHbIEC BKIFOUEHHS, BIIOJHE KOPPEKTHO
WHTEPIPETUPYET TPOOJIEMATHKY paccKkaza. AHAIM3UPYS  XyJA0XKECTBEHHOE
MPOU3BEICHUE, CTYJICHTKA WCIIONB3yeT aJIeKBATHBIC S3BIKOBBIC CpEICTBA
(popManbHYIO JIEKCUKY U TPAMMATHKY, CIEIUATbHYI0 TEPMHUHOJIOTHIO), TIPOSBIISIS
IIPY 3TOM BBICOKUH YPOBEHb IPAaMOTHOCTH PEUH.

PaboTa npon3BoauT BrieUaTieHNE TIIATEILHO MPOAyMaHHON. OUeBHIHO, UYTO
B MIPOLIECCE HAMKMCAHUA TEKCT €€ MOIBEPraJicsi HEOJHOKPATHOMY PEIaKTHPOBAHUIO.



(BameTM B cKoOKax, 4YTO, Kak MpaBUJIO, YTOOBI MPEICTaBUTh MHUCHMEHHYIO
AHAJIMTUYECKYI0O PAa0OTy BBICOKOTO KauecTBa, TPEeOyeTCsl HECKOJIBKO pa3
nepepadaThiBaTh Y€PHOBOW BapuaHT. [I03TOMy He TOponuTech cAaTh Ha MPOBEPKY
NEPBBI YEPHOBUK).

Hapsany ¢ nepedncieHHbIMH BbIIIE JOCTOMHCTBAMH, MOXXHO OTMETHUTH PsJI
HEJOCTAaTKOB IIPEJCTABICHHOIO aHaiau3a. Bo-nepBbIX, NPEANpUHATA IIOINBITKA
Pa3HOCTOPOHHET0 aHajlu3a MEPCOHaXKEeH, OJHAKO MPEACTAaBIIETCS HEOOXOIUMBIM
JaTh UX Oojee penbeHble XapaKTePUCTUKU. BO-BTOPBIX, aBTOPY aHAIUTUYECKON
paboThI crieoBao Obl 00paTUTh BHUMAaHUE HAa MHTEPIIPETALIMIO HA3BaHUS paccKasa,
IIOCKOJIbKY, MPEACTaBIIsIsl COOOM TaKk HA3bIBAEMYIO «CWJIBHYIO MO3ULUIO» TEKCTA,
MMEHHO Ha3BaHME MOXET pacCMaTpUBaTbCsd KaK KOAMPOBAaHHAS — uies
aHAJIM3UPYEMOIO IPOU3BEICHHUS.

Kpome TOro, Tekcrt aHamm3a NTPOU3BOAWT BIECYATIECHUE HEKOTOPOU
HE3aBEPIICHHOCTH B CHIIy YPE3MEPHOM JIAKOHUYHOCTU IIOCJIEIHEr0 pasnea.
HakoHen, MHEHHE aBTOpa aHajaM3a TakXke JAOJDKHO OBITh BBIpaXEHO Ooiiee
pa3BEPHYTO.

Hecmotrps Ha OTMedeHHBIE HENOCTATKM, aHajdW3 OCTABISET BeCbMa
OJaronpusTHOE BIIEYATICHHE, OTBEYAET MPAKTUYECKH BCEM TPEOOBAHUAM,
IpeIbsABIsEMBIM K paboTaM MoA0OHOr0 poJa, U 3aCiIyKUBAET OTIIMYHOM OTMETKHU.

KPATKHI OB30P CTUWIMCTUYECKUX ITPUEMOB / STYLISTIC
DEVICES OF THE ENGLISH LANGUAGE

What is a stylistic device?

A stylistic device (SD) is a conscious and intentional intensification of some
structural or semantic property of a language unit. The interplay or clash of the
dictionary and contextual meanings of words brings about the stylistic devices.

SDs always carry some additional information, either emotive or logical.

SDs must be regarded as a special code which has to be well known to the
reader in order to be deciphered easily.

Stylistic devices are designed to achieve a particular artistic effect.

There are phonetic, graphical, lexical and syntactical stylistic devices.

