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INTRODUCTION CHAPTER  1 

 

"Practical Stylistics of English" is an attempt to supply the student of 
English stylistics with a practical appendix to the lecture and seminar course 
of stylistic studies. The purpose of this book is to aid the teaching process by 
which a student becomes aware of the richness and variety of English stylis-
tic means of communication. The book is intended to acquaint students with 
the concepts of functional styles, stylistic semasiology, phonetic, lexical, mor-
phological and syntactic expressive means and stylistic devices. We hope 
that students will find practical help towards success at the end of the exam-
ination course and will be able to stylistically identify, classify and describe 
the elements of language used in speech. 

Taking into account the particularities of teaching intended teachers and 
translators, we have provided illustrations to theoretical statements in three 
languages: English, Ukrainian and Russian. Some sections of exercises offer 
training in comparative practical work which aims at establishing stylistic par-
allels between English and Ukrainian. 

The book is in 8 parts. It includes 8 theoretical chapters, plans of semi-
nars and independent work, practical assignments for seminars, practical as-
signments for independent work, excerpts for overall stylistic analysis, fiction 
extracts for a comparative analysis of English and Ukrainian means of stylis-
tic expression in belles-lettres, final tests in two variants, and examination 
questions. Practical assignments, fiction extracts for a comparative analysis 
and final tests were prepared by E. A. Yasinetskaya. The rest of the book 
was written by L. P. Yefimof. 

This book does not try to cover everything. The authors lay stress on the 
practical aspect of stylistic studies. If the students, guided carefully by their 
teacher, can grasp the concepts and approaches outlined in these pages, they 
will establish for themselves the strong foundations upon which further courses 
of advanced study can be built. 

The principle of amalgamation of stylistic devices into great classes, such 
as "figures of substitution" or "figures of combination", introduced in the the-
oretical chapters was borrowed from the book Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨ-
ɛɶɟɜɚ Ɉ. ɉ., Ʌɢɯɨɲɟɪɫɬ ɇ. ɂ., Ɍɢɦɨɲɟɧɤɨ 3. ȼ. ɋɬɢɥɢɫɬɢɤɚ 
ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. - Ʉɢɟɜ: ȼɵɫɲɚɹ ɲɤɨɥɚ, 1991. Some of our state-
ments were expanded by insertions borrowed from the book English Lan-
guage 2.0: An Introduction to Basics. — Manchester: Clifton Press, 1999-
2002. These insertions are marked in the text by the symbol   ^ 
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Generalities Of Stylistics 

The notion of stylistics. Stylistics is a branch of linguistics which deals 
with expressive resources and functional styles of a language. 

Types of stylistics. linguo-stylistics is a science of functional styles and 
expressive potential of a language. Communicative (decoding) stylistics de-
scribes expressive peculiarities of certain messages (texts). Coding stylistics 
(literary stylistics) deals with individual styles of authors. Contrastive stylis-
tics investigates stylistic systems of two or more languages in comparison. 

Connection of stylistics with other branches of linguistics. Stylistics 
and phonetics: Phonetics studies sounds, articulation, rhythmics and intona-
tion. Stylistics concentrates on expressive sound combinations, intonational 
and rhythmic patterns. Stylistics and lexicology: Lexicology describes words, 
their origin, development, semantic and structural features. Stylistics also deals 
with words, but only those which are expressive in language or in speech. 
Stylistics and grammar: Grammar describes regularities of building words, 
word-combinations, sentences and texts. Stylistics restricts itself to those gram-
mar regularities, which make language units expressive. 

This connection gave birth to such interdisciplinary sciences as sh-listic 
semasiology (the science of stylistic devises or tropes), stylistic lexicology 
(the science of expressive layers of vocabulary, such as vulgarisms, jargon-
isms, archaisms, neologisms etc. ), stylistic phonetics (the science of ex-
pressive sound organization patterns), grammatical stylistics (the science of 
expressive morphological and syntactic language units). 

The notion of functional style. One and the same thought may be 
worded in more than one way. This diversity is predetermined by coexist-
ence of separate language subsystems, elements of which stand in relations 
of interstyle synonymy. Compare: / am afraid lest John should have lost 
his way in the forest (bookish) = 1 fear John's got lost in the wood 
(conversational). Such language subsystems are called "functional styles". 
Functional style units are capable of transmitting some additional informa-
tion about the speaker and the objective reality in which communication 
takes place, namely the cultural and educational level of the speaker, his 
inner state of mind, intentions, emotions and feelings, etc. The most tradi-
tionally accepted functional styles are the style of official and business com- 
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munication, the style of scientific prose, the newspaper style, the publicistic 
style, the belletristic style, the conversational style. 

The style a writer or speaker adopts depends partly on his own person-
ality but very largely on what he has to say and what his purposes are. It| 
follows that style and subject matter should match each other appropriately. 
For example, a scientific report will obviously be much more formal and ob-
jective in style than a poem which is trying to convey an intensely personal 
and moving experience. Just how important it is to choose an appropriate 
style can be seen by examining the following three sentences, which all say 
the same thing but in different ways: 

John's dear parent is going to his heavenly home (bookish). 
John's father is dying (literary colloquial). 
John's old fella's on his way out (informal colloquial). 
Though these sentences say the same thing, the style is very different in 

each. The first sentence is unduly sentimental and rather pompous. It has a 
falsely religious ring to it because, in striving to be dignified, it is overstated. 
The second one is plain and simple because it is formed of simple neutral 
words and does not try to disguise the unpleasant fact of death by using a 
gentler expression like passing away. Its simplicity gives it a sincerity and a 
dignity which are lacking in the first sentence, and, according to how it was 
said, it would be capable of conveying immeasurable grief in a way which is 
not possible with the other two. The third sentence is ludicrously insensitive, 
the use of slang suggesting the speaker's lack of respect or concern for 
John's father. 

>  style 

• One very important feature of good style is that it must be entirely appro-
priate for the task it is performing. 

• This means that the author must take into account [even if unconscious-
ly !] audience, form, and function. 

• Style might be good, yet hardly noticeable - because it is concentrated 
on effective communication. This is sometimes known as 'transparent' 
good style. 

• The following extract is from The Highway Code. 
When approaching a roundabout, watch out for traffic already 
on it. Take special care to look out for cyclists or motorcyclists 

ahead or to the side. Give way to traffic on your right unless road 
markings indicate otherwise; but keep moving if the way is clear. 

• This is writing which makes its points as simply and as clearly as possi-
ble. The vocabulary is that of everyday life, and in manner it is speaking 
to a general reader without trying to make an impression or draw atten-
tion to itself in any way. 

• This writing is entirely free of literary effects or decoration. 
• In most writing however, 'good style' is normally associated with verbal 

inventiveness and clever manipulation of the elements of literary lan-
guage. 

• The extract from Vladimir Nabokov's famous novel Lolita illustrates 
this point: 

Lolita, light of my life, fire of my loins. My sin, my soul. Lo-lee-
ta: the tip of the tongue taking a trip of three steps down the 
palate to tap, at three, on the teeth. Lo. Lee. Ɍɚ. 

• This is writing which is deliberately setting out to be impressive. It relies 
very heavily on decoration and ornament. 

• In this extract Nabokov uses lots of alliteration - the repetition of the M' 
and 4' sounds, metaphor- 'light' and 'fire' -andonomatopoeia- "trip', 
'tap' - as well as such fancy wordplay as the orthographic and semantic 
parallels between 'life' and 'fire'. 

• Good style in speech and writing - like that in clothes or other matters 
involving taste - can go in and out of fashion. 

• Style in context. Style, in any kind of speech or writing, is extremely 
important to the overall function of communication. In most cases, a 
consistency of features produces what we understand as a pleasing style. 
That is, the style is appropriate to the context in which it occurs. 

• A discordant style is produced by the inclusion of some feature which 
does not fit with the stylistic context of the piece. In other words, the 
feature is out of place. 

• An example of this might be found in a personal letter which is signed 
'Yours faithfully' or an aristocratic character in a novel speaking street 
slang for no good stylistic reason. 

The notion of norm. Norm may be defined as a set of language rules 
which are considered to be most standard and correct in a certain epoch and 
in a certain society. It is next to impossible to work out universal language 
norms because each functional style has its own regularities. The sentence 

 

6 7 



••/ ain't got no news from nobody" should be treated as non-grammatical 
from the point of view of literary grammar though it is in full accordance with 
special colloquial English grammar rules. 

The notion of form. Form is a term which refers to the recognizable 
shape of a text or a speech act. This shape may be either physical or ab-
stract. It is physical in writing and abstract in spoken communication. Written 
forms are novels, stories, articles, poems, letters, posters, menus, etc. Spoken 
forms are conversations, TV and radio commentaries, announcements, ser-
mons, jokes and anecdotes, etc. The term "form" is used in linguistics and in 
literary criticism as a technical term. It is used when considering the shape 
the construction, or the type of speech or writing. An awareness of form can 
help to produce more efficient communication. 

The notion of text. Text literally means "a piece of writing". Charles 
Dickens' novel "Bleak House" is a text. A letter from a friend is a text. A 
caption to a picture is a text. A painting by Picasso can also be conditionally 
called a text. The term "text" is most used in linguistics and literary studies, 
where it was originally used as a synonym for "book", but it could just as 
easily be a poem, a letter, or a diary. This term is now in general use in other 
branches of the humanities such as cultural studies and film studies, where its 
meaning becomes "the thing being studied". In these other fields it could 
also be a video film, an advertisement, a painting, or a music score. Even a 
bus ticket may be called "a text". The term "text" is used so as to concen-
trate attention on the object being studied, rather than its author. 

The notion of context. Types of context. A linguistic context is the 
encirclement of a language unit by other language units in speech. Such encir-
clement makes the meaning of the unit clear and unambiguous. It is especially 
important in case with polysemantic words. Microcontext is the context of a 
single utterance (sentence). Macrocontext is the context of a paragraph in a 
text. Megacontext is the context of a book chapter, a story or the whole book. 

An extralingual (situational) context is formed by extralingual con-
ditions in which communication takes place. Besides making the meaning of 
words well-defined, a situational context allows the speaker to economize on 
speech efforts and to avoid situationally redundant language signs. The com-
mands of a surgeon in an operating room, such as "scalpel", "pincers" or 
"tampon", are understood by his assistants correctly and without any addi-
tional explanations about what kind of tampon is needed. 

Extralingual context can be physical or abstract and can significantly 
affect the communication. A conversation between lovers can be affected by 

surroundings in terms of music, location, and the presence of others. Such 
surroundings form a physical context. A dialogue between colleagues can be 
affected by the nature of their relationship. That is, one may be of higher status 
than the other. Such nature forms an abstract context. Historical accounts are 
more easily understood when evoked in the context of their own time. Such 
context is called temporal or chronological. There would be a psychologi-
cally advantageous context within which to tell one's spouse about that dent-
ed bumper on the new car. Such context may be called psychological. 

No linguistic unit exists in a vacuum and this is why dictionaries have 
only a limited function in conveying meaning devoid of context. Words do 
not have an absolute meaning. Shades of meaning emerge with variation in 
context. For example, if we say that "Peter the First was a great monarch", 
we are using great as an adjective to imply stately qualities and a large-
scale impression of a historical figure. On the other hand, if we say "We 
had a great time at the party last night", the word great takes on a different 
meaning. The implication is that we enjoyed ourselves, and we wish to 
convey this in a rather exaggerated way. We are confident that our listener 
will understand. If we express our feelings to a sexual partner using the 
word love, that word means something quite different to the love we 
express to a two-year-old child. The context is different, and it affects the 
meaning of the word love. 

In a detailed linguistic sense, a unit of meaning which we refer to as a 
morpheme can only be seen as such in context. For example, within the 
context of the word elephant, the fragment ant cannot be classed as a 
morpheme. This is because it is an integral part of that larger morpheme, 
elephant. However, considered on its own as a word, ant (the insect) is a 
morpheme. Here it is in a different context: Ants are industrious. Similarly, 
used as a prefix in a word such as antacid, it is a bound morpheme mean-
ing against or opposite. 

>  context 

• In poetry we find that context is crucial to meaning and its effect. If we 
take Robert Browining's use of disyllabic rhyme as used in 'The Pied 
Piper of Hamelin', we find the following sequence: 

You hope because you're old and obese 
To find in the furry civic robe ease. 
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• In this context the word 'obese' promotes a humorous and lighthearted 
effect. However, if our doctor warned us that we were overweight 1 obese j 
and stood a great risk of heart attack, it would not be such a laughingl 
matter. 

• If it is at all helpful, the idea of context can be illustrated by use of an 
analogy with colour.
 

| 
• A flash of crimson on a white background looks very vivid, and it can] 

even make the white look slightly pink. 
• However, crimson on a black background loses its radiance and almost 

disappears. 

The notion of speech. Speech and writing are two different systems. 
They are closely related, but not the same. Speech is normally a continuous! 
stream of sound. It is not broken up into separate parts like writing. People do 
not speak in sentences or paragraphs, they make up the content of what they 
are saying quite spontaneously, without any planning or long deliberation.! 
Conversations are often accompanied by other sign systems which aid un-
derstanding. These might be physical gestures, facial expressions, even bodily 
posture. Meaning in speech is also commonly conveyed by tone and other 
non-verbal means such as irony. Speech quite commonly includes false starts,] 
repetition, hesitation, "fillers" with no lexical or grammatical meaning, such as 
"um" and "er", and even nonsense words which replace terms which can 
not be recalled, such as "mingy" and "doodah". 

Speech may often be quite inexplicit - because the participants in a con-
versation can rely on the context for understanding. Speech can not be revised 
or edited in the same way as writing. Most people unconsciously or deliberately 
employ a wide range of speech varieties or functional styles in their everyday 
conversation. Linguists regard speech as primary and writing as secondary. 
Language changes take place far more rapidly in speech than in writing. 

The notion of writing. Writing is the use of visual symbols which act as 
a code for communication between individuals or groups. Writing is a lan-
guage variety and should be regarded as entirely separate from speech. The 
code of written language consists of letter-forms (the alphabet) used to form 
a visual approximation of spoken words. The spelling of most words in En-
glish is now fixed. The relationship between spelling and pronunciation is 
consistent in Russian and Ukrainian but not consistent in English. Words are 
formed in accordance with the conventions of spelling, then combined ac-
cording to the rules of syntax to form meaningful statements. 

Mistakes in spelling and grammar might be tolerated in casual writing, 
uch as personal correspondence, but they are generally frowned on in all 
tvpes 0f public and formal writing. Writing cannot include any non-verbal 
Jestures or the communication features which accompany spoken language _ 
such as facial expression, physical gestures, or tone of voice. The written 
word has to rely on choice of vocabulary, punctuation and printed emphasis 
(italics, capital letters) to produce such effects. 

The notion of expressive means. Expressive means of a language are 
those phonetic, lexical, morphological and syntactic units and forms which 
make speech emphatic. Expressive means introduce connotational (stylistic, 
non-denotative) meanings into utterances. Phonetic expressive means in-
clude pitch, melody, stresses, pauses, whispering, singing, and other ways of 
using human voice. Morphological expressive means are emotionally co-
loured suffixes of diminutive nature: -y (-ie), -let (sonny, auntie., girlie_, 
streamlet). The range of emotional suffixes is much wider in synthetic lan-
guages than in English. Compare the following: 
 

Suffix Ukrainian language 
words 

Russian language 
words 

- OK ɞɭɛɨɤ, ɞɟɧɶɨɤ ɞɭɛɨɤ, ɞɟɧɟɤ 
- UK ɤɨɧɢɤ ɞɨɦɢɤ 

- ɢɰɹ, - ɢɰɚ ɜɨɞɢɰɹ ɜɨɞɢɰɚ 
- ɢɱɤɚ 
- ɟɱɤɚ 
- ɨɱɤɚ 

ɜɨɞɢɱɤɚ 
ɩɿɱɟɱɤɚ 
ɫɿɬɨɱɤɚ 

ɜɨɞɢɱɤɚ 
ɩɟɱɟɱɤɚ 
ɫɟɬɨɱɤɚ 

- ɢɧɤɚ ɫɧɿɠɢɧɤɚ ɫɧɟɥɫɢɧɤɚ 
- ɨɱɨɤ 
-ɟɱɤɚ 

- ɟɱɤɨ 

ɞɭɛɨɱɨɤ 
ɤɧɢɠɟɱɤɚ 
ɫɥɨɜɟɱɤɨ 

ɞɭɛɨɱɨɤ 
ɤɧɢɠɟɱɤɚ 
ɫɥɨɜɟɱɤɨ 

Ɍɨ lexical expressive means belong words, possessing connotations, 
such as epithets, poetic and archaic words, slangy words, vulgarisms, and 
interjections. A chain of expressive synonymic words always contains at least 
one neutral synonym. For example, the neutral word money has the following 
stylistically coloured equivalents: ackers (slang), cly (jargon), cole (jar-
8on), gelt (jargon), moo (amer. slang), moolah (amer. slang), mopus 
(slang), oof (slang), pelf (bookish), rhino (conversat. ), spondulicks (amer. 
slang), cash (conversat. ), boot (slang), brads (conversat. ), chuck (amer. 
slang), lettuce (slang), lolly (slang), ante (slang), bread (slang), dumps 
Conversat. ), beens (slang), blunt (slang), crap (slang), dough (conver- 
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sat.), etc. A chain of expressive synonyms used in a single utterance creates 
the effect of climax (gradation): "Ɂɧɨɜɭ ɞɡɜɟɧɿɥɢ, ɛɪɢɧɿɥɢ, ɫɭɪɦɢɥɢ ɤɨɦɚɪɿ, 
ɞɨɩɿɤɚɥɢ, ɞɨɲɤɭɥɸɜɚɥɢ, ɞɿɣɦɚɥɢ, ɠɟɪɥɢ, ɝɪɢɡɥɢ" (ɘ. əɧɨɜɫɶɤɢɣ). 

Ɍɨ syntactic expressive means belong emphatic syntactic constructions. 
Such constructions stand in opposition to their neutral equivalents. The neu-
tral sentence "John went away " may be replaced by the following expres-
sive variants: "Away went John" (stylistic inversion), "John did go away" 
(use of the emphatic verb "to do"), "John went away, he did" (emphatic 
confirmation pattern), "It was John who went away" ("It is he who does it" 
pattern). Compare: «ɗɬɨ ɡɧɚɸɬ ɜɫɟ» (neutral) = «ȼɫɟ ɷɬɨ ɡɧɚɸɬ!» 
(exclamatory) = «Ʉɬɨ ɥɟɟ ɷɬɨɝɨ ɧɟ ɡɧɚɟɬ?» (rhetorical). A number of 
Russian and Ukrainian expressive syntactic structures have no identical equiv-
alents in English. It concerns impersonal sentences, denoting natural phe-
nomena and physical conditions of living beings (Ɍɟɦɧɟɟɬ. ȼɟɱɟɪɟɟɬ. ɉɟɬɪɭ 
ɧɟ ɫɩɢɬɫɹ. ɑɬɨ-ɬɨ ɝɧɟɬɟɬ), infinitival sentences (Ȼɵɬɶ ɛɟɞɟ! ɇɟ ɛɵɬɶ 
ɬɟɛɟ ɦɨɢɦ ɦɭɠɟɦ! Ʉ ɤɨɦɭ ɨɛɪɚɬɢɬɶɫɹ ɡɚ ɩɨɦɨɳɶɸ?), generalized-
personal statements (ɑɬɨ ɩɨɫɟɟɲɶ, ɬɨ ɢ ɩɨɠɧɟɲɶ. ɋ ɤɟɦ ɩɨɜɟɞɟɲɶɫɹ, 
ɨɬ ɬɨɝɨ ɢ ɧɚɛɟɪɟɲɶɫɹ). 

The notion of stylistic devices. Stylistic devices (tropes, figures of speech) 
unlike expressive means are not language phenomena. They are formed in 
speech and most of them do not exist out of context. According to principles 
of their formation, stylistic devices are grouped into phonetic, lexico-semantic 
and syntactic types. Basically, all stylistic devices are the result of revaluation 
of neutral words, word-combinations and syntactic structures. Revaluation 
makes language units obtain connotations and stylistic value. A stylistic de-
vice is the subject matter of stylistic semasiology. 

>  figures of speech 

• Figures of speech or rhetorical devices are present in all cultures. It 
seems that it is in the very nature of linguistic discourse for speakers to 
act creatively. Indeed, it is that creativity in language use which ultimate-
ly divides language use in humans and animals. 

• A child begins to be creative by using various figures of speech at the 
very beginning of the acquisition process. Words such as 'bang', 'smack', 
'moo', and 'baa' are all onomatopoeic figures of speech common to a 
child's early vocabulary. 

 

• It is useful to contemplate a continuum of which the two opposites are 
literal and non-literal in terms of linguistic expression. We could envisage a 
statement of fact towards one extreme and a metaphor towards the other. 

• The statement of fact might be This is a wooden door. 
• An example of a metaphor might be The sunshine of your smile. 
• These two utterances comprise five words each, yet the metaphor says 

much more than the factual statement. Not only does it say more but it 
speaks of vast and abstract elements such as love, the sun, gesture, 
happiness, human warmth, pleasure and possibly more. 

• Figures of speech are often used to express abstract emotional or philo-
sophical concepts. The figure of speech attaches the abstract concept to 
a material object and thus is instrumental in creating powerful and dy-
namic communication. 

• Original figures of speech are valued in both speech and in writing. We 
respect the ability to generate these. Politicians for instance often use 
figures of speech, and are variously successful with this practice. 

• Churchill's image of 'the iron curtain' has stayed with us for over fifty 
years, although the phenomenon it described no longer exists.'The cold 
war' superseded it, during which it was the threat of someone 'pressing 
the button' which was on everyone's mind. 

• The 'rhetorical question' is a figure of speech favoured by politician 
and lay person alike. It is a powerful device because, although it has 
the appearance of being a question, it often acts as a form of persua-
sion or criticism. 

• 'Is our country in danger of becoming a hot-bed of sleaze?' we might 
hear a politician ask.'Are we going to stand by and let these atrocities 
continue?' Listening to our car radio we might mentally frame an answer 
to this kind of question — or at least we might be drawn into contemplat-
ing the issue. 

• At a more domestic level we might be asked 'What time do you call 
this?' or 'How many times have I told you ...?' These are questions 
which actively discourage any answer. They are a form of rebuke which 
is an established ritual. As competent language users, we know them 
and participate in the ritual — by not answering, or responding to the 
'real' (unstated) criticism. 

• Another figure of speech which spans the social spectrum is the cliche. 
These are often derided, and the word itself has become a pejorative 
term. However, the cliche is very much 'alive and kicking', especially in 
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the context of football.'Over the moon' about a result and 'gutted' to 
hear the news, are just two such figures of speech heard almost daily 
over the popular media. 

• The cliche proves its function by its prolific use. Perhaps it is its over-
use, or its application in inappropriate contexts which may cause distaste. 

• Figures of speech are also known as images. This indicates their func-
tion well. The outcome of using them is that the listener or the reader 
receives a multi-dimensional communication. Lewis Carroll coined the 
term 'portmanteau' for words which are packed with layers of meaning. 
Although Carroll's usage is slightly different from that of figures of speech, 
it does illustrate that we have a strong drive as language users to convey 
meaning colourfully and economically. 

The notion of image. Image is a certain picture of the objective world, 
a verbal subjective description of this or another person, event, occurrence, 
sight made by the speaker with the help of the whole set of expressive means 
and stylistic devices. Images are created to produce an immediate impression1 

to human sight, hearing, sense of touch or taste. 
When you look in a mirror, you see an image. You see a likeness of 

yourself. When you use a camera and take a picture of your girlfriend Masha 
in a flowered hat, the photograph you develop is an image of Masha. If you 
look at this photograph twenty years later, you will see an image of what 
Masha used to be like. You might ask a renowned painter to paint your por-i 
trait in oils. The picture he paints is an image of you. It may not be exactly like 
you. He may paint your nose bent round a bit the wrong way, or he may not 
capture the attractiveness and mystery of your green eyes. He may give you 
a figure of a kolobok, though you have always thought of yourself as slim and 
lithe. He has painted you as he sees you. He has put on to canvas his image 
of you. Perhaps he has tried to convey in his picture not only your physical 
likeness but also something of your inner character: how greedy or scandal-
ous you are, for example. The same with words. Instead of painting you in 
oils, someone may prefer to paint you in words. If you really are greedy, 
untidy and have no table manners at all, you may one day find, at your table in 
the exclusive restaurant where you often dine, written on a small white card, 
the terse message: YOU'RE A PIG. It will be your image, created by a met-| 
aphor. You are not a pig, of course, even though your table manners arel 
dreadful. What the writer means is that you eat like a pig. You are like a pig in| 
this one respect. And your verbal image created on the card will possibly help 
you to understand it. 

Image is the matter of stylistic analysis. 

>  stylistic analysis 

Ф Stylistic analysis is a normal part of literary studies. It is practised as a 
part of understanding the possible meanings in a text. Ɏ it is also 

generally assumed that the process of analysis will reveal the 
good qualities of the writing. 

• Take for example the opening lines of Shakespeare's Richard III: 
Now is the winter of our discontent Made 
glorious summer by this sun of York; 

• A stylistic analysis might reveal the following points: 
- the play is written in poetic blank verse 
- that is — unrhymed, iambic pentameters 
- the stresses fall as follows 
- Now is the winter of our discontent 
- [notice that the stress falls on vowel sounds] 
- the first line is built on a metaphor 
- the condition of England is described in terms of the season 'winter' 
- the term 'our' is a form of the royal 'we' 
- the seasonal metaphor is extended into the second line ... 
- ... where better conditions become 'summer' 
- the metaphor is extended even further by the term 'sun' 
- it is the sun which appears, 'causing' the summer 
- but 'sun' is here also a pun - on the term 'son'... 
- ... which refers to the son of the King 
- 'York' is a metonymic reference to the Duke of York 

 

• In a complete analysis, the significance of these stylistic details would be 
related to the events of the play itself, and to Shakespeare's presentation 
of them. 

• In some forms of stylistic analysis, the numerical recurrence of certain 
stylistic features is used to make judgements about the nature and the 
quality of the writing. 

• However, it is important to recognise that the concept of style is much 
broader than just the 'good style' of literary prose. 

• For instance, even casual communication such as a manner of speaking 
or a personal letter might have an individual style. 
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• However, to give a detailed account of this style requires the same de-
gree of linguistic analysis as literary texts. 

• Stylistic analysis of a non-literary text for instance means studying in 
detail the features of a passage from such genres as: 

 

Instruction   notes for programming your video-recorder 

Information   a history text book 

Persuasion  an advertisement or a holiday brochure 

• The method of analysis can be seen as looking at the text in great detail, 
observing what the parts are, and saying what function they perform in 
the context of the passage. 

• It is rather like taking a car-engine to pieces, looking at each component 
in detail, then observing its function as the whole engine starts working. 

• These are features which are likely to occur in a text whose function is 
to instruct: 

 

imperative or 
command 

'remove the outer covering' 

direct address 'check voltage system before you install the unit' 

numbered points [because sequencing is important in carrying out a 
procedure] 

technical terms or 
jargon 

'piston', 'carburettor', 'spark plug' 

diagram with 
call-out labels 

[an extra level of communication to aid 
understanding] 

• Features are dealt with in three stages, as follows: 
identify — describe — explain 

• The features chosen from any text will be those which characterise the 
piece as to its function. They will be used by the analyst to prove the 
initial statement which is made about the linguistic nature of the text as a 
whole. 

• This method purports to be fairly scientific. A hypothesis is stated and 
then proved. It is a useful discipline which encourages logical thought 
and can be transferred to many other areas of academic study. 

• This is one reason why the discipline of stylistic analysis is so useful: it 
can be applied to a variety of subjects. 
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CHAPTER 2 

Functional Styles 

Functional styles are classified into bookish and colloquial. The group of 
bookish styles embraces the style of official documents, the style of scientific 
prose, the newspaper style, the publicistic style and the belletristic style. The 
croup of colloquial styles includes the literary colloquial style, the informal 
colloquial style and substandard speech style. 

The speaker resorts to a certain functional style due to such extralingual 
factors: the character of the situation in which communication takes place 
(official, ceremonial, informal, private or other); the relations between the 
communicants (formal, official, friendly, hostile, spontaneous); the aim of 
communication (transference of specific information, emotional attitudes, 
establishment of business contacts, etc. ); oral or written communication. 
The style of official documents. This style aims at establishing, developing 
and controlling business relations between individuals and organizations. 
Being devoid of expressiveness, it is fully impersonal, rational and pragmatic. 
Its special language forms are rather peculiar. The graphical level of this 
style is distinguished by specific rules of making inscriptions, using capital 
letters and abbreviations. The lexical level is characterized by domination of 
bookish, borrowed, archaic and obsolescent words, professional terms and 
cliches, such as  "aviso" (ɚɜɢɡɨ),  "interest-free" (ɛɟɫɩɪɨɰɟɧɬɧɵɣ), 
"fidejussor"    (ɩɨɪɭɱɢɬɟɥɶ),     "flagrante    delicto"    (ɧɚ   ɦɟɫɬɟ 
ɩɪɟɫɬɭɩɥɟɧɢɹ),    "status   quo"   (ɫɭɳɟɫɬɜɭɸɳɟɟ   ɩɨɥɨɠɟɧɢɟ), 
"ɤɜɚɪɬɢɪɨɫɴɟɦɳɢɤ",  "ɩɨɞɪɹɞɱɢɤ",  "ɩɨɜɟɫɬɤɚ ɞɧɹ",  "ɞɨɜɨɠɭ ɞɨ 
ɜɚɲɟɝɨ ɫɜɟɞɟɧɢɹ ...", "ɫɩɪɚɜɤɚ ɜɵɞɚɧɚ ɞɥɹ ɩɪɟɞɴɹɜɥɟɧɢɹ ...", "ɩɪɨɲɭ 
ɩɪɟɞɨɫɬɚɜɢɬɶ ɦɧɟ...", "ɜɵɩɢɫɤɚ ɜɟɪɧɚ". The morphological features of 
the style are such: the usage of obsolescent mood forms (Subjunctive I and the 
Suppositional), wide use of non-finite forms of the verb, impersonal, antic-
ipatory and indefinite pronouns. The syntactic level is distinguished by long 
and super-long sentences of all structural types, always two-member and 
non-elliptical, complicated by complexes of secondary predication, detach-
ments, parenthetic insertions and passive constructions. 

The style of scientific prose. This style serves as an instrument for 
Promoting scientific ideas and exchanging scientific information among peo-p 
e- It is as bookish and formal as the style of official documents, that is why 
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both styles have much in common. To graphical peculiarities of the style of 
scientific prose belong number- or letter-indexed paragraphing, a developed 
system of headlines, titles and subtitles, footnotes, pictures, tables, schemes 
and formulae. Ʌ great part of the vocabulary is constituted by special terms 
of international origin. The sphere of computer technologies alone enlarges 
the word-stock of different language vocabularies by thousands of new terms, 
such as "modem",  "monitor", "interface", "hard disk", "floppy disk", 
"scanner", "CD-ɸɬ drive", "driver", "fragmentation", "formatting", 
"software", "hardware", etc. Most of such terms are borrowed from English 
into other languages with preservation of their original form and sound- 1 ing 
(ɦɨɞɟɦ, ɦɨɧɢɬɨɪ, ɢɧɬɟɪɮɟɣɫ, ɫɤɚɧɧɟɪ, ɞɪɚɣɜɟɪ, ɮɪɚɝɦɟɧɬɚɰɢɹ, 
ɮɨɪɦɚɬɢɪɨɜɚɧɢɟ). The rest are translated by way of loan-translation 
(ɠɟɫɬɤɢɣ ɞɢɫɤ,  ɝɢɛɤɢɣ  ɞɢɫɤ) and in  other ways  (software -
ɤɨɦɩɶɸɬɟɪɧɵɟ ɩɪɨɝɪɚɦɦɵ, hardware - ɤɨɦɩɨɧɟɧɬɵ ɗȼɆ). Adopted 
foreign terms submit to the grammar rules of the Russian and Ukrainian lan-
guages while forming their derivatives and compounds (ɦɨɞɟɦɧɵɣ, 
ɫɤɚɧɢɪɨɜɚɧɢɟ, ɩɟɪɟɮɨɪɦɚɬɢɪɨɜɚɧɢɟ). The scientific vocabulary also 
abounds in set-phrases and cliches which introduce specific flavour of book-
ishness and scientific character into the text (We proceed from assumption 
that ... , One can observe that... , As a matter of fact, ... , As is generally 

accepted, ... ,). 
One of the most noticeable morphological features of the scientific 

prose style is the use of the personal pronoun "we" in the meaning of '7". 
The scientific "we" is called "the plural of modesty". Syntax does not 
differ much from that of the style of official documents. , 

The newspaper style. The basic communicative function of this style is 
to inform people about all kinds of events and occurrences which may be of 
some interest to them. Newspaper materials may be classified into three 
groups: brief news reviews, informational articles and advertisements. The 
vocabulary of the newspaper style consists mostly of neutral common liter-
ary words, though it also contains many political, social and economic terms 
(gross output, per capita production, gross revenue, apartheid, single 
European currency, political summit, commodity exchange, tactical nu-\ 
clear missile, nuclear nonproliferation treaty). There are lots of abbrevia-
tions (GDP - gross domestic product, EU - European Union, WTO -\ 
World Trade Organization, UN - United Nations Organization, NATO -
North Atlantic Treaty Organization, HIV - human immunodeficiency virus, 
AIDS - acquired immune deficiency syndrome, IMF - International 

Monetary Fund, W. W. W. - World Wide Web). The newspaper vocabular-
ies of the Russian and Ukrainian languages are overloaded with borrowings 
and international words (ɿɧɬɟɪɜ'ɸ, ɤɨɪɟɫɩɨɧɞɟɧɰɿɹ, ɿɧɮɨɪɦɚɰɿɹ, 
ɪɟɩɨɪɬɚɠ, ɿɞɟɚɥɿɡɚɰɿɹ, ɿɞɟɨɥɨɝɿɹ, ɫɨɰɿɚɥ-ɞɟɦɨɤɪɚɬ, ɦɨɧɨɩɨɥɿɫɬ, 
ɿɧɿɰɿɚɬɨɪ), that is why the abundance of foreign suffixes (-ɰɢɹ, -ɚɰɢɹ, -
ɢɡɚɰɢɹ, -ɢɡɦ, etc. ) is a conspicuous morphological fpaturp of the Russian 
and Ukrainian newspaper style. One of unattractive features of the newspa-
per style is the overabundance of cliches. A cliche is a hackneyed phrase or 
expression. The phrase may once have been fresh or striking, but it has be-
come tired through overuse. Cliches usually suggest mental laziness or the 
lack of original thought. 

>   Traditional examples of cliches are expressions such as it takes the 
biscuit, back to square one and a taste of his own medicine. 

• Current favourites (in the UK) include the bottom line is ..., a whole 
different ball game, living in the real world, a level playing field, 
and moving the goalposts. 

• Cliches present a temptation, because they often seem to be just what is 
required to make an effect. They do the trick. They hit the nail on 
the head. They are just what the doctor ordered. [See what I mean?] 

• Here is a stunning compilation, taken from a provincial newspaper. The 
example is genuine, but the names have been changed to protect the 
innocent. [That's a deliberate example!] 

By their very nature cabarets tend to be a bit of a hit and 
miss affair. And Manchester's own 'Downtown Cabaret' is 
ample proof of that. When it was good it was very good, 
and when it was bad it was awful. Holding this curate's egg 
together was John Beswick acting as compere and keeping the 
hotchpotch of sketches and songs running along smoothly. 
And his professionalism shone through as he kept his hand 
on the tiller and steered the shown through a difficult audi-
ence with his own brand of witticism. Local playwright Alan 
Olivers had previously worked like a Trojan and managed to 
marshal the talents of a bevy of Manchester's rising stars. 

Syntax of the newspaper style as well as syntax of any other bookish svle 
is a diversity of all structural types of sentences (simple, complex, com- 
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pound and mixed) with a developed system of clauses connected with each 
other by all types of syntactic connections. The coating of bookishness is created 
by multicomponent attributive noun groups, participial, infinitive and gerundi-al 
word-combinations and syntactic constructions of secondary predication. 

Advertising newspaper materials (ads) may be classified and non-clas-
sified. Classified ads are arranged topicwise in certain rubrics: "Births", 
"Deaths", "Marriages", "Sale", "Purchase", "Ɂɞɨɪɨɜɶɟ", "Ɇɟɧɹɸ", 
"ɋɧɢɦɭ", "ɍɫɥɭɝɢ", "Ɂɧɚɤɨɦɫɬɜɚ", etc. Non-classified ads integrate all top-
ics. Ads are arranged according to stereotyped rules of economizing on space. 
Due to this all non-informative speech segments are omitted intentionally, e. 
g.: Births. On November 1, at St. Bartholomew's Hospital, to Barbara and 
John Culhane ~ a son. Ɂɞɨɪɨɜɶɟ. Ⱥɧɬɢɰɟɥɥɭɥɢɬɧɵɣ ɦɚɫɫɚɠ. ɉɪ. 
ɂɥɶɢɱɚ. 7ɚ. Ɍ. 345-44-65. 

Graphically, the newspaper style is notable for the system of head-
lines. The headlines have formed themselves into a specific genre. They com-
bine three functions: gripping readers' attention, providing information and 
evaluating the contents of the article. To perform these functions newspaper 
headlines must be sensational, expressive and informative. Sentences in head-
lines tend to be short, one-member or elliptical, affirmative, negative, inter-
rogative and exclamatory. 

The publicistic style. This style falls into the following variants: the oratory 
style (speeches, lectures and reports), the style of radio and TV programs, the 
style of essays and journalistic articles. The most essential feature of the oratory 

style is the direct contact of the speaker with the audience. To establish and 
maintain this contact, the speaker continuously resorts to various language 

means of address: ladies and gentlemen, honourable guests, dear colleagues, 
dear friends, etc. Public speeches, radio and TV commentaries are crammed 

with syntactic stylistic devises of repetitions (direct, synonymic, anaphoric, 
epiphoric, framing, linking), polysyndeton, and parallelisms. These devices aim at 

making information persuasive. Journalistic articles and essays deal with 
political, social, economic, moral, ethical, philosophical, religious, educational, 

cultural and popular-scientific problems. The choice of language means depends 
on the subject described. Scientific articles and essays contain more neutral 

words and constructions and less expressive means than articles and essays on 
humanitarian problems. 

The belletristic style. This style attracts linguists most of all because th< 
authors of books use the whole gamma of expressive means and stylist! 
devises while creating their images. The function of this style is cognitive 

esthetic. The belletristic style embraces prose, drama and poetry. The lan-
ua%e of emotive prose is extremely diverse. Most of the books contain the 
authors' speech and the speech of protagonists. The authors' speech embod-
es all stylistic embellishments which the system of language tolerates. The 
speech of protagonists is just the reflection of people's natural communica-
tion which they carry out by means of the colloquial style. The language of 
drama is also a stylization of the colloquial style when colloquial speech is not 
only an instrument for rendering information but an effective tool for the 
description of personages. The most distinctive feature of the language of 
poetry is its elevation. The imagery of poems and verses is profound, implicit 
and very touching. It is created by elevated words (highly literary, poetic, 
barbaric, obsolete or obsolescent), fresh and original tropes, inversions, repe-
titions and parallel constructions. The pragmatic effect of poetic works may 
be enhanced by perfected rhymes, metres, rhymes and stanzas. 

The colloquial styles. These styles comply with the regularities and 
norms of oral communication. The vocabulary of the literary colloquial 
style comprises neutral, bookish and literary words, though exotic words and 
colloquialisms are no exception. It is devoid of vulgar, slangy and dialectal 
lexical units. Reduction of grammatical forms makes the style morphological-
ly distinguished, putting it in line with other colloquial styles. Sentences of 
literary colloquial conversation tend to be short and elliptical, with clauses 
connected asyndetically. 

The vocabulary of the informal colloquial style is unofficial. Besides 
neutral words, it contains lots of words with connotative meanings. Expres-
siveness of informal communication is also enhanced by extensive use of 
stylistic devises. The speaker chooses between the literary or informal collo-
quial style taking into account the following situational conditions: aim of com-
munication, place of communication, presence or absence of strangers, per-
sonal relations, age factor, sex factor, etc. 

One of the variants of the informal colloquial style is the dialect. Dia-
lects are regional varieties of speech which relate to a geographical area. 
The term dialect used to refer to deviations from Standard English which 
were used by groups of speakers. Political awareness has now given linguists 
toe current concept of a dialect as any developed speech system. Standard 
English itself is therefore now considered to be a dialect of English - equal in 
status with regional dialects such as Scottish or social dialects, or Black En-
8Hsh. The concept of dialect embraces all aspects of a language from gram-
Зɡɿ" to vocabulary. Nowadays linguists take a descriptive view of all lan- 
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;uage phenomena. They do not promote the notion of the superiority of Stan-
lard English. This is not to say that Standard English and Received Pronunci-
ition are considered equal to dialectal forms, but certainly attitudes are be- 
:oming more liberal. 

Writers have for centuries attempted to represent dialectal utterances in 
their work. Shakespeare often gave his yokels such items. Snout the tinker in "A 
Midsummer Night's Dream" says "Bv> lakin, a parlous fear". The novelist D. 
H. Lawrence represented the Nottinghamshire dialect in many of his novels by 
interspersing Standard English with utterances such as "Come into th'ut" spoken 
by Mellors in "Lady Chatterley's Lover". Some contemporary regional dialect 
forms are ones which have remained as such after being eliminated from what 
is now Standard English. An example of this is the Scottish kirtle which was 
replaced in Standard English during the Old English 
period by skirt. 
The lowest level in the hierarchy of colloquial styles is occupied by sub-
standard or special colloquial English. At the first glance, substandard 
English is a chaotic mixture of non-grammatical or contaminated speech pat-
terns and vulgar words which should be criticized without regret. However, a 
detailed analysis of these irregularities shows that they are elements of a 
system, which is not deprived of rationality. For example, the universal gram-
matical form ain't is a simplified substitute for am (is, are) not, was (were) 
not, have (has, had) not, shall (will) not. there is (are, was, were) not: "І 
ain't sharin' no time. 1 ain't takin' nobody with me, neither" 

(J. Steinbeck). 
"It ain't got no regular name" (E. Caldwell). 
"All 1 say ain't no buildings like that on no Florida Keys" ɿ 
(E. Hemingway). Economical means of substandard English coexist 

with redundant or ple^ 
onastic forms and contaminated syntactic structures: "Then let's us have us 

a drink" (T. Capote). "1 think it more better if you go to her, sir" (S. 
Maugham). "1 wants my wife. I needs her at home" (W. Faulkner). "Dey 
was two white mens 1 heerd about" (W. Styron). "Young folks and 
womens, they aint cluttered" (W. Faulkner). "1 want you guys should 
listen to Doc, here" (J. Steinbeck). "I used to could play the fiddle" (T. 
Capote). Substandard English speech abounds in obscene words marked in 
dictic naries by the symbol "taboo", vulgarisms (bloody buggering hell, 
danme 

home-wrecking dancing devil), slangy words (busthead = inferior or cheap 
whisky, liquor, or wine which results in hangover; cabbage = money, ban-
knotes, paper money; frog-eater = a Frenchman; a pin-up girl = a sexually 
attractive young woman, usually a movie celebrity, a model or the like) and 
specific cliches (dead and gone, good and well, lord and master, far and 
away, this here ...). 

Substandard English is used by millions of people in English speaking 
countries. It is a conspicuous indicator of low language culture and educa-
tional level. Being introduced into books, it becomes a picturesque means of 
protagonists' characterization. Russian and Ukrainian substandard languages 
have the same features. Compare: ɝɪɟɧɤɢ, ɮɟɧɨɦɟɧ, ɛɟɫɩɪɟɰɟɧɞɟɧɬɧɵɣ. 
ɛɨɥɟɟ ɦɨɥɨɠɟ, ɦɵ ɯɨɱɟɦ, ɹ ɩɨɧɹɥɚ, ɦɵ ɠɢɜɟɦ ɧɚ 245 ɤɜɚɪɬɚɥɟ, ɛɟɥɵɟ 
ɪɨɡɵ: ɱɬɨ ɫ ɧɢɦɢ ɫɞɟɥɚɥ ɫɧɟɝ ɢ ɦɨɪɨɡɵ, ɛɢɛɥɢɨɬɟɤɚ ɞɥɹ ɞɟɬɟɣ 
ɰɟɧɬɪɚɥɢɡɨɜɚɧɧɨɣ ɫɢɫɬɟɦɵ, ɩɨɞɴɟɡɠɚɹ ɤ ɫɬɚɧɰɢɢ, ɫ ɦɟɧɹ ɫɥɟɬɟɥɚ 
ɲɥɹɩɚ. It is not an easy thing for a translator to provide sufficient equiva-
lence of translation in case with substandard languages. He must be a great 
expert on both the source and target language substandard resources. 

The binary division of functional styles into bookish and colloquial is gener-
ally accepted in the soviet and post-soviet stylistic school. In British stylistic 
theories we also meet two general terms which cover the whole set of partic-
ular functional styles: Standard English and Substandard English. Standard En-
glish embraces all bookish substyles and the literary colloquial style. Substan-
dard English includes the informal colloquial style and special colloquial English. 
The term Standard English, as viewed by the British scholars, refers to a 
dialect which has acquired the status of representing the English language. 

CHAPTER 3 Stylistic 

Lexicology 

Stylistic lexicology deals with words which make up people's lexicon, 
vocabulary or lexis is usefully distinguished from grammar in textual analysis, 
•ЧО РЫКЦЦКЫ ШП КЧв ЮЭЭОЫКnce is the underlying structure. The vocabulary is 
{ɩɟ immediate content or subject-matter of a statement. The passage which 
Allows contains a normal mixture of grammatical items and vocabulary items: 
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bananas are cheap and plentiful and can be used in many interesting 
■ЯКвs, ОТЭСОr Кs НОssОrЭs Шr ТЧ ЦКТЧ ЦОКХs. With the grammatical items 
removed, the sentence still makes some sense: Bananas cheap plentiful 
used many interesting ways either desserts main meals. Without the lexical 
items however, the grammar words mean nothing as a sequence: are and 
can be in as or in. 

Vocabulary is one level of stylistic analysis, along with phonology, gra-
phology, grammar and semantics. In analyzing the vocabulary of a text or a 
speech, patterns of usage would be the subject of comment. For instance, the 
frequent occurrence of technical terms in car repair manual, or of emotive 
words in a tabloid newspaper article. 

The majority of English words are neutral. Neutral words do not have 
stylistic connotations. Their meanings are purely denotative. They are such 
words as table, man, day, weather, to go, good, first, something, enough. 
Besides neutral vocabulary, there are two great stylistically marked layers of 
words in English word-stock: literary vocabulary and colloquial vocabulary. 
Literary vocabulary includes bookish words, terms, poetic and archaic words, 
barbarisms and neologisms. Colloquial vocabulary embraces conversational 
lexis, jargonisms, professionalisms, dialectal, slangy and vulgar words. 

Neutral words form the lexical backbone of all functional styles. They are 
understood and accepted by all English-speaking people. Being the main source! 
of synonymy and polysemy, neutral words easily produce new meanings and| 
stylistic variants. Compare: mouse = 1) a small furry animal with a long tail; 2} 
mouse = a small device that you move in order to do things on a computer! 
screen; 3) mouse = someone who is quiet and prefers not to be noticed. 

Bookish words are mainly used in writing and in polished speech. They 
form stylistic opposition to their colloquial synonyms. Compare: infant (ɖɨɨɕ 
ish) = child (neutral) = fad (colloquial); parent (bookish) = father (neutral) =\ 
daddy (colloquial). 

Terms belong to particular sciences. Consequently, the domain of their! 
usage is the scientific functional style. The denotative meanings of terms are 
clearly defined. A classical term is monosemantic and has no synonyms. Terms 

of general nature are interdisciplinary (approbation, anomaly. ɒɟɝɪɝɟɓ 
tion, definition, monograph, etc. ). Semantically narrow terms belong to I 
definite branch of science (math.: differential, vector, hypotenuse, leg (oj 

a triangle), equation, logarithm). When used in other styles, terms produce 
different stylistic effects. They may sound humoristically or make speed| 

"clever" and "scientific-like". Academic study has its own terms too. Terrn^ 

such as palatalization or velarization (phonetics), discourse analysis (sty-
listics), hegemony (political philosophy) and objective correlative (literary 
studies) would not be recognizable by an everyday reader, though they might 
be understood by someone studying the same subject. 

Terms should be used with precision, accuracy, and above all restraint. 
Eric Partridge quotes the following example to illustrate the difference be-
tween a statement in technical and non-technical form: Chlorophyll makes 
food by photosynthesis = Green leaves build up food with the aid of tight. 
When terms are used to show off or impress readers or listeners, they are 
likely to create the opposite effect. There is not much virtue in using terms 
such as aerated beverages instead of fizzy drinks. These simply cause 
disruptions in tone and create a weak style. Here is an even more 
pretentious example of such weakness: Enjoy your free sample of our 
moisturizing cleansing bar (in other words - our soap). 

The stylistic function of poetic words is to create poetic images and 
make speech elevated. Their nature is archaic. Many of poetic words have 
lost their original charm and become hackneyed conventional symbols due to 
their constant repetition in poetry (ɨɱɢ, ɞɟɜɚ, ɦɭɪɚɜɚ, ɭɩɨɜɚɧɢɟ, ɫɬɚɧ 
(ɞɟɜɢɱɢɣ), ɞɟɫɧɢɰɚ (ɩɪɚɜɚɹ ɪɭɤɚ), ɜɨɢɧɫɬɜɨ, ɝɨɪɧɢɥɨ, ɜɟɳɚɬɶ, 
ɜɥɚɱɢɬɶ, ɝɥɚɫɢɬɶ, ɡɚɪɞɟɬɶ, ɨɬɱɢɣ, ɡɥɚɬɨɤɭɞɪɵɣ, ɞɢɜɧɵɣ, ɩɨɧɵɧɟ, 
ɜɨɢɫɬɢɧɭ, ɜɨ ɫɥɚɜɭ). 

It is a well-known fact that the word-stock of any language is constantly 
changing and renewing. Old words die and new words appear. Before disap-
pearing, a word undergoes the stages of being obsolescent, obsolete and ar-
chaic. The beginning of the aging process of a word is marked by decrease in 
its usage. Rarely used words are called obsolescent. To English obsolescent 
words belong the pronoun though and its forms thee, thy and thine, the 
verbs with the ending -est {though makest) and the ending -th {he maketh), 
and other historical survivals. Obsolete words have gone completely out of 
usage though they are still recognized by the native speakers (methinks = it 
seems to me; nay = no). Archaic words belong to Old English and are not 
^cognized nowadays. The main function of old words is to create a realistic 
background to historical works of literature. 

Barbarisms and foreignisms have the same origin. They are bor-
rowings from other languages. The greater part of barbarisms was borrowed 
Into English from French and Latin {parvenu - ɜɵɫɤɨɱɤɚ; protege -
ɩɊɨɬɟɠɟ; a propos - ɤɫɬɚɬɢ; beau monde - ɜɵɫɲɢɣ ɫɜɟɬ; de novo — 
ɫɶ*ɡɧɨɜɚ; alter ego - ɞɪɭɝɨɟ «ɹ»; datum - ɫɜɟɞɟɧɢɹ, ɢɧɮɨɪɦɚɰɢɹ). ȼɚɝ- 
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larisms are assimilated borrowings. Being part of the English word-stock, 
hey are fixed in dictionaries. Foreignisms are non-assimilated borrowings 
>ccasionally used in speech for stylistic reasons. They do not belong to the 
Bnglish vocabulary and are not registered by lexicographers. The main fund 
;ion of barbarisms and foreignisms is to create a realistic background to the 
stories about foreign habits, customs, traditions and conditions of life. 

Neologisms are newly born words. Most of them are terms. The layer of 
terminological neologisms has been rapidly growing since the start of the 
technological revolution. The sphere of the Internet alone gave birth to thou-
sands of new terms which have become international (network, server, browser, 
e-mail, provider, site, Internet Message Access Protocol, Hypertext Transfer 
Protocol, Microsoft Outlook Express, Internet Explorer, Netscape 
Communicator, etc). The Internet is an immense virtual world with its own 
language and its people, good or bad. Hacker means "someone who uses a 
computer to connect to other people's computers secretly and often illegally in 
order to find or change information". Spammer means "someone who sends 
emails to large numbers of people on the Internet, especially when these are 
not wanted". Recent discoveries in biochemistry, genetic engineering, plasma 
physics, microelectronics, oceanography, cosmonautics and other sciences 
demanded new words to name new concepts and ideas. The vocabulary of our 
everyday usage is also being enlarged by neologisms. Bancomatj, means "a 
European system of automatic cash-ejecting machines". Bank card means "a 
small plastic card that you use for making payments or for getting, 

money from the bank". 
Common colloquial vocabulary is part of Standard English word-stock. 

It borders both on neutral vocabulary and on special colloquial vocabulary! 
Colloquialisms are familiar words and idioms used in informal speech and^ 
аЫТЭТЧР, ЛЮЭ ЮЧКММОЩЭКЛХО ТЧ ЩШХТЭО МШЧЯОЫЬКЭТШЧ ШЫ ЛЮЬТЧОЬЬ МШЫЫОЬЩШЧНОЧМО»Ж 
Compare standard speech sentence "Sir, you speak clearly and to the\ 
point" and its colloquial equivalent "Friend, you talk plain and hit the ɩɚɳ 
right on the head". 

There are some specific ways of forming colloquial words and gramj 
matical fusions. The most typical of them are contraction (demo - demon] 
stration, comp = comprehensive school, disco = discotheque, pub ~ publiA 
house, ad - advertisement), amalgamation of two words in a single on< 
(s'long = so long, c'mon = come on, gimme - give me, wanna = want to, 
gonna = going to, don't = do not, he's — he has/is), affixation (missy = 
miss, girlie ~ girl, Scotty ~ Scotchman), compounding, composing and blend 

.     (legman = reporter, hanky-panky = children's tricks, yellow-belly -
coward, motel = a hotel for people who are travelling by car). 
The most productive way of building colloquial words in Russian and 
Ukrainian is derivation. Lots of suffixes and prefixes convert neutral words 
into conversational: ɦɚɦɚ = ɦɚɦɨɱɤɚ, ɦɚɦɭɥɹ, ɦɚɦɭɫɹ, ɦɚɦɤɚ, ɦɚɦɚɲɚ, 
ɢɚɦɚɧ, ɦɚɦɢɳɚ; ɤɧɢɝɚ - ɤɧɢɠɤɚ, ɤɧɢɠɢɰɚ, ɤɧɢɠɨɧɤɚ, ɤɧɢɠɢɳɚ. 
Many of colloquial words are extremely emotional and image-bearing. For 
example, the interjections oops, oh, gee, wow, alas are capable of rendering 
dozens of contextual subjective modal meanings, such as gladness, rapture, 
disappointment, resentment, admiration, etc. Not less expressive are Russian 
and Ukrainian colloquial words. Compare: ɩɭɫɬɨɦɟɥɹ, ɫɤɭɩɟɪɞɹɣ, 
ɨɞɭɪɟɥɵɣ, ɱɭɦɧɨɣ, ɨɪɚɬɶ, ɩɪɨɧɵɪɚ. Expressive colloquial words form 
long chains of synonyms: ɥɢɰɨ = ɮɢɡɢɨɧɨɦɢɹ, ɩɨɪɬɪɟɬ, ɦɨɪɞɚ, ɪɨɠɚ, 
ɯɚɪɹ, ɪɵɥɨ, ɛɭɞɤɚ. 

Jargonisms are non-standard words used by people of a certain asocial 
group to keep their intercourse secret. There are jargons of criminals, con-
victs, gamblers, vagabonds, souteneurs, prostitutes, drug addicts and the like. 
The use of jargon conveys the suggestion that the speaker and the listener 
enjoy a special "fraternity" which is closed for outsiders, because outsides do 
not understand the secret language. Here are some words from American 
and Russian drug takers' jargon: white stuff = cocaine or morphine; candy 
= cocaine; snifter = a cocaine addict; boxed, spaced out, bombed, junked 
up or charged up = being affected by drugs; candy man = drug seller; cap 
= a capsule with a narcotic; jab-off = an injection of a narcotic; pin-shot = 
an injection of a drug made with a safety pin and an eye-dropper instead of 
a hypodermic needle; mainliner = a drug addict who takes his narcotics by 
intravenous injection; ɲɢɪɧɭɬɶɫɹ - ɜɜɟɫɬɢ ɧɚɪɤɨɬɢɤ ɜɧɭɬɪɢɜɟɧɧɨ; 
ɪɚɫɤɭɦɚɪɢɬɶɫɹ = ɩɪɢɧɹɬɶ ɧɚɪɤɨɬɢɤ ɜ ɩɟɪɢɨɞ ɥɨɦɤɢ, ɥɨɦɤɚ = 
ɩɨɫɬɧɚɪɤɨɬɢɱɟɫɤɨɟ ɫɨɫɬɨɹɧɢɟ ɭ ɧɚɪɤɨɦɚɧɨɜ, ɤɨɬɨɪɨɟ 
ɯɚɪɚɤɬɟɪɢɡɭɟɬɫɹ ɮɢɡɢɱɟɫɤɢɦɢ ɫɬɪɚɞɚɧɢɹɦɢ. Social contradictions of 
our life gave rise to such word combinations as "ɨɬɦɚɡɚɬɶ ɨɬ ɫɭɞɚ", 
"ɡɚɤɨɫɢɬɶ ɨɬ ɚɪɦɢɢ". Eventually, some jargonisms pass into standard 
speech. This is the case with the Russian word "ɛɟɫɩɪɟɞɟɥ" which 
Penetrated into Standard Russian from prison jargon due to its expressive-
ness and topicality of meaning. 

Eric Partridge, an authority on the subject, identifies a number of reasons 
ror the creation and use of jargon. In his opinion, people resort to jargon to be 
efferent, startling, or original; to display one's membership of a group; to be 
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:retive or to exclude others; to enrich the stock of language; to establish a 
endly rapport with others; to be irreverent or humorous. 
Professionalisms are term-like words. They are used and understood 

members of a certain trade or profession. Their function is to rationalize 
ofcssional communication and make it economical. This is achieved due to 
broad semantic structure of professional terms, which makes them eco-
>mical substitutes for lengthy Standard English vocabulary equivalents. Com-
ire: scalpel = a small sharp knife used by a doctor for doing an oper-ion: 
round pliers = a metal tool with round ends that looks like a rong pair of 
scissors, used for holding small objects or for bending id cutting wire; 
ɡɚɱɢɫɬɢɬɶ ɧɚɫɟɥɟɧɧɵɣ ɩɭɧɤɬ (ɜɨɟɧɧɵɣ ɚɪɝɨ); ɬɪɚɛɨɬɚɬɶ 
ɩɨɞɨɡɪɟɜɚɟɦɨɝɨ (ɦɢɥɢɰɟɣɫɤɢɣ ɚɪɝɨ), ɩɪɨɡɜɨɧɢɬɶ ɲɢɸ (ɚɪɝɨ 
ɬɟɥɟɮɨɧɢɫɬɨɜ). The foreman in a garage does not need to rite on a 
mechanic's worksheet: "Please regulate the device which pro-ides a 
constant supply of petrol to the inlet manifold of the engine". He writes: 
"Adjust the carburetor". 

Dialecticisms are words used by people of a certain community living in 
certain territory. In US Southern dialect one might say: "Cousin, y'all talk] 
nighty fine" which means "Sir, you speak English well". In ethnic-immi-
rant dialects the same sentence will sound as "Paisano, you speek good\ he 
English" or "Landsman, your English is plenty all right already". 

Slang is non-standard vocabulary understood and used by the whole | 
tation. Slang is sometimes described as the language of sub-cultures or the 
anguage of the streets. Linguistically, slang can be viewed as a sub-dialect. Itj 
s hardly used in writing - except for stylistic effect. People resort to slangj 
because it is more forceful, vivid and expressive than standard usages. Slangy | 
words are rough, often scornful, estimative and humorous. They are com-| 
pletely devoid of intelligence, moral, virtue, hospitality, sentimentality and other 
human values. 

Slang prefers short words, especially monosyllables. Vulgar or obscene 
words may be viewed as part of slang. The most popular images of slang are 
food, money, sex and sexual attraction, people's appearances and characters. 
Because it is not standard, formal or acceptable under all conditions, slang is 
usually considered vulgar, impolite, or boorish. However, the vast majority of 
slangy words and expressions are neither taboo, vulgar, derogatory, nor of-) 
fensive in meaning, sound, or image. Picturesque metaphor, metonymy, hy-i 
perbole and irony make slangy words spicy. Look how long, diverse and ex-J 
prcssive the chain of slangy synonyms denoting "money" is: ackers. cly,\ 

28 

0ie> gelt, moo, moolah, mopus, oof, spondulicks, queer, boot, chuck, 
hardstujf, lettuce, lolly, boodle, sea-coal, green goods, hay, shoestring, 
ante, bread, ducats, dumps, swag, bean, blunt, crap, dough, haddock, 
ochre, rubbish, salad, soap, splosh, sugar, chink, gob, poke, iron, balsam, 
jack, loot, pile, wad, dust, tin, brass, fat, rocks, chips, corn, red, sand, 
bundle, oil, shells. 

>  Some forms of slang change very rapidly, for various reasons. 

• Teenage slang changes rapidly because people are teenagers for a short 
period of time. For example, in the early 1990s the term used to express 
enthusiastic approval was 'Ace'. Now this would be considered rather 
dated. It has been replaced by 'Sound' — which itself will soon be sup-
planted by whatever the current teenage culture decides is appropriate. 

• 'Smashing!' and 'Super!' the teenage slang of Enid Blyton stories of the 
1930s and 1940s is now used to parody the period and the attitudes from 
which they sprang. Intrinsically however, it is no different from today's 
terms. 

• One important function of teenage slang is to create an identity which is 
distinct from the general adult world. Teenagers for this reason do not 
generally approve of parents or teachers using their slang terms. This 
defeats the object of what is essentially a group 'code'. 

• Thus new terms are generated every couple of years. It is interesting 
that the main slang items are adjectives for extreme approval or extreme 
disapproval. 

Idioms. An idiom is a fixed phrase which is only meaningful as a whole. 
All languages contain idiomatic phrases. Native speakers learn them and re-
member them as a complete item, rather than a collection of separate words: 
a red herring = a false trail, raining cats and dogs - raining very hard, a fly 
in the ointment = spoiling the effect. 

Idioms often break semantic conventions and grammatical logic - as in 
I'll eat my head (I'll be amazed if...). The object of the verb "to eat" is 
conventionally something edible, but as part of this idiom it is something def-
initely inedible. Non-native speakers find the idiomatic side of any language 
difficult to grasp. Native speakers of a language acquire idioms from a very 
early stage in their linguistic development. 
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The translator should bear in mind the fact that idioms are generally 
ipossible to translate between languages, although some families of lan-
ages use idioms based on identical ideas. In French, for example, the idi-
natic phrase "ɬɨɩ vieux" is parallel in its meaning with the English "old 
ap", and in Russian the phraseologism "ɥɶɜɢɧɚɹ ɞɨɥɹ" is parallel with 
e English "the lion's share". 

Idioms very often contain metaphors, but not always. For example, How 
ɿ you do is an idiomatic greeting but it is not a metaphor. Idioms are not 
ways used or recognized by the whole of the language community. Sub-
roups of speakers employ idioms peculiar to themselves. Teenagers, occu-
ational groups, leisure groups, and gender groups all employ idioms or spe-
ial phrases. These will mean something within the context of the group and 
s communication: He was caught leg-before-wicket (sport). She was at er 
sister's hen-party (gender). 

CHAPTER 4 

Morphological Stylistics 

Morphological stylistics deals with morphological expressive means 
stylistic devices. Words of all parts of speech have a great stylistic potenti __  
Being placed in an unusual syntagmatic environment which changes their 
canonized grammatical characteristics and combinability, they acquire stylistic 
significance. The central notion of morphological stylistics is the notion of, 
transposition. Transposition is a divergence between the traditional us-\ 
age of a neutral word and its situational (stylistic) usage. 

Words of every part of speech are united by their semantic and gram-
matical properties. General lexico-grammatical meaning of nouns is substan-
tivity, i. e. the ability to denote objects or abstract notions. Due to the diverse, 
nature of substantivity, nouns are divided into proper, common, concrete, ab-
stract, material and collective. Cases of transposition emerge, in particular, 
when concrete nouns are used according to the rules of proper nouns usage, 
or vice versa. It results in creation of stylistic devises named antonomasia or 
personification. For example: The Pacific Ocean has a cruel soul or John 
will never be a Shakespeare. 

Besides general lexico-grammatical meaning, nouns possess grammati-
cal meanings of the category of number and the category of case. These 
meanings may also be used for stylistic objectives. According to the category 
of number, nouns are classified into countable and uncountable. Each group 
has its own regularities of usage. When these regularities are broken for 
stylistic reasons, speech becomes expressive. Uncountable singularia tantum 
nouns, or countable nouns in the singular, occasionally realizing the meaning 
of more than oneness, evoke picturesque connotations: to hunt tiger = to 
hunt tigers; to keep chick = to keep chicks; snow ~ snows; sand = sands; 
water = waters; time = times; ɛɢɬɶ ɡɚɣɰɚ = ɨɯɨɬɢɬɶɫɹ ɧɚ ɡɚɣɰɟɜ; 
ɯɨɞɢɬɶ ɧɚ ɦɟɞɜɟɞɹ = ɨɯɨɬɢɬɶɫɹ ɧɚ ɦɟɞɜɟɞɟɣ. Normally, the genitive 
case form is a form of animate nouns. When inanimate nouns are used in 
this form, their initial meaning of inanimateness is transposed. In such cases 
they render the meanings of time or distance (mile's walk, hour's time), part 
of a whole (book's page, table's leg), or qualitative characteristics (plan's 
failure, winter's snowdrifts, music's voice). 

Stylistic potential of nouns is significantly reinforced by transpositions in 
the usage of articles as noun-determiners. Such transpositions occur against 
generally accepted normative postulates which run: articles are not used with 
names of persons and animals, some classes of geographical names, abstract 
nouns and names of material. Uncommon usage of articles aims at importing 
specific shades of meaning into speech. Thus, the indefinite article combined 
with names of persons may denote one representative of a family (Mary will 
never be a Brown), a person unknown to the communicants (Jack was 
robbed by a Smith), a temporary feature of character (That day Jane was 
different. It was a silly Jane). Not less expressive are cases when the name 
of a person is used as a common noun preceded by the indefinite article: 
Mike has the makings of a Bvron. Stylistic usage of the definite article takes 
place when names of persons are modified by limiting attributes (You are not 
the John whom I married), when a proper name denotes the whole family 
(The Browns are good people), or when a name of a person is modified by a 
descriptive attribute denoting a permanent feature of character (I entered the 
room. There she was — the clever Polly). Suchlike deviations in the usage of 
articles are possible with other semantic classes of nouns: geographical 
names, abstract and material nouns. 

Transposition of verbs is even more varied than that of nouns. It is ex-
Plained by a greater number of grammatical categories the meanings of which 
^ay be transposed. Most expressive are tense forms, mood forms and voice 
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brms. One of peculiar features of English tense forms is their polysemantism. 
rhe same form may realize various meanings in speech. Deviation from the 
general (most frequently realized) meaning makes verbs stylistically coloured, 
"ommonly, the present continuous tense denotes an action which takes place 
it the moment of speaking. But it may also denote a habitual action (John is 
:onstantly grumbling), an action which occupies a long period of time (Sam 
is wooing Mary now), and an action of the near future (Pete is starting a 
new life tomorrow). In such cases the present continuous tense becomes 
synonymous with the present or future indefinite. But there is a difference. 
While the sentence "John constantly grumbles" is a mere statement, the 
sentence "John is constantly grumbling" introduces the negative connota-
tions of irritation, condemnation, regret, sadness and others. 

There is a rule that verbs of sense perception and mental activity are not 
used in the continuous tense forms. This rule is often broken by the speaker] 
intentionally or subconsciously. In both cases verbal forms convey additional 
stylistic meanings of subjective modality (1 am seeing you = lam not blind;] 
I am understanding you = You need not go into further details; I am\ 
feeling your touch = So tender you are, etc. ). 

One of peculiar verbal transpositions is the change of temporary planes 
of narration when events of the past or future are described by present tense] 
forms. Such transposition brightens the narration, raises its emotional tensionJ 
expresses intrigue, makes the continuity of events visual and graphic: It was\ 
yesterday and looked this way. The perpetrator comes to his victim, takem 
a long dagger out of his inner pocket and stabs the poor man right into\ his 
belly without saying a word. The man falls down like a sack, a founA tain of 
blood spurting from the wound. 

Transposition is not the only way to make verbs expressive. A good many 
verbal forms are expressive in themselves. The imperative mood forms ɚɝɢ 
not just commands, invitations, requests or prohibitions. They are a perfect] 
means of rendering an abundance of human emotions. The sentence Just] 
come to me now may contextually imply love or hate, threat or warning, 
promise or desire. A wide range of subjunctive mood forms offers a good] 
stylistic choice of synonymous ways to verbalize one and the same idea. 
Compare the following synonymous pairs of sentences: It is time for me to\ 
go = It is time that I went; It is necessary for him to come = It is necesA 
sary that he come; We must go now not to be late — We must go now lesvL 
we be late; Let it be = So be it. The first sentence of each pair is stylistically] 
neutral while the second sentence is either bookish or obsolescent. In manyJ 
contexts passive verbal forms are more expressive than their active counter-] 

arts. Compare: A round table occupied the centre of the room = The 
centre of the room was occupied by a round table; They answered him 
nothing = He was answered nothing; They forgave him his rudeness — ɰɟ 
was forgiven his rudeness. 

General lexico-grammatical meaning of adjectives is that of qualitative-
ness. Qualitative adjectives are always estimative, that is why they are used 
as epithets (picturesque' view, idiotic shoe-laces, crazy bicycle, tremen-
doiis achievements) and can form degrees of comparison. Relative adjec-
tives normally do not form degrees of comparison and serve as logical (non-
stylistic) attributes (red colour, Italian car, dead man). However, they may 
be occasionally transposed into qualitative. Such transposition imports origi-
nality and freshness in speech: This is the reddest colour I've ever seen in 
my life; "Ferrari" is the most Italian car which you can meet in this remote 
corner of the world; Garry was the deadest men ever present in that 
ambitious society. Expressiveness of adjectives may be as well enhanced 
by non-grammatical transpositions in the formation of the degrees of 
comparison, when well-known rules of their formation are intentionally vio-
lated: My bride was becoming beautifidler and beautifuller: You are the 
bestest friend I've ever met. 