Phonetic stylistic devices

Separate sounds due to their acoustic properties may awake certain ideas,
feelings, images, and emotions. Think of a gentle lapping and bubbling of water.
What do you feel listening to the screeching of something against a window pane?

So, different sounds have different effect on us. The sounds of language also
create different responses in us, and writers and poets use this in their works. By



choosing words, writers can evoke strong emotional responses and reinforce the
meaning they wish to convey.

The most common sound features are rhyme, rhythm, alliteration, assonance
and onomatopoeia.

Rhyme
Rhyme [raim] is the repetition of identical or similar terminal sounds, chaining
two or more lines of a poem.
Rhyme has several functions:
e it adds a musical quality to the poem;
e it makes the poem easier to remember;
e it affects the pace and tone of the poem.

There are several different types of rhyme:

1. True/perfect/full rhyme (Tounas pudma) - identical sounds correspond
exactly: Boat-float; might-right; kite-night; day-say; goes-flows

2. Incomplete/imperfect/half rhyme/slant rhyme (npuGnusurensHas):
fresh-flesh; road-boat; loads-lads; honour-won her (cocraBnas).

3. Eye-rhyme (Buaumast, npubausurenbHas): advice-compromise;
have-grave; love-prove; flood-doom (acconaHChl U KOHCOHAHCHI)

4, End rhymes (xonresas) fall at the end of the lines. They mark the end
of the line.

5. Internal rhymes (Buytpenssist) occur within the same line: ‘I bring
fresh showers to the thirsting flowers’

The internal rhyme has two functions: dissevering and consolidating, realized
simultaneously.

According to the way the rhymes are arranged within the stanza, there are
some certain models:
« Couplets: aa(cmesxnas)
« Cross rhymes: abab(nepexpectras)
» Framing rhyme: abba(pamounas)

Rhythm

Rhythm [riom] is a flow, movement, characterized by regular recurrence of
elements or features.

Rhythm in language demands oppositions that alternate: long-short; high-low;
stressed-unstressed, narrow-broad, and other contrasting segments of speech.
Harmony is not only a matter of similarity, but also of dissimilarity, and in good
poetry, irregularities of lines are among the most important features of the poem.

Actually, the beauty of the poem is less dependent upon the regularities than
the irregularities of the poem.

Rhythm is flexible and it is perceived at the background of the metre.



Metre [mi:to] is any form of periodicity in verse. The kind of the metre is
determined by the number and the character of syllables of which it consists. The
metre is the phenomenon characterized by its strict regularity, consistency and
exchangeability. Metrical Terms and Scansion

The basic unit of metre is the foot, which consists of one stressed and one or
more unstressed syllables. The most common kinds of foot are:

lamb (iambic) — one unstressed syllable followed by one stressed syllable

Trochee (trochaic) - one stressed syllable followed by one unstressed syllable

Anapest (anapestic)-two unstressed syllables followed by one stressed
syllable

Dactyl (dactylic) - one stressed syllable followed by two unstressed syllables

Monosyllable (monosyllabic) - one stressed syllable

Spondee (spondaic) - two stressed syllables.

Analyzing metre is called scansion. Scanning a poem we count the number of
syllables and identify the position of the stress. Then we divide the line into feet and
determine the metrical length of the line:

monometer - one foot

dimetre - two feet

trimetre - three feet

tetrameter - four feet

pentameter - five feet

hexameter - six feet

heptameter - seven feet

octametre - eight feet.

Then we give the metre a name, for example, iambic pentametre, trochaic
dimetre. lambic pentametre is the metrical form that most closely resembles natural
speech and it is the most widely used metre in English poetry

The analysis of metre is meaningful only if it contributes to our understanding
of a poem. The rhythm may establish an atmosphere or create a tone, and deviations
from the predominant metrical pattern may highlight key elements.

End-stopped line

When a pause occurs at the end of a line we refer to it as an end-stopped line:

‘The trees are in their autumn beauty,

the woodland paths are dry.’

Enjambement/ Run-on-line are the terms we use when the sense of the
sentence extends into the next line:

‘And in the frosty season, when the sun

was set, and visible for many a mile

the cottage windows blazed through twilight gloom,..’

Caesura

If a strong break occurs in the middle of the line it is referred as Caesura:
‘A thing of beauty is a joy forever

Its loveliness increases; it will never



Pass into nothingness.’
Enjambement /Run-on-line and Caesura give their own particular rhythm to
poetry.

Rhymeless verse is called ‘blank verse’ (0einbiii cTux - in Russian). It is mostly
used by playwrights (Shakespeare, e.g.).

The structure of verse. Stanza

Two or more verse lines make a stanza/ a strophe, so a stanza is a verse
segment composed of a number of lines. The ballad stanza has four —lines, only the
second and the fourth lines rhyme. The heroic couplet consists of two lines.

Alliteration [slito"reiln] is the repetition of similar sounds (usually consonants) at
the beginning of successive words:

‘And green and golden | was huntsman and herdsman...”

Alliteration in the English language is deeply rooted in the tradition of English
folklore. In Old English poetry alliteration was one of the basic principles of verse
and its main characteristic.

Alliteration in Old English verse was used to consolidate the sense within the
line and therefore is sometimes called initial rhyme.

As a phonetic stylistic device, alliteration aims at imparting a melodic effect
to the utterance. Therefore, alliteration is generally regarded as a musical
accompaniment of the author’s idea, supporting it with some emotional atmosphere
which each reader interprets for himself. Certain sounds, if repeated, may produce a
special effect.

Thus the repetition of the sound [d] from Poe’s poem ‘The Raven’ may give a
feeling of fear, anxiety, anguish or all this feelings together.

‘Deep into the darkness peering, long I stood there wondering, fearing,

Doubting, dreaming dreams no mortals ever dared to dream before.’

The sound [m] is used by some poets to produce a somnolent effect:
“How sweet it were, ...

To lend our hearts and spirits wholly

To the music of mild-minded melancholy;

To muse and brood and live again in memory.”

Onomatopoeia [onemotau’pi:a] is a combination of speech sounds which aims at
imitating sounds produced in nature (wind, water, leaves, etc.),by animals, by
people, and by things (machines or tools ).

There are two varieties of onomatopoeia: direct and indirect.

Direct onomatopoeia imitates natural sounds, as buzz, bang beep, vroom, clap,
click, cuckoo, rustle, giggle, mumble, whistle, crunch, splash, bubble, ping-pong,
tick-tock, etc.

Animal sounds:

cat — miaow, purr bird - chirp, tweet;




Crow — caw horse — neigh

lion — roar dog — woof, grrr, bow-wow
mouse — squeak pig —oink
wolf — ow ow owo0000, howl human — blab, blah-blah, murmur

Indirect onomatopoeia is a combination of sounds that echoes the sense of the
utterance:

‘And the silken, sad, uncertain rustling of each purple curtain...’ where the
repetition of the sound [s] produces the sound of the rustling of the curtains.

The sound [w] may reproduce the sound of the wind:

‘Whenever the moon and stars are Set,

Whenever the wind is high,

All night long in the dark and wet

A man goes riding by.’

Indirect onomatopoeia is sometimes used by repeating words which
themselves are not onomatopoetic, as in Poe’s poem ‘7he Bells .

‘Silver bells...how they tinkle, tinkle, tinkle...

From the bells bells, bells, bells,

Bells, bells, bells-

From the jingling and the tinkling of the bells .

Another skilful example of onomatopoetic effect is shown in the poem ‘How
the water comes down in Ladore’ by a romantic poet Robert Southey:
‘And nearing and clearing,
And falling and crawling and sprawling,
And gleaming and streaming and steaming and beaming,
And in this way the way the water comes down at Ladore’.

Graphons is unusual, non-standard spelling of words, showing authentic
pronunciation, some peculiarity in pronouncing words or phrases emphatically.
‘Thquire! Your thervant! Thith ith a bad pieth of buithnith...’ (i.e. ‘Squire!

Your servant! This is a bad piece of business’.

Most graphons show features of territorial or social dialect of the speaker.