Expressive devices may be created by transposition of pronouns. When 
objective forms of personal pronouns are used predicatively instead of nom-
inative forms, sentences obtain colloquial marking (// is him: It is her; It is 
me: It is them: It is us). The meaning of the pronoun / may be contextually 
rendered by the pronouns we, you, one, he, she and others. The so-called 
"scientific we" is used in scientific prose instead of / for modesty reasons. 
The same replacement in a routine conversation creates a humoristic effect 
(a tipsy man coming home after a workday and addressing his wife cheerful-
ly, about himself: Meet us dear! We have come!). When the pronoun you is 
replaced by the pronoun one, the statement becomes generalized, its infor-
mation being projected not only to the listeners, but to the speaker himself: 
One should understand, that smoking is really harmful! When / is substi-
tuted by he, she, or nouns (the guy, the chap, the fellow, the fool, the girl, 
etc), the speaker either tries to analyse his own actions with the eyes of a 
stranger, externally, or he is ironical about himself. Stylistic effects may also 
°О КМСТОЯОН Лв ЭСО ЮЬКРО ШП КЫМСКТМ ЩЫШЧШЮЧЬ: ЭСО ЩОЫЬШЧКХ ЩЫШЧШЮЧ thou (2 
Person singular) and its objective form three, the possessive pronoun thy and 
'ts absolute form thine, the reflexive pronoun thyself. These obsolete pro-
nouns create the atmosphere of solemnity and elevation, or bring us back to 
^cient times. 
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cuch an accord is met at the end of two parallel lines in verses. Rhyme is a 
ound organizer, uniting lines into stanzas. Rhyme is created according to 
everal patterns. Vertically, there are such rhymes: adjacent (aa, bb), cross 
tab ab) and reverse (ab, ba). According to the variants of stress in the words 
СОТЧ° ЫСвЦОН, ЫСвЦОЬ КЫО МХКЬЬТПТОН ТЧЭШ male (the last syllables of the rhymed 
words are stressed), female (the next syllables to the last are stressed) and 
УКМТбХТ£ (tne lmrc* syllables from the end are stressed). 

Rhythm is a recurring stress pattern in poetry. It is an even alternation of 
stressed and unstressed syllables. Lines in verses are built with poetic feet. A 
foot is a combination of one stressed and one or two unstressed syllables. 
The most popular poetic feet are trochaic foot, iambus, dactyl, amphibrach, 
and anapest. A detailed description and bright examples of the mechanisms 
of versification can be found in theoretically oriented manuals of stylistics, 
such as /. Arnold. Stylistics of Modern English. - Moscow, 1990; I. Gal-
perin. Stylistics. - Moscow, 1977 and others. 

Instrumentation is the art of selecting and combining sounds in order to 
make utterances expressive and melodic. Instrumentation unites three basic 
stylistic devices: alliteration, assonance and onomatopoeia. 

Alliteration is a stylistically motivated repetition of consonants. The re-
peated sound is often met at the beginning of words: She sells sea shells on 
the sea shore. Peter Piper picked a peck of pickled pepper. Alliteration is 
often used in children's rhymes, because it emphasizes rhythm and makes 
memorizing easier: 

Baa haa blacksheep 
Have you any wool? 
Yes_ sir, no sir. 

Three bagsfulL 
The same effect is employed in advertising, so that slogans will stick in 

people's minds: Snap, crackle and pop^_h\\\tera\.\on is used much more in 
poetry than in prose. It is also used in proverbs and sayings (ɬɢɲɟ ɟɞɟɲɶ, 
ɞɚɥɶɲɟ ɛɭɞɟɲɶ; ɨɞɢɧ ɫ ɫɨɲɤɨɣ, ɫɟɦɟɪɨ ɫ ɥɨɠɤɨɣ), set expressions, 
football chants, and advertising jingles. 

Assonance is a stylistically motivated repetition of stressed vowels. The 
repeated sounds stand close together to create a euphonious effect and rhyme: 
ihe rain in Spain falls mainly on the plain. We love to spoon beneath the 
mQQ/i in June. Just like alliteration, assonance makes texts easy to memo-
nze. It is also popular in advertising for the same reason. Assonance is sel- 
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iom met as an independent stylistic device. It is usually combined with alliter- ] 

ation, rhyming, and other devices: 

Ȼɪɨɠɭ, ɥɢ ɹ ɜɞɨɥɶ ɭɥɢɰ ɲɭɦɧɵɯ. 
ȼɯɨɠɭ ɥɶ ɜɨ ɦɧɨɝɨɥɸɞɧɵɣ ɯɪɚɦ, 
ɋɢɠɭ ɥɶ ɦɟɠ ɸɧɨɲɟɣ ɛɟɡɭɦɧɵɯ, 
ə ɩɪɟɞɚɸɫɶ ɫɜɨɢɦ ɦɟɱɬɚɦ. 
(Ⱥ. ɋ. ɉɭɲɤɢɧ) 

Onomatopoeia is a combination of sounds which imitate natural sounds: 
wind wailing, sea murmuring, rustling of leaves, bursts of thunder, etc. Words 
which represent this figure of speech have aural similarity with the things 
they describe: buzz = ɠɭɠɠɚɬɶ, roar - ɝɪɨɯɨɬɚɬɶ, bang = ɛɚɯɧɭɬɶ, I 
hiss = ɲɢɩɟɬɶ, sizzle = ɲɢɩɟɬɶ ɧɚ ɫɤɨɜɨɪɨɞɤɟ, twitter - ɱɢɪɢɤɚɬɶ, pop = 
ɯɥɨɩɚɬɶ , swish = ɪɚɫɫɟɤɚɬɶ ɜɨɡɞɭɯ, burble - ɛɨɪɦɨɬɚɬɶ, I cuckoo = 
ɤɭɤɨɜɚɬɶ, splash - ɩɥɟɫɤɚɬɶɫɹ. Animal calls and sounds of I insects are 
evoked onomatopoeically in all languages. For example, cock-a-doodle-do! 
is conventionally the English representation for the crowing of a cock. 
Interestingly, the Russians and the French represent this imitation as 
ɤɭɤɚɪɟɤɭ and cocorico correspondingly, which is significantly different from 
the English variant, although logic tells us that the roster's cry is the same 
across the world. It means that onomatopoeia is not an exact reproduction of ] 
natural sounds but a subjective phenomenon. 

Onomatopoeia is used for emphasis or stylistic effect. It is extensively 
featured in children's rhymes and poetry in general. 

Expressiveness of speech may be also significantly enhanced by such 
phonetic means as tone. To the linguist "tone" means the quality of sound J 
produced by the voice in uttering words. In a general sense, tone is the atti-
tude of the speaker or writer as revealed in the choice of vocabulary or the j 
intonation of speech. Written or spoken communication might be described as 
having a tone which is, for instance, ironic, serious, flippant, threatening, light-1 
hearted, or pessimistic. Attitude expressed in tone may be rendered con-
sciously or unconsciously. It could be said that there is no such thing as a text 
or verbal utterance without a tone. In most cases, tone is either taken for 
granted, or perceived unconsciously. 

Basic notions of graphic expressive means are punctuation, orthogra-
phy 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 clarify- 
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■no the meaning of sentences. There are such common marks of punctuation: 
the full stop [.], the comma [, J, the colon [: ], the semicolon [; ], brackets 
Ʉ )], dash [ - ], hyphen [ - ], the exclamation mark [ ! ], the oblique stroke [/ ]x* 
the interrogative (question) mark [ ? ], inverted commas (quotation marks) [" "], 
suspension marks [...], the apostrophe [ ' ]. 

>  Miscellaneous remarks on punctuation. 

• Many aspects of punctuation are ultimately a matter of personal prefer-
ence and literary style. 

• The general tendency in most public writing today is to minimise the 
amount of punctuation used. 

• There are also minor differences in practice between the UK and the USA. 
• The suggestions made above are based generally on conventions in the UK. 
• Double punctuation ["What's the matter!?"] is rarely used, except in 

very informal writing such as personal letters or diaries. 
• The combination of colon-plus-dash [: — ] is never necessary. Some 

people use this [it's called 'the pointer'] to indicate that a list will follow, 
but the colon alone should be sufficient. 

• The importance of punctuation can be illustrated by comparing the two 
following letters. In both cases, the text is the same. It's the punctuation 
which makes all the difference! 

Dear John: 
I want a man who knows what love is all about. You are gener-
ous, kind, thoughtful. People who are not like you admit to being 
useless and inferior. You have ruined me for other men. I yearn 
for you. I have no feelings whatsoever when we're apart. I can 
be forever happy — will you let me be yours? Gloria 

Dear John: 
I want a man who knows what love is. All about you are gener-
ous, kind, thoughtful people, who are not like you. Admit to be-
ing useless and inferior. You have ruined me. For other men, I 
yearn. For you, I have no feelings whatsoever. When we're 
apart, I can be forever happy. Will you let me be?Yours, Gloria 
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The full stop signals the end of a declarative sentence. It indicates a 
strong pause. It is used most commonly at the end of a complete sentence. 
Besides that, 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. There are the following peculiarities in 
the usage of full stops: 

>   Full stops are commonly placed after abbreviations: 
ibid.        No. 1 ff. e. g. 

The stop is normally placed inside quotation marks but outside brackets: 
"What joy we had that particular day."  
Profits declined (despite increased sales). However, if the 

quotation is part of another statement, the full stop goes outside the 
quote marks: 

Mrs Higginbottam whispered "They're coming". If the 
parenthesis is a complete sentence, the full stop stays inside the 
brackets: 
There was an earthquake in Osaka. (Another had occurred in 
Tokyo the year previously. ) No full stop is required if a sentence 
ends with a question mark or exclamation, or a title or abbreviation 
which contains its own punctuati 

Is this question really necessary? 
What a mess! 
He is the editor of Which? 
She gave her address as 'The Manor, Wilts.' Full stops are 

not required after titles, headings, or sub-headings: 
The Turn of the Screw 
Industrial Policy Report  
Introduction The stop is not necessary following common titles 

which are shortened forms of a word (technically, 'contractions'): 
Dr  [Doctor] Mr  [Mister] 
St [Street] Mme [Madame] 

ɿ Full stops are not necessary after the capital letters used as abbrevia-
tions for titles of organisations and countries: 

NATO  North Atlantic Treaty Organisation 
BBC British Broadcasting Corporation 
UNO United Nations Organisation 
USA United States of America 

• They are not used where the initials of a standard work of reference are 
used as an abbreviated title: 

OED Oxford English Dictionary 
DNB Dictionary of National Biography 
PMLA  Papers of the Modern Languages Association 

The comma is used to show a slight pause in a sentence. It helps to 
clarify the sense of statements and to prevent ambiguity. It separates the 
items in lists: The box contained a book, some pencils, and a knife. Opin-
ions differ on the need for the final comma in such examples. If the items are 
all of the same kind, it can usually be omitted. If they are not, it is usually safer 
to retain the comma. The comma also separates two clauses when the first is 
not closely associated with the second: She is a famous singer, whilst her 
husband remains unknown. It introduces a pause where the eye might oth-
erwise continue and mistake the sense of what is written: In the valley be-
low, the villages looked small. It separates a sequence of adjectives which 
qualify a noun: He was an arrogant, pompous fellow. However, when the 
adjectives are of a different order or type, no comma is necessary: He was a 
distinguished foreign visitor. The comma marks the start and finish of a 
parenthetical phrase within a sentence: / am quite sure, despite my reserva-
tions, that he's the best man. 

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. The 
rules of the usage of brackets are such: 

> Round brackets are used to represent an aside or an extra piece of 
information which is closely related to the main subject of the 
sentence. 

- Goodwin argues that Thompson's policies (which he clearly dis-
likes) would only increase the problem. 
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• Square brackets are used to indicate that something is being added by 
the author. This is usually for clarification or comment. 

- The reporter added that the woman [Mrs Wood] had suffered 
severe injuries. 

- A mother wrote that her son was 'fritened [sic] to go to school'. 
 

• When brackets are used at the end of a sentence, the full stop falls 
outside the bracket (like this). 

• Statements inside brackets should be grammatically separate from the 
sentence. That is, the sentence should be complete, even if the contents 
of the brackets are removed. 

- The republican senator (who was visiting London for a minor op 
eration) also attended the degree ceremony. 

• If a quotation contains a mistake in the original you can indicate that the 
error is not your own. This is indicated by the use of square brackets. 

- The senior government minister who was recently acquitted of 
kerb-crawling claimed that at long last his 'trails [sic] and tribula 
tions' were at an end. 

• The expressions within brackets should be kept as brief as possible, so 
as not to interrupt the flow of the sentence. 

• The use of brackets should be kept to a minimum. If used too frequently, 
they create a choppy, unsettling effect. 

The dash is used to indicate a sudden change of thought, an additional 
:omment, or a dramatic qualification: Tlmt was the end of the matter - or ɸ 
we thought. Dashes can also be used to insert a comment or a list of things: 
Everything - furniture, paintings, and books - survived the fire. 

The exclamation mark indicates surprise, gladness, irritation, despair, 
indignation, anger, alarm and other feelings and emotions: The ship is sink-
ing! Jump in the lifeboat! When the exclamation mark is put at the end of a 
sentence, the nature of which is not exclamatory, it may express the speak-
er's irony, sorrow, nostalgia and other shades of modality. Exclamation marks 
should be used with restraint. The more frequently they occur, the weaker 
becomes their effect. 

The interrogative mark is used to show that a question has been raised: 
Why is that woman staring at us? 

The hyphen is a short dash which connects words or parts of words. Hy-
phens form derivatives and compounds: re-enter, co-operate, multistory, son-
in-law, president-elect. There are some peculiarities in the usage of hyphens: 

'r   Hyphens should be used where it is necessary to avoid ambiguity: 
two-year-old cats two year-old cats 

• They should also be used to distinguish terms which are spelled identical 
ly, but which have different meanings: 

reformation change for the better 
re-formation  to form again 
recover to regain control 
re-cover to cover again 
resign to stand down 
re-sign to sign again 

• Hyphens are used when new terms are formed from compounds, but 
they are dropped when the compound is accepted into common usage. 
(This process is usually more rapid in the USA than in Europe.) 

bath-tub        book-shelf        club-house 
bathtub bookshelf clubhouse 

• This phenomenon is currently visible in computer technology, where all 
three forms of a term may co-exist: 

Word processor 
Word-processor 
Wordprocessor 

• Remember that the hyphen is not the same thing as the longer dash. A 
distinction between the two is commonly made in the US, but not in the UK. 

The oblique stroke is used to separate items in a list: oil/water mix, 
italic/Roman type, Kent/Surrey boundary, 2003/04, etc. 

> The oblique stroke should not be used as a substitute for words such 
as and, plus, and or. 

• Try to avoid the either/or construction and such lazy (and ugly) com-
pounds as *an entire social/sexual/ideological system'. 

• The oblique stroke might be useful when taking notes, but it should be 
avoided in formal writing for the sake of elegance. 

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 also create a stylistic device of aposiopesis. 
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The colon is used to introduce a strong pause within a sentence. It ɬɚя 
inticipate a list of things: TСО МКr СКs К ЧЮЦЛОr ШП ШЩЭТШЧКХ ОбЭrКs, ■ШШП. ЭТЧЭОН 
windows, rear seat belts, and electrically operated vrs. The colon separates two 
clauses which could stand alone as separate cntences, but which are linked by 
some relationship in meaning: My brotheA ikes oranges: My sister hates them. 
The colon is used before a long q ion or a speech: Speaking at Caesar 's funeral. 
Anthony addressed the rowd: "Friends. Romans, count rvmen...". It is also used 
before a clause vhich explains the previous statement: The school is highly 
regarded. identic standards are high, the staff are pleasant, and the student oy 
going there. The colon can provide emphasis or create dramatic effect: rhere can 
be only one reason for this problem: John's total incompem 

it can precede an illustration: The vase contained beautiful fh< oses. tulips, 
and daffodils. It can separate the title and the sub-title of a look or an article: 
Magical Realism: Latin-American fiction today. 

The semicolon is half way between a comma and a colon. It marl lause which 
is longer than a comma, but not as long as a colon. Semicolon! re used between 
clauses which could stand alone, but which are ci elated and have some logical 
connection. They punctuate lists of things in ontinuous prose writing: Neither of 
us spoke; we merely waited / i'hat would happen. He usually took great care; 
even so he made a rrors. Four objects lay on the desk: a large book; a spiral-
bounded \otepad; a glass vase containing flowers: and a silver propelling pern il. 
Semicolons help to avoid ambiguity in sentences composed of phras lifferent 
length and a mixed content: The Chairman welcomed the President, Dr Garvey; 
the Vice-President Mr. Bamcroft and his wife: several delegates from the United 
States; and members of the public who had\ >een invited to attend. 

> Because the semicolon may be used instead of a full stop, some people use 
it without discrimination. They connect clause after clause with 
semicolons where no real link exists between them. This creates 
grammatical confusion and very poor style. 

The apostrophe is a raised comma. It is used to show possession (my wther's 
house, anybody's guess) and to punctuate contractions (There's ohody here. 
Where's Freddy? Don't fence me tin. 

2 

Capital letters are stylistically used to show the importance of particular 
words. They are always used for proper nouns, at the start of sentences, and for 
places and events of a public nature. 

> NB! Avoid continuous capitals. THEY LOOK VERY UNSIGHTLY AND 
ARE HARD TO READ. 

Capitals are used to denote the names of particular or special things. 
days of the week Wednesday, Friday  
places East Anglia 
rivers the river Mersey 
buildings the Tate Gallery 
institutions the Catholic Church 
firms British Aerospace 
organisations the National Trust 
months of the year April, September 

However, when such terms are used as adjectives or in a general sense, no 
capital is required: 

the King James Bible/a biblical reference 
Oxford University/a university education 
the present Government/governments since 1967 Capitals are used 

when describing intellectual movements or periods of history: 
Freudian Platonism 
Cartesian the Middle Ages 
the Reformation The Enlightenment 

They are also used in the titles of books, plays, films, newspapers, mag-
azines, songs, and works of art in general. The normal convention is to 
capitalise the first word and any nouns or important terms. Smaller words 
such as 'and', 'of, and 'the' are left uncapitalised: 

A View from the Bridge 
The Mayor of Casterbridge 
North by Northwest 
The Marriage of Figaro Notice the difference between the same term 

used in a general and a particular sense: 
The children's Uncle Fred is seventy. 
Their uncle is the oldest in the family. 
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Common nouns begin with capital letters in case of metaphoric personi- 
cation (/:. Music comes into my house). All the letters of a 
word-combination or a sentence may be capitalized to make these language 
mphatic. All language units also become expressive when their ii :tter* 
are capitalized. The same effect can be achieved by the usag 1 italic 
type) - a special kind of type which graphically makes line. mspicuous 
and noticeable: aaabbi 

Text segmentation means the division of texts into smaller segments: 
aragraphs. chapters, sections and others. Some of the segments start with 
verlines (headings or headline^ 

A paragraph is a group o( sentences which deal with one topic 
xpre> completed idea or thought. The sentences in | 

japhs are related to each other to produce an effect of unity. Paragrap 
ised to divide a long piece of writing into separate sections. They give rh 
'ariety and pace to 

>   The following example is the definition of a par; 

The central thought or main controlling idea of a paragraph is usuaHJ 
;onveyed in what is called a topic sentence. This crucial sentence . 
states, summa: -leariy expresses the main theme, is the keystone of ɿ 
well-built paragraph. The topic sentence may come anywhere in the 
graph, though most logically and in most cases it is the first sentence 
immediately tells readers what is coming, and leaves them in no doubt the 
overall controlling idea. In a very long paragraph, the initial topic senlen 
may even be restated or given a more significant emphasis in its conclusit 

• The recommended structure of 
follows, [it is rather like a mini-\ 

plete essay.] 
- The opening topic senter 
- A fuller explanation of the topic sentence Supporting 

sentences which explain its significance 
- The discussion of examples or evidence 
- A concluding or link sentence 

• The start of a new paragraph is usually signalled by eitiier a doub. 
between lines, or by indenting the first line of the new paragraph. 

 

• Very short paragraphs are often used in literary writing for stylistic effect. 
• One of the most famous examples of this device comes from the Bible 

[John 11:351. 
When Jesus therefore saw her weeping, and the Jews also 
weeping which came with her, he groaned in the spirit, and was 
troubled. And said, Where have ye laid him? They said unto 
him, Lord, come and see. 

Jesus wept. 

• The longer the paragraph, the more demands it makes on the reader. 
• The last sentence in a paragraph is often used to provide a link to the next. 
• The following example [written by E. M. Forster] shows the skilful use 

of an attention-grabbing first sentence, and a concluding sentence which 
whets the reader's appetite to know more about the subject: 

John Skelton was an East Anglian: he was a poet, also a clergyman, and 
he was extremely strange. Partly strange because the age in which he flour-
ished - that of the early Tudors - is remote from us, and difficult to interpret. 
But he was also a strange creature personally, and whatever you think of him 
when we've finished - and you will possibly think badly of him - you will 
agree that we have been in contact with someone unusual. 

Cfmpters and sections are major text segments. They may be compared 
with fragments of mosaic, which form the whole picture when put together. 

A heading is the name of a text or its segment. It tends to disclose the 
plot of narration. It should be garish and catching in order to attract the poten-
tial reader's attraction. 

Text segmentation is just one of the components of layout. Layout is the 
physical organization of a text on the page, the screen, or any other medium 
of written communication. It refers to the visual conventions of arranging 
texts to assist reading and comprehension. Good layout includes effective use 
of the following common features: page margins, paragraphs, justifica-
tion, type style, italics, capitals, indentation, line spacing, centering, type 
ske, bold, underlining. There are particular conventions of layout in each 
functional style. Some of conventions are based purely on the function of the 
text, and some on tradition. The modern trend is towards layout which results 
m fast and easy reading of the page. Layout complements content in efficient 
communication. It facilitates the reading and the comprehensibility of the text. 
AH readers are affected by these conventions, even though they may not be 
aware of them. 
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CHAPTER 6 

Stylistic Semasiology Lexico-

semantic Stylistic Devices 

Figures Of Substitution 

FIGURES OF SUBSTITUTION 

 

HYPERBOLE  

Hyperbole is a deliberate exaggeration of a certain quality of an 
object or phenomenon. 

Assigned features. Hyperbole can be expressed by all notional parts of 
speech. The most typical cases of expression are: by pronouns (all, every, 
everybody, everything); by numerical nouns (a million, a thousand); by 
adverbs of time (ever, never). In Ukrainian the ways of expression are such: 
by pronouns (ɜɫɿ, ɜɫɟ, ɜɟɫɶ, ɜɫɹ, ɜɫɹɤ(ɢɣ), ɤɨɠɟɧ, ɤɨɠɧɚ, ɤɨɠɧɟ); by 
numerical nouns (ɫɨɬɧɹ, ɬɢɫɹɱɚ, ɦɿɥɶɣɨɧ); by intensifying adverbs 
(ɠɚɯɥɢɜɨ, ɫɬɪɚɲɟɧɧɨ, ɤɨɥɨɫɚɥɶɧɨ); by adverbs of time, place (ɡɚɜɠɞɢ, 
ɧɿɤɨɥɢ, ɜɫɸɞɢ). 

Hyperbole may be the final effect of other stylistic devices: metaphor, 
similie, irony. Communicative function. Hyperbole mounts the 

expressiveness of speech. Examples: 
Mary was scared to death. 
Sam would eive the world to see Dave again. 
I beg a thousand pardons. 
Pete knows everybody in the town. 
Every single rascal tries to cheat the public here. 
It was so noisy inside that you couldn't hear yourself think. 
Ⱥ   ɫɨɦɚ...   ɫɨɦɚ  ɦɟɧɿ   ɫɚɦɨɦɭ   ɞɨɜɨɞɢɥɨɫɹ   ɛɚɱɢɬɢ   ɬɚɤɨɝɨ 
ɡɚɜɛɿɥɶɲɤɢ, ɹɤ ɤɨɦɛɚɣɧ! Ɍɿɥɶɤɢ ɬɪɨɯɢ ɞɨɜɲɨɝɨ. 
ȼɿɧ ɬɚɤɢɣ ɝɨɥɨɞɧɢɣ, ɳɨ ɤɨɧɹ ɡ'ʀɫɬɶ. 
Ɍɚɤɢɦ ɩɨɝɥɹɞɨɦ ɦɨɠɧɚ ɜɛɢɬɢ. 
ə ɜɚɫ ɱɟɤɚɜ ɢɿɥɭ ɜɿɱɧɿɫɬɶ. ȼɢ ɡɚɜɠɞɢ ɡɚɛɭɜɚєɬɟ ɩɪɨ ɱɚɫ ɿ ɧɿɤɨɥɢ 
ɧɟ ɩɨɫɩɿɲɚєɬɟ. ȼɚɫ ɥɢɲɟ ɡɚ ɫɦɟɪɬɸ ɩɨɫɢɥɚɬɢ. 
Ɍɚɬɨ ɠ ɬɟɛɟ ɫɬɨ ɪɚɡɿɜ ɩɪɨɫɢɜ ɧɟ ɪɨɛɢɬɢ ɡ ɦɭɯɢ ɫɥɨɧɚ, ɚ ɬɢ ɜɫɟ 
ɠɢɬɬɹ ɭɫɟ ɩɟɪɟɛɿɥɶɲɭєɲ. 

MEIOSIS  

This figure of quantity is opposite in meaning to hyperbole. Meiosis is a 
deliberate diminution of a certain quality of an object or phenomenon. 
Assigned features. Meiosis underlines insignificance of such qualities of 
objects and phenomena as their size, volume, distance, time, shape, etc. 
The domain of meiosis is colloquial speech. Communicative function. 
Meiosis makes speech expressive. Examples: 

There was a drop of water left in the bucket. 
it was a cat-size pony. 
August can do the job in a second. 
Cary and Jane's house is one minute from here. 
The guy is so disgusting! He is a real microbe. 
Ɇɨɠɧɚ ɳɟ ɤɪɚɩɟɥɶɤɭ ɫɭɩɭ? 
Ɂɚɱɟɤɚɣɬɟ ɯɜɢɥɢɧɤɭ. ȼɿɧ ɩɚɪɭ ɫɟɤɭɧɞ ɬɨɦɭ ɩɨɛɿɝ ɞɨ ɞɪɭɝɚ, ɳɨ 
ɠɢɜɟ ɭ ɬɪɶɨɯ ɤɪɨɤɚɯ ɡɜɿɞɫɢ, ɿ ɡɚɪɚɡ ɩɨɜɟɪɧɟɬɶɫɹ. 
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LITOTES 

Litotes is a specific variant of meiosis. 
Assigned features. Litotes has a peculiar syntactic structure. It is a 

:ombination of the negative particle "not" and a word with negative meaning 
)r a negative prefix. Such a combination makes positive sense: "not bad" 
neans "good", "not unkind" means "kind", etc. 

Litotes is used in all functional styles of English. 
Communicative functions. Litotes extenuats positive qualities of objects or 

phenomena. It makes statements and judgments sound delicate and diplo-
matic. It also expresses irony. 

Examples: 
After the brawl Julia was not dissatisfied with herself 
Martin is not without sense of humour. 
The decision was not unreasonable. 
The venture was not impossible. 
John's behaviour was not disrespectful. 
ȼɿɧ ɧɟ ɹɤɢɣɫɶ ɬɚɦ ɠɚɥɸɝɿɞɧɢɣ ɠɟɛɪɚɤ ɿ ɧɟ ɩɪɨɫɢɬɶ ɜɚɫ ɡɪɨɛɢɬɢ 

ɧɟɦɨɠɥɢɜɟ. 
Ȼɚɱɭ, ɳɨ ɜɢ ɨɛɭɪɟɧɿ, ɿ ɧɟ ɛɟɡ ɩɪɢɱɢɧɢ. 
ɇɟ ɬɟ, ɳɨɛ ɜɿɧ ɧɟ ɡɧɚɜ ɦɨɠɥɢɜɨɫɬɟɣ ɫɜɨɝɨ ɛɸɞɠɟɬɭ, ɿ ɧɟ ɡɚɜɠɞɢ 
ɠ ɛɭɜ ɬɚɤɢɦ ɧɟɞɚɥɟɤɨɝɥɹɞɧɢɦ, ɚɥɟ ɰɶɨɝɨ ɪɚɡɭ ɜɢɪɿɲɢɜ ɡɚɩɪɨɫɢɬɢ 
ɞɪɭɠɢɧɭ ɞɨ ɬɟɚɬɪɭ, ɨɫɤɿɥɶɤɢ ɧɟ ɯɥɿɛɨɦ єɞɢɧɢɦ ɠɢɜɟ ɥɸɞɢɧɚ. 

METONYMY  

Metonymy is transference of a name of one object to another object. 
Metonymic transference of names is based upon the principle of conti-
guity of the two objects. 

Assigned features. As a rule, metonymy is expressed by nouns, less fre-
quently - by substantivized numerals. That is why the syntactic functions and 
positions of metonymic words are those of the subject, object and predicative. 

Classification. Metonymy may be lexical and contextual (genuine). 
Lexical metonymy is a source of creating new words or new meanings: 
table's leg, teapots nose, a hand (instead of a worker), the press (instead 
of people writing for newspapers), grave (instead of death), the cradle 
(instead of infancy), etc. Such metonymic meanings are registered in dictio- 

Ʌ ɉ 

naries. It is obvious that lexical metonymy is devoid of stylistic information. 
Contextual metonymy is the result of unexpected substitution of one word 
for another in speech. It is fresh and expressive: 

This pair of whiskers is a convinced scoundrel. Communicative 
functions. Stylistic metonymy builds up imagery, points out 
this or another feature of the object described, and makes speech eco-
nomical. More examples: 

The sword is the worst argument in a situation like that. 
The other voice shook his head and went away. 
The messenger was followed by a pair of heavy boots. 
The fish swallowed her death and the float went down. 
I wish you had Gary's ears and Jack's eves. 
Linda gave her heart to the grocer's young man. 
Ɉɤɭɥɹɪɢ ɫɶɨɝɨɞɧɿ ɛɭɥɢ ɞɭɠɟ ɩɪɢɫɤɿɩɥɢɜɿ: ɧɚ ɡɛɨɪɚɯ ɞɢɜɢɥɢɫɹ 
ɫɭɜɨɪɨ ɹɤ ɧɚ ɦɨɥɨɞɢɣ ɟɧɬɭɡɿɚɡɦ, ɬɚɤ ɿ ɧɚ ɨɛɚɱɥɢɜɭ ɫɬɚɪɿɫɬɶ. 
əɡɢɤ ɞɨ Ʉɢєɜɚ ɞɨɜɟɞɟ. 
ɇɚɦ ɬɪɟɛɚ ɛɿɥɶɲɟ ɪɨɛɨɱɢɯ ɪɭɤ. 
ɑɨɝɨ ɬɢ, ɱɭєɲ, ɪɨɡɫɿɜɫɹ ɩɟɪɟɞ ɦɨʀɦɢ ɥɿɬɚɦɢ, ɩɟɪɟɞ ɦɨʀɦ ɫɦɭɬɤɨɦ 
ɿ ɫɢɜɢɧɨɸ? 
Ⱥ ɩɨɜɡ ɧɟʀ ɬɭɩɚɥɢ ɬɢɫɹɱɿ ɧɿɝ, ɞɢɯɚɥɢ ɬɢɫɹɱɿ ɝɪɭɞɟɣ, ɪɟɜɿɥɢ ɛɚɫɢ ɿ 
ɬɚɧɰɸɜɚɥɢ, ɹɤ ɛɨɠɟɜɿɥɶɧɿ, ɞɡɜɨɧɢ. 

>  metonymy 

• Metonymy can be seen as a specific kind of symbolism by which the 
most essential component of the subject is abstracted to represent it. 
This component acts as a single symbol for something larger and usually 
more complex. 

• For instance, a crown is the most essential material component of the 
trappings of royalty, and so it serves well in representing the whole sys-
tem of monarchy. 

• Similarly, the stage is a material component of acting as a profession. This 
too serves to represent symbolically something abstract and dynamic. 

• The 'cloth' symbolises the religious profession, and the 'bar' represents 
the legal profession. Both these items are essential material objects and 
are used to refer to the abstract concept of a profession. 
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• In a statement such as 'Shakespeare depicts monarchs as human' the 
name is actually symbolising the total collection of his works. This form 
of metonymy is useful as a very graphic kind of shorthand. 

• This pragmatic explanation could also apply to the example of 'Whitehall 
announced today ...', although we could ascribe more political and even 
ulterior functions to this usage. [Remember, 'Whitehall' represent the 
civil service in the UK.] 

• To refer to Whitehall as having issued a statement is to generalise the 
source of the communication. This may be in the political interest of the 
Establishment. It is a form of social control to promote an image of a 
corporate mass of civil servants, rather than suggesting that one person 
or even a small hierarchical group makes significant and powerful 
decisions. 

• Whitehall as a material location stands for something abstract, in this 
case an institution. This symbolic use depersonalises the source of the 
statement, perhaps thereby giving it more authority. 

• This political interpretation is merely speculation, but the mechanical anal-
ysis of metonymy as a symbolic device stands on firmer ground. 

• [Pedants who collect terms enjoy distinguishing metonymy from synech-
doche, which is its figurative bedfellow.] 

SYNECDOCHE 

This variety of metonymy is realized in two variants. The first variant is 
naming the whole object by mentioning part of it:  

Caroline lives with Jack under the same roof (under the same roof - 

in the same house). 
The second variant of synecdoche is using the name of the whole object 

to denote a constituent part of this object: 
The hall applauded (the hall = the people inside). 

More examples: 
The school went to the zoo. 
Here comes another beard. 
The blue suit bowed and left the room. 
Tfie museum spoke of the past. 
It's October now. Rummer's rose no more. 
ɋɥɨɜɨɦ, ɜɿɧ ɛɭɜ ɧɚɞɡɜɢɱɚɣɧɨ ɪɨɡɭɦɧɨɸ ɬɚɥɚɧɨɜɢɬɨɸ ɥɸɞɢɧɨɸ. 

SO 1 

Ƀɨɝɨ ɤɪɨɜ ɜɚɫ ɩɨɤɚɪɚє. 
ȼɿɧ ɦɚɜ ɫɜɿɣ ɤɭɬɨɤ, ɫɜɿɣ ɲɦɚɬɨɤ ɯɥɿɛɚ. 
ɍɧɨɱɿ ɩɚɥɚɥɨ ɫɟɥɨ. 
ɉɪɨɮɫɩɿɥɤɢ ɡɜɢɤɥɢ ɞɨ ɦɚɫɨɜɨɫɬɿ, ɞɥɹ ɧɢɯ ɡɚɣɜɢɣ ɱɨɥɨɜɿɤ ɩɨɪɹɞ - 
ɧɨɪɦɚɥɶɧɨ! 

>  synecdoche 

• In the expression 'All hands on deck!', the term 'hands' stands for 'mar-
iners'. 

• The term 'hand' has been chosen to represent the whole expression 
'able-bodied seaman' [or in PC (politically correct) terms 'sea-person'] 
because that is the most important feature required for work on deck. 

• In the expression 'United won the match', the term 'United' (in the case 
of Manchester United Football Club) might not appear to be the most 
important or essential item to represent the whole. 

• However, Manchester has two football teams — the other being Manches-
ter City Football Club. A supporter of MUFC would therefore be select-
ing the one important linguistic feature which distinguished his team from 
the other football club. 

• The parts of the name 'Manchester' and 'Football Club' would be im-
plied by the speaker, and understood by the listener. 

PERIPHRASIS 

This variety of metonymy is the replacement of a direct name of a 
thing or phenomenon by the description of some quality of this thing or 
phenomenon. 

Assigned features. Periphrasis intensifies a certain feature of the ob-
ject described. It stands close to metonymy because it is one more way to 
rename objects. 