‘Is that my wife? ...I see it is, from your fyce...What gyme ‘as she been
plying’? You gotta tell me* (London cockney dialect)

As for American English, here is an example of the Missouri Negro dialect
from ‘The Adventures of Tom Sawyer .

‘You know dat one-leigged nigger dat b’longs to old Misto Brandish? Well he
sot up a bank, en say anybody dat put in a dollar would git fo’ dollars mo’ at en ‘er
de year...’

Cacophony is a combination of harsh, unpleasant sounds:
‘Gloved hands twisting knobs...~
‘I wakened on my hot, hard bed...’




Eughony is rather close to assonance because it is a combination of sounds that
we hear as pleasant and beautiful:
‘The lone and level sands stretch far away...’

Lexical Stylistic Devices

Metaphor _is realizing two lexical meanings simultaneously. Due to this
power metaphor is one of the most potent means of creating images.

Metaphors which are absolutely unexpected, i.e. quite unpredictable, are
called genuine metaphors:

v’ ‘The leaves fell sorrowfully.’

v A puppet government

v' Heis a mule.

v’ ‘The Tooth of Time, which has already dried many a tear, will let the grass grow
over this painful wound.” The expression tooth of time implies that time, like a
greedy tooth devours everything, makes everything disappear or be forgotten.

v He is not a man, he is just a machine!

v' atreacherous calm

Genuine metaphors are mostly to be found in poetry and emotive prose.
Metaphors, commonly used in speech are called trite /dead /oxamenenviel

(stereotyped, hackneyed), they are fixed in dictionaries:

A ray of hope, a flight of fancy, seeds of evil, roots of evil, to fish for
compliments, to bark up the wrong tree, to apple one’s eye, to burn with desire.

Trite metaphors are generally used in newspaper articles or scientific language
(cliches).

Metonymy is the substitution of one word for another with which it is
associated:
v’ ‘The White House said...” (the American government) ; the press (newspapers
and magazines); the cradle (infancy, place of origin); the grave (death);
v The hall applauded. The marble spoke. The kettle is boiling.
v’ Lam fond of Agatha Christie. We didn’t speak because there were ears all around
us. He was about a sentence away from needing plastic surgery.

Synecdoche is a form of metonymy: using the name of a part to denote a
whole or vice versa:
‘Hands wanted.’ ‘the police’ (for a handful of officers); bread (for food).

Simile is a figure of speech in which the subject is compared to another
subject. By means of the comparison the objects are characterized.

The formal elements of a simile are like, as, as if, as though, such as, seem,
etc.



v ‘A woman without a man is like a fish without a bicycle’.
v" She seemed nothing more than a doll.
v' Maidens, like moths are ever caught by glare.
Sometimes the simile-forming like is placed at the end of the phrase:
‘Emily Barton was very pink, and looked a Dresden-china-shepherdess like.’
In the English language there is a long list of hackneyed similes, which are not
genuine similes any more but have become cliches:
Faithful as a dog; to work as a horse; stubborn as a mule; slow as a tortoise;
busy as a bee; hungry as a bear; to swim like a fish and many others of the same

type.

Cliches are stereotyped unoriginal (trite) word-combinations that do not
surprise; they are predictable and easily anticipated:

rosy dreams of youth; the whip and carrot policy; to live to a ripe old age; to
let bygones be bygones; the patter of rain;

The usage of cliches is a specific feature of the publicistic style. They are
necessary in newspaper language helping the writer to enliven his work and make
the meaning more concrete.

Irony (‘mockery concealed) is a form of speech in which the real meaning is
concealed or contradicted by the words used.

Well done! A fine friend you are!

‘What a noble illustration of the tender laws of this favoured country! - they
let the poor go to sleep!’

Irony must not be confused with humour, although they have very much in
common. Humour always causes laughter. But the function of irony is not to produce
a humorous effect. Irony is generally used to convey a negative feeling: irritation,
displeasure, pity or regret.

Epithet coveys the subjective attitude of the writer as it is used to
characterize an object and pointing out to the reader some properties or features of
the object. Epithet aims at evaluation of these properties or features.

Heart-burning smile; wild winds; fantastic terrors; voiceless sands;

unearthly beauty; deep feelings; sleepless bay.

Fixed epithets (stock images) are mostly used in ballads and folk-songs:

‘true love’, ‘dark forest’, ‘sweet Sir’, green wood’; ‘good ship’, ‘brave
cavaliers’.

From the point of view of their compositional structure epithets may be
divided into simple, compound, phrase and sentence epithets.

Simple: dreary midnight; brilliant answer; sweet smile.

Compound: heart-braking sigh; good-for-nothing fellow;

Phrase epithets and sentence epithets:

v’ ‘Personally I detest her (Giaconda’s) smug, mystery-making, come-hither-but-
go-away-again-because-butter-wouldn t-melt-in-my-mouth expression’.



v’ There is a sort of ‘Oh—what-a-wicked-world-this-is-and-how-1-wish-I-could-do-
something-to-make-it-better-and-nobler’ expression about Montmorency that
has been known to bring to tea s into the eyes of pious old ladies and gentlemen.

The reversed epithets, or metaphorical, are of two types:
1) Two nouns are linked in an of-phrase: a devil of a job, ‘A little Flying

Dutchman of a cab’

2) The predicative is in the inverted position: ‘Fools that they are’; ‘Wicked
as heis’

Transferred epithets describe the state of a human being but referred to an
animate object: sleepless pillow; unbreakfasted morning; merry hours; an
indifferent shoulder; sick chambers.

Oxymoron is a combination of two words in which their meaning clash,
being opposite in sense:

Sweet sorrow; pleasantly ugly face; deafening silence; horribly beautiful.

The following example describes the author’s attitude to New York: ‘I despise
its vastness and power. It has the poorest millionaires, the littlest great men, the
plainest beauties, the lowest skyscrapers of any town I ever saw. (Satiric mocking)

Allusion is reference to a famous historical, literary, mythological, biblical
or everyday life character or event, commonly known. As a rule no indication of the
source is given,

It’s his Achilles heel.

Antonomasia is intended to point out the leading, most characteristic
features of a person or of event. It categorizes the person and simultaneously
indicates both the general and the particular. Antonomasia can be defined as a variety
of allusion:

Vralman, Molchalin, Mr. Zero, Don Juan.

Metalepsis is a reference to something remotely associated with the theme
of the speech.

‘I've got to go catch the worm tomorrow morning.’ said Mary. (The early bird
catches the worm- a proverb)

Zeugma (syllepsis) is the use of a word in the same grammatical but
different semantic relations. It creates a semantic incongruity which is often
humorous:

1. He lost his hat and his temper.

2. ‘and covered themselves with dust and glory.-Mark Twain

3. Lllen 00o1cob u 06a cmyoenma. Ooun 8 eanowlax, Opy2ou — 8 YHUepcumen.

4. The alphabet was above the blackboard and friendly atmosphere was there.

5. ‘And May’s mother always stood on her gentility; and Dora’s mother never stood
on anything but her active feet’.



Pun (also known as paronomasia) is a deliberate confusion of similar —
sounding words for humorous effect. Puns are often used in jokes and riddles.
v' What is the difference between a schoolmaster and an engine-driver? (One trains
the mind and the other minds the train.)
v The name Justin Time sounds like Gust in time’
v" | have no idea how worms reproduce but you often find them in pairs (pears).
v’ Officer. - What steps (measures) would you take if an enemy tank were coming
towards you? Soldier. - Long ones

Interjections and Exclamatory Words are used to express our strong
feelings; they are conventional symbols of human emotions.

The interjection is not a sentence; it is a word with strong emotive meaning.
Interjections radiate the emotional element over the whole utterance.

Here are some of the meanings that can be expressed by interjections: joy,
delight, admiration, approval, disbelief, astonishment, fright, regret, dissatisfaction,
boredom, sadness, blame, reproach, protest, horror, irony, sarcasm, self-assurance,
despair, disgust, surprise, sorrow, and many others.

Oh! Ah! Pooh! Gosh! Alas! Heavens! Dear me! God! Come on! Look here!
By the Lord! Bless me! Humbug! Terrible! Awful! Great! Wonderful! Fine! Man!
Boy! Why! Well!