Classification. There are such types of periphrasis as logical and figu-
rative. Logical periphrasis is based upon one of the inherent properties of 
the object: 

weapons = instruments of destruction; 
love = the most pardonable of human weaknesses; 
Ʉɢʀɜ = ɦɿɫɬɨ ɤɚɲɬɚɧɿɜ; 
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ɛɭɞɢɧɨɤ - ɡɚɬɢɲɨɤ ɜɿɞ ɜɿɬɪɭ ɬɚ ɨɩɚɞɿɜ ɛɭɞɟ ɩɨɝɨɞɚ, 
ɹɤ ɧɟ ɩɨɬɟɱɟ ɡ ɧɟɛɚ ɜɨɞɚ, (ɞɨɳ) 

figurative periphrasis is based upon metaphor or metonymy: 
to marry = to tie the knot (metaphor); enthusiast = young blood (metonymy); 
money = mot of evil (metaphor). 

Communicative functions. Besides rendering stylistic information, periphrasis 
performs a cognitive function: it deepens our knowledge of the objective 
world. 

Wore examples: 
cotton = white gold = ɛɿɥɟ ɡɨɥɨɬɨ; 
furs = soft gold = M 'ɹɤɟ ɡɨɥɨɬɨ; 
lawyer = a gentleman of the long robe = ɥɸɞɢɧɚ ɭ ɦɚɧɬɿʀ; 
women = the better (fair) sex = ɤɪɚɳɚ (ɩɪɟɤɪɚɫɧɚ) ɫɬɚɬь; 
medical men = people in white gowns = ɥɸɞɢ ɭ ɛɿɥɢɯ ɯɚɥɚɬɚɯ; 
ordinary person = a man in the street = ɥɸɞɢɧɚ ɡ ɜɭɥɢɰɿ; 
wife = my better half = ɦɨɹ ɤɪɚɳɚ ɩɨɥɨɜɢɧɚ; 
policeman = guardian of public order = ɨɯɨɪɨɧɟɰь ɩɪɚɜɨɩɨɪɹɞɤɭ. 
oil = black gold = ɱɨɪɧɟ ɡɨɥɨɬɨ; 
"Жɢɝɭɥɢɤ", ɦɚɛɭɬь, ɚɠ ɬɟɩɟɪ ɜɿɞɱɭɜɲɢ ɫɜɨʀ ɪɚɧɢ, ɡɚɜɨɞɢɬɢɫɹ 
ɧɟ ɡɚɯɨɬɿɜ, ɿ Сɤɥɹɪ ɩɨɬɪɸɯɢɤɚɜ ɞɨ ɪɢɧɤɨɜɨʀ ɩɥɨɳɿ ɫɩɨɫɨɛɨɦ 
Ⱥɞɚɦɚ ɿ Єɜɢ. ɬɨɛɬɨ ɩɿɲɤɢ. 

EUPHEMISM  

It is a word or word-combination which is used to replace an unpleasantly 
sounding word or word-combination. 

Assigned features. Euphemism might be viewed as periphrasis: they have the 
same mechanism of formation. Strictly speaking, euphemisms are not stylistic 
devices but expressive means of language: most of them are registered in 
dictionaries. 

Classification. Euphemisms may be classified according to the spheres of 
their application and grouped the following way: 

1. Religious euphemisms: devil = the dickens, the deuce, old Nick; God = 
Lord, Almighty, Heaven, goodness. Чɨɪɬ = ɥɭɤɚɜɢɣ, ɧɟɱɢɫɬɢɣ, ɧɟɱɢɫɬɚ 
ɫɢɥɚ, ɧɟɱɢɫɬɢɣ ɞɭɯ, ɡɥɢɣ ɞɭɯ, ɥɢɯɢɣ ɞɭɯ, ɞɭɯ ɬьɦɢ (ɩɿɬьɦɢ), ɞɭɯ 
ɬɟɦɧɨɬɢ, ɞɭɯ ɦɥɢ, ɥɢɯɢɣ, ɱɨɪɧɢɣ, ɱɨɪɧɚ ɫɢɥɚ; ɬɨɣ, ɳɨ ɧɟ ɩɪɨɬɢ ɧɨɱɿ 
ɡɝɚɞɭɜɚɬɢ; Ȼɨɝ = ȼɫɟɜɢɲɧɿɣ, ɜɫɟɫɢɥьɧɢɣ, ɬɜɨɪɟɰь. 

2. Moral euphemisms: to die = to be gone, to expire, to be no .more, 
to depart, to decease, to go west, to join the majority, to pass aw 
dead = d, departed, late; a whore = a woman of a certain type; 

an obscenity — a four-letter word. ɉɨɦɟɪɬɢ = ɭɩɨɤɨʀɬɢɫɹ, ɫɩɨɱɢɬɢ, 
ɤɪɚɳɢɣ/ɩɨɬɨɣɛɿɱɧɢɣ ɫɜɿɬ), ɩɪɟɫɬɚɜɢɬɢɫɹ, ɫɤɿɧɱɢɬɢɫɹ, 

ɩɿɬɢ ɞɨ ɩɪɚɨɬɰɿɜ: ɦɟɪɬɜɢɣ = ɩɨɤɿɣɧɢɣ, ɧɟɠɢɜɢɣ ɥɿɩɧɢɣ; 
ɨɪɟɯɚ ɬɢ    =    ɝɨɜɨɪɢɬɢ    ɧɟɩɪɚɜɞɭ,    ɜɢɝɚɞɭɜɚɬɢ,    ɜɢ ɿɬɢ, 
ɮɚɧɬɚɡɭɜɚɬɢ, ɡɚɝɨɜɨɪɸɜɚɬɢɫɹ; ɤɪɚɫɬɢ = ɡɚɛɢɪɚɬɢ ɥɢɲɤɢ; ɛɪɚɬɢ 

.   ɳɨ  ɩɨɝɚɧɨ  ɥɟɠɢɬɶ;   ɫɬɚɪɢɣ   =   ɥɸɞɢɧɚ   ɩɨɯɢɥɨɝɨ   ɜ: 
ɩɪɨɫɬɢɬɭɬɤɢ = ɩɪɚɰɿɜɧɢɤɢ ɫɮɟɪɢ ɫɟɤɫɭɚɥɶɧɨɝɨ ɨ ɲɹ; 
ɝɨɪɿɥɤɚ = ɝɿɪɤɚ, ɡɿɥɥɹ, ɡɟɥɟɧɢɣ ɡɦɿɣ, ɝɪɿɲɧɚ ɜɨɞɚ, ɫɤɥɹɧɢɣ 6 
ɜɟɫ : ɠɢɜɢɰɹ, ɫɨɪɨɤɚɝɪɚɞɭɫɧɚ. 
vledical euphemisms: lunatic asylum = mental hospital, mad 
house: idiots = mentally abnormal, low, medium and high-grade mental 
cripple = invalid; insane = person of unsound mind. 
ȻɨɠɟɜɢʀɦɲІɩɫɢɯɿɚɬɪɢɱɧɚ ɥɿɤɚɪɧɹ = ɛɭɞɢɧɨɤ ɞɥɹ ɞɭɲɟɜɧɨ ɯɜɨɪɢɯ, 
ɠɨɜɬɢɣ Ɉɿɦ; ɞɭɪɟɧь = ɪɨɡɭɦɨɜɨ ɜɿɞɫɬɚɥɢɣ, ɧɟ ɫɩɨɜɧɚ ɪɨɡɭɦɭ, ɧɟ 
ɜɫɿ ɢ ɧɟ ɜɢɫɬɚɱɚє; ɬɹɠɤɨ ɯɜɨɪɿɬɢ = ɞɢɯɚɬɢ ɧɚ ɥɚɞɚɧ. 

4. Political euphemisms: starvation - undernourishment; revolt, 
revolution - ;, poor people = less fortunate elements; absence of 
wages and salaries = delay in payment; profit = savings. Сɬɪɚɣɤ = ɩɧɟɬɪɚɰɿɹ 

ɩɪɨɬɟɫɬɭ; ɠɟɛɪɚɤ = ɩɪɨɯɚɱ; ɜɢɝɧɚɬɢ = ɜɤɚɡɚɬɢ ɧɚ 
ɜɢɪɹɞɢɬɢ; ɛɟɡɩɥɚɬɧɨ = ɡɚ ɫɩɚɫɢ 

ɛɿɞɧɿɫɬь - ɧɟɫɬɚɬɝ ɬɚ. 
Communicative function. Euphemisms make speech more polite, cultured, 

delicate, acceptable in a certain situation. 
Note. Euphemisms have their antipodes which might be called disphemisms. 

Disphemisms are conspicuously rough, rude and impolite words and 
word-combinations. The speaker disphemisms to express his n. 
КХТЯО ОЦШЭТШЧЬ, ЬЮМС КЬ ТЫЫТЭКЭТШЧ, ЬЩЮО» СКЭО, ЬМШЫЧ, ЦШМФОЫв, КЧТЦШЬТЭв. HОЫО КЫО 
some of them: 

to die = to kick the buckt 
to urinate = to pi 
a German soldier (W. W. II) = krauthead; egro 

= kinky-hc 

to treat someone badly, unj. ;\>e someone die finger; 
ɨɛɥɢɱɱɹ = ɦɨɪɞɚ, ɪɢɥɨ, ɩɢɤɚ, ɛɭɞɤɚ; 
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ɩɨɦɟɪɬɢ = ɨɞɭɛɿɬɢ, ɞɭɛɚ ɜɪɿɡɚɬɢ, ɡɞɨɯɧɭɬɢ; ɝɪɭɛɿɹɧ 
= ɯɚɦɥɨ. 

METAPHOR  

Metaphor is the second figure of quality. Metaphor, like metonymy, is also 
the result of transference of the name of one object to another object. However, 
metaphoric transference is of different nature: it is based upon similarity of the 
objects (not contiguity). 

Classification. The nature of metaphor is versatile, and metaphors may be 
classified according to a number of principles. 

1. According to the pragmatic effect produced upon the addressee met 
aphors are subdivided into trite (or dead) and genuine (or original). Dead 
metaphors are fixed in dictionaries. They often sound banal and hackneyed, 
like cliches: 

to prick up one's ears; the apple of one's eye; to burn with desire; 
seeds of evil; a flight of imagination; floods of tears; ɯɦɚɪɚ ɡɚɩɢɬɚɧɶ; 
ɩɨɬɿɤ ɟɦɨɰɿɣ/ɫɥɿɡ; ɛɪɚɬɢɫɹ ɡɚ ɪɨɡɭɦ; ɩɟɪɟɦɢɜɚɬɢ ɤɿɫɬɨɱɤɢ; 

ɡɚɝɨɫɬɪɸɜɚɬɢ ɭɜɚɝɭ; ɥɿɡɬɢ ɜ ɝɨɥɨɜɭ; ɫɩɚɞɚɬɢ ɧɚ ɞɭɦɤɭ. Original metaphors 
are not registered in dictionaries. They are created in speech by speakers' 
imagination. They sound fresh and expressive, unexpected and unpredictable: 

Some books are to be tasted, others swallowed, and some few to be 
chewed and digested. 
We all want a little patching and repairing from time to time. 
The wind was a torrent of darkness among the gusty trees. 
Ɂɨɥɨɬɨ ɦɢɫɬɟɰɬɜɚ ɡ ɩɟɪɟɥɹɤɨɦ ɫɩɥɚɜɢɬɢ, ɞɨɛɭɬɢ ɡ ɛɪɟɯɧɿ - 
ɧɟɧɚɞɿɣɧɚ ɚɥɯɿɦɿɹ. 
Ⱦɟ ɤɨɬɢɬɶɫɹ ɦɿɠ ɝɨɥɭɛɢɯ ɥɭɝɿɜ ɏɦɚɪɢɧɚ ɧɿɠɧɚ ɡ ɛɿɥɢɦɢ ɩɥɟɱɢɦɚ, 
ə ɩɪɨɞɚɸ ɫɨɧɰɹ - ɨɪɚɧɠɟɜɿ, ɬɭɝɿ. Ɂ ɬɪɢɜɨɠɧɢɦɢ ɦɭɡɢɱɧɢɦɢ ɨɱɢɦɚ*. 
Ⱦɢɦ ɪɨɡɝɨɪɬɚє ɤɪɢɥɚ ɿ ɩɨɪɢɜɚє ɡ ɫɨɛɨɸ ɜɨɝɨɧɶ. ɋɟ. ɜɠɟ ɧɟ ɞɿɬɢ ɜ. 
ɱɟɪɜɨɧɢɯ ɫɩɿɞɧɢɱɤɚɯ. ɋɟ ɳɨɫɶ ɜɟɥɢɤɟ, ɡɚɜɡɹɬɟ, ɫɟɪɞɢɬɢɣ ɡɜɿɪ, 
ɳɨ ɯɨɱɟ ɫɤɢɧɭɬɶ ɡ ɝɪɭɞɟɣ ɜɚɝɭ, ɳɨ ɩɪɨɫɬɹɝɚє ɫɩɿɞɫɩɨɞɭ ɥɚɩɢ Ʌ 
ɫɢɧɿɦɢ ɠɢɥɚɦɢ, ɞɭɲɢɬɶ ɣ ɩɿɞɝɨɪɬɚє ɩɿɞ ɫɟɛɟ. Ɋɨɡɡɹɜɥɹє ɤɪɢɜɚɜɭ. 
ɩɚɳɭ ɣ ɠɟɪɟ. Ɋɜɟ ɡɭɛɨɦ ɣ ɥɸɬɭє. 

2. According to the degree of their stylistic potential metaphors are clas 
sified into nominational. cognitive and imaginative (or figurative). Nom- 

jnationaLmetaphors do not render any stylistic information. They are intended 
to name new objects or phenomena of the objective world. A nomina-metaphor is 
a purely technical device of nomination, when a new notion imed by means of the 
old vocabulary: 
the arm of the chain the foot of the hill, ɧɿɠɤɚ ɫɬɨɥɭ, ɤɪɢɥɨ ɛɭɞɢɧɤɭ. ɬɸɩɚɬɤɚ, 
ɤɨɥɿɧɧɚ ɱɚɲɟɱɤɚ, ɪɭɤɚɜ ɪɿɱɤɢ, ɝɪɟɛɿɧɶ ɯɜɢɥɿ, ɝɥɚɜɚ ɤɧɢɝɢ, ɩɨɜɿɪɧɢɤɢ 
ɚɜɬɨɦɨɛɿɥɹ. Nominational metaphor is a source of lexical homonymy. When an 
object obtains a quality which is typical of another object, cognitive metaphor is 
formed: One more day has died. 

rtty idea has come to me. The road lead 
Jack there. The sight took John's attention. 
The shore was drowning in the fog. 

. ɱɪɟɫɥɿɞɭɜɚɥɨ ɜɿɞɱɭɬɬɹ, ɧɿɛɢ ɡɚ ɧɢɦ ɫɬɟɠɚɬɶ. ɇɚɜɱɚɧɧɹ ɩɨɫɭɜɚɥɨɫɹ 
ɩɨɜɨɥɿ, ɚɥɟ ɜɫɟ ɠ ɩɨɫɭɜɚɥɨɫɹ. ɑɚɫ ɿɲɨɜ, ɫɨɧɧɟ ɜɫɬɚɜɚɥɨ ɿ snoev ɟɿɨɚɥɨ ɧɚ 
ɝɨɪɢɡɨɧɬɿ. Being a source of lexical polysemy, cognitive metaphors do not 
possess great stylistic value. 

The most expressive kind of metaphor is imaginative metaphor. Imag-
inative metaphors are occasional and individual. They are bright, image-bearing, 
picturesque and poetic: 

Patricia's eyes were pools of still water. 
Time was bleeding away. 
If there is enough rain, the land will shout with grass. 
Ɉɬɪɭɣɧɿ ɜɨɞɢ ɧɟɧɚɜɢɫɬɿ ɤɥɟɤɨɬɚɥɢ ɞɨɜɤɨɥɚ Ʉɟɬɥɿɧ. ɡɞɿɣɦɚɥɢɫɹ 
ɜɢɳɟ ɣ ɜɢɳɟ, ɩɿɞɫɬɭɩɚɥɢ ɛɨ ɝɪɭɞɟɣ, ɞɨ ɲɢʀ. ɯɚɩɚɥɢ ɜ ɫɜɨʀ ɦɟɪɬɜɿ 
ɫɬɢɫɤɢ, ɧɟ ɞɚɜɚɥɢ ɞɢɯɚɬɢ, ɧɟ ɞɚɜɚɥɢ .ɠɢɬɢ. 
ɑɨɪɧɟ ɨɡɟɪɨ ɹɪɦɚɪɤɭ ɜɥɢɜɚєɬɶɫɹ cm ɩɭɦ ɤɨɦ ɜ ɤɚɩɥɢɰɸ: ɨɞɧɿ 
ɣɞɭɬɶ, ɞɪɭɝɿ ɜɢɯɨɞɹɬɶ. 
ɍ ɪɨɡɥɨɝɨɦɭ ɩɨɥɭɦɢɫɤɭ ɞɨɥɢɬɿ, ɳɨ ɩɨ ɫɚɦɿ ɜɿɧɢɹ ɡɚɬɟɤɥɚ ɫɨɧɢɟɦ. 

ɒɿɨɛɪɨɨɢɬɶɫɹ. ɜɢɪɭє ɹɪɦɚɪɨɤ. 3. Metaphors may be also classified according to 
their structure (or according to complexity of image created). There are such 
metaphors as simple (or elementary) and prolonged (or sustained). A simple 
metaphor consists of a single word or word-combination expressing indiscrete 
notion: 

The leaves were falling sorrowfully. 
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A good book is the best of friends. 
The wind was a torrent of darkness. 
ɑɚɫ ɿɞɟ. 
Ⱦɟɧɶ ɬɹɝɧɟɬɶɫɹ ɞɨɜɝɨ. ɇɟɛɨ ɧɚɫɭɩɢɥɨɫɶ ɯɦɚɪɚɦɢ. A sustained 
metaphor appears in cases when a word which has been 

lsed metaphorically makes other words of the sentence or paragraph also 
ealize their metaphoric meanings: 

The average New Yorker is caught in a Machine. He whirls along, he is 
dizzy, he is helpless. If he resists, the Machine will mangle him. If he 
does not resist, it will daze him first with its glittering reiterations^ so 
that when the mangling comes he is past knowing. Ɇɢ ɧɚɯɢɥɢɥɢ ɧɚɲɿ 
ɨɛɥɢɱɱɹ ɧɚɞ ɭɪɜɢɳɟɦ ɜɧɢɡ, ɿ ɤɨɥɢ ɨɱɿ ɧɚɲɿ ɞɨɛɿɝɥɢ, ɦɢɧɚɸɱɢ ɯɚɨɫ 
ɩɨɥɚɦɚɧɢɯ ɫɤɟɥɶ ɬɚ ɞɢɤɢɯ ɪɨɫɥɢɧ, ɞɨ ɛɟɪɟɝɚ ɦɨɪɹ, ɦɢ ɭɡɞɪɿɥɢ, ɹɤ 
ɜɨɧɨ ɬɪɿɩɚɥɨɫɶ ɬɢɯɨ ɜ ɫɿɬɰɿ ɹɫɤɪɚɜɢɯ ɛɥɿɤɿɜ. ɧɚɱɟ ɡɥɨɜɥɟɧɟ ɜ ɧɟɜɿɞ ɡ 
ɫɢɧɿɯ, ɡɟɥɟɧɢɯ ɿ ɪɨɠɟɜɢɯ ɦɨɬɭɡɨɤ, ɚ ɤɪɿɡɶ ɬɭ ɫɿɬɤɭ ɧɚ ɧɚɫ ɞɢɜɢɥɚɫɶ 
ɦɨɡɚʀɤɚ ɞɧɚ: ɮɿɨɥɟɬɨɜɿ ɩɥɹɦɢ ɝɭɫɬɢɯ ɜɨɞɨɪɨɫɬɟɣ, ɛɥɚɤɢɬɧɿ ɨɱɿ 
ɩɿɞɜɨɞɧɢɯ ɩɿɫɤɿɜ, ɫɬɚɪɚ ɛɪɨɧɡɚ ɿ ɬɟɦɧɨ-ɫɢɧɹ ɟɦɚɥɶ, ɳɨ ɡɥɢɜɚɥɢɫɶ ɜ 
ɨɞɢɧ ɜɨɝɧɹɧɢɣ ɫɩɥɚɜ. Ɂɚɜɨɪɭɲɢɥɢɫɶ ɤɥɹɬɿ ɩɢɬɚɧɧɹ, ɤɥɹɬɿ ɞɭɦɤɢ ɿ 
ɛɨɥɿ; ɜɨɧɢ ɡɜɿɞɭɫɿɥɶ ɥɿɡɥɢ ɜ ɝɨɥɨɜɭ, ɫɩɪɚɜɥɹɥɢ ɬɚɦ ɿ ɩɨɯɨɪɨɧɢ, ɿ 
ɩɨɦɢɧɤɢ. ȱ ɜɠɟ ɨɱɟɣ ɿ ɫɟɪɰɹ ɧɟ ɬɿɲɢɜ ɧɿ ɞɢɬɹɱɢɣ ɲɟɩɿɬ ɤɨɥɨɫɭ, ɧɿ 
ɬɢɯɢɣ ɡɨɪɹɧɢɣ ɩɢɥ. ɧɿ ɦɿɫɹɱɧɟ ɦɚɪɟɜɨ. In fact, a sustained metaphor is 
a sequence of simple metaphors, most of 

vhich are cognitive. This chain of simple metaphors unfolds the meaning of 
he first, initial metaphor. 

Communicative functions. Metaphor is one of the most powerful means 
}f creating images. Its main function is aesthetic. Its natural sphere of usage 
s poetry and elevated prose. 

Additional features. Canonized metaphors tend to become symbols. A 
symbol is an object which stands for something else. It is a reference in 
ipeech or in writing which is made to stand for ideas, feehngs, events, or 
xmditions. A symbol is usually something tangible or concrete which evokes 
>omething abstract. The following are standard symbols in the context of 
English and Ukrainian cultures: 

the rose often stands for love, the dove stands for peace, the crosi 
stands for Christianity, the red colour stands for passion, the at spades 
stands for death. 
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>   metaphors 

Ф It's useful to see the concept of metaphor as part of a scale which runs 
from the literal to the non-literal use of language. 

• A literal statement is one which refers to the actual material world in 
plain terms. For instance — 'This table is made of wood'. 

• At the other extreme, and in the words of a popular song, we fmd the 
statement: 

'The sun is a big yellow duster, polishing the blue, blue sky' 
• This makes a much bigger demand on our imagination and on our willing-

ness to step outside the rational, literal world. 
• This metaphor can be analysed as follows. The sun is being compared to 

a duster. This idea is interesting because dusters are often yellow like the 
sun. Further, just as the sun appears to move in the sky, removing grey 
clouds, a duster moves to polish a surface and clear it of dust. In the con-
text of a pop song, the idea is witty and entertaining in a lighthearted way. 

• Contrast this more serious metaphor: 
Now does he feel 
His filthy murders sticking on his hands 

• This is from Macbeth. The image is extremely vivid as the murderer's 
sense of guilt is conveyed to the audience by combining the abstract guilt 
and the material sticky blood. 

• Metaphor is extremely economic communication. Several layers of mean-
ing can be conveyed at the same time. 

• Advertisers make effective use of metaphor and other images because 
they have a restricted amount of space, and this space is very costly. A 
phrase such as 'the sunshine breakfast' is more effective than a state-
ment which might read: 'Have our cereal for your breakfast and you'll 
enjoy it. It will give you energy and nutrition because the corn's been 
grown in a sunny climate.' 

EPITHET  

Epithets are such attributes which describe objects expressively. 
Assigned features. It is essential to differentiate between logical at-

tributes and epithets proper. Logical attributes are objective and non-
evaluating: 
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a round table, green meadows, next day, second boy, loud voice, 1 ɝɿɪɤɢɣ 
ɩɟɪɟɰɶ, ɫɢɜɚ ɛɚɛɭɫɹ, ɪɨɠɟɜɚ ɬɤɚɧɢɧɚ, ɤɢɫɥɟ ɹɛɥɭɤɨ, І ɫɜɿɠɢɣ ɯɥɿɛ, 
ɡɨɥɨɬɚ ɨɛɪɭɱɤɚ, ɱɢɫɬɚ ɬɚɪɿɥɤɚ, ɝɥɭɯɚ ɥɸɞɢɧɚ, ɥɢɩɨɜɢɣ ɰɜɿɬ, ɯɨɥɨɞɧɚ 
ɜɨɞɚ, ɥɟɝɤɚ ɜɚɥɿɡɚ. They have nothing to do with stylistics. Epithets 
proper are subjective and evaluating, mostly metaphorical. These qualities 
make epithets expressive: 
loud ocean, wild wind, glorious sight, irresistible charm, crazy behaviour. 
Classification. Epithets may be classified on the basis of their semantic and 
structural properties. Semantically, epithets fall into two groups: epithets 
associated with the nouns modified and epithets not associated with the nouns 
modified. Associated epithets point out typical features of the objects which 
they describe. Such typical features are implied by the meaning of the nouns 
themselves: 

if forest, then - dark; if 
attention, then - careful; if 
seas, then - salty; if tears, then 
- bitter; if sky, then — blue; 

ɝɿɪɤɿ ɫɥɶɨɡɢ, ɫɢɜɚ ɞɚɜɧɢɧɚ, ɪɨɠɟɜɿ ɦɪɿʀ, ɤɢɫɥɚ ɮɿɡɿɨɧɨɦɿɹ, ɫɜɿɠɿ 
ɿɞɟʀ, ɡɨɥɨɬɿ ɪɭɤɢ, ɱɢɫɬɚ ɩɪɚɜɞɚ, ɝɥɭɯɚ ɫɬɿɧɚ, ɥɢɩɨɜɚ ɞɨɜɿɞɤɚ, 

ɯɨɥɨɞɧɚ ɛɚɣɞɭɠɿɫɬɶ, ɥɟɝɤɟ ɫɟɪɰɟ. 
Unassociated epithets ascribe such qualities to objects which are not 

inherent in them. As a result of this, metaphors emerge fresh, unexpected, 

original and expressive: 
voiceless sands, helpless loneliness, thirsty deserts, blank face, murderous 
weather, ɝɿɪɤɢɣ ɫɨɧ, ɫɢɜɢɣ ɛɿɥɶ, ɪɨɠɟɜɢɣ ɨɛɦɚɧ, ɤɢɫɥɿ ɨɱɿ, ɫɜɿɠɢɣ 
ɜɨɪɨɝ, ɡɨɥɨɬɚ ɩɨɫɦɿɲɤɚ, ɱɢɫɬɚ ɬɭɩɿɫɬɶ, ɝɥɭɯɢɣ ɬɭɦɚɧ, ɥɢɩɨɜɢɣ ɫɦɿɯ, 
ɯɨɥɨɞɧɚ ɩɟɪɟɦɨɝɚ, ɥɟɝɤɚ ɤɥɹɬɜɚ. Unassociated epithets may be called 
"speech epithets" because they are created right in the process of 
communication. 

Associated epithets are mostly language epithets. Their use with cer-
tain nouns has become traditional and stable. Thus, they are language-as-aJ 
system elements. 
As to their structural composition, epithets are divided into simple, com-

pound, phrasal and clausal. Simple epithets are ordinary adjectives: 
magnificent sight, tremendous pressure, overwhelming occupation, 
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^ɞɨɛɨɜɚ ɬɢɲɚ, ɝɨɥɨɫɢɫɬɢɣ ɞɡɜɿɧ, ɫɩɪɚɝɥɟ ɫɟɪɰɟ, ɦɚɫɧɢɣ ɩɨɝɥɹɞ, 
ɫɨɥɨɞɤɢɣ, ɱɚɫ, ɝɿɪɤɚ ɞɚɜɧɢɧɚ, ɝɥɭɯɢɣ ɤɭɬ. 

Compound epithets are expressed by compound adjectives: 
mischief-making pupil, curly-headed boy, heart-burning desire, 
ɛɩɚɤɢɬɧɚɜɨ-ɫɪɿɛɧɢɣ ɫɨɧ, ɳɢɪɨɫɟɪɞɧɟ ɡɿɡɧɚɧɧɹ, ɯɢɬɪɨɦɭɞɪɢɣ 
ɧɚɱɚɥɶɧɢɤ, ɥɟɝɤɨɤɪɢɥɚ ɛɪɢɱɤɚ, ɬɭɩɨɝɨɥɨɜɚ/ ɬɨɧɤɨɫɥɶɨɡɚ ɥɸɞɢɧɚ. 

phrasal epithets are expressed by word-combinations of quotation type: 
dn-it-your self command, go-to-devil request, head-to-toe beauty, 
ɬɚɦɧɨ-ɫɿɪɿ ɡ ɝɪɨɡɨɸ ɿ ɢɜɿɬɨɦ ɨɱɿ, ɡ ɩɟɪɟɨɪɚɧɢɦ ɡɦɨɪɲɤɚɦɢ 
ɨɛɥɢɱɱɹɦ ɞɿɞ. 

Clausal epithets are expressed by sentences: 
J-don 't-want-to-do-it feeling, 1-did-it-myself statement, ɱɭɬɤɚ "ɨɞɧɚ 
ɛɚɛɚ ɫɤɚɡɚɥɚ", ɩɿɞɯɿɞ "ɦɨɹ ɯɚɬɚ ɡ ɤɪɚɸ", ɩɨɫɚɞɚ "ɤɭɞɢ ɩɨɲɥɸɬɶ", 
ɪɨɛɨɬɚ "ɧɟ ɛɢɣ ɥɟɠɚɱɨɝɨ". ɩɨɫɦɿɲɤɚ "ɪɨɬ ɞɨ ɜɭɯ". 

ANTONOMASIA  

This variety of metaphor is based upon the principle of identification 
of human beings with things which surround them. People may be 
identified with other people, with animals, with inanimate objects and natural 
phenomena. 

When the speaker resorts to antonomasia, he creates the so-called "talk-
ing names" which aim at depicting certain traits of human character: moral 
and psychological features, peculiarities of behaviour, outlook, etc.: 

John is a real Romeo. 

The Snake entered the room (instead of Mary entered the room). 
Yesterday Jack came across Miss Careless again. 
Sam is the Napoleon of crime. 
I haven't seen the Pimple of late. 
Ȼɭɞɶ ɬɢ ɩɪɨɤɥɹɬɢɣ ɧɚɜɿɤɢ, ɑɨɪɬɟ-ɡɿ-ɋɜɿɱɟɱɤɨɸ! 
Ʉɭɞɢɩɨɲɥɸɬɶ ɫɿɜ ɧɚ ɩɚɪɨɩɥɚɜ, ɩɨɩɥɢɜ ɿ ɩɪɢɩɥɢɜ. 
ɉɿɫɥɹ ɬɨɝɨ Ⱦɟɜ'ɹɬɢɣ, ɝɥɹɧɭɜɲɢ ɜ ɤɨɧɫɩɟɤɬ, ɭɞɚɜɫɹ ɞɨ ɿɧɲɢɯ 
ɩɪɢɤɥɚɞɿɜ. 
ɉɚɧɟ Ɂɚɛɭɞɶɤɨ, ɜɢ ɡɧɨɜɭ ɡɚɥɢɲɢɥɢ ɤɥɸɱɿ ɜɞɨɦɚ? 
ȼɢ ɠ ɩɪɨɫɬɨ ɒɚɥɹɩɿɧ, ɬɚɤɢɣ ɝɨɥɨɫ ɦɚєɬɟ! 
Ʌɚɡɚɪ ɧɟɧɚɜɢɞɿɜ ɬɸɪɟɦɧɨɝɨ ɫɦɨɬɪɢɬɟɥɹ, ɹɤɨɦɭ ɬɸɪɦɚ ɞɚɥɚ 
ɩɪɿɡɜɢɳɟ Ɇɨɪɞɚ. 

SQ  



PERSONIFICATION IRONY 

 

When the speaker ascribes human behaviour, thoughts and actions 
to inanimate objects, he resorts to the stylistic device of personification: 

In the book Alfred found Love which was hiding herself between 

the pages. 
Lie is a strange creature, and a very mean one. 
The nipht was creeping towards the travelers. 
ȼɿɬɟɪ ɭɬɨɦɢɜɫɹ ɰɿɥɨɞɟɧɧɨɸ ɛɨɪɧɟɸ, ɿɡɧɟɦɿɝɫɹ, ɡɚɛɥɭɞɢɜɫɹ ɫɟɪɟɞ 
ɜɭɥɢɰɶ ɿ ɜ ɛɟɡɥɚɞɞɿ ɬɢɯɨ ɤɪɭɬɢɬɶ ɩɢɥ ɿ ɫɦɿɬɬɹ ɿ, ɩɥɚɡɭɸɱɢ, ɩɢɬɚє, 
ɳɨ ɠ ɪɨɛɢɬɢ? 
Ɂ ɧɟɛɚ ɠ ɲɢɪɨɤɨ-ɜɟɥɢɱɧɨɝɨ, ɹɫɧɨɝɨ ɬɚ ɱɢɫɬɨɝɨ ɪɚɞɿɫɧɨ ɞɢɜɢɥɨɫɶ 

ɧɚ ɧɢɯ ɫɨɧɰɟ ɣ ɫɦɿɹɥɨɫɶ. 
ɇɚ ɫɢɧɿɯ ɞɨɥɨɧɹɯ ɜɟɱɨɪɚ ɬɟɦɧɢɦ ɫɦɭɬɤɨɦ ɝɨɪɛɚɬɢɜɫɹ ɫɬɚɪɢɣ 
ɜɿɬɪɹɤ ɿ ɜ ɛɥɚɝɚɧɧɿ ɩɪɨɫɬɹɝɚɜ ɡɚɜɦɟɪɥɿ ɪɭɤɢ ɱɢ ɬɨ ɞɨ ɧɟɛɚ, ɱɢ ɬɨ 
ɞɨ ɥɸɞɟɣ: ɡɜɢɤɧɭɜɲɢ ɞɨ ɩɪɚɰɿ, ɞɨ ɝɭɪɬɭ, ɜɿɧ ɧɿɦɨɬɧɨ ɤɚɪɚɜɫɹ 
ɛɟɡ ɧɢɯ, ɿ ɬɢɯɿ ɫɥɶɨɡɢ ɫɤɚɩɭɜɚɥɢ ɡ ɣɨɝɨ ɤɪɢɥ. 
Co ɧɢє ɫɬɨɹɥɨ ɹɤɟɫɶ ɛɟɡɩɨɦɿɱɧɟ ɿ ɧɟɪɿɲɭɱɟ. Ȼɨɹɥɨɫɶ ɧɚɜɿɬɶ 

ɦɨɪɝɧɭɬɢ. 

ALLEGORY 

Factually, allegory is antonomasia. The only difference between 
them lies in their usage: the domain of allegory is not a sentence but the 
whole text (a logically completed narration of facts or events). 
There are allegoric tales and fables, stories and novels. Completely alle-
goric are such fables by I. Krylov as "Elephant and mongrel", "Donkey! 
and nightingale", "Monkey and spectacles". Allegoric fables are not about | 
elephants, dogs and donkeys. They are about people who behave like 
these animals: 

He ɛɭɥɨ ɩɨɪɹɬɭɧɤɭ ɧɿ ɜɿɞ Ȼɨɝɚ, ɧɿ ɜɿɞ ɱɨɪɬɚ, ɧɿ ɜɿɞ ɥɸɞɟɣ. ɋɭɞɞɟɓ. 
ɛɭɜ ȼɟɞɦɿɞɶ, ȼɨɜɤɢ ɛɭɥɢ ɩɿɞɫɭɞɤɢ. 
ɋɜɢɧɹ ɡ Ɇɭɪɚɯɨɸ ɫɩɟɪɟɱɚɥɢɫɹ, ɯɬɨ ɡ ɧɢɯ ɞɜɨɯ ɛɚɝɚɬɲɢɣ. Ⱥ ȼȱɅ ɛɭɜ 
ɫɜɿɞɤɨɦ ɩɪɚɜɨɬɢ ɿ ɩɨɛɿɱɧɢɦ ɫɭɞɞɟɸ. f...J "He ɬɟ ɜɢ ɥɿɱɢɥɢ, ɩɚɧɟ 
ȼɿɥ". - ɩɟɪɟɛɢɥɚ ɣɨɝɨ ɦɨɜɭ Ɇɭɪɚɯɚ. 