Periphrasis denotes the use of a longer phrasing in place of a possible
shorter and planer form of expression. It is also called circumlocution due to the
round-about or indirect way to name a familiar object.

There are traditional periphrases which are not stylistic devices, they are
synonymic expressions:

The giver of rings, the victor lord, the leader of hosts (king),

the play of swords(battle), a shield-bearer(warrior),

the cap and gown (student), the fair sex (women), my better half (my wife).

The traditional periphrasis is an important feature of epic poetry.

Periphrasis as stylistic device is a new, genuine nomination of an object.
Stylistic periphrasis can be divided into logical and figurative.

Logical: instruments of destruction (pistols), the most pardonable of human
weaknesses (love).

Figurative periphrasis is based either on metaphor or on metonymy.

To tie the knot (to marry), the punctual servant of all work (the sun).

There is little difference between metaphor or metonymy and periphrasis.

Euphemisms are words or phrases used to replace an unpleasant word or
expression: to die = to pass away, to be no more, to depart, to join the majority, to
be gone; to kick the bucket, to give up the ghost, to go west.

So, euphemisms are synonyms which aim to produce a mild effect.
Euphemisms may be divided into several groups:




1)  religious,

2) moral,

3) medical,

4)  parliamentary.

a woman of a certain type (whore), to glow (to sweat), mental hospital
(madhouse), the big C (cancer), sanitation worker (garbage man).

Meiosis/Understatement is a figure of speech which intentionally
understates something or implies that it is less in significance, size, than it really is.

For example, a lawyer defending a schoolboy who set fire to school, might
call the fact of arson a ‘prank’ (nponenka).

Hyperbole is a deliberate overstatement or exaggeration of a phenomenon
or an object.
He was so tall that I could not see his face.

Proverbs and Sayings are brief statements showing in condensed form
life experience of the community and serving as conventional symbols for abstract
ideas. They are usually didactic and image rearing. Proverbs and sayings have some
typical features: rhythm, sometimes rhyme and or alliteration.

‘Early to bed and early to rise...” ‘Out of sight, out of mind’

Epigrams are terse, witty statements, showing the turn of mind of the
originator. Epigram is a stylistic device akin to a proverb, the only difference being
that epigrams are coined by people whose names we know, while proverbs are the
coinage of the people.

‘A God that can be understood is not a God.’

Quotation is a repetition of a phrase or statement from a book, speech and
the like used by the way of illustration, proof or as a basis for further speculation on
the matter. By repeating the utterance in a new environment, we attach to the
utterance an importance.

Allegory is a device by which the names of objects or characters are used
figuratively, representing some more general things, good or bad qualities.
A type of allegory is Personification.

Personification is a form of comparison in which human characteristics,
such as emotions, personality, behaviour and so on, are attributed to an animal,
object or idea.

The proud lion surveyed his kingdom.

The primary function of personification is to make abstract ideas clearer to the
reader by comparing them to everyday human experience.




How soon hath Time, the subtle thief of youth,

Stolen on his wing my three and twentieth year!

Personification is often represented by the masculine or feminine pronouns
for the names of animals, objects or forces of nature. He is used for the Sun, the
Wind, for the names of animals (The Cat that walked all by himself), for abstract
notions associated with strength and fierceness - Death, Fear, War, Love.

She is used for what is regarded as rather gentle (the Moon, Nature, Beauty,
Hope, Mercy).

In neutral style there also some associations of certain nouns and gender. The
names of countries, if the country is not considered as a mere geographical territory,
are referred to as feminine (England is proud of her poets). The names of vessels
and vehicles are also referred as feminine.

Anthropomorphism is the form of personification consisting of creating
imagery persons of inanimate objects. Common examples include naming one’s car
or begging a machine to work. The use of anthropomorphized animals has a long
tradition in literature and art. They are used to portray stereotypical characters, in
order to quickly convey the characteristics the author intends them to possess.
Examples include Aesop’s fables, famous television characters, Tom and Jerry,
Mickey Mouse and a lot of other funny animals.

Syntactical Stylistic Devices

Inversion/Change of Word Order aims at making one of the members
of the sentence more conspicuous, more important, more emphatic.