This figure of quality is realized when the speaker intentionally 
breaks the principle of sincerity of speech. Ironically used words acquire 
meanings opposite to their primary language meanings: 

ironical good means bad, enough means not enough, pleased means 
displeased, etc. 
Assigned features. Though irony is a contextual stylistic device, there exist 

words and word-combinations which convey ironical meaning out of context: 
too clever by half, a young hopeful, head cook and bottle washer, to 

orate, to oratorize. 
ID order to help the addressee decode irony the speaker often resorts to 

appropriate intonation and gestures. 

Communicative function. Irony is generally used to convey a negative meaning 
or emotion: irritation, regret, dissatisfaction, disappointment, displeasure, etc. 
More examples: 

What a noble illustration of the tender laws of this. 
Favoured country! - they let the paupers go to sleep! 
Cutting off chickens' heeds! Such a fascinating process to watch. 
It must be delightful to find oneself in a foreign country without a 
penny in one's pocket. 
Thank you very much for trumping my ace! 
ȼɿɧ ɬɚɤɢɣ ɪɨɡɭɦɧɢɣ, ɳɨ ɣ "ɞɜɚ ɩɥɸɫ ɞɜɚ" ɧɟ ɜɬɨɪɨɩɚє. 
Ⱥɹɤɠɟ, ɪɚɞɚ ɜɚɫ ɛɚɱɢɬɢ, ɬɿɥɶɤɢ ɛ ɳɟ ɬɪɢ ɪɨɤɢ ɧɟ ɩɪɢɯɨɞɢɥɢ. 
ɋɯɨɠɚ ɫɜɢɧɹ ɧɚ ɤɨɧɹ, ɬɿɥɶɤɢ ɲɟɪɫɬɶ ɧɟ ɬɚɤɚ. 
Ȼɨɸɫɶ, ɹɤ ɬɨɪɿɲɧɶɨɝɨ ɫɧɿɝɭ. 
Ƚɚɪɧɟ ɠɢɬɬɹ: ɹɤ ɫɨɛɚɰɿ ɧɚ ɩɪɢɜ'ɹɡɿ. 

>  irony 

• There are various types of irony. They have in common the adoption of 
a distance from the subject for satirical or critical effect. 

• A speaker might take up an opponent's argument and then exaggerate it 
to reveal its weaknesses. This is Socratic irony. 

• Writers or speakers might pretend to hold opinions which are the exact 
opposite of what they truly believe. [The reader or listener must be alert 
and skillful to avoid being drawn into a trap.] 
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Dramatic irony occurs when the audience at a play know something of 
which the characters on stage are ignorant [the lover hidden in the 
next room]. 
Irony is often classed as a form of humour, along with sarcasm and 
satire. These do not necessarily evoke laughter, but rather a wry shrug 
or assent to the idea that the received world picture has been disturbed. 

PRACTICAL ASSIGNMENT 

Ex. I. Pick out figures of substitution, classify them 
and define their stylistic functions. 

1. Christina's love is hungry: it swallows every penny Bert offers. 2. The 
;mpty shell of the Embassy frightened Philip. 3. Mary was a large dark moth, 
ɿɟɝ wings lifted, ready to fly. 4. One more truck had passed by, full of mous-
aches and beards. 5. Rambos are necessary in Victoria's business. 6. Dance 
nusic was bellowing from the open door. 7. Dismal and rainy day emerged 
from the womb of the night. 8. Some remarkable pictures in the gallery: a 
Petrov-Vodkin, two Van Dycks and an Aivazovsky. 9. Stoney smiled the sweet 
smile of an alligator. 10. Edward's family is a couple of aunts a thousand 
years old. 11. It was not unwise to behave like that. 12. The girl gave Jacob a | 
Lipsticky smile. 13. Jenny is the size of a peanut. 14. A spasm of high-voltage 
nervousness ran through Diana. 15. Don't move the tiniest part of an inch! 
16. Bernard had an overwhelming belief in the brains and hearts of his nation. 
17. England has two eyes - Oxford and Cambridge. 18. Money burns a hole in 
ray pocket. 19. Every Caesar has his Brutus. 

Ex. II. Recognize metaphors and classify them. 

I. The moon held a finger to her lips and the lake became pale and quiet. 
2. Beauty is a flower. 3. The sun ray on the wall above Pete slowly knifes | 
down, cuts across his chest, becomes a coin on the floor and vanishes. 4. That, 
great kind man had taken Becky under his wing. 5. Spring will come again | 
with her sweet fresh air creeping in. 6. Carol was already familiar with the 
geography of the house. 7. There, at the very core of London, in the heart of 
its business, in the midst of a whirl of noise stands Newgate. 8. The sight took! 
Bobby's attention. 9. Mirabel was a wonderful cook. 10. The ghost of a smile J 
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Assigned features. Simile should not be confused with logical compar-
ison which is devoid of any stylistic meaning. The sentence "John can run 
as fast as Jack" contains purely logical confrontation of two objects. Here 
are some more examples of logical comparison: 

John is older than Sam. 
John behaves like his father. 
John is not so heavy as Sam. 
ɋɥɨɜɨɦ, əɪɢɧɤɚ ɫɬɚɥɚ ɩɚɧɧɨɱɤɨɸ, ɹɤ ɿ ʀʀ ɩɪɢɹɬɟɥɶɤɢ . ɫɭɫɿɞɤɢ ɡ 
ɿɧɲɢɯ ɫɿɥ. 

ȱɜɚɧ Ɂɚɯɚɪɨɜɢɱ ɡɧɚє ɰɟ ɤɪɚɳɟ, ɧɿɠ: ɛɭɞɶ-ɯɬɨ. Classification. Simile may 
be expressed by means of the following structural variants: 

1. Conjunctions as or like: 
Rosa is as beautiful as a flower. Paula is like a fairy. 
2. Adverbial clauses of comparison (conjunctions as, as if, as though): 
Robin looked at Sibil as a mouse might look at a cat. 
Viola behaves as if she were a child. 

3. Adjectives in the comparative degree: Roy behaved worse than a cut-
throat. 
4. Adverbial word-combinations containing prepositional attributes: 
With the quickness of a cat, Samuel climbed up the tree. 
5. Simile may be implied, having no formal indications of comparison: 
Odette had a strange resemblance to a captive bird. 

Conjunctions of comparison in the Ukrainian language are the following: 
ɹɤ, ɦɨɜ, ɦɨɜɛɢ, ɧɟɦɨɜ, ɧɟɦɨɜɛɢ, ɧɚɱɟ, ɧɚɱɟɛɬɨ, ɧɟɧɚɱɟ, ɧɿɛɢ, 
ɧɿɛɢɬɨ, ɧɿɠ:, ɚɧɿɠ:, etc.: 
Ɂɜɨɪɭɲɥɢɜɨ-ɧɿɠɧɟ ɜɢɞɢɜɨ ɡ ɱɚɪɿɜɥɢɜɨ ɥɟɝɤɨɸ, ɹɤ ɲɨɜɤ, ɩɨɫɬɚɬɬɸ, 
ɡ ɥɚɫɤɚɜɨɸ ɭɫɦɿɲɤɨɸ, ɳɨ ɩɥɢɜɥɚ ɜ ɩɪɨɫɬɨɪɿ, ɬɨɧɤɚ ɣ ɩɪɨɡɨɪɚ, ɦɨɜ 
ɪɚɧɤɨɜɢɣ ɬɭɦɚɧ ɩɿɞ ɫɨɧɰɟɦ, ɜɢɧɢɤɚɥɨ ɡɚɜɠɞɢ ɧɟɫɩɨ' ɞɿɜɚɧɨ ɣ 
ɧɟɠɞɚɧɨ. Ƚɭɥɢ ɯɪɭɳɿ ɬɚ ɥɿɬɚɥɢ, ɹɤ ɤɭɥɿ. 
Ɉɛɦɨɤ - ɹɤ ɜɨɜɤ, ɨɛɤɢɫ - ɹɤ ɛɿɫ, ɝɨɥɨɞɧɢɣ - ɹɤ ɫɨɛɚɤɚ. Ƚɚɫɧɭɬɶ 

ɜɨɝɧɿ ɭ ɦɿɫɬɿ, ɇɿɛɢ ɜ ɛɟɡɨɞɧɸ ɦɨɪɹ ɉɚɞɚɸɬɶ ɡɨɪɿ ɹɧɬɚɪɧɿ. 
ȼɫɿ ɫɥɭɯɚɥɢ ɨɪɚɬɨɪɿɜ ɬɚɤ, ɹɤ ɦɨɠɧɚ ɫɥɭɯɚɬɢ ɫɩɭɲɟɧɢɯ ɧɚ ɡɟɦɥɸ, 
ɧɚ ɩɚɪɚɲɭɬɚɯ ɹɧɝɨɥɿɜ ɡ ɜɿɫɬɸ ɩɪɨ ɛɥɚɝɨɫɥɨɜɟɧɧɹ Ȼɨɠɟ. ȼɚɲɚ 
ɨɛɪɚɡɚ ɞɥɹ ɦɟɧɟ ɝɿɪɲɟ ɫɦɟɪɬɿ. ɇɚɩɨɥɨɯɚɧɨɸ ɩɬɚɲɤɨɸ ɤɢɧɭɥɚɫɹ 
Ɇɚɪɿɹ ɞɨ ɫɿɧɟɲɧɿɯ ɞɜɟɪɟɣ. 
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...Ɉɥɟɤɫɚɧɞɪɚ ɡɞɚɜɚɥɚɫɹ ɜɟɥɟɬɨɦ-ɤɜɿɬɤɨɸ. ɫɬɜɨɪɿɧɧɹɦ ɬɪɨɩɿɱɧɨʀ 
ɩɪɢɪɨɞɢ. Communicative function. Simile is one of the most frequent and 
effective means of making speech expressive. The more unexpected the 
confrontation of two objects is, the more expressive sounds simile. 

>  similes 

• A simile requires less of an imaginative leap than does a metaphor. A simile 
states that A is like B, whereas a metaphor suggests that A actually is B. 

• The simile is one component of imagery. This is the process of evoking 
ideas, people, places, feelings and various other connections in a vivid 
and effective way. 

• Imagery is used in both written and spoken communication in many variet-
ies of form, from advertising to poetry and from chatting to speech-making. 

• Simile, metaphor and symbol are the main types of imagery, and the 
result is that communication acquires a creative and vital quality which 
somehow springs from the essential act of comparison. 

• So, a raindrop can become a crystal, fear can become an abyss, and 
jealousy a monster. 

• By employing imagery, we interpret the material world and use language 
to transmit our vision. 

SYNONYMS 

The speaker resorts to synonymic nomination of the same notion due to a 
number of reasons. These reasons become obvious if we turn to functional 
predestination of synonyms. Communicative functions. 

1. Compositional function. If the same word is repeated a number of 
times in a limited fragment of speech, the speech becomes clumsy, monoto-
nous and stylistically crippled: 

John came into the room. John was excited. John threw himself into the 
arm-chair... 
The clumsiness is removed by means of contextual synonyms: John = he = 
the man = Sam's brother = the victim of the situation, etc. 
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ȼ ɤɿɧɰɿ ɜɭɥɢɰɿ ɡ 'ɹɜɢɜɫɹ ɹɤɢɣɫɶ ɱɨɥɨɜɿɤ. ȼɿɧ ɱɨɝɨɫɶ ɨɡɢɪɚɜɫɹ ɧɚɡɚɞ ɿ 
ɩɨɫɩɿɲɚɜ. 
2. Specifying function. To describe the object in a thorough, profound 

and detailed way, the speaker composes a chain of synonymic words of the 
same syntactic function: 

Oswald's life was fading, fainting, gasping away, extinguishing slowly. 
Edgar was such a scoundrel, such a blackguard, such a villain, such 
a rascal. 
Ⱥ ɹɤɚ ɜɨɞɚ ɜ Ɉɫɧɨɜɿ! Ʌɚɝɿɞɧɚ, ɥɚɫɤɚɜɚ, ɦ'ɹɤɨ-ɲɨɜɤɨɜɚ. 
Ɂɟɥɟɧɢɣ ɫɜɿɬ, ɜɦɢɬɢɣ ɪɨɫɚɦɢ, ɥɹɳɚɜ, ɜɢɫɜɢɫɬɭɜɚɜ, ɜɢɞɡɜɨɧɸɜɚɜ 
ɥɭɧɤɨ, ɩɟɪɟɥɢɜɚɜɫɹ ɪɨɡɦɚʀɬɿɫɬɸ ɚɤɨɪɞɿɜ, ɥɚɞɿɜ ɿ ɬɨɧɿɜ. 
3. Intensifying function. A chain of synonyms is a potent means of 

expressing human feelings and emotions. Scores of subjective modal mean 
ings may be rendered with the help of synonymic repetition: request, invita 
tion, gratitude, gladness, impatience, certainty, hatred, irritation, disgust, hor 
ror, indignation, fury, etc. For example: 

Could you leave me now, Rupert. I'm exhausted, tired, 
weary of the whole thing! 
Kill  him, Johnnie! Murder him! Slaughter him like a pig! 
ȼɨɧɢ ɡɧɨɜ ɞɚɜɚɣ ɣɨɝɨ ɩɪɨɫɢɬɶ, ɞɚɜɚɣ ɣɨɝɨ ɛɥɚɝɚɬɢ. ɇɭ 
ɣ ɩɟɪɟɥɹɤɚɜɫɹ ɹ, ɨɬɟɬɟɪɿɜ ɡ ɥɹɤɭ. 

>  synonyms 

Synonyms are usually referred to by linguists as 'near synonyms', be-
cause they argue that no two words mean exactly the same. If they did, 
one would probably disappear from use. 
English is a language which has 'borrowed' from many varied sources 
during the course of its history. This has created a wide and heteroge-
neous lexicon. For example, terms which were originally French cur-
rently coexist with their Anglo-saxon equivalents: 

 

petite small 
tour tnp 
chauffeur driver 
aperitif drink 

promenade front (as in sea-front) 
escritoire desk 

m The French term usually carries a prestige value over that of the English 
equivalent, which is often seen as basic and even crass. This is because 
of the history of French dominance over the English as a result of the 
Norman Conquest. 

• During the period of French rule after 1066, a state of diglossia existed 
throughout the south of England. Diglossia means that two languages 
are used by one society, but applied to two discrete functions. French 
was used for matters of church and state, whereas English was used by 
the common people for personal and family discourse. 

• The legacy of this diglossia is that we have a multitude of synonyms or 
near-synonyms at our disposal. 

• However, it is usually preferable to state the same idea in a variety of 
styles, rather than to repeat one definitive term for one specific phe-
nomenon. 

• In Shakespeare's King Lear, the king confesses to being a 'foolish fond 
old man'. The use of two near synonyms has a poetic and dramatic 
effect, as one adjective has the effect of intensifying the other. 

OXYMORON  

This figure of contrast is a combination of words which are seman-
tically incompatible. As a result, the object under description obtains char-
acteristics contrary to its nature: hot snow, loving hate, horribly beautiful, 
nice blackguard. 

Ȼɟɡɩɨɳɚɞɧɢɣ ɛɥɢɫɤ ɬɜɨєʀ ɜɪɨɞɢ ɥɚɝɿɞɧɨ ɜ ɞɭɲɿ ɦɨʀɣ ɫɿɹ. 
(Ⱦ. ɉɚɜɥɢɱɤɨ) 
ȼɡɢɦɤɭ ɫɨɧɰɟ ɤɪɿɡɶ ɩɥɚɱ ɫɦɿєɬɶɫɹ. 
І ɜɿɞ ɫɨɥɨɞɤɢɯ ɫɥɿɜ ɛɭɜɚє ɝɿɪɤɨ. 

ɏɨɥɨɞɧɢɦ ɠɚɪɨɦ ɡɚɩɚɥɚɥɨ ɫɟɪɰɟ. Classification. The main structural 
pattern of oxymoron is "adjective + noun" (hot snow). The second 
productive model is "adverb + adjective" (pleasantly ugly). Predicative 
relations are also possible (Sofia's beauty is horrible). Besides that, 
oxymoron may occasionally be realized through free syntactic patterns, 
such as up the down staircase. 

Communicative function. Oxymoron has great expressive potential. It 
is normally used in cases when there is a necessity to point out contradictory 
and complicated nature of the object under description. 

 

fitf 
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>  oxymoron 

• The oxymoron is closely related to antithesis and paradox. Both of these 
are Figures of speech. 

• An oxymoron is 'a contracted paradox'. That is, the paradox is an ap-
parently contradictory statement; whereas the contradiction in an oxy-
moron is reduced to just two antithetical terms. 

• It is the sort of playful and often witty effect used by those who wish to 
draw attention to their command of language. 

• The device is much-loved by poets, because it enables them to express 
complex ideas in a very compressed form: 

Where grey-beard mirth and smiling toil retired 
The toiling pleasure sickens into pain [OLIVER 
GOLDSMITH]  

PARADOX  

Paradox is a figure of speech in which a statement appears to be 
self-contradictory, but contains something of a truth: 

The child is father to the man. 
Cowards die many times before their death. 
Paradoxically speaking, language study can be fun. Communicative 

function. Paradox is used for emphasis or stylistic effect. 
Additional features. Paradox was much-used by the Metaphysical poets 

of the seventeenth century - of whom John Donne is perhaps the best known. 
The following example is taken from one of his religious sonnets in which he 
appears to God to strengthen his beliefs. He packs three paradoxes into the 
last four lines: 

Divorce ɬɟє, untie, or breake that knot againe. Take 
ɬɟє to you, imprison ɬɟє, for I Except you enthrall 
ɬɟє, never shall be free, Nor ever chast, except you 
ravish ɬɟє. 

ANTITHESIS  

This figure of contrast stands close to oxymoron. The major differ' 
ence between them is structural: oxymoron is realized through a single 

word-combination, while antithesis is a confrontation of at least two sep-
arate phrases semantically opposite. Compare: 

"wise foolishness" is an oxymoron; 
"... the age of wisdom, the age of foolishness" is an antithesis. Assigned 
features. Syntactic structures expressing the meaning of antithesis are quite 
various: a simple extended sentence, a composite sentence, a paragraph or 
even chain of paragraphs. The main lexical means of antithesis formation is 
antonyms (words opposite in meaning): danger - security, Hfe _ death, 
empty -occupied, to hurry - to go slow. However, the use of antonyms is not 
strictly obligatory. Antithesis may also be formed through situational 
confrontation of two notions expressed by non-antonymous words. For 
example: 

Isabel's salary was high; Isabel's work was light. 
More examples: 

It was the season of light, it was the season of darkness. 
1 had walked into that reading-room a happy, healthy man. I crawled 
out a decrepit wreck. 
Gilbert wears fine clothes while I go in rags. 
While I am weak from hunger. Denis suffers from overeating. 
Ⱥ ɞɚɥɿ ɩɿɲɥɢ ɿɧɲɿ ɞɧɿ, ɡɿ ɫɜɨʀɦɢ ɤɥɨɩɨɬɚɦɢ, ɬɭɪɛɚɰɿɹɦɢ, ɡɿ ɫɜɨʀɦɢ 
ɬɿɧɹɦɢ ɣ ɩɪɨɫɜɿɬɤɚɦɢ, ɡɿ ɲɢɪɢɦ ɫɥɨɜɨɦ ɿ ɞɪɿɛɧɨɬɨɸ ɞɨɧɨɫɿɜ ɧɚ 
ɬɨɦɭ ɠ ɩɚɩɟɪɿ, ɜ ɹɤɢɣ ɦɨɠɧɚ ɜɩɢɫɚɬɢ ɧɟɡɪɿɜɧɹɧɧɢɣ ɨɛɪɚɡ ɿ ɠɚɥɨ 
ɝɚɞɸɤɢ. 
əɧɝɨɥɶɫɶɤɢɣ ɝɨɥɨɫɨɤ, ɬɚ ɱɨɪɬɨɜɚ ɞɭɦɤɚ. 
ɋɥɨɜɚ ɨɞɧɿ ɧɚɦ ɬɿɲɚɬɶ ɫɥɭɯ ɿ ɡɿɪ. Ⱥ ɿɧɲɿ ɧɚɫ ɜɿɞɲɬɨɜɯɭɸɬɶ ɪɚɩɬɨɜɨ. 

CLIMAX (GRADATION)  

This figure of inequality consists in arranging the utterance so that 
each subsequent component of it increases significance, importance or 
emotional tension of narration: 

There was the boom, then instantly the shriek and burst. 
I am sorry. I am so very sorry, I am so extremely sorry. 
ȼɚɠɥɢɜɢɣ - ɜɢɪɿɲɚɥɶɧɢɣ - ɝɪɚɧɞɿɨɡɧɢɣ. 
ɤɚɪɧɢɣ - ɱɭɞɨɜɢɣ - ɩɪɟɱɭɞɨɜɢɣ - ɧɟɡɪɿɜɧɹɧɧɢɣ - ɛɨɠɟɫɬɜɟɧɧɢɣ. 
Ʉɦɿɬɥɢɜɢɣ - ɪɨɡɭɦɧɢɣ - ɦɭɞɪɢɣ. 
Ɇɟɯɚɧɿɡɦ ɫɩɪɚɜɞɿ ɛɭɜ ɩɪɨɫɬɢɣ, ɡɪɭɱɧɢɣ, ɤɨɪɢɫɧɢɣ. 
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Classification. Gradation which increases emotional tension of the ut- ] 
terance may be called emotional. Emotional gradation is created by syn-
onymic words with emotive meanings: 

nice - lovely - beautiful - fair - magnificent; surprised - astonished 
- astounded - struck - petrified - killed (figuratively). 
ɇɚ ɫɟɪɰɿ ɜ Ƚɧɚɬɚ ɫɬɚɜɚɥɨ ɬɚɤ ɩɨɝɚɧɨ, ɩɪɢɤɪɨ, ɛɨɥɿɫɧɨ. 
ɇɟ ɬɿɥɶɤɢ ɬɭɠɧɚ ɩɿɫɧɹ ɥɢɥɚɫɹ ɿɡ ɡɦɭɱɟɧɨʀ ɞɭɲɿ ɦɚɬɟɪɿ, ɚ ɢ 
ɩɪɨɩɿɤɚɥɢ ɫɥɶɨɡɢ ɝɚɪɹɱɿ ɫɥɿɞɢ ɧɚ ʀʀ ɨɛɥɢɱɱɿ. 
ɋɨɧɰɟ ɩɟɱɟ, ɚɠ ɜ'ɹɥɢɬɶ. 
ɉɢɥɢɩ ɬɚɤ ɡɚɠɭɪɢɜɫɹ, ɚɠ ɫɤɢɫ. Gradation revealing the quantity 

of objects may be called quantitative:  
There were hundreds of houses, thousands of stairs, innumerably 
kitchens. 
Ɉɤɨ ɛɚɱɢɬɶ ɞɚɥɟɤɨ, ɚ ɪɨɡɭɦ ɳɟ ɞɚɥɿ. 
Ɇɢɧɚɸɬɶ ɞɧɿ, ɪɨɤɢ, ɿ ɜɠɟ ɫɬɨɥɿɬɬɹ ɡɚɫɜɿɞɱɭɸɬɶ ɪɟɚɥɿʀ ɛɭɬɬɹ. 

ANTICLIMAX  

It consists in arranging the utterance so that each subsequent com-
ponent of it decreases significance, importance or emotional tension of 
narration: 

If John's eyes fill with tears, you may have no doubt: he has been 
eating raw onions. 
ȼɨɜɤ - ɯɢɠɚɤ, ɿ ɯɢɠɚɤ ɥɸɬɢɣ, ɤɪɨɜɨɠɚɞɥɢɜɢɣ, ɩɪɨɬɟ ɛɨɹɬɢɫɹ 

ɣɨɝɨ ɧɟɦɚ ɱɨɝɨ. 
Ʌɟɡɨ ɧɟɛɟɡɩɟɤɢ ɧɚɜɢɫɥɨ ɧɚɞ ɛɿɞɨɥɚɲɧɢɦ ɿ ɪɨɡɪɿɡɚɥɨ ɧɚɜɩɿɥ... Ⱥɥɟ ɧɟ 
ɬɪɟɛɚ ɩɨɱɭɜɚɬɢ ɜɿɞɪɚɡɭ ɿ ɜɬɪɚɱɚɬɢ ɫɜɿɞɨɦɿɫɬɶ, ɛɚɱɭɱɢ ɱɟɪɜɨɧɿ 
ɤɪɚɩɥɿ. ɉɟɪɟɜ'ɹɡɭɜɚɥɶɧɢɣ ɦɚɬɟɪɿɚɥ ɧɚɦ ɧɟ ɩɨɬɪɿɛɧɢɣ - ɰɟ ɠ 
ɩɨɦɿɞɨɪ. 
ȼɨɧɢ ɿ ɠɜɚɜɨ ɫɦɿɹɥɢɫɶ, ɿ ɫɬɢɯɚ ɫɹɹɥɢ ɪɚɞɿɫɬɸ. Climax and 

anticlimax may be combined, like in the anecdote: 
Yes, I came face to face with a lion once. To make things worse, I was 
alone and weaponless. First, I tried to hypnotize him looking straight 
into his eyeballs. But it was useless. He kept on crawling towards me. 
Then I thought of plunging my arm down his throat, grabbing him by 
the tail from the inside and turning him inside out, but it seemed too 
dangerous. And he kept on creeping towards me, growling in antici-
pation. I had to think fast. Meanwhile, the situation got more and 

more monotonous with every coming second. And you know how I 
escaped the situation. When I became bored enough with the lion's 
muzzle, I just left him and went to the other cages. 

ZEUGMA 

A zeugmatic construction consists of at least three constituents. The 
basic word of it stands in the same grammatical but different semantic 
relations to a couple of adjacent words. The basic word combined with 
the first adjacent word forms a phraseological word-combination. The 
same basic word combined with the second adjacent word forms a free 
word-combination. For example: 

Freddy got out of bed and low spirits. Communicative function. 
Zeugma is used to create a humoristic effect which is achieved by means of 
contradiction between the similarity of the two syntactic structures and their 
semantic heterogeneity. More examples: 

Mary dropped a tear and her handkerchief. 
George possessed two false teeth and a kind heart. 
Dora plunged into privileged intimacy and into the middle of the room. 
Ʌɸɛɢɬɶ ɦɟɞɚɥɿ ɨɞɢɧ, ɚ ɞɪɭɝɢɣ - ɦɪɿɸ. 

PUN 

The principle of semantic incompatibility of language units realized in 
zeugma is also realized in pun. In fact, pun is a variant of zeugma, or vice 
versa. The difference is structural: pun is more independent, it does not need 
a basic component like zeugma. Pun is just a play on words. 

Classification. 
1. Play on words may be based upon polysemy and homonymy: 
a) Visitor, to a little boy: 

- Is your mother engaged? 
- Engaged ? She is already married; 

b) A young lady, weeping softly into her mother's lap: 
- My husband just can't bear children! 
- He needn't bear children, my dear. You shouldn't expect too 

much of your husband. 
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2. Play on words may be based upon similarity of pronunciation: 
John said to Pete at dinner: "Carry on". But Pete never ate carrion. 
ɏɨɬɿɜ ɪɨɡɜɚɥɢɬɢɫɹ ɭ ɤɪɿɫɥɿ, ɚ ɜɨɧɨ ɧɟ ɜɢɬɪɢɦɚɥɨ ɿ ɪɨɡɜɚɥɢɥɨɫɹ^ 
ȼɚɲɟ ɱɚɞɨ - ɱɭɞɨ, ɚɥɟ ɧɟ ɱɭɞɨɜɟ, ɹɤɪɚɡ ɧɚɜɩɚɤɢ. 

PRACTICAL ASSIGNMENT  

Pick out figures of combination, classify them and define their sty-
listic functions. 

1. Isaac's looks were starched, but his white neckerchief was not. 2. For 
a time Jean put on a Red Cross uniform and met other ladies similarly dressed 
in the armory, where bandages were rolled and reputations unrolled. 3. Ben-
ny reminded James, as he said afterwards, of a hungry cat. 4. Huddled in her 
gray fur against the sofa cushions, Aurora had a strange resemblance to a 
captive owl, 5. I want you all, each and every one of you all. 6. The rich 
arrived in pairs and also in Rolls Royces. 7.1 let a day slip by without seeing 
her, then three, a whole week. 8. The yacht was his inheritance, his tradition, 
his life. 9.1 despise New York's poorest great men, the haughtiest beggars, 
the painful delights, the lowest skyscrapers, the dolefulest pleasures. 10. The 
lady had a mane of yellow hair too long to be called bobbed, but too loose to 
be called anything else. 11. When a man is in the country he amuses other 
people. When a man is in town he amuses himself. 12. The trouble happened 
because of this degrading and disgusting document, this blighting bill, this per-
nicious placard, this abominable advertisement. 13. Poor Betty. She must be 
as poor as a church mouse. 14. The countryside seemed to faint from its own 
loveliness. 15. Clement was a saint in public and a devil at home. 16. More 
solitary than Robinson Crusoe, who had nobody to look at him, I went into the 
booking-office. 17. Joe was a mild, good-natured, sweet-tempered, easy-go-
ing, foolish dear fellow. 18. Mr. Witte's method of paying off debts would be 
a form of feeding a dog with bits of its own tail. 19. It was the spring of hope, 
it was the winter of despair, we had everything before us, we had nothing 
before us... on the right and in front and behind. 20. "Golden dreams" is a 
very sweet story, singularly sweet; in fact, madam, the critics are saying it is 
the sweetest thing that Mr. Slush has done. 
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omitted by the speaker intentionally in cases when they are semantically re-
dundant. For example: 

- Where did you go? 
- To the disco. 
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Assigned features. Elliptical sentences can not be viewed as stylistic 
devices in direct intercourse because they are devoid of suprasegmental 
information. Ellipsis becomes expressive when used in literature as a means 
of imitating real speech. Ellipsis makes speech dynamic, informative and 
unofficial. 

Communicative functions. Ellipsis saves the speaker from needless ef-
fort, spares his time, reduces redundancy of speech. Elliptical structures may 
also reveal such speakers' emotions as excitement, impatience, delight, etc. As 
a stylistic device, ellipsis is an effective means of protagonists' portrayal. 

More examples: 
- Hullo! Who are you? 
- The staff. 
- Where are the others? 
- At the front. 
ȼɝɨɪɿ з ɬɟɦɧɟ ɧɟɩɪɢɜɿɬɧɟ ɧɟɛɨ, ɞɨɥɿ - ɯɨɥɨɞɧɚ ɦɨɤɪɚ ɡɟɦɥɹ, ɿ 
ɛɿɥɶɲ ɧɿɱɨɝɨ. 

ɋɤɿɥɶɤɢ ɬɨɛɿ ɜɱɢɬɢɫɹ ɜ ɭɱɢɥɢɳɿ? - Ⱦɜɚ ɪɨɤɢ. Note. It is essential to 
differentiate between elliptical sentences and one-member structures. The 
problem is that they may look completely homonymous out of context. For 
example, the isolated sentence "Dark night" can be treated both as one-
member (non-elliptical) or two-member elliptical structure. What is what 
becomes clear only in speech. If a text begins with the sequence of 
sentences "Dark night. Strong wind. Loneliness", they are obviously one-
member, having neither subject nor predicate. But if the implied subject and 
predicate can be easily and unambiguously restored in context, we deal with 
a two-member elliptical sentence. Thus, the sentence "At the front" of the 
above given example is two-member, elliptical, and extended, its subject 
they and its predicate are being implied. 

NOMINATIVE (NOMINAL) SENTENCES  

A nominative sentence is a variant of one-member structures: it has 
neither subject nor predicate. It is called nominative or nominal because its 
basic (head) component is a noun or a noun-like element (gerund, numeral). 

Classification. There are such structural types of nominative sentenc-
es as: 

1. Unextended nominative sentences consisting of a single element: 
Morning. April. Problems. 

2. Extended nominative sentences consisting of the basic component and 
one or more words modifying it: 

Nice morning. Late April. Horribly great problems. 
3. Multicomponent nominative sentences containing two or more basic el- 

ements: 
Late April and horribly great problems. 
Ⱦɚɥɢɧɚ. Ⱦɚɥɟɱɿɧɶ. ɋɜɿɬɥɨɞɚɥɶ... ɍ ɦɚɧɞɪɿɜɤɭ ɡɛɢɪɚєɬɶɫɹ ɦɨɥɨɞɶ. 
ɇɟɜɩɢɧɧɟ, ɛɟɡɠɚɥɶɧɟ, ɜɩɟɪɬɟ ɨɛɟɪɬɚɧɧɹ. Ɇɨɜɱɚɡɧɚ ɛɟɡɧɚɞɿɣɧɿɫɬɶ 
ɪɭɯɭ. 

Ȼɟɡɦɟɠɧɢɣ ɩɪɨɫɬɿɪ, ɛɟɡɤɿɧɟɱɧɿ ɧɟɛɟɫɚ, ɜɢɫɩɿɜ ɩɬɚɫɬɜɚ, ɞɡɸɪɤɿɬ 
ɫɬɪɭɦɨɱɤɿɜ, ɩɪɟɱɢɫɬɚ ɜɟɫɧɹɧɚ ɡɟɥɟɧɶ, ɩɟɪɲɿ ɤɜɿɬɢ. Communicative 

functions. A sequence of nominative sentences makes for dynamic 
description of events. Sets of nominative sentences are used to expressively 

depict the time of the action, the place of the action, the attendant 
circumstances of the action, the participants of the action. 

APOSIOPESIS (BREAK-IN-THE-NARRATIVE)  

Like ellipsis, aposiopesis is also realized through incompleteness of 
sentence structure, though this incompleteness is of different structural 
and semantic nature: it appears when the speaker is unwilling to proceed 
and breaks off his narration abruptly: 

If you go on like this... 
ɇɭ, ɜɡɹɜ ɛɢ ɿ ɧɚɩɢɫɚɜ ɩɨ-ɪɨɫɿɣɫɶɤɨɦɭ. Ⱥ ɬɨ... 
ə ɨɫɶ ɣɨɦɭ ɩɨɤɚɠɭ, ɞɟ ɪɚɤɢ ɡɢɦɭɸɬɶ. Ȼɭɞɟ ɜɿɧ ɭ ɦɟɧɟ... 
Ɍɚɤ ɜɢ ɫɚɦɿ ʀɞɟɬɟ? Ⱥ ɹɤɠɟ... 

Ƚɨɥɨɜɚ ɩɪɚɜɥɿɧɧɹ ʀɯ ɭɬɢɯɨɦɢɪɸє, ɚ ɜɨɧɢ... Assigned features. The 
information implied by aposiopesis is usually clear in communicative 
situation. Break-in-the-narrative expresses such modal meanings as threat, 
warning, doubt, indecision, excitement, and promise. 

Note. Aposiopesis should not be confused with unintentional break in 
the narrative, when the speaker does not know what to say. Unintentional 
break off is of no stylistic significance, though it may serve as an indirect 
evidence of the speaker's confusion, his being at a loss. 
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ASYNDETON 

It is deliberate omission of structurally significant conjunctions and 
connectives: 

John couldn't have done such a silly thing, he is enough clever for that. 
Fathers, mothers, uncles, cousins. Cocking tails and pricking 
whiskers,... 

We had heard planes coining, seen them pass overhead, watched them go 
far to the left, heard them bombing... Ɇɟɯɚɧɿɡɦ ɫɩɪɚɜɞɿ ɛɭɜ ɩɪɨɫɬɢɣ, 
ɡɪɭɱɧɢɣ, ɤɨɪɢɫɧɢɣ. ɉɚɧ ɞɢɪɟɤɬɨɪ ɫɦɿєɬɶɫɹ, ɫɦɿєɬɶɫɹ ɫɨɧɰɟ, ɫɦɿɸɫɶ ɿ 
ɹ. ə ɡɧɚɸ: ɜ ɩɪɢɡɧɚɱɟɧɢɣ ɞɨɥɟɸ ɜɟɱɿɪ ɧɚɩɪɨɪɨɱɚɬɶ ɞɨɪɨɝɭ ɦɟɧɿ ɬɪɢ 
ɡɨɡɭɥɿ ɜ ɫɚɞɭ. Communicative functions. Asyndeton makes speech 
dynamic and expressive. Sometimes it implies the speaker's haste, nervousness 
and impatience. 

PARCELING  

Parceling is intentional splitting of sentences into smaller parts sep-
arated by full stops: 

Oswald hates Rolf. Very much. 
Sally found Dick. Yesterday. In the pub. 
Then the pain began. Slow. Deliberate. Methodical. And professional. 
ȼ ɱɟɬɜɟɪɬɨɦɭ ɤɥɚɫɿ ɳɨɫɶ ɡɚɪɢɦɭɜɚɜ ɩɪɨ ɫɨɛɚɤɭ. ɉɨ-ɪɨɫɿɣɫɶɤɨɦɭ. 
ɀɚɪɬɿɜɥɢɜɟ. 
ȱ ɫɥɭɯɚє ɦɿɣ ɫɭɦ ɩɪɢɪɨɞɚ. Ʌɸɛɚ. ɓɢɪɚ. Ʉɪɿɡɶ ɩɥɚɱ. Ʉɪɿɡɶ ɫɦɿɯ. 
Ʉɪɿɡɶ ɥɢɫɬɹ ɞɟɪɟɜ ɿ ɤɨɧɬɭɪɢ ɯɚɬ ɜɢɞɧɿɥɢɫɹ ɞɚɥɟɤɿ ɨɛɪɢɫɢ ɩɨɥɹ. 
Ɂɟɥɟɧɨɝɨ, ɫɨɤɨɜɢɬɨɝɨ. 
Ɉɫɟɥɢɜɫɹ ɩɿɫɥɹ ɜɿɣɧɢ ɜ ɰɶɨɦɭ ɦɿɫɬɿ. Ɂɧɨɜɭ ɠ ɬɚɤɢ ɡ ɱɢɫɬɨʀ 
ɜɢɩɚɞɤɨɜɨɫɬɿ, ɡ ɨɛɨɜ'ɹɡɤɭ ɜɿɣɫɶɤɨɜɨʀ ɥɸɞɢɧɢ. ɏɨɱɚ ɣ ɧɟ ɫɤɚɠɟɲ, 
ɳɨ ɢɟ ɛɭɥɨ ɭ ɪɨɡɥɚɞɿ ɡ ɣɨɝɨ ɛɚɠɚɧɧɹɦ. 
Assigned features. Parceling is typical of spontaneous speech, where 

the function of dots is performed by pauses. In speech parceling may be non-
stylistic, when it is just the resuit of the specific psychological process of 
forming and verbalizing human thoughts. 

Communicative functions. When used in writing, parceling performs 
the following functions: 
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1. It reflects the atmosphere of unofficial communication and spontane-

ouS character of speech. 
2. It reflects the speaker's inner state of mind, his emotions, such as 

nervousness, irritation, excitement, confusion, perplexity, etc. 
3. It may serve as a means of making information more concrete and 

more detailed. 

REPETITION  

Stylistic repetition of language units in speech (separate words, word-
combinations or sentences) is one of the most frequent and potent stylis-
tic devices. 

Classification. There are such structural types of repetition as: 
1. Consecutive contact repetition of sentence parts and separate 

sentences: 
/ am wearv. weary, wean of the whole thing! 
Never take the rifle again. Put it back! put it back! Put it back! 
Ƚɨɥɨɜɚ ɧɚ ɫɨɥɨɦɭ ɯɢɥɢɬɶɫɹ, ɯɢɥɢɬɶɫɹ, ɯɢɥɢɬɶɫɹ. 
ə ɫɨɪɨɱɤɭ ɡɧɚɣɞɭ ɜɢɲɢɜɚɧɤɭ ȱ ɧɚɞɿɧɭ, ɹɤ ɯɥɨɩɱɢɤ, ɪɚɞɢɣ. ɉɨ 
ɛɚɪɜɿɧɤɭ ɩɿɞɭ ɧɚ ɫɜɿɬɚɧɤɭ Ɇɨɥɨɞɢɣ, ɦɨɥɨɞɢɣ, ɦɨɥɨɞɢɣ! 
2. Anaphora. The repeated word or word-combination is at the begin 

ning of each consecutive syntactic structure: 
Victory is what we need. Victory is what we expect. 
ɒɚɫɬɹ ɧɟ ɜɦɿɳɚɥɨɫɹ ɭ ɫɟɪɰɿ, ɳɚɫɬɹ ɪɨɡɪɢɜɚɥɨ ɝɪɭɞɢ! 
Ɍɪɨɯɢ ɧɟ ɞɨɫɩɢɲ, ɬɪɨɯɢ ɧɟ ɞɨʀɫɢ - ɬɨ ɣ ɜɿɪɲɿ ɝɚɪɧɿ ɩɢɲɭɬɶɫɹ. 
Ɍɚ ɣ ɡɚɥɢɲɢɜɫɹ ɜ Ʉɢєɜɿ. Ɍɚ ɣ ɡɚɤɿɧɱɢɜ ɲɤɨɥɭ. Ɍɚ ɣ ɡɪɨɛɢɜɫɹ 

ɮɟɥɶɞɲɟɪɨɦ. 
3. Epiphora. The repeated unit is placed at the end of each consecutive 

syntactic structure: 
It is natural to be scared in a case like that. You are sure to be petrified 
in a case like that. ȼɨɧɚ ɯɨɬɿɥɚ ɠɢɬɢ! ɉɨɜɢɧɧɚ ɛɭɥɚ ɠɢɬɢ! Ɉɯ ɿ 
ɯɢɬɪɸɲɟ! ɋɨɧɰɟ ɯɢɬɪɸɲɟ! əɤɛɢ ɰɟ ɛɭɥɨ ɩɪɨɫɬɨ ɲɚɫɬɹ. ɬɨ ɰɟ 
ɛɭɥɨ ɛ ɩɪɨɫɬɨ ɲɚɫɬɹ. 
4. Framing. The initial part of a language unit is repeated at the end of 

this unit: 
Poor Mary. How much Jack loved her! What will he do now? I wish it 
hadn't happened. Poor Mary. 
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Ȼɨɠɟ, ɹɤɚ ɦɭɤɚ ɫɬɨɹɬɢ ɨɬɚɤ ɧɚ ɪɨɡɞɨɪɿɠɠɿ ɣ ɧɟ ɡɧɚɬɢ, ɤɭɞɢ ɣɬɢ! 
ɓɨ ɪɨɛɢɬɢ, ɳɨ ɱɢɧɢɬɢ?.. Ȼɨɠɟ!.. 
ə ɬɚɤ ɿ ɡɧɚɜ, ɳɨ ɜɢ ɡɚɛɭɞɟɬɟ ɩɪɢɧɟɫɬɢ ɤɧɢɝɭ. ə ɬɚɤ ɿ ɡɧɚɜ. 
5. Linking or reduplication. The final component of a syntactic struc 

ture is repeated at the beginning of a sequential syntactic structure: 
It was because of that dreadful occurrence. That dreadful occurrence 
had changed it all. 
ɋɟɦɟɧ ɲɭɛɨɜɫɧɭɜ ɭ ɜɨɞɭ, ɿ ɜɨɞɚ ɲɢɪɨɤɢɦɢ ɤɪɭɠɤɚɦɢ ɩɨɛɿɝɥɚ ɜɿɞ 
ɧɶɨɝɨ ɧɚɡɭɫɬɪɿɱ ɯɜɢɥɹɦ. 
ɉɨɜɫɸɞɢ ɜɿɧ ɜɿɞɱɭɜɚɜ ɧɚ ɫɨɛɿ ɬɹɠɤɢɣ ɯɨɥɨɞɧɢɣ ɩɨɝɥɹɞ. ɉɨɝɥɹɞ ɭ 
ɫɩɢɧɭ. ɋɨɧɰɟ ɩɟɱɟ! Ɍɚɤ ɩɟɱɟ, ɧɿɛɢ ɜɨɧɨ ɡ ɤɜɚɫɨɱɧɢɤɚɦɢ ɜ ɞɨɥɿ. 
6. Chiasmus (reversed parallel construction). In such syntactic struc 

tures there is a cross order of repeated language units: 
The jail might have been the infirmary, the infirmary might have been 
the jail. 
Ʌɸɞɢ ɿɫɧɭɸɬɶ ɜ ɱɚɫɿ, ɚ ɱɚɫ ɿɫɧɭє ɜ ɥɸɞɹɯ. 
ɏɨɱ ɬɢ ɿɞɢ ɜ ɥɿɫ ɩɨ ɞɪɨɜɚ, ɚ ɹ ɛɭɞɭ ɜɞɨɦɚ, ɯɨɱ ɹИИɛɭɞɭ ɜɞɨɦɚ, ɚ ɬɢ 
ɣɞɢ ɜ ɥɿɫ ɩɨ ɞɪɨɜɚ. 

ɇɟ ɝɨɜɨɪɢ, ɳɨ ɡɧɚєɲ, ɚ ɡɧɚɣ, ɳɨ ɝɨɜɨɪɢɲ. Communicative functions. 
The device of repetition aims at emphasizing a certain component of the 
utterance. Being repeated, a language unit obtains additional stylistic 
information. Consecutive contact repetition is capable of rendering scores of 
modal meanings and human emotions: certainty, doubt, delight, impatience, 
worry, request, invitation, gratefulness, horror, irritation, disgust, hate, fury, 
indignation, and others. 

Such varieties of repetition as anaphora, epiphora, framing, linking are 
text-forming devices or compositional means. 

ENUMERATION  

It is a syntactic device of naming objects so that there appears a chain of 
homogeneous parts of the sentence: 

There were cows, hens, goats, peacocks and sheep in the village. 
Communicative functions. If a chain of enumerating words is long, it 

creates the effect of great quantity of objects. If the objects being enumerat- [ 
ed are heterogeneous, enumeration raises the expressiveness of speech, makes 
it dynamic and informative. 
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More examples: 
There was a great deal of confusion and laughter and noise,, the noise 
of orders and counter-orders, of knives and forks, of corks and glass-
stoppers. 
The principal production of these towns appears to be soldiers, sailors, 
Jews, chalk, shrimps, officers and dock-yard men. "Ɇɟɪɫɟɞɟɫɢ". 
"ɨɩɟɥɿ". "ɫɿɬɪɨɫɧɢ". "ɨɥɞɫɦɨɛɿɥɿ". "diiamu". "ɮɨɪɞɢ", ɿ ɧɚɜɿɬɶ 
"ɤɚɞɢɥɚɤɢ" - ɫɩɪɚɜɠɧɿɣ ɩɚɪɚɞ ɫɜɿɬɨɜɨʀ ɚɜɬɨɦɨɛɿɥɶɧɨʀ ɩɪɨɞɭɤɰɿʀ! 
ɏɨɞɠɭ, ɞɢɯɚɸ, ɞɢɜɥɸɫɶ, ɫɥɭɯɚɸ. ʀɦ. ɱɯɚɸ, - / ɜɡɚɝɚɥɿ ɜɫɟ ɪɨɛɥɸ, ɳɨ 
ɪɨɛɥɹɬɶ ɭɫɿ ɠɢɜɿ ɥɸɞɢ. Ɇɿɫɹɱɧɟ ɫɹɣɜɨ ɜɨɪɭɲɢɥɨɫɹ ɧɚ ɞɨɪɨɝɚɯ, 
ɫɩɥɿɬɚɥɨɫɶ ɭ ɤɨɪɨɧɚɯ ɞɟɪɟɜ, ɤɨɜɡɚɥɨɫɶ ɩɨ ɫɨɥɨɦ'ɹɧɢɯ ɫɬɪɿɯɚɯ. 
ȱ ɧɟɡɱɭɥɢɫɹ, ɹɤ ɧɚ ɩɨɞɜɿɪ'ʀ ɦ'ɹɤɨ ɡɚɝɭɩɚɥɢ ɱɢʀɫɶ ɤɪɨɤɢ, ɹɤ ɡɨɣɤɧɭɥɢ 
ɪɨɫɚɦɢ ɧɚɩɨɥɨɯɚɧɿ ɱɟɪɟɲɧɿ, ɹɤ ɡɚɲɢɩɿɥɚ ɡɟɦɥɹ. 

TAUTOLOGY  

The speaker resorts to the repetition and enumeration of the type de-
scribed above quite intentionally and consciously. However, repetition may 
be of unintentional, involuntary or tautological nature. 

Classification. Tautological repetition may be caused by the following 
reasons: 

1. The speaker's excitement, fright, scare, petrification, grief and other 
deep emotions: 

Darling, darling Bundle. Oh, darling Bundle. She's dead; I know she's 
dead. Oh, my darling. Bundle darling, darling Bundle. I do love you so. 
Bundle -darling - darling... 
2. Slipshod organization of the utterance, low cultural level of the speaker: 

No one could do the job more better. 
I ain 7 got no cigarettes from nobody. 
The name of my informant... the name of my informant... the name 
of... the name. The name escapes me. 
3. Peculiar physical condition of the speaker: alcoholic intoxication, drows 

iness, unconsciousness, etc.: 
"I did... what you said..." Dun gasped, closing his eyes and squeezing 
the words out in painful jerks. "It was too late... Give me something. 
Doc... Give me something, quick- 
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ly.... Got to hold out... get us down... She's on autopilot but... got to 
get down... Must tell Control... must tell..." His mouth moved silently. 
With a desperate effort he tried to speak. Then his eyes rolled up and 
he collapsed. 
Ɇɟɧɿ ɛɨɥɢɬɶ ɝɨɥɨɜɚ... ə ɯɨɱɭ ɬɪɨɯɢ ɫɩɨɱɢɬɢ... ɬɪɨɯɢ ɫɩɨɱɢɬɢЗ 

Ɉɬ ɿɦɟɧɧɨ... ɫɩɨɱɢɬɢ ɛ ɬɪɨɯɢ... Communicative functions. Generally 
speaking, involuntary repetition has little to do with stylistics. It becomes 
stylistically significant when used in writing as a characterization device. 

POLYSYNDETON  

It is stylistically motivated redundant repetition of conjunctions or prepo-
sitions: 
The dog barked and pulled Jack, and growled, and raged. Communicative 
functions. Polysyndeton is a means of rhythmical organization of the 
utterance. Due to this quality it is widely used in poetry. It also makes for 
underlining the most important part of information. More examples: 

He no longer dreamed of storms, nor of women, nor of great occurrenc-
es, nor of great fish, nor fights, nor contests of strength, nor of his wife. 
First the front, then the back, then the sides, then the superscription, 
then the seal, were objects of Newman's admiration. ə ɛɚɱɢɜ, ɹɤ. 
ɡɿɪɧɢɰɹ ɜɩɚɥɚ, əɤ ɧɚ ɫɧɿɝɭ ɜɨɧɚ ɩɚɥɚɥɚ. əɤ ɫɧɿɝ, ɛɿɥɿɲɢɣ ɜɿɞ ɥɿɥɟʀ, 
ȼɧɨɱɿ ɿɫɤɪɢɜɫɹ ɛɿɥɹ ɧɟʀ. 
Ɂɚɩɚɥɶɧɚ ɲɬɭɤɚ - ɫɩɨɪɬ. ȼɨɧɚ ɡɚɯɨɩɥɸєИɿИɦɚɥɨɝɨ,Иɏ-ɋɩɿɚɪɨɝɨ,Иɿ 
ɧɟɦɿɱɧɨɝɨ. 

PARALLEL CONSTRUCTIONS  

Parallelism is a stylistic device of producing two or more syntactic 
structures according to the same syntactic pattern: 

Mary cooked dinner, John watched TV, Pete played tennis. 
Assigned features. Parallel constructions is a means of enumerating 

facts, comparing them or confronting them. Parallel confrontation of facts 
may result in another stylistic device - antithesis: 

Married men have wives, and don't seem to want them. Single fellows have 
no wives, and do itch to obtain them. Communicative functions. Syntactic 
parallelism is polyfunctional. It creates rhythm and is typical of poetry. It 
makes speech persuasive and is a feature of the publicistic and oratory 
styles. It underlines important information and is widely used in everyday 
speech. More examples: 

The cock is crowing, 
The stream is flowing, 
The small birds twitter, 
The lake doth glitter. 
Our senses perceive no extremes. Too much sound deafens us; too much 
light dazzles us; too great distance or proximity hinders our view. 
ɋɹɞɟɲ ɫɨɛɿ: ɜɿɬɟɪ ɜɿє, ɫɨɧɰɟ ɝɪɿє, ɤɚɪɬɨɩɥɢɧɧɹ ɧɚɜɿɜɚє ɞɭɦɤɢ. 
Ƚɭɞɟ ɹɪɦɚɪɨɤ... Ȼɿɝɚɸɬɶ ɤɨɧɿ, ɤɪɢɱɚɬɶ ɤɪɚɦɚɪɿ, ɪɟɝɨɱɭɬɶɫɹ 
ɞɿɜɱɚɬɚ, ɤɪɭɬɢɬɶɫɹ ɤɚɪɭɫɟɥɶ... 
Ⱦɪɭɝɿ ɫɦɿɸɬɶɫɹ. Ɍɪɟɬɿ ɩɥɚɱɭɬɶ. 
Ɍɨ ɡɚɛɥɢɳɢɬɶ ɭ ɧɟɛɿ ɹɫɤɪɚɜɨ ɨɞɢɧɨɤɚ ɡɿɪɤɚ, ɬɨ ɡɚɫɜɿɬɹɬɶɫɹ 
ɤɨɧɬɭɪɢ ɫɢɡɭɜɚɬɨʀ ɯɦɚɪɢ. 

INVERSION  

Inversion is the syntactic phenomenon of intentional changing word-
order of the initial sentence model. 

Classification. There are two basically different types of inversion: gram-
matical and stylistic. Grammatical inversion is devoid of stylistic information. 
It is just a technical means of forming different types of questions. Stylistic 
inversion is such a change of word-order which gives logical stress or emo-
tional colouring to the language units placed in an unusual syntactic position. 

Stylistic inversion is typical of the predicate, predicative and all the sec-
ondary parts of the sentence: 

In came Jack, (predicate) 
Insolent Connor's conduct was. (predicative) 
Little chances Benny had. (direct object) 
To her family Martha gives all her time, (indirect object). 
A horrible death Douglas died, (cognate object) 
This is a letter congratulatory, (attribute) 
To the disco Hilda went, (adverbial modifier) 
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starved heart of that girl? 3. There was no breeze came through the door. 4. 
And if his feelings about the war got known, he'd be nicely in the soup. 
Arrested, perhaps - got rid of, somehow. 5. She narrowed her eyes a trifle at 
me and said I looked exactly like Linda's boy. Around the mouth. 6. David 
had been nearly killed, ingloriously, in a jeep accident. 7. "Shuttleworth, 1-ɿ 
want to speak to you in - in strictest confidence - to ask your advice. Yet -
yet it is upon such a serious matter that I hesitate - fearing...". 8. It was 
better that he knew nothing. Better for common sense, better for him, better 
for me. 9. 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. 10. Failure 
meant poverty, poverty meant squalor, squalor led to smells and stagnation. 
11. Daniel is an unnatural, ungrateful, unlovable boy. 12. Their anxiety is so 
keen, their vigilance is so great, their excited joy grows so intense, that how 
can she resist it! 13. The sky was dark and gloomy, the air damp and raw, the 
streets wet and sloppy, 14.1 know the world and the world knows me. 15. And 
they wore their best and more colourful clothes. Red shirts and green shirts 
and yellow shirts and pink shirts. 16. Through his brain, slowly, sifted the 
things they had done together. Walking together. Dancing together. Sitting 
silent together, watching people together. 17. Sit down, you dancing, prancing, 
shambling, scrambling fool parrot! Sit down! 18. Badgworthy was in seventh 
heaven. A murder! At Chimneys! Inspector Badgworthy in charge of the 
case. Sensational arrest. Promotion for the inspector. 19. He, and the falling 
light and the dying fire, the time-worn room, the solitude, the wasted life, and 
gloom, were all in fellowship. 20. People sang. People cried. People fought. 
People loved. People hated. Others were sad. Others gay. Others with friends. 
Others lonely. Some died. Some were born. 21. Richard said that he would 
work his fingers to the bone for Ada, and Ada said that she would work her 
fingers to the bone for Richard. 22. I wake up and I'm alone, and I walk 
round the town and I'm alone, and I talk with people and I'm alone and I look 
at his face when I'm home and I'm dead. 23. "Where mama?" - "She home". 
24. And Fleur ~ charming in her jade-green wrapper - tucked a corner of hef 
lip behind a tooth, and went back to her room. 25. A dark gentleman... A very 
bad manner. In the last degree constrained, reserved, diffident, troubled. 26. Why 
do we need refreshment, my friends? Because we are but mortal, because 
we are but sinful, because we are but of the earth, because we are not of the 
air? Can we fly, my friends? We can not. 27. How have I implored anu 
begged that man to inquire into Captain's family connections; how have I 
urged and entreated him to take some decisive step. 28. She says - you kno# 

her way - she says, "You're the chickenest-hearted, feeblest, faintest man I 
ever see". 29. The one was all the other failed to be. Protective, not demand-
in*; dependable, not weak; low-voiced, never strident. 30. Passage after pas-
sage did he explore; room after room did he peep into. 31. June stood in front, 
fending off this idle curiosity - a little bit of a thing, as somebody said, "all hair 
and spirit". 32. Down dropped the breeze, the sails dropped down. 33. Little 
by little, bit by bit, and day by day, and year by year the baron got the worst of 
some disputed question. 34. Better to reign in hell than serve in heaven. 35. 
There's many a man in this Borough would be glad to have the blood that 
runs in my veins. 36. You just come home or I'll ... 37. Have I not had to 
wrestle with my lot? Have I not suffered things to be forgiven? 38. The 
heaviest rain, and snow, and hail, and sleet, could boast of the advantage over 
him in only one respect. 39.1 am above the rest of mankind, in such a case as 
that. I can act with philosophy in such a case as that. 40. And so, from hour to 
hour, we ripe and ripe. And then, from hour to hour, we rot and rot. 

Plans of Seminars 

Seminar No I 
Style and stylistics 

1. The notion of stylistics as a branch of general linguistics. Types of 
stylistics and fields of investigation. The connection of stylistics with other 
branches of linguistics. 

2. The main stylistic notions: style, norm, form, text, context, speech, 
writing, expressive means, stylistic devices, image. 

3. Phonetic, morphological, lexical and syntactic expressive means of 
language. 

4. Phonetic, lexical and syntactic stylistic devices. 
5. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨɝɨ ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 7-26. 
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2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -Ɇ., 
1990. - ɋ. 7-24. 

3. Ʉɭɡɧɟɰ Ɇ. Ⱦ., ɋɤɪɟɛɧɟɜ ɘ. Ɇ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -Ʌ., 
1960.-ɋ. 3-9. 

4. Galperin I. R, Stylistics. - Moscow, 1981. -P. 9-35. 
5. Maltzev V. A. Essays on English stylistics. - Minsk, 1984. - P. 4—15. 

Seminar No 2 Functional 
styles of the English language 

1. General considerations. 
2. The style of official documents. 
3. The style of scientific prose. 
4. The newspaper style. 
5. The publicistic style. 
6. The belletristic style. 
7. Literary colloquial style and informal colloquial style. 
8. Special colloquial English. 
9. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨɝɨ ɹɡɵɤɚ. - Ʉ, 1991. - ɋ. 235-266. 

2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -Ɇ., 
1990.-ɋ. 243-288. 

3. Ʉɭɡɧɟɰ Ɇ. Ⱦ., ɋɤɪɟɛɧɟɜ ɘ. Ɇ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -Ʌ., 
I960.-ɋ. 118-139. 

4. Galperin I. R. Stylistics. - Moscow, 1981. - P. 249-318. 
5. Maltzev V. A. Essays on English stylistics. - Minsk, 1984. - P. 89-109. 

Seminar No 3 
Stylistic lexicology 

1. General considerations. 
2. Neutral words and common literary words. 
3. Special literary vocabulary: terms, poetic words, archaic words, bar-

barisms and foreignisms, neologisms. 
 

 

4. Common colloquial vocabulary. 
5. Special colloquial vocabulary: slang, jargonisms, professionalisms, dia-

lectal words, vulgar words. 
6. Set expressions. 
7. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨɝɨ ɹɡɵɤɚ. - Ʉ, 1991. - ɋ. 93-136. 

2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ɇ., 1990.-ɋ. 105-130. 

3. Ʉɭɡɧɟɰ Ɇ. Ⱦ., ɋɤɪɟɛɧɟɜ ɘ. Ɇ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ʌ., I960. - ɋ. 44-64. 

4. Galperin I. R. Stylistics. - Moscow, 1981. - P. 70-122. 
5. Maltzev V. A. Essays on English stylistics. - Minsk, 1984. -P. 60-70. 

Seminar No 4——  ̂
Morphological stylistics 

1. The notion of transposition of parts of speech. 
2. Transposition of nouns. 
3. Stylistic use of the articles. 
4. Transposition of pronouns. 
5. Transposition of adjectives. 
6. Transposition of verbs. 
7. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨɝɨ ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 70-92. 

2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ɇ., 1990.-ɋ. 139-159. 

3. Ʉɨɜɚɥɟɜ ȼ. ɉ. əɡɵɤɨɜɵɟ ɜɵɪɚɡɢɬɟɥɶɧɵɟ ɫɪɟɞɫɬɜɚ ɪɭɫɫɤɨɣ ɯɭɞɨ-
ɠɟɫɬɜɟɧɧɨɣ ɩɪɨɡɵ. - Ʉ., 1981. - ɋ. 128-146. 

4. Maltzev V. A. Essays on English stylistics. - Minsk, 1984. - P. 76-79. 
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Seminar No 5 Phonetic and graphic 
expressive means and stylistic devices 

1. General considerations. 
2. Instrumentation means: alliteration, assonance, onomatopoeia, tone. 
3. Versification means: rhyme, rhythm. 
4. Graphic means: punctuation, orthography, type, text segmentation. 
5. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨɝɨ ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 50-69. 

2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ɇ., 1990.-ɋ. 208-242. 

3. Ʉɭɡɧɟɰ Ɇ. Ⱦ., ɋɤɪɟɛɧɟɜ ɘ. Ɇ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ʌ., 1960.-ɋ. 95-117. 

4. Galperin I. R. Stylistics. - Moscow, 1981. -P. 123-135. 
5. Maltzev V. A. Essays on English Stylistics. -Minsk, 1984. - P. 47-49. 

Seminars No 6, 7 Lexico-semantic expressive means and 
stylistic devices: figures of substitution 

1. General considerations. 
2. Figures of quantity: 

 

- hyperbole; 
- meiosis (litotes). 

3. Figures of quality: 
- metonymy (synecdoche, periphrasis, euphemism); 
- metaphor (antonomasia, personification, allegory, epithet); 
- irony. 

4. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨɝɨ ɹɡɵɤɚ. - Ʉ.. 1991. - ɋ. 164-186. 

 

2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
ɦ>. 1990.-ɋ. 74-93. 

3. Ʉɭɡɧɟɰ Ɇ. Ⱦ., ɋɤɪɟɛɧɟɜ ɘ. Ɇ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ʌ., 1960. -ɋ. 13-27, 35-36, 38-41. 

4. Galperin I. R. Stylistics. - Moscow, 1981. - P. 139-148, 157-162, 
169-177,246-248. 

5. Kukharenko V. A. Seminars in style. - Moscow, 1991. - P. 24-26. 

Seminar No 8 
Lexico-semantic expressive means and stylistic devices: 

figures of combination 

1. General considerations. 
2. Figures of identity: 

 

- similie; 
- use of synonyms. 

3. Figures of contrast: 
- oxymoron; 
- antithesis. 

4. Figures of inequality: 
-climax; 
- anticlimax; 
- zeugma; 
- pun. 

5. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ 
ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 186-199. 

2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ɇ., 1990.-ɋ. 95-96, 130-131. 

3. Ʉɭɡɧɟɰ Ɇ. Ⱦ., ɋɤɪɟɛɧɟɜ ɘ. Ɇ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ʌ., I960. - ɋ. 11-13,28-29,33-35, 37-38. 

4. Galperin I. R. Stylistics. - Moscow, 1981. - P. 162-164, 167-169, 
219-225,148-153. 

5. Kukharenko V. A. Seminars in style. -Moscow, 1991. -P. 85-87,26-27. 
 

N8 89 



Seminars No 9,10 Stylistic syntax: syntactic 
expressive means and stylistic devices 

1. General considerations. 
2. Syntactic expressive means and stylistic devices of the English language: 

 

- based on reduction of the initial sentence model: ellipsis, aposiopesis, 
nominative sentences, asyndeton; 

- based on extension of the initial sentence model: repetition, enumera-
tion, tautology, polysyndeton, "it is (was) he, who...", the emphatic 
verb "to do", parenthetic sentences; 

- based on change of word-order: inversion, detachment; 
- based on interaction of syntactic structures in context: parallel con-

structions; 
- based on transposition of meaning and connection of constituent parts: 

rhetoric questions, parceling. 
3. Practical assignment. 

Literature recommended 

1. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨɝɨ ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 137-162. 

2. Ⱥɪɧɨɥɶɞ ɂ. ȼ. ɋɬɢɥɢɫɬɢɤɚ ɫɨɜɪɟɦɟɧɧɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ɇ., 1990.-ɋ. 160-198. 

3. Ʉɭɡɧɟɰ Ɇ. Ⱦ., ɋɤɪɟɛɧɟɜ ɘ. Ɇ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ. -
Ʌ., 1960.-ɋ. 66-94. 

4. Galperin I. R. Stylistics. - Moscow, 1981. - P. 191-246. 
5. Maltzev V. A. Essays on English Stylistics. - Minsk, 1984. - P. 79-89. 
6. Kukharenko V. A. Seminars in style. - Moscow, 1991. - P. 63-66. 

ADJECTIVES  
 

narrative didactic plain 
ritualistic succinct impersonal 
religious informal literary 
colloquial formal poetic 
technical dramatic traditional 

STATEMENT    

I'm telling you, you just wouldn't believe the crowds in Tesco this morning! 
Dearly beloved, we are gathered here today in the sight of God to join 
this couple. 
Cook in a hot oven for 20 minutes and serve immediately with rice or pasta. 
A poet could not but be gay in such jocund company. 
The tropical rainforests provide habitats for numerous species of cold 
blooded animals. 
James Black stared at his image in the cracked mirror, placed the gun to 
his head and fired. 

>  Context 

Decide if these statements about context are true or false. 

A dictionary gives the real meaning of a word. 

Language does not exist except in a social context. 
The road sign 'NO ENTRY' is striking because of its red background. 
Placing events outside their normal context can produce humorous effects. 
Context can only refer to time or place. 
Contextualising can help to clarify an item of communication. 

 

Practical Assignments for Seminars 

Seminar No 1 
Style and Stylistics 

>   Style 

Identify the style of each of the following statements. 
Choose two or more adjectives which describe the style. 

• 

>  Form 

Identify the form of each of the following texts. 

sugar 
butter 
shoe-polish 
vegetables 
GUARDIAN 
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• Mr and Mrs John Smith invite you to attend the wedding of their daugh-
ter Isobel to Bertrand Williams. 

• I am in love with my boss and I'm afraid I'm going to lose my job be-
cause it's obvious to all my colleagues that we are having an affair. Ƚɳ 
at my wits end and have no one to turn to. Please help. 

• Did our fathers and our fathers' fathers struggle and slave for this? Is 
this all we have to show for our life-long devotion to duty at the risk of 
life and limb? I leave you with a final plea to show your protest by putting 
your mark on the ballot paper where it belongs. 

• British Taxicom - good morning - my name's Shelley -how can I help you? 
• A bright start to the day today in most parts of the country. I'll start with 

the South East of the country where squally showers have already made 
driving hazardous and these conditions seem set to continue throughout 
the day. 

> Stylistic analysis 

Decide whether the following statements are true or false. 

• Stylistic analysis of literary and non-literary texts has an identical outcome. 
• Stylistic features are elements of the text which we admire. 
• Analysing fiction spoils the reader's pleasure. 
• Non-literary texts are easier to analyse than literary texts. 
• Stylistic analysis is a procedure by which we prove a hypothesis. 
• In stylistic analysis of non-literary texts, we look at phonology, grapholo-

gy, vocabulary, grammar, and semantics. 

> Standard English 

Decide if these statements about Standard English are true or false. 

• Standard English is an accent spoken by the upper classes. 
• Standard English was once a dialect. 
• For a language to be standardised, it must have a written form. 
• Standard English is so called because it is fixed and unchanging. 
• The term Standard English applies only to writing. 
• Standard English is the best form of the language, and we should all 

aspire to use it. 

>  Varieties 

In which sub-variety of spoken or written English do these belong? 

• Dear Mum, Hope you're OK. 
0 I swear by Almighty God to tell the truth, the whole truth, and nothing but 

the truth. 
• "Ahoy there!" 
• It is with extreme regret that I have to inform you of my resignation from 

the Party. 
• To be, or not to be; that is the question. 
• Mom had gotten us each a cookie from the store that morning. 

Assignment 1. Match the following notions with their features: /) 
style, 2) norm, 3) context, 4) expressive means, 5) stylistic devices, 6) 
image: 

a) phonetic, morphological, lexical, and syntactic units and forms which are 
used in speech to intensify the meaning of the utterance, to make it emphatic; 

b) a set of certain rules which in a certain epoch and in a certain society 
is considered to be most correct and standard for a definite functional style; 

c) a subsystem of the principles, extralinguistic circumstances, and the 
effect of the usage of phonetic, morphological, lexical, and syntactic language 
means of expressing human thoughts and emotions; 

d) reflection of reality in linguistic and extralinguistic contexts from the 
speaker's/ writer's point of view; 

e) phonetic, morphological, lexical and syntactic figures of speech formed 
on the basis of language units and forms; 

f) linguistic or situational encirclement of a language unit in which it finds 
itself in speech. 

Assignment 2. Attribute properly the object of studying to the 
following types of stylistics: 1) linguistic, 2) communicative, 3) coding, 
4) decoding, 5) literary, 6) contrastive: 

a) studies the individual style of the author; 
b) deals with the stylistic expressive means of a certain literary work or 

author, or literary trend; 
c) investigates the peculiarities of functional styles and expressive means 

of language; 
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d) deals with text interpretation which is based upon certain objective 
language codes; 

e) studies real texts and their communicative potential; 
f) investigates stylistic potentialities of two or more languages in comparison. 

Assignment 3. Point out subtypes for the following types of context: 
a) linguistic, b) stylistic, c) situational. 

Assignment 4. Match the types of linguistic context with their 
characteristics: 1) microcontext, 2) macrocontext, 3) megacontext, d) sty-
listic context: 

a) a context which contains unpredictable, untypical of a certain style 
language unit(s); 

b) a context of a chapter, a story, or the whole book; 
c) a context of a single utterance; 
d) a context of a paragraph in a text. 