‘Talent Mr.Micawber has; capital Mr.Micawber has not.’

Came frightful days of snow and rain.

Detached Construction is a secondary part of a sentence, placed so that
it seems formally independent of the word it logically refers to. The detached part,
being torn away from its referent, assumes a greater degree of significance.

Steyne rose up, grinding his teeth, pale, and with fury in his eyes.

This stylistic device is akin to inversion, detached construction produces a
much stronger effect.

‘I want to go’, he said, miserable.’

A variant of detached construction is parenthesis.

Parenthesis is a qualifying, explanatory or appositive word, phrase,
sentence, etc. which interrupts a syntactic construction, giving an utterance an
additional meaning or emotional colouring. It is indicated in writing by commas,
brackets or dashes.




Carl, a great singer, was not a good dancer.

Parallel Construction may be encountered not so much in the sentence as
in the macro-structures. 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:

‘There were real silver spoons to stir the tea with, and real china cups to drink tea
out of, and plates of the same to hold the cakes and toast in.’

Parallel Construction is most frequently used in enumeration, antithesis and
climax, thus consolidating the general effect achieved by these stylistic devices.

In the following example parallelism backs up repetition, alliteration, and
antithesis, making the whole sentence almost epigrammatic:
‘And so, from hour to hour, we ripe and ripe,
And then, from hour to hour, we rot and rot.’

Parallel Construction emphasizes the similarity, diversity, contrasts the ideas
equates the significance of the parts.

‘Our senses perceive no extremes. Too much sound deafens us; too much light
dazzles us; too great distance or proximity hinders our view.’

Parallelism always generates rhythm; hence it is natural to be used in poetry.

Chiasmus/ Reversed Parallel Construction is based on the repetition
of a syntactical pattern, but it has a cross order of words and phases.
In peace sons bury their fathers,
But in war fathers bury their sons.
Down dropped the breeze,
The sails dropped down.

Chiasmus lays stress on the second part of the utterance and always brings in
some new shade of meaning or additional emphasis.

Repetition is used when the speaker is under the stress of strong emotions.
It shows the state of mind of the speaker.
‘Stop!’ - she cried. ‘Don’t tell me! I don’t want to hear, I don’t want to hear what
you've come for. I don’t want to hear.’

The repetition ‘| don’t want to hear’ shows the excited state of mind of the
speaker. Repetition aims at fixing the attention of the reader on the key-word of the
utterance.

Anaphora is the repetition of the same word at the beginning of two or more
phrases
‘Ignorant of how Soams watched her, ignorant of her reckless desperation, ignorant
of all this".

Epiphora is the repetition at the end of a phrase.



AN

‘I am exactly the man to be placed in a superior position in such a case as that. I am
above the rest of mankind, in such a case as that. | can act with philosophy in such
a case as that.’

Repetition can also be arranged in the form of a frame: the initial parts of
syntactical units are repeated at the end of it. Such compositional units are called
framing. Framing makes the whole utterance more compact and more complete.

Anadiplosis/Reduplication: the last word or phrase of one part of the
utterance is repeated at the beginning of the next part. This compositional pattern is
also called chain-repetition:

A smile would come into Mr.Pickwick’s face: the smile extended into a laugh: the
laugh into a roar, and the roar became general.

Any repetition causes some modification of meaning which needs analysis.
The functions of the repetition are the following:

1) to intensify the utterance.

Those evening bells! Those evening bells!

Meditation, sadness, reminiscence and other psychological and emotional
states of mind are suggested by the repetition of the phrase with the intensifier
‘those’.

2) Repetition may also stress monotony of action, suggest fatigue, despair,
hopelessness or doom:

What has my life been? Fag and grind, fag and grind. Turn the wheel, turn the wheel.

Pleonasm/Tautology is the use of more words in a sentence than are
necessary to express the meaning:
It was a clear starry sky, and not a cloud was to be seen.
He was the only survivor; no one else was saved.

Enumeration is a stylistic device by which separate things, objects,
phenomena, actions or properties are named one by one so that they produce a chain.
The links of the chain are forced to display some semantic homogeneity.