Assignment 5. Decide what branch of linguistics stylistics is con-
nected with [ 1) phonetics, 2) lexicology, 3) grammar] when it studies: 

a) vocabulary, its development in language, expressiveness of semantic 
structure of words, semantic relations between words; 

b) stylistically coloured words, word combinations, sentences and texts; 
c) emotional expressiveness of sound repetition, stresses, articulation, 

intonation, rhyme, speech rhythm. 

Assignment 6. Explain how semantics of the compounds depend 
on their phonetics (pronunciation): 

1) overwork ('extra work', 'hard work inquiring one's health'); 
2) bookcase ('a paper cover for books', 'a piece of furniture with shelves 

for books'); 
3) mankind ('the human race', 'men' [contrasted with women]). 

Assignment 7. Analyse dependence of semantics on the gram-
matical meaning of plurality in the folowing vocabulary: 

still lifes Ɏ still lives; cloth basket Ɏ clothes basket; good train Ɏ goods 
train; saving bank Ɏ savings bank. 

94 

Assignment 8. Review the two verses and put forvard the argu-
ments which disclose the connection of stylistics with other branches 
0f linguistics: 

Dream Deferred 

What happened to a dream deferred? 
Does it dry up like a raisin in the sun? 
Or fester like a sore -And then ran? 
Does it stink like rotten meat? Or 
crust and sugar over -like a 
syrupy sweet? Maybe it just sags 
like a heavy load. Or does it 
explode? 

(Langston Hughes) 

The year 

A storm of white petals, Buds 
throwing open baby fists Into 
hands of broad flowers. 

Red roses running upward, 
Clambering to the clutches of life 
Soaked in crimson. 

Rabbles of tattered leaves 
Holding golden flimsy hopes 
Against the tramplings Into 
the pits and gullies. 

Hoarfrost and silence: 
Only the muffling 
Of winds dark and lonesome - 

Great lullabies to the long sleepers. 
(Carl Sandburg) 
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Assignment 9. Define the main stylistic notions (style, norm, form, 
text, context, speech, writing, expressive means, stylistic devices, image), 
reviewing the following passages: 

1) Still ran Dingo - Yellow-Dog Dingo - always hungry, grinning like a 
rat-trap, never getting nearer, never getting farther, - ran after Kangaroo. 

He had to! 
Still ran Kangaroo - Old Man Kangaroo. He ran through the ti-trees: he 

ran through the mulga; he ran through the long grass; he ran through the short 
grass; he ran through the Tropics of Capricorn and Cancer; he ran till his hind 
legs ached. 

He had to! 
Still ran Dingo - Yellow-Dog Dingo - hungrier and hungrier, grinning like 

a horse-collar, never getting nearer, never getting farther; and they came to 
the Wollgong River. 

Now, there wasn't any bridge, and there wasn't any ferry-boat, and 
Kangaroo didn't know how to get over; so he stood on his legs and hopped. 

He had to! 
(From R. Kipling's Just So Stories) 

2) Crabbed age and youth cannot live together: 
Youth is full of pleasure, age is full of care; 
Youth is like summer morn, age like winter weather; 
Youth like summer brave, age like winter bare. 
Youth is full of sport, age's breath is short; Youth is 
nimble, age is lame: Youth is hot and bold, age is 
weak and cold; Youth is wild, and age is tame. Age, 
1 do abhore thee, youth I adore thee; Oh! My Love, 
my Love is young. (W. Shakespeare) 

3) ɍɧɨɱɿ ɩɚɥɚɥɨ ɫɟɥɨ. Ɂ ɧɟɛɚ ɡɥɹɤɚɧɨ ɞɢɜɢɜɫɹ ɜɧɢɡ ɩɨɛɥɿɞɥɢɣ ɦɿɫɹɰɶ, 
ɿ, ɯɨɜɚɸɱɢɫɶ ɭ ɯɦɚɪɢ, ɬɿɤɚɜ, ɿ ɡ ɠɚɯɨɦ ɨɡɢɪɚɜɫɹ ɧɚɡɚɞ, ɧɚ ɩɨɥɭɦ'ɹ. Ⱦɟɪɟ 
ɜɚ ɯɢɬɚɥɢɫɶ ɿ, ɜɿɞ ɫɬɪɚɯɭ ɧɚʀɠɢɜɲɢ ɝɨɥɿ ɜɿɬɢ, ɧɿɛɢ ɫɢɥɤɭɜɚɥɢɫɶ ɜɬɟɤɬɢ; ɚ 
ɜɿɬɟɪ ɝɚɫɚɜ ɧɚɞ ɩɨɥɭɦ'ɹɦ, ɡɪɢɜɚɜ ɡ ɣɨɝɨ ɝɨɥɨɜɧɿ, ɲɩɭɪɥɹɜ ɧɢɦɢ ɜ ɫɭɫɿɞɧɿ 
ɯɚɬɢ, ɪɨɡɤɢɞɚɜ ɿ ɥɸɬɭɜɚɜ, ɫɜɚɜɿɥɶɧɨ ɿ ɛɟɡɩɚɪɞɨɧɧɨ. ɉɨɛɿɥɹ ɠ ɩɨɥɭɦ'ɹ 
ɛɿɝɚɥɢ, ɦɟɬɭɲɢɥɢɫɶ ɦɚɥɟɧɶɤɿ, ɛɟɡɫɢɥɿ ɥɸɞɢ, ɥɚɦɚɥɢ ɪɭɤɢ ɣ ɤɪɢɱɚɥɢ ɞɨ 
ɧɟɛɚ, ɞɨ ɦɿɫɹɰɹ, ɞɨ ɩɨɥɭɦ'ɹ. Ʉɪɢɱɚɥɢ ɞɨ Ȼɨɝɚ, ɞɨ ɱɨɪɬɚ, ɞɨ ɥɸɞɟɣ. ɉɨ- 

ɥɭɦ'ɹ ɠ ɪɨɫɥɨ, ɜɿɬɟɪ ɝɪɚɜɫɹ ɧɢɦ, ɦɿɫɹɰɶ ɡ ɠɚɯɨɦ ɬɿɤɚɜ ɫɟɪɟɞ ɯɦɚɪ, ɿ ɧɟ 
ɛɭɥɨ ɩɨɪɹɬɭɧɤɭ ɧɿ ɜɿɞ ɧɟɛɚ, ɧɿ ɜɿɞ ɱɨɪɬɚ, ɧɿ ɜɿɞ ɥɸɞɟɣ. 

(From V. Vynnychenko's Student) 

4) 3 ɠɭɪɛɨɸ ɪɚɞɿɫɬɶ ɨɛɧɹɥɚɫɶ... 
ȼ ɫɥɶɨɡɚɯ, ɹɤ ɜ ɠɟɦɱɭɝɚɯ, ɦɿɣ ɫɦɿɯ, І 
ɡ ɞɢɜɧɢɦ ɪɚɧɤɨɦ ɧɿɱ ɡɥɢɥɚɫɶ, І ɹɤ 
ɦɟɧɿ ɪɨɡɧɹɬɢ ʀɯ?! 

ȼ ɨɛɿɣɦɚɯ ɡ ɪɚɞɿɫɬɸ ɠɭɪɛɚ. 
Ɉɞɧɚ ɥɟɬɢɬɶ, ɞɪɭɝɚ ɫɩɢɧɹ... 
І ɣɞɟ ɦɿɠ ɧɢɦɢ ɛɨɪɨɬɶɛɚ, І 
ɞɭɠɱɢɣ ɯɬɨ - ɧɟ ɡɧɚɸ ɹ... 

(Alexander Oles') 

5) Governorship of Coventry Island. - H. M. S. Yellowjack, Command 
er Jaunders, has brought letters and papers from Coventry Island. H. E. Sir 
Thomas Liverseege had fallen a victim to the prevailing fever at Swamp- 
town. His loss is deeply felt in the flourishing colony. We hear that the Gover 
norship has been offered to Colonel Rawdon Crawley, ɋ. ȼ., a distinguished 
Waterloo officer. We need not only men of acknowledged bravery, but men 
of administrative talents to superintend the affairs of our colonies; and we 
have no doubt that the gentleman selected by the Colonial Office to fill the 
lamented vacancy which has occurred at Coventry Island is admirably calcu 
lated for the post which he is about to occupy. 

(From Vanity Fair by W. M. Thackeray) 

"ɉɨɫɚɞɚ ɝɭɛɟɪɧɚɬɨɪɚ ɧɚ ɨɫɬɪɨɜɿ Ʉɨɜɟɧɬɪɿ. 
ȼɿɣɫɶɤɨɜɢɣ ɤɨɪɚɛɟɥɶ "Єɥɥɨɭɞɠɟɤ" ɩɿɞ ɤɨɦɚɧɞɨɸ ɤɚɩɿɬɚɧɚ Ⱦɠɚɧɞɟɪɫɚ 

ɩɪɢɜɿɡ ɥɢɫɬɢ ɣ ɝɚɡɟɬɢ ɡ ɨɫɬɪɨɜɚ Ʉɨɜɟɧɬɪɿ. Ƀɨɝɨ ɜɟɥɶɦɨɠɧɿɫɬɶ ɫɟɪ Ɍɨɦɚɫ 
Ʌɿɜɟɪɫɿɞɠ ɫɬɚɜ ɠɟɪɬɜɨɸ ɦɚɥɹɪɿʀ, ɩɨɲɢɪɟɧɨʀ ɜ Ɇɨɱɚɪɬɚɭɧɿ. Ʉɜɿɬɭɱɚ ɤɨ-
ɥɨɧɿɹ ɫɭɦɭє ɡ ɩɪɢɜɨɞɭ ɰɿєʀ ɬɹɠɤɨʀ ɜɬɪɚɬɢ. Є ɱɭɬɤɚ, ɳɨ ɩɨɫɚɞɭ ɝɭɛɟɪɧɚ-
ɬɨɪɚ ɡɚɩɪɨɩɨɧɨɜɚɧɨ ɩɨɥɤɨɜɧɢɤɨɜɿ Ɋɨɞɨɧɭ Ʉɪɨɭɥɿ, ɤɚɜɚɥɟɪɨɜɿ ɨɪɞɟɧɚ Ʌɚɡɧɿ, 
ɨɮɿɰɟɪɨɜɿ, ɳɨ ɜɿɞɡɧɚɱɢɜɫɹ ɜ ɛɢɬɜɿ ɩɿɞ ȼɚɬɟɪɥɨɨ. Ⱦɥɹ ɤɟɪɭɜɚɧɧɹ ɧɚɲɢɦɢ 
ɤɨɥɨɧɿɹɦɢ ɧɚɦ ɩɨɬɪɿɛɧɿ ɥɸɞɢ, ɹɤɿ ɧɟ ɬɿɥɶɤɢ ɡɚɫɜɿɞɱɢɥɢ ɫɜɨɸ ɯɨɪɨɛɪɿɫɬɶ, 
ɚ ɣ ɦɚɸɬɶ ɯɢɫɬ ɚɞɦɿɧɿɫɬɪɚɬɨɪɚ, ɿ ɦɢ ɧɟ ɫɭɦɧɿɜɚєɦɨɫɹ, ɳɨ ɦɿɧɿɫɬɟɪɫɬɜɨ 
ɤɨɥɨɧɿɣ ɜɢɛɪɚɥɨ ɝɿɞɧɭ ɥɸɞɢɧɭ ɞɥɹ ɡɚɦɿɳɟɧɧɹ ɜɚɤɚɧɫɿʀ, ɹɤɚ ɡɜɿɥɶɧɢɥɚɫɹ 
ɜɧɚɫɥɿɞɨɤ ɫɭɦɧɨʀ ɩɨɞɿʀ ɧɚ ɨɫɬɪɨɜɿ Ʉɨɜɟɧɬɪɿ." 

(Translated by Olga Senyuk) 
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Assignment 10. Group the following expressive means into five 
columns according to their type: 1) phonetic, 2) morphological, 3) lex-
ical, 4) syntactic, 5) graphic: 

whispering; text segmentation; synonyms; vocabulary of non-neutral func-
tional and etymological layers (poetic, archaic words, vulgarisms, etc.); or-
thography; pitch; emphatic constructions (with inverted word order, when the 
rheme of the utterance precedes the theme of it; when the auxiliary verb 
"do" is used emphatically; emphatic confirmation; a subordinate clause with 
the emphatic subject "//"); punctuation; demonstrative pronouns used em-
phatically; homonyms; ellipsis; melody; interjections; pausation; type; trans-
positions in grammatical categories/forms; singing; expressive affixes; one-
member sentence; descriptive attributes; stress. 

Assignment 11. Group the following stylistic devices into three 
columns according to their type: 1) phonetic, 2) lexical (lexico-seman~ 
tic), 3) syntactic: 

repetition; simile; personification; antithesis; polysyndeton; oxymoron; 
stylistic inversion; metaphor; parallel constructions; periphrasis; rhetorical 
question; synecdoche; allegory; gradation; onomatopoeia; euphemism; par-
celing; metonymy; alliteration; hyperbole; enumeration; meiosis; aposiopesis; 
epithet; detachment; irony; assonance; zeugma; antonomasia; rhyme; litotes; 
rhythm; pun. 

Seminar No 2 Functional Styles of 
The English Language 

Assignment 1. Define functional style features of the following 
passages: 

1) Satellite communication systems, like other wireless communication 
systems, convey information using electromagnetic waves. Since radio was 
the first practical application of wireless technology, we may refer to them as 
radio waves. 

2) 'Never you mind what they say, dear', said Mrs. Hodges.'I've 'ad to 
go through it same as you 'ave. They don't know any better, poor things. You 
take my word for it, they'll like you all right if you 'old your own same as I 
'ave'. (W. S. Maugham) 

3) 
INCIDENTALLY  

Last Tuesday, ten Melitopol machine building plants employing 22,000 
v/orkers came to a standstill. The enterprises are lacking the funds required 
to pay for 50% of electricity consumed according to the latest government's 
decision. This will entail an automatic suspension of allocations into the state 
budget and a further increase in arrears of wages and salaries. The Board of 
Melitopol Directors sent a telegram to the President and the Cabinet asking 
the government to suspend the decision and keep the payment procedure un-
changed for a three months period, The Day's Victor Puzhaichereda reports. 

4) The Petrivka book market: 
Alive & Kicking  
Text: Tetiana Honcharova 
For several years there have been persistent rumours that Kyiv's 

most popular makeshift book market Petrivka is nearing its end. But it 
is alive and shows no signs of deterioration, although rumours persist. People 
were especially worried after the so-called Book Square opened on Plosh-cha 
Slavy [Victory Sq.]. Petrivka enemies were rubbing their hands in antic-
ipation, but their expectations were not to be rewarded. Petrivka staggered 
under the blow but survived. 

After all, what better place is there for the local book, video and CD 
lovers? Petrivka offers a stunning assortment and the prices are more or less 
affordable. [...] 

5) CONTRACT № ... 
Horlivka July 17, ... 

Parties to this Contract are: 
Horlivka open-type Stockholding Company "CONCERN STIROL" here-

inafter referred to as the "Seller" represented by Mr Rachinsky acting on 
the basis of the Statute from one part, the firm "S. E. R. C. L." hereinafter 
referred to as the "Buyer" represented by its President Mr Roland Hytter-
haegen acting on the basis of the Statute from the other part, concluded the 
present contract on the following: [...] 

6) Wrist watch music power. 
Panasonic's Ewear music machine is so small you can wear it like 

a watch. 
Despite its size it provides 2 hours of your music from a 64mb SD mem- 
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ɨɝɭ card that is no bigger that a postage stamp. For the fashion conscious lady 
you can even wear it as a pendant round your neck. Apparently it unfortu-
nately does not also tell the time so you still have to wear your watch on the 
other wrist. 

This would be an interesting idea for your mobile as well because in the 
heat of summer when clothing is sparse it would be most convenient to wear 
your phone on your wrist. 

7) The City of Dreadful Night rises from its bed and turns its face to 
wards the dawning day. With return of life comes return of sound. [... J What 
is it? Something borne on men's shoulders comes by in the half-light, and I 
stand back. A woman's corpse going down to the burning-ghat, and a by 
stander says, "She died at midnight from the heat." So the city was of Death 
as well as Night, after all. 

(Rudyard Kipling, The City of Dreadful Night) 

8) Dear Ladies and Gentlemen, 
I am pleased to welcome you to the 2001 UMC Annual Report on behalf 

of the UMC Board of Directors. 
2001 was an extremely successful year for UMC and its Subscribers... 
A number of important technologies were introduced... 
Importantly, UMC moved closer to the Customer... 
The financial results... 
On behalf of the UMC Board of Directors, I would like to thank all 

UMC employees, business partners and most importantly our Subscribers, 
for a record result in 2001. 

Gemot Taufmann 
Chairman of the Board 

Assignment 2. Pay attention to the peculiarities of translation of 
the above cited functional style patterns: 

1) ɋɢɫɬɟɦɢ ɫɭɩɭɬɧɢɤɨɜɨɝɨ ɡɜ'ɹɡɤɭ, ɹɤ ɿ ɿɧɲɿ ɫɢɫɬɟɦɢ ɛɟɡɤɚɛɟɥɶɧɨɝɨ 
ɡɜ'ɹɡɤɭ, ɩɟɪɟɞɚɸɬɶ ɿɧɮɨɪɦɚɰɿɸ ɡɚ ɞɨɩɨɦɨɝɨɸ ɟɥɟɤɬɪɨɦɚɝɧɿɬɧɢɯ ɯɜɢɥɶ. 
Ɉɫɤɿɥɶɤɢ ɪɚɞɿɨ ɛɭɥɨ ɩɟɪɲɢɦ ɩɪɚɤɬɢɱɧɢɦ ɡɚɫɬɨɫɭɜɚɧɧɹɦ ɛɟɡɤɚɛɟɥɶɧɨʀ 
ɬɟɯɧɨɥɨɝɿʀ, ɦɢ ɦɨɠɟɦɨ ʀɯ ɧɚɡɜɚɬɢ ɪɚɞɿɨɯɜɢɥɹɦɢ. 

2) "ɇɟ ɡɜɟɪɬɚɣɬɟ ɧɚ ɧɢɯ ɭɜɚɝɭ, ɝɨɥɭɛɨɧɶɤɨ, - ɤɚɡɚɥɚ ɦɿɫɿɫ ɏɨɞɠɟɫ. -
ə ɬɚɤɨɠ ɫɩɨɱɚɬɤɭ ɧɚɬɟɪɩɿɥɚɫɹ ɜɿɞ ɧɢɯ. Ȼɿɞɧɟɧɶɤɿ, ɬɚɤɟ ɜɠɟ ɜ ɧɢɯ ɜɢɯɨɜɚɧɧɹ. 
Ȼɭɞɶɬɟ ɫɩɨɤɿɣɧɿ, ɜɢ ɡ ɧɢɦɢ ɡɧɚɣɞɟɬɟ ɫɩɿɥɶɧɭ ɦɨɜɭ. Ʌɢɲɟ ɧɟ ɞɚɜɚɣɬɟ ɫɟɛɟ 
ɫɤɪɢɜɞɢɬɢ, ɛɟɪɿɬɶ ɩɪɢɤɥɚɞ ɡ ɦɟɧɟ." 

3) ɆІɀ ІɇɒɂɆ 
ɍ ɦɢɧɭɥɢɣ ɜɿɜɬɨɪɨɤ ɞɟɫɹɬɶ ɦɚɲɢɧɨɛɭɞɿɜɧɢɯ ɡɚɜɨɞɿɜ ɧɚ 22 000 ɪɨ-

ɛɨɱɢɯ ɦɿɫɰɶ ɩɪɢɩɢɧɢɥɢ ɪɨɛɨɬɭ. ɍ ɰɢɯ ɩɿɞɩɪɢєɦɫɬɜ ɧɟɦɚє ɤɨɲɬɿɜ ɞɥɹ ɨɩɥɚɬɢ 
ɡɚ ɨɫɬɚɧɧɿɦ ɪɿɲɟɧɧɹɦ ɭɪɹɞɭ 50% ɜɚɪɬɨɫɬɿ ɫɩɨɠɢɬɨʀ ɟɥɟɤɬɪɨɟɧɟɪɝɿʀ. Ɍɚɤɿ 
ɨɛɫɬɚɜɢɧɢ ɫɩɪɢɱɢɧɹɬɶ ɚɜɬɨɦɚɬɢɱɧɟ ɩɪɢɩɢɧɟɧɧɹ ɜɢɩɥɚɬɢ ɩɨɞɚɬɤɨɜɨʀ 
ɱɚɫɬɤɢ ɭ ɞɟɪɠɚɜɧɢɣ ɛɸɞɠɟɬ ɿ ɡɪɿɫɬ ɡɚɛɨɪɝɨɜɚɧɨɫɬɿ ɭ ɡɚɪɨɛɿɬɧɿɣ ɩɥɚɬɿ 
ɪɨɛɿɬɧɢɤɚɦ ɿ ɫɥɭɠɛɨɜɰɹɦ. ɉɪɚɜɥɿɧɧɹ ɩɿɞɩɪɢєɦɫɬɜ Ɇɟɥɿɬɨɩɨɥɹ ɧɚɞɿɫɥɚɥɨ 
ɬɟɥɟɝɪɚɦɭ ɉɪɟɡɢɞɟɧɬɭ ɿ Ʉɚɛɿɧɟɬɭ Ɇɿɧɿɫɬɪɿɜ ɡ ɩɪɨɯɚɧɧɹɦ ɞɨ ɭɪɹɞɭ 
ɜɿɞɤɥɚɫɬɢ ɜɢɤɨɧɚɧɧɹ ɩɨɫɬɚɧɨɜɢ ɿ ɡɚɥɢɲɢɬɢ ɛɟɡ ɡɦɿɧ ɩɪɨɰɟɞɭɪɭ ɨɩɥɚɬɢ ɧɚ 
ɬɪɢ ɦɿɫɹɰɿ, ɩɨɜɿɞɨɦɥɹє ɤɨɪɟɫɩɨɧɞɟɧɬ ɝɚɡɟɬɢ "Ⱦɟɧɶ"ȼɿɤɬɨɪ ɉɭɠɚɣɱɟɪɟɞɚ. 

4) "ɉЕɌɊІВɄА" ɇЕ ɉɈɆɊЕ 
Ɍɟɤɫɬ: Ɍɟɬɹɧɚ Ƚɨɧɱɚɪɨɜɚ 
Щɨ ɬɚɦ ɧɟ ɤɚɠɿɬь, ɚ ɤɢʀɜɫьɤɚ "ɉɟɬɪɿɜɤɚ" - ɤɧɢɠɤɨɜɢɣ ɪɢɧɨɤ 

- ɜɦɢɪɚɬɢ ɧɟ ɡɛɢɪɚєɬьɫя. ɏɨɱ ɱɭɬɤɢ ɩɪɨ ʀʀ ɫɦɟɪɬɶ ɯɨɞɢɥɢ ɳɟ ɤɿɥɶɤɚ 
ɪɨɤɿɜ ɬɨɦɭ, ɬɚ ɣ ɞɨɫɿ ɯɨɞɹɬɶ. Ɉɫɨɛɥɢɜɨ ɞɨɜɟɥɨɫɹ ɩɨɯɜɢɥɸɜɚɬɢɫɹ, ɤɨɥɢ ɧɚ 
ɉɟɱɟɪɫɶɤɭ, ɛɿɥɹ ɩɥɨɳɿ ɋɥɚɜɢ, ɜɿɞɤɪɢɜɫɹ "Ʉɧɢɠɤɨɜɢɣ ɤɜɚɞɪɚɬ". ȼɨɪɨɝɢ 
"ɉɟɬɪɿɜɤɢ" ɜɠɟ ɩɨɬɢɪɚɥɢ ɪɭɤɢ. Ⱥɥɟ ɧɿ, ɜɢɫɬɨɹɥɚ, ɪɿɞɧɚ, ɬɿɥɶɤɢ ɬɪɨɯɢ 
ɩɨɯɢɬɧɭɥɚɫɹ. 

Ɍɚ ɣ ɤɭɞɢ ɳɟ ɩɨɞɚɬɢɫɹ ɧɚɲɢɦ ɤɧɢɝɨɦɚɧɚɦ, ɜɿɞɟɨɦɚɧɚɦ ɿ ɤɨɦɩ'ɸ-
ɬɟɪɧɢɦ ɦɚɧɚɦ, ɹɤ ɧɟ ɧɚ ɪɢɧɨɤ, ɞɟ є ɜɟɥɢɱɟɡɧɢɣ ɜɢɛɿɪ ɿ ɧɟ ɧɚɞɬɨ "ɤɭɫɸɱɿ" 
ɰɿɧɢ?Д...Ж 

5) ɄɈɇɌɊАɄɌ №... 
ɦ. Ƚɨɪɥɿɜɤɚ 17 ɥɢɩɧɹ ... 

ɋɬɨɪɨɧɢ: 
Ƚɨɪɥɿɜɫɶɤɟ ɜɿɞɤɪɢɬɟ ɚɤɰɿɨɧɟɪɧɟ ɬɨɜɚɪɢɫɬɜɨ "Ʉɨɧɰɟɪɧ ɋɬɿɪɨɥ", ɧɚɞɚɥɿ 

"ɉɪɨɞɚɜɟɰɶ", ɭ ɨɫɨɛɿ ɞɢɪɟɤɬɨɪɚ Ɍɨɪɝɨɜɨɝɨ Ⱦɨɦɭ "ɋɬɿɪɨɥ" ɩɚɧɚ Ɋɚɱɿɧɫɶ-
ɤɨɝɨ 1.3. ɞɿɸɱɨɝɨ ɜɿɞɩɨɜɿɞɧɨ ɞɨ ɋɬɚɬɭɬɭ, ɡ ɨɞɧɨɝɨ ɛɨɤɭ, ɮɿɪɦɚ S. ȿ. R. ɋ L., 
ɧɚɞɚɥɿ "ɉɨɤɭɩɟɰɶ", ɭ ɨɫɨɛɿ ɩɪɟɡɢɞɟɧɬɚ ɩɚɧɚ Ɋɨɥɚɧɞɚ Іɬɟɪɚɝɟɧɚ ɞɿɸɱɨɝɨ 
ɜɿɞɩɨɜɿɞɧɨ ɞɨ ɋɬɚɬɭɬɭ, ɡ ɿɧɲɨɝɨ ɛɨɤɭ, ɭɤɥɚɥɢ ɰɟɣ Ʉɨɧɬɪɚɤɬ ɩɪɨ ɧɚɫɬɭɩ-
ɧɟ:Д...Ж 

6) ɉɥɟєɪ - ɹɤ ɧɚɪɭɱɧɢɣ ɝɨɞɢɧɧɢɤ. 
Ʉɨɦɩɚɧɿя Panasonic ɜɢɩɭɫɬɢɥɚ ɦɨɞɟɥь ɩɥɟєɪɚ ewear. Ƀɨɝɨ 

ɦɨɠɧɚ ɧɨɫɢɬɢ яɤ ɝɨɞɢɧɧɢɤ. 
ɇɟɡɜɚɠɚɸɱɢ ɧɚ ɪɨɡɦɿɪ, ɦɨɞɟɥɶ ɦɨɠɟ ɩɪɨɝɪɚɜɚɬɢ ɞɨ 2 ɝɨɞɢɧ ɜɚɲɨʀ 

ɍɥɸɛɥɟɧɨʀ ɦɭɡɢɤɢ ɡ 64 ɦɟɝɚɛɚɣɬɧɨʀ SD ɤɚɪɬɤɢ ɡɚɜɛɿɥɶɲɤɢ ɡ ɩɨɲɬɨɜɭ 
ɦɚɪɤɭ. Ɇɨɞɧɢɰɿ, ɦɚɛɭɬɶ, ɧɨɫɢɬɢɦɭɬɶ ɩɥɟєɪ ɹɤ ɤɭɥɨɧ ɧɚ ɲɢʀ. ɇɚ ɠɚɥɶ, ɜɿɧ 
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ɧɟ ɩɨɤɚɡɭє ɱɚɫ, ɿ ɬɨɦɭ ɜɚɦ ɞɨɜɟɞɟɬɶɫɹ ɨɞɹɝɚɬɢ ɝɨɞɢɧɧɢɤ ɧɚ ɿɧɲɭ ɪɭɤɭ. 
ɐɟ ɛɭɥɨ ɛ ɧɟɩɨɝɚɧɨɸ ɿɞɟєɸ ɿ ɞɥɹ ɦɨɛɿɥɶɧɨɝɨ ɬɟɥɟɮɨɧɭ, ɨɫɤɿɥɶɤɢ ɜɥɿɬɤɭ 
ɨɞɹɝɭ ɫɬɚє ɡɧɚɱɧɨ ɦɟɧɲɟ, ɜɢɧɢɤɚє ɩɪɨɛɥɟɦɚ, ɤɭɞɢ ɩɨɤɥɚɫɬɢ ɦɨɛɿɥɶɧɢɤ. 
Ɂɞɚєɬɶɫɹ, ɧɚ ɪɭɰɿ ɞɥɹ ɧɶɨɝɨ ɧɚɣɤɪɚɳɟ ɦɿɫɰɟ. 

7) Ɇɿɫɬɨ ɋɬɪɚɲɧɨʀ ɇɨɱɿ, ɹɤ ɨɞɧɚ ɞɭɲɚ, ɩɿɞɜɨɞɢɬɶɫɹ ɡɿ ɫɜɨɝɨ ɥɨɠɚ 
ɬɚ ɡɜɟɪɬɚє ɨɛɥɢɱɱɹ ɞɨ ɩɪɢɣɞɟɲɧɶɨɝɨ ɞɧɹ. Ɋɚɡɨɦ ɿɡ ɠɢɬɬɹɦ ɞɨ ɦɿɫɬɚ 
ɩɨɜɟɪɬɚɸɬɶɫɹ ɿ ɡɜɭɤɢ. [...] ɓɨ ɰɟ? ȼ ɪɚɧɤɨɜɿɣ ɩɿɜɫɭɬɿɧɿ ɤɿɥɶɤɚ ɱɨɥɨɜɿɤɿɜ 
ɳɨɫɶ ɧɟɫɭɬɶ ɧɚ ɩɥɟɱɚɯ, ɿ ɹ ɜɿɞɫɬɭɩɚɸ ʀɦ ɡ ɞɨɪɨɝɢ. Ɍɨ ɧɟɫɭɬɶ ɫɩɚɥɸɜɚɬɢ 
ɦɟɪɬɜɭ ɠɿɧɤɭ, ɿ ɯɬɨɫɶ ɩɨɪɭɱ ɦɟɧɟ ɤɚɠɟ: 

- ȼɦɟɪɥɚ ɨɩɿɜɧɨɱɿ ɜɿɞ ɫɩɟɤɢ. 
Ɉɬɠɟ, ɰɟ ɧɟ ɬɿɥɶɤɢ ɦɿɫɬɨ ɇɨɱɿ, ɚ ɣ ɦɿɫɬɨ ɋɦɟɪɬɿ. 

8) ɒɚɧɨɜɧɿ ɉɚɧɿ ɬɚ ɉɚɧɨɜɟ! 
Ɇɟɧɿ ɞɭɠɟ ɩɪɢєɦɧɨ ɜɿɬɚɬɢ ȼɚɫ ɧɚ Ɋɿɱɧɨɦɭ ɡɜɿɬɿ UMC ɡɚ 2001 ɪɿɤ ɜɿɞ 

ɿɦɟɧɿ ɉɪɚɜɥɿɧɧɹ UMC. 
2001 ɪɿɤ ɛɭɜ ɧɚɞɡɜɢɱɚɣɧɨ ɜɞɚɥɢɦ ɞɥɹ UMC ɬɚ ɚɛɨɧɟɧɬɿɜ ɤɨɦɩɚɧɿʀ... 
Ȼɭɥɨ ɡɚɩɪɨɜɚɞɠɟɧɨ ɞɟɤɿɥɶɤɚ ɧɨɜɢɯ ɬɟɯɧɨɥɨɝɿɣ... 
ȼɚɠɥɢɜɨ, ɳɨ ɤɨɦɩɚɧɿɹ UMC ɧɚɛɥɢɡɢɥɚɫɹ ɞɨ ɤɥɿєɧɬɿɜ... 
Ɏɿɧɚɧɫɨɜɿ ɪɟɡɭɥɶɬɚɬɢ... 
ȼɿɞ ɿɦɟɧɿ ɉɪɚɜɥɿɧɧɹ UMC ɹ ɯɨɬɿɜ ɛɢ ɩɨɞɹɤɭɜɚɬɢ ɭɫɿɦ ɩɪɚɰɿɜɧɢɤɚɦ 

UMC, ɞɿɥɨɜɢɦ ɩɚɪɬɧɟɪɚɦ, ɚ ɧɚɣɛɿɥɶɲɟ - ɧɚɲɢɦ ɚɛɨɧɟɧɬɚɦ - ɡɚ ɪɟɤɨɪɞɧɿ 
ɪɟɡɭɥɶɬɚɬɢ 2001 ɪɨɤɭ. 

Ƚɟɪɧɨɬ Ɍɚɭɮɦɚɧɧ 
Ƚɨɥɨɜɚ ɉɪɚɜɥɿɧɧɹ 

Seminar No Ɂ 
Stylistic Lexicology 

>   Vocabulary 

Describe the type of vocabulary used in the following statements. 

• At the seminar the professor will outline the assessment criteria and then 
give his paper. 

• I will lift up mine eyes unto the hills from whence commeth my help. 
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• Youth's trauma in blazing inferno. Heartbroken mother makes agonised plea. 
• John Brown, Maple Leaf Cottage, Greenholme, Essex. 
• What matters in life is honesty, trust, courage, and thrift. All these lead to 

happiness. 
• This is a classic Burgundy, vintage 1989, with lots of finish. 

>  Synonyms 

Which of the following pairs are close synonyms? 
• fabulous - fantastic 
• dramatic - theatrical 
• heavenly - celestial 
• strength - power 
• reverence - respect 
• nervous - anxious 

>  Slang 

V Pick out any slang terms in these statements. 

• "He's won the lottery and got loads of dosh," 
• "Give me lots of spuds with my dinner." 
• "Put the kettle on, and we'll have a cup of Rosy Lee." 
• "He squealed to the cops, and that put a spanner in the works." 
• "The tea-leaves scarpered with all the moolah." 
• "She's got big blue eyes and a nice pair of pins." 