The grouping of sometimes absolutely heterogeous notions meets the peculiar
purport of the writer. Enumeration is frequently used to depict scenery through a
tourist’s eyes as it gives one an insight into the mind of the observer.

Suspense consists in arranging the matter of communication in such a way
that the less important 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, as he is in the state of uncertainty and expectation. Suspense
sometimes goes together with Climax.

Climax/Gradation is the arrangement of sentences which secures a
gradual increase in significance, importance or emotional tension in the utterance.




The gradual increase in significance may be maintained in three ways: logical,
emotional and quantitative. Emotional climax is mainly found in sentences.

It was a lovely city, a beautiful city, a fair city, a veritable gem of a city.

Quantitative climax is an evident increase in the volume of the concepts:
They looked at hundreds of houses, they climbed thousands of stairs, they inspected
innumerable kitchens.

The function of this stylistic device is to show the relative importance of the
things as seen by the author.

Bathos or anticlimax (paspsnka HanmpskeHus, Iepexoi OT BBICOKOTO K
KomuueckoMmy) is a sudden drop from elevated to the commonplace that produces a
comic or ridiculous effect.

‘Sooner shall heaven kiss the earth-

Oh, Julia! what is every woe?-

For God’s sake let me have a glass of liquor,

Pedro, Battista, help me down below.

Julia, my love! you rascal, Pedro, quicker.’

Antithesis is a stylistic opposition, setting thing one against the other. In
order to characterize a thing or phenomenon from a specific point of view, it may be
necessary to find points of sharp contrast.

v A saint abroad, and a devil at home.
v" Youth is lovely, age is lonely,
Youth is fiery, age is frosty.
v" Man proposes, God disposes.
Antithesis has the basic function of rhyme-forming because of the parallel
arrangement on which it is founded.

Crabbed age and youth

Cannot live together:

Youth is full of pleasance,

Age is full of care...

Asyndeton is a deliberate omission of connectives between parts of
sentences where they are generally expected to be according to the norms of the
language.

Soams turned away; he had an utter disinclination to talk.

Polysyndeton is the stylistic device of connecting sentences or phrases or
words by using connectives before each component.
Should you ask me, whence these stories?
Whence these legends and traditions,
With the odours of the forest,
With the dew, and damp of meadows,
With the curling smoke of wigwams...




The repetition of conjunctions and other means of connection makes an
utterance more rhythmical, so one of the functions of polysyndeton is rhythmical.

Unlike enumeration, which combines elements of thought into one whole,
polysyndeton shows things isolated.

And, polysyndeton has also the function of expressing sequence.

The Gap-Sentence Link (GSL) is a peculiar type of connection of
sentences in which the connection is not immediately seen and it requires an effort
to grasp the interrelation between the parts of the utterance.

She and that fellow ought to be the sufferers, and they are in Italy.(It means: Those
who ought to be the sufferers are enjoying themselves in Italy where well-to-do
English people go for holiday.)

The Gap-Sentence Link is generally indicated by and or but. The functions
of GSL are the following:

1) it signals the introduction of inner represented speech;

2) it indicates a subjective evaluation of the facts;

3) it displays an unexpected coupling of ideas.

The Gap-Sentence Link aims at stirring up in the reader’s mind the
suppositions, associations and conditions under which the sentence can exist.

Ellipsis refers to any omitted part of speech that is understood, i.e. the
omission is intentional. In writing and printing this intentional omission is indicated
by the row of three dots (...) or asterisks (***).

Ellipsis always imitates the common features of colloquial language. This
punctuation mark is called a suspension point or dot-dot-dot.

Aposiopesis/Break —in-the-narrative
Good intentions but - ; You just come home or I'll...

L itotes is a peculiar use of negative construction: the negation plus noun or
adjective establish a positive feature in a person or thing. It is a deliberate
understatement used to produce a stylistic effect. Litotes is not a pure negation, but
a negation that includes affirmation.

It is not bad. (Is a good thing)
He is no coward. (He is a brave man)
She was not without taste.

Such negative constructions have a stronger effect on the reader than
affirmative ones.

The constructions with two negations: not unlike, not unpromising, not
displeased make positive phrases [42].
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