Assignment 1. Define the stylistic value of each of the following 
words: 1) neutral; 2) common literary; 3) common colloquial; 4) special 
literary (specify); 5) special colloquial (specify): 

1. leave, abandon, kick; 
2. send packing, expel, give the axe, discharge; 
3. free, dismiss, liberate, release; 
4. associate, comrade, friend, buddy, china; 
5. aerial, antenna, rabbit ears; 
6. lodgings, accomodation, flat, digs; 
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7. phoneyness/phomness, hypocrisy; 
8. conversation, chat, intercourse; 
9. disposition, mood, spirit, guts, shade; 
10. bad temper, depression, dumps, bate; 
11. primate, monkey; 
12. spring, prime; 
13. quick, alive, quickie; 
14. believe, accept, buy; 
15. perjurer, story-teller, liar; 
16. wits, comprehension, understanding, brains, smarts; 
17. inform, acquaint, let know, put (someone) in the picture 
18. alluring, beautiful, drop-dead; 
19. show up, materialize, come, appear; 
20. physician, doc, doctor; 
21. daddy, father, parent; 
22. intelligent, clever, smart, highbrow, brainy; 
23. welkin, sky, azure, empyrean; 
24. misappropriate, defalcate, steal, pocket, cabbage; 
25. eve/ even, eventide, twilight, evening; 
26. eatables, eats, nourishment, food; 
27. get, arrest, collar; 
28. eclipse, darkening; 
29. dayspring, dawn, morning; 
30. Homo sapiens, humanity, people, flesh; 
31. start, commence, begin; 
32. die, kick the bucket, pass away, decease; 
33. be crazy about, like; 
34. infant, descendant, kid, child; 
35. nipper, crook, thief; 
36. continue, proceed, go on; 
37. catty, malicious; 
38. mischief, misconduct, acting up, monkey business; 
39. villain, culprit, criminal; 
40. money, currency, needful, dough, dibs; 
41. ɜɟɞɦɿɞɶ, ɤɥɢɲɨɧɨɝɢɣ, ɛɭɪɦɢɥɨ, ɦɟɞɜɿɞɶ, ɜɭɣɤɨ; 
42. ɡɚɩɨɜɿɬ, ɞɭɯɿɜɧɢɰɹ, ɬɟɫɬɚɦɟɧɬ, ɡɚɜɿɬ; 
43. ɚɩɬɟɤɚɪ, ɪɟɰɟɩɬɚɪ, ɮɚɪɦɚɰɟɜɬ, ɩɪɨɜɿɡɨɪ; 
44. ɤɥɨɭɧ, ɤɨɦɟɞɿɚɧɬ, ɲɬɭɤɚɪ, ɩɚɹɰ; 

 

45. ɞɟɬɟɤɬɢɜ, ɧɢɲɩɨɪɤɚ, ɫɢɳɢɤ, ɮɿɥɟɪ, ɫɥɿɞɟɰɶ; 
46. ɝɪɭɧɬ, ɡɟɦɥɹ, ɩɟɪɫɬɶ; 
47. ɥɢɫɬɭɜɚɧɧɹ, ɤɨɪɟɫɩɨɧɞɟɧɰɿɹ, ɩɟɪɟɩɢɫɤɚ; 
48. ɚɞɜɨɤɚɬ, ɡɚɯɢɫɧɢɤ, ɨɛɨɪɨɧɟɰɶ, ɪɟɱɧɢɤ; 
49. ɪɨɡɭɦ, ɿɧɬɟɥɟɤɬ, ɝɥɭɡɞ, ɬɹɦɚ, ɡɚɫɬɚɧɨɜɚ, ɤɥɟɩɤɚ; 
50. ɩɪɨɜɚɥ, ɩɪɨɝɚɪ, ɮɿɚɫɤɨ. 

Assignment 2. Point out a neutral and a special literary word (med-
ical term). Exchange them in their places and make adjustments for 
the second remark to sound logical then as well: 

"Is the doctor treating her for nervousness?" - "Oh, dear, no. She's rich 
enough to have psychoneurosis." 

Assignment 3. Determine the stylistic features of the following 
sentences and paraphrase special vocabulary into neutral: 

1. Overtime emoluments are not available for employees who are not 
resident. 

2. He had a buddy from Brooklyn. Sort of a brainy guy who, however, 
was just crazy about shooting madman stuff. Yeah, a show-offy-looking fella. 

3. - It will cost ya a hundred bucks to buy that pitcher. 
- Anyways, I gonna. I was not kidding when I toleja I'm pretty 

loaded t'day. 
4. He made out like as if he didn't even hear they gonna give him the axe 

at the institute. 
5.1 have our brochure here setting out our services. Were you thinking 

of interment or incineration of the deceased? 
6. Haply some hoary-headed swain may say, 

Oft have we seen him at the deep of dawn ...(Gray) 
1. Tell me, thou star, whose wings of light speed thee in thy fiery flight... 

(Shelley) 

Assignment 4. Match the words with the Cockney slang equiva-
lents: 
 

1) north and south a) head 
2) tit for tat b) teeth 
3) rosie lee c) mouth 
4) loaf of bread d) suite 
5) dicky dirt e) wife 
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6)   mince pies f) boots 
7)   whisle and hute g) eyes 
8)   plates of meat h) shirt 
9)   hampstead heath i) feet 
10) trouble and strife j)tea 
11) daisy roots k)hat 

Assignment 5. Point out semantic principles of: /) phraseological 
fusions; 2) praseological unities; 3) phraseological combinations: 

a) the emotional quality is based upon the image created by the whole; 
b) they are not only motivated but contain one component used in its 

direct meaning while the other is used figuratively; 
c) represent the highest stage of blending together. 

Assignment 6. Group the following set expressions according to 
the semantic variants they represent in themselves: /) phraseological 
fusions; 2) praseological unities; 3) phraseological combinations: 

to meet the requirements, to take something for granted, to lose one's 
heart to someone, to be the last straw, at sixes and sevens, to have a bite, to 
stick to one's word, neck and crop, to stick to one's guns, tit for tat, to know 
the way the wind is blowing, bosom friends, to make a mistake, in a nutshell, 
to talk shop, to fall between two stools, to turn the scale(s), a black sheep. 

Assignment 7. Choose the sentence that shows the meaning of the 
idiom in italics:  

1. That was a slap in the face. 
a) Someone hit me in the face. 
b) Someone insulted me. 
c) Someone complimented me. 

2. John is wet behind the ears. 
a) He didn't dry his ears. 
b) He doesn't have much experience. 
c) He hears well. 

3. They don't see eye to eye. 
a) They never look at each other. 
b) They always wear dark sunglasses. 
c) They don't agree with each other. 
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4. That car is on its last legs. 
a) It only has one tire. 
b) It needs a paint job. 
c) It is about to break down completely. 

Assignment 8. Group the set expressions according to their con-
notation: a) positive; b) negative: 

to wash one's dirty linen in the public, to keep in the pin, to take leave of 
one's senses, to kick the bucket, to look like a thousand dollars, to call names, 
to lend a helping hand, to flog a dead horse, to miss the boat, to pull the wool 
over someone's eyes, leaves without figs, to bring home the bacon, a wet 
night, to bury the tomahawk, the iron in one's soul, alive and kicking. 

Assignment 9. Explain the meaning of the following set expres-
sions and choose two synonyms for each of them from those men-
tioned below: 

a) to eat the fat of the land; b) to fish in the air; c) to come off cheap: 
to seek a hare in a hen's nest, to roll in luxury, to sow the sand, to get off 

with a whole skin, to live in a bed of roses, to get unscathed out of the battle. 

Assignment 10. Indicate each set expression as belonging to one of 
the following kinds according to the sphere of usage: 1) legalism; 2) 
commercialism; 3) theatricalism; 4) military term; 5) naval term; 6) 
parliamentarism; 7) hunters' term: 

a) to draw the badger; b) to make an affidavit; c) to block the bill; d) to 
come out of action; e) to be all adrift; f) short bill; g) full house. 

Assignment 11. Indicate each set expression as belonging to one of 
the following kinds according to the vocabulary layer: 1) archaism; 2) 
poeticism; 3) barbarism; 4) bookish expression; 5) colloquialism; 6) 
jargonism: 

a) proud sea; b) Achilles heel; c) ask me another; d) a la mode; e) mon-
key's allowance; f) at adventure. 

Assignment 12. Group separately phraseological units contain-Ing: 
a) metaphor; b) metonymy: 

the weaker vessel - ɠɿɧɤɚ; all ears - ɞɭɠɟ ɭɜɚɠɧɢɣ; an old hand -
Ⱦɨɫɜɿɞɱɟɧɚ ɥɸɞɢɧɚ; old fox - ɫɬɚɪɚ ɥɢɫɢɰɹ, ɯɢɬɪɭɧ; blue bonnet - 
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ɲɨɬɥɚɧɞɟɰɶ; to count noses - ɥɿɱɢɬɢ ɝɨɥɨɫɢ; queer fish - ɞɢɜɚɤ; slow coach 
-ɬɭɩɭɜɚɬɢɣ, ɜɿɞɫɬɚɥɢɣ. 

Assignment 13. Point out of the following: 1) cliches; 2) proverbs; 
3) sayings; 4) epigrams/ aphorisms; 5) quotations; 6) allusions: 

a) Give every man thy ear, but few thy voice; When people agree with 
me I always feel that I must be wrong; b) No little Grandgrind had ever 
associated a cow in a field with that famous cow with the crumpled horn that 
tossed the dog that worried the cat that killed the rat that ate the malt...; It is 
difficult to answer to be or not to be; c) the irony of fate; swan song; d) This 
scholar treats style as "socially cognized and functionally conditioned inter-
nally united totality..."; The government "has a lot of life in it as a single-
party ruling regime," adds the diplomat; e) A drowning man will clutch at a 
straw; Two many cooks spoil the broth; f) as pleased as Punch; tit for tat. 

Assignment 14. Indicate the type of decomposition of phraseo-
logical units: 1) shortening; 2) expansion; 3) insertion; 4) substitution; 5) 
word order change; 6) contextual change; 7) complex change: 

a) It's time to make political hay. b) The crow is not so bad a bird after 
all. It never shows the white feather and never complains without caws, c) 
'The police say that you and your wife had some words." - "I had some, but 
I didn't get a chance to use them." d) I prefer a bird in the hand, e) Deep runs 
smooth water, f) He is murdering time, g) Little Jon had been born with a 
silver spoon in his mouth, which was rather curly and large. 

Supplement Assignment. 1. Point out set expressions, define their 
types and illustrate kinds of decomposition. 2. Analyse all expressive 
means and stylistic devices which are used in the utterances. Com-
ment on their stylistic functions and translation variants: 

1. The dirty floor had evidently been as long a stranger to the scrubbing-
brush as to carpet or floor-cloth. (Ch. Dickens) - Ȼɪɭɞɧɚ ɩɿɞɥɨɝɚ, 
ɧɚɩɟɜɧɨ, ɞɚɜɧɨ ɧɟ ɛɚɱɢɥɚ ɳɿɬɤɢ, ɚ ɩɪɨ ɤɢɥɢɦ ɱɢ ɞɨɪɿɠɤɭ ɧɚɜɿɬɶ 
ɧɟ ɱɭɥɚ. 

2. But he meant to do something. Somehow, somewhere, somewhen; he 
would prove his mettle. Off his own bat too. (R. Greenwood) - Ⱥɥɟ ɜɿɧ 
ɬɜɟɪɞɨ ɜɢɪɿɲɢɜ ɡɪɨɛɢɬɢ ɳɨɫɶ. əɤɨɫɶ, ɞɟɫɶ, ɤɨɥɢɫɶ ɜɿɧ ɓɟ ɜɢɹɜɢɬɶ 
ɫɟɛɟ. ȱ ɝɨɥɨɜɧɟ, ɛɭɞɟ ɞɿɹɬɢ ɧɚ ɫɜɿɣ ɫɬɪɚɯ ɿ ɪɢɡɢɤ. 

 

3. Somehow or other she had formed great faith in the stability of this Jack 
and now he seemed a Jack of both sides. (R. Blackmore) -Ⱦɨ ɫɢɯ ɩɿɪ 
Ɋɨɡ ɧɟɩɨɯɢɬɧɨ ɜɿɪɢɥɚ ɭ ɩɨɪɹɞɧɿɫɬɶ Ⱦɠɟɤɚ, ɚ ɜɿɧ ɜɢɹɜɢɜɫɹ, ɹɤ 
ɝɨɜɨɪɹɬɶ, ɫɥɭɝɨɸ ɿ ɜɚɲɢɦ ɿ ɧɚɲɢɦ. 

4. Peter had been at great pains to fool them; but they seemed to him so 
easy to fool that his pains were wasted. (U. Sinclair) - ɉɿɬɟɪ ɥɚɦɚɜ 
ɫɨɛɿ ɝɨɥɨɜɭ ɧɚɞ ɬɢɦ, ɹɤ ɩɨɲɢɬɢ ʀɯ ɭ ɞɭɪɧɿ; ɚɥɟ ɰɟ ɜɞɚɥɨɫɹ ɞɭɠɟ 
ɥɟɝɤɨ, ɦɨɠɧɚ ɛɭɥɨ ɿ ɧɟ ɜɢɬɪɚɱɚɬɢ ɫɬɿɥɶɤɢ ɬɤɚɧɢɧɢ ɦɨɡɤɭ. 

5. ...when the young man casts sheep's eyes at the gel [=girl] every time 
she moves, and the gel is either singin' about the house or sittin' quiet as 
a mouse in a brown study - what do you think that means? (R. Alding-
ton) - ...ɤɨɥɢ ɦɨɥɨɞɚ ɥɸɞɢɧɚ ɡɚɤɨɯɚɧɢɦɢ ɨɱɢɦɚ ɫɥɿɞɤɭє ɡɚ ɤɨɠɧɢɦ 
ɪɭɯɨɦ ɞɿɜɱɢɧɢ, ɚ ɞɿɜɱɢɧɚ ɚɛɨ ɫɩɿɜɚє ɧɚ ɜɟɫɶ ɛɭɞɢɧɨɤ ɚɛɨ ɫɢɞɢɬɶ, 
ɬɢɯɚ ɹɤ ɦɢɲɤɚ, ɡɚɦɢɫɥɟɧɨ, - ɬɨ, ɹɤ ɜɢ ɝɚɞɚєɬɟ, ɳɨ ɰɟ ɨɡɧɚɱɚє? 

6. In 1866, Harper's Weekly wrote of President Andrew Jackson: 'He must 
know that they would willingly use him as a wedge to split the Union 
party, as a stalking horse to their own purposes...' (NLP) - ɍ 1866 ɪɨɰɿ 
ɭ "ɏɚɪɩɟɪɫ ɭ ɿɤɥɿ" ɩɢɫɚɥɢ ɩɪɨ ɩɪɟɡɢɞɟɧɬɚ ȿɧɞɪɸ Ⱦɠɟɤɫɨɧɚ: "ȼɿɧ 
ɩɨɜɢɧɟɧ ɡɧɚɬɢ ɩɪɨ ɬɟ, ɳɨ ɰɿ ɥɸɞɢ ɨɯɨɱɟ ɜɢɤɨɪɢɫɬɨɜɭɸɬɶ, ɳɨɛ 
ɪɨɡɤɨɥɨɬɢ ɪɹɞɢ ɩɪɢɛɿɱɧɢɤɿɜ ɮɟɞɟɪɚɰɿʀ". 

7. There is not half enough of this type of propaganda today. We have all 
become so hard and practical that we are ashamed of painting the vision 
splendid - of showing glimpses of the promised land. (H. Pollitt) -
Ɉɫɬɚɧɧɿɦ ɱɚɫɨɦ ɦɢ ɡɨɜɫɿɦ ɧɟɞɨɫɬɚɬɧɶɨ ɜɢɤɨɪɢɫɬɨɜɭєɦɨ ɬɚɤɭ 
ɩɪɨɩɚɝɚɧɞɭ. Ɂɚɣɧɹɬɿ ɞɨ ɞɚɥɿ ɧɿɤɭɞɢ ɩɨɬɨɱɧɢɦɢ ɫɩɪɚɜɚɦɢ, ɦɢ ɬɚɤ 
ɡɚɱɟɪɫɬɜɿɥɢ, ɳɨ ɦɚɥɨ ɧɟ ɫɨɪɨɦɢɦɨɫɹ ɦɚɥɸɜɚɬɢ ɫɹɸɱɟ ɦɚɣɛɭɬɧє, 
ɯɨɱɚ ɛ ɩɨɛɿɠɧɨ ɩɨɤɚɡɚɬɢ ɤɚɪɬɢɧɭ ɡɟɦɥɿ ɨɛɿɬɨɜɚɧɨʀ. 

8. ɇɟ told how murderers walk'd the earth beneath the curse of Cain. (OED) 
- ȼɿɧ ɫɤɚɡɚɜ, ɳɨ є ɧɚ ɫɜɿɬɿ ɜɛɢɜɰɿ, ɜɿɞɡɧɚɱɟɧɿ ɤɚʀɧɨɜɨɸ ɩɟɱɚɬɬɸ, 
ɹɤɿ ɩɪɢɪɟɱɟɧɿ ɭɫɟ ɠɢɬɬɹ ɛɥɭɤɚɬɢ. 

9- She had an ally in the lion's mouth: a spy in the friend's camp; a faithful 
traitor! (J. Galsworthy) - ɍ ɧɟʀ є ɫɩɿɥɶɧɢɤ ɭ ɫɚɦɿɣ ɩɚɳɿ ɥɟɜɚ, ɲɩɢɝɭɧ 
ɍ ɞɪɭɠɧɶɨɦɭ ɬɚɛɨɪɿ, ɜɿɪɧɢɣ ɡɪɚɞɧɢɤ! 

*"• Feel a fellow ought to do his bit. Once we set our hand to the plough, we 
got to keep on till we make a safe harbour. (S. Lewis) - ȼɜɚɠɚɸ, ɳɨ 
ɤɨɠɟɧ ɩɨɜɢɧɟɧ ɡɪɨɛɢɬɢ ɜɥɚɫɧɢɣ ɜɧɟɫɨɤ. əɤɳɨ ɦɢ ɜɠɟ ɜɡɹɥɢɫɹ ɡɚ 
ɫɩɪɚɜɭ, ɬɪɟɛɚ ɩɪɨɞɨɜɠɭɜɚɬɢ, ɩɨɤɢ ɧɟ ɡɚɤɿɧɱɢɦɨ. 
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11. That evening Chance, which visits the lives of even the best-invested 
Forsytes, put a clue into Fleur's hands (J. Galsworthy) - Ɍɨɝɨ ɜɟɱɨɪɚ 
ȼɢɩɚɞɨɤ ɜɬɪɭɬɢɜɫɹ ɭ ɠɢɬɬɹ ɬɚɤɢɯ ɧɚɞɿɣɧɨ ɡɚɯɢɳɟɧɢɯ ɜɿɞ ɛɭɞɶ-
ɹɤɢɯ ɜɢɩɚɞɤɨɜɨɫɬɟɣ ɥɸɞɟɣ, ɹɤɢɦɢ ɛɭɥɢ Ɏɨɪɫɚɣɬɢ. 1 Ɏɥɟɪ 
ɨɬɪɢɦɚɥɚ ɭ ɪɭɤɢ ɧɟɨɛɯɿɞɧɢɣ ɤɥɸɱ. 

12. ɇɟ had thrown his humanity into the gutter, he had betrayed the trust that 
men place in one another, and with his thirty pieces of silver he had 
bought... what had he bought? (J. Wain) - ȼɿɧ ɜɢɤɢɧɭɜ ɧɚ ɫɦɿɬɧɢɤ ɭɫɟ 
ɥɸɞɫɶɤɟ, ɜɿɧ ɡɪɚɞɢɜ ɞɨɜɿɪɭ, ɜɢɹɜɥɟɧɭ ɞɨ ɧɶɨɝɨ ɿɧɲɢɦɢ, ɿ ɡɚ ɫɜɨʀ 
ɬɪɢɞɰɹɬɶ ɫɪɿɛɧɹɤɿɜ ɤɭɩɢɜ... Ⱥɥɟ ɳɨ ɜɿɧ ɤɭɩɢɜ? 

13. ɋɩɨɱɚɬɤɭ ɜɨɧɚ, ɦɨɜ ɜɟɪɟɞɥɢɜɚ ɦɭɯɚ, ɪɨɡɝɧɿɜɚɥɚɫɹ, ɚ ɩɨɬɿɦ 
ɧɚɦɚɝɚɥɚɫɹ ɨɩɚɧɭɜɚɬɢ ɟɦɨɰɿʀ ɭ ɡɚɩɟɸɿɿɣ ɛɨɪɨɬɶɛɿ ɡɿ ɫɜɨʀɦ "ɹ", 
ɹɤɨɦɭ ɜɠɟ ɭɫɿ ɫɭɫɿɞɢ ɜɫɬɢɝɥɢ ɩɟɪɟɦɢɬɢ ɿ ɩɟɪɟɫɚɞɢɬɢ ɤɿɫɬɨɱɤɢ. — 
At first she, like a naughty fly, flew into a rage, and then fought for 
control in an up-hill fight with her self to which all her neighbours had 
already applied all craft and bone-graft. 

14. ə ɭɫɟ ɠɢɬɬɹ ɭ ɞɨɪɨɡɿ. ɍ ɞɨɪɨɡɿ ɡɚ ɡɧɚɧɧɹɥɿɢ, ɹɤɿ ɤɨɲɬɭɸɬɶ 
ɧɟɞɨɪɨɝɨ, ɹɤɳɨ ɜɢ ɦɨɠɟɬɟ ɨɰɿɧɢɬɢ, ɳɨ ɡ ɞɚɜɧɿɯ-ɞɚɜɟɧ ɛɭɥɨ 
ɰɿɧɧɢɦ ɞɥɹ ɡɚɩɚɦ'ɹɬɨɜɭɜɚɧɧɹ, ɚ ɳɨ ɦɨɠɧɚ ɭɰɿɧɢɬɢ (ɛɟɡɭɦɨɜɧɨ, ɞɨ 
ɩɟɜɧɨɝɨ ɱɚɫɭ) ɦɟɪɬɜɢɦ ɤɚɩɿɬɚɥɨɦ ɹɤ ɩɚɦ'ɹɬɶ ɩɪɨ ɦɢɧɭɥɟ. -All my 
life have I been on the trail. On the trail after knowledge which costs not 
a lot if you can appreciate the lot which from time immemorial has been 
worth memorizing at a time and which can be put back (up to a time, 
sure thing) into a sack as old sake. 

15. ȼɿɧ ɡɚɧɚɞɬɨ ɠɢɜɢɣ, ɳɨɛ ɡɚɫɧɭɬɢ ɦɟɪɬɜɢɦ ɫɧɨɦ ɡɦɨɪɟɧɨʀ 
ɡɞɨɪɨɜɨʀ ɥɸɞɢɧɢ. - ɇɟ is too alive to fall asleep with the dead sleep of 
fatigue and health. 

16. He ɜɿɞɫɬɚɜɚɣ ɜɿɞ ɦɟɧɟ, ɚɥɟ ɧɟ ɧɚɫɬɭɩɚɣ ɧɚ ɩ'ɹɬɢ. - Keep up with 
me, but don't keep at my heels. 

17. ɐɟ ɛɭɜ ɪɟɰɢɞɢɜ ɯɚɛɚɪɧɢɰɬɜɚ. 1 ɤɨɥɢ ɜɿɧ ɧɚɦɚɝɚɜɫɹ ɜɡɹɬɢ\ 
ɤɨɧɬɪɨɥɶ ɧɚɞ ɥɸɞɶɦɢ, ɧɚɪɨɞɧɢɣ ɤɨɧɬɪɨɥɶ ɜɡɹɜ ɣɨɝɨ ɿ ɡɧɨɜɭ 
ɩɨɫɚɞɢɜ. - It was a bribery set-back. And when he fought for control 
over the public the public control fought him down and set back. 

18. ȼɿɧ ɦɿɝ, ɿ ɨɤɨɦ ɧɟ ɩɨɜɿɜɲɢ, ɩɨɫɬɚɜɢɬɢ ɧɚ ɤɚɪɬɭ ɜɥɚɫɧɢɣЖ 
ɞɨɛɪɨɛɭɬ ɿ ɪɢɡɢɤɭɜɚɬɢ ɠɢɬɬɹɦ ɡɚɪɚɞɢ ɛɭɞɶ-ɹɤɨʀ ɩɪɢɫɬɪɚɫɬɿ, 
ɹɤɚ, ɡ ɩɪɹɦɨɸ ɩɨɫɬɚɜɨɸ ɿ ɜɢɛɭɯɨɦ ɫɦɿɯɭ ɧɚɞ ɱɢɦɨɫɶ, ɡɚ 
ɞɨɬɟɩɧɿɫɬɶ ɱɨɝɨ ɹ ɛ ɧɟ ɩɨɪɭɱɢɥɚɫɹ, ɩɪɨɯɨɞɢɥɚ ɩɨɜɡ ɧɶɨɝɨ. — 
Without batting an eyelash could he stake his fortune on the turn of a 
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card and hazard his life for any passion which, erect of carriage and with a 
peal of laughter over something, for the wit of which I wouldn't vouch, was 
passing by. j 9. ȼɫɟ ɩɟɪɟɜɿɪɹєɬɶɫɹ ɧɚ ɩɪɚɤɬɢɰɿ, ɚɥɟ ɜɿɧ ɧɟ ɛɭɜ 
ɩɪɚɤɬɢɤɨɦ. - The proof of the pudding is the eating. But he was not an 
eater. 
20. Ʉɨɥɢ ɥɸɞɢɧɚ ɧɟ ɩɪɨɫɬɨ ɡɧɚє, ɳɨ ɜɨɧɚ ɧɚ ɜɚɝɭ ɡɨɥɨɬɚ, ɚ ɿ ɩɨɱɢɧɚє 

ɡɚɡɧɚɜɚɬɢɫɹ, ɜɨɧɚ ɦɨɠɟ ɜɿɞɪɚɡɭ ɠ ɭɩɚɫɬɢ ɩɿɞ ɬɚɤɢɦ ɬɹɝɚɪɟɦ 
ɡɧɚɧɶ. - When one doesn't only know that one is worth one's weight in 
gold but begins to put on airs, one may out of a blue sky fall under such 
a burden of knowledge. 

21. Ɋɚɞɢ Ȼɨɝɚ, ɚɛɨ ɩɨɡɛɭɞɶɫɹ ɫɜɨєʀ ɡɜɢɱɤɢ ɡɚɡɧɚɜɚɬɢɫɹ, ɚɛɨ ɹ 
ɩɨɡɛɭɞɭɫɹ ɬɟɛɟ. Ɂɿɬɯɧɭ ɩɨɥɟɝɲɟɧɨ. Ⱦɢɯɚɬɢ ɫɬɚɧɟ ɥɟɝɲɟ. Ɇɨɠɟ, 
ɡɚɞɢɯɧɭɫɹ ɜɢɛɭɯɨɦ ɫɦɿɯɭ ɜɿɞ ɩɨɜɧɨʀ ɧɟɡɚɥɟɠɧɨɫɬɿ, ɚɥɟ ɧɟ ɞɨɡɜɨɥɸ 
ɿɧɲɢɦ ɫɦɿɹɬɢɫɹ ɧɚɞ ɦɨʀɦɢ ɩɨɱɭɬɬɹɦɢ. Ɋɢɡɢɤɭɜɚɬɢ ɞɭɲɟɸ ɡɚɪɚɞɢ 
ɿɧɲɨʀ ɩɪɢɫɬɪɚɫɬɿ ɧɟ ɛɭɞɭ. - For God's sake, either get out of the habit 
of putting on airs or get out of here. I'll give a sigh of relief. Relieved will 
be breath of air. Maybe I'll choke with a peal of laughter at my complete 
independence, but will not allow others to laugh at my feelings. I will not 
hazard my soul for any other passion. 

22. ɍɫɟ ɩɟɪɟɜɿɪɹєɬɶɫɹ ɧɚ ɩɪɚɤɬɢɰɿ, ɡɚɪɚɞɢ ɹɤɨʀ ɜɿɧ ɪɢɡɢɤɭɜɚɜ ɜɥɚɫɧɢɦ 
ɞɨɛɪɨɛɭɬɨɦ, ɝɪɢɡ ɧɚɭɤɭ... ɀɢɬɬɹ ɝɨɥɨɫɧɨ ɫɦɿɹɥɨɫɹ ɧɚɞ ɧɢɦ, 
ɝɪɢɡɥɨ ɣɨɝɨ ɿ ɧɟɠɞɚɧɨ-ɧɟɝɚɞɚɧɨ ɫɤɢɞɚɥɨ ɧɚ ɡɟɦɥɸ ɡ ɧɟɛɚ, ɤɨɥɢ ɜɿɧ 
ɩɨɱɢɧɚɜ ɥɿɬɚɬɢ ɭ ɯɦɚɪɚɯ. - The eating is the proof of the pudding for 
which he hazarded his fortune, gnawed knowledge... Life would give 
peals of laughter at him, gnawed him, and out of a blue sky threw him 
to the ground when he appeared up in the clouds. 

23. Ɍɚ ɦɢɬɶ - ɫɩɨɝɚɞɢ - ɦɢɬɬєɜɨ ɩɪɨɦɢɬɧɭɥɚɫɹ ɦɢɦɨ ɧɶɨɝɨ, ɤɨɥɢ ɜɿɧ 
ɦɢɦɨɜɨɥɿ ɧɚɦɢɥɸɜɚɜ ɿ ɦɢɜ ɡɚɦɢɫɥɟɧɨ ɧɚɦɢɥɟɧɿ ɦɢɥɨɦ ɪɭɤɢ. ɉɨɬɿɦ 
ɡɿɬɯɧɭɜ ɩɨɥɟɝɲɟɧɨ. - The moment - memories - on the spur of the 
moment moved by him when he in involuntary movements was soaping 
and washing his soaped hands. Then he gave a sigh of relief. 

24. Ɋɢɡɢɤɭɜɚɬɢ ɠɢɬɬɹɦ ɡɚɪɚɞɢ ɚɜɚɧɬɸɪɢ? ȼɢɛɭɯ ɫɦɿɯɭ. ɉɨɥɟɝɲɟɧɟ 
ɡɿɬɯɚɧɧɹ. Ɇɨɜ ɧɚɞ ɭɦɟɪɥɢɦ. ɇɿ, ɠɢɬɬɹ ɩɪɨɞɨɜɠɭєɬɶɫɹ. ə 
ɫɬɚɜɥɸ ɧɚ ɤɚɪɬɭ... ɓɨ? ɐɟ ɫɨɧ? ȼɚɪɬɨ ɩɨɡɛɭɬɢɫɹ ɡɜɢɱɤɢ 
ɡɚɦɢɫɥɸɜɚɬɢɫɹ ɩɿɞ ɜɩɥɢɜɨɦ ɦɨɦɟɧɬɭ, ɤɨɥɢ ɹɤ ɫɧɿɝ ɧɚ ɝɨɥɨɜɭ ɦɨɠɟ 
ɭɩɚɫɬɢ... ɓɨ? ɏɬɨ ɣɨɝɨ ɡɧɚє, ɳɨ? Ɇɨɠɟ ɧɚɜɿɬɶ ɿ ɧɿɱɨɝɨ ɬɚɤɨɝɨ, 
ɡɚɪɚɞɢ ɱɨɝɨ ɜɚɪɬɨ ɛɭɥɨ ɛ ɪɢɡɢɤɭɜɚɬɢ ɠɢɬɬɹɦ. Ⱥ ɠɚɥɶ... - Ɍɨ 
hazard life for an adventure? A peal of laughter. A sigh of 
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relief. Like over a dead. No, life goes on. I stake on the turn of a card.. 
What? Am I dreaming? It's worth while getting out of the habit of dream-
ing on the spur of the moment when out of a blue sky there may come.. 
What? God knows, what. Maybe even nothing for which it would be 
worth while hazarding life. But it's a pity... 

Seminar No 4 
Morphological Stylistics 

V Assignment 1. Find cases of transposition of nouns and comment 

on them: 
1. They would put away the card-table and empty the ash-receivers with 

many "Oh, I beg your pardon's" and "No, no -1 was in your way's." 2. "Madge, 
what's 'necessitas', masculine or feminine?" - "Why, feminine, of com - 
"Why?" - "Why, she was the mother of invention." 3. "Who is your favorite 
classic novelist?" - "Thackeray." - "Great Scott!" - "Some think so; still 1 
prefer Thackeray." 4. This is the Naval Reserve Officers Training Corps. Its 
members are called "Neurotics." 5. "Yes," prattled the elderly lady, "that is 
the Duke and Duchess; the couple behind them are the Mayor and the 
Mayoress, and those on the right are the Vicar and the-er-Vixen." 6. "If I 
speak of afoot, and you show me your feet, and I give you a boot, would a 
pair be called beetl If one is a tooth and a whole set are teeth, why shouldn't 
the plural of booth be called beethV 7. The man I argued yesterday's expla-
nation puzzled me greatly. 

Assignment 2, Analyse stylistic use of the articles: 
1. A 'Drive Safe' sign: "It's better to be late, Mr. Motorist, than to be 

the late, Mr. Motorist." 2. Advertisement: "Lion tamer wants tamer lion." 3.1 
thought it was fine - especially the Chopin. 4. I don't want to turn into a 
Teddy Bolan. 5.1 will never go to a Sahara. 6. Sun: Friend not Foe. 7. Slowly 
but surely man is conquering Nature. 

Assignment 3. Determine transposition of pronouns: 
1. Are they going to take thee away? 2. They arrived at the fifth inning* 

"What's the score, Jim?" she asked a fan. "Nothing to nothing." was the 
reply. "Oh, goodly!" she exclaimed. "We haven't missed a thing!" 3. *'So 

your son is in college? How is he making it?" - "To be exact, he isn't making 
it. I'm making it and he's spending it." 4. Chivalry is how you feel when 
you're cold. 5. Sign on the wall of a research laboratory: "Consider the 
turtle - He doesn't make any progress unless he sticks his neck out." 6. The 
masculine pronouns are he, his, him, but imagine the feminine she, shis, and 
shiinl 7. "Correct this sentence: 'it was me that spilt the ink. '" - "It wasn't 
me that spilt the ink." 

Assignment 4. Point out and explain cases of transposition of ad-
jectives: 

1. "I want you to teach my son a foreign language." - "Certainly, mad-
am, French, German, Russian, Italian, Spanish -?" - "Which is the most 
foreign?" 2. Landlady: "I think you had better board elsewhere." Boarder: 
"Yes, I often have." Landlady: "Often had what?" Boarder: "Had better 
board elsewhere." 3. "What are the comparative and superlative of bad, 
Berty?" - "Bad - worse - dead." 4. "Unmarried?" - "Twice." 5.1 don't like 
Sunday evenings: I feel so Mondayish. 

Assignment 5. Pick out and analyse transposition of verbs: 
1. "An' what's more, I ain't 'ad a day's illness in my life!" - "Lor lumme, 

what on earth d'yer find to talk about?" 2. "And your brother, who was trying 
so hard to get a government job, what is he doing now?" - "Nothing. He got 
the job." 3. "I would like to settle that little debt of mine." - "I'm very glad to 
hear it!" - "I said I would like to; but I can't." 4. "I must say these are fine 
biscuits!" Exclaimed the young husband. "How could you say those are fine 
biscuits?" inquired the young wife's mother, in a private interview. "I didn't 
say they were fine. I only said I must say so." 5. A man who is always 
complaining is the easiest man to satisfy because nothing satisfies him. 6. 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. 7. "Can you tell me where this road goes, 
please?" - "It don't go anywhere; it just stops where it is." 8. "I'm taking 
Political economy at college." - "That's a useless course. Why learn to econ-
0niize in politics? It's not being done." 9. "Waiter!" - "Yes, sir." - "What's 
this?" - "it's bean soup, sir." - "No matter what it's been. What is it now?" 
'0.1 said, "This deed, sir, will you do?" And soon the deed was dod! 11. "What 
would you do if you were in my shoes?" - "Polish them!" 12. "Does a doctor 
^tor a doctor according to the doctored doctor's doctrine or doctoring, or 
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does the doctor doing the doctrine doctor the other doctor according to his 1 
own doctoring doctrine?" 13. "If we forget, then we've forgotten, But things 
we wet are never wotten, And houses let cannot be lotten." 14. "So you're not 
going to Paris, this year?" - "No - it's London we're not going to this year; it 
was Paris we didn't go to last year!" 

Assignment 6. Analyse stylistic value of adverbs: 
1. "Her husband didn't leave her much when he died, did he?" - "No; 

but he left her very often when he was alive." 2. "Shay, pardon me, offisher, 
but where am I?" - "You're on the corner of Broadway and Forty-second 
Street." - "Cut out the details. What town am I in?" 3. "Your hair wants 
cutting badly, sir," said a barber insinuatingly to a customer. "No, it doesn't," 
replied the man in the chair "it wants cutting nicely. You cut it badly last time." 
4. Jane was terrifically beautiful. 5. He seemed prosperous, extremely mar-
ried and unromantic. 

Assignment 7. Define stylistic value of morphological transposi-
tion in the following sentences: 

1. Roll on, thou dark and deep blue Ocean - roll! 2. What were you 
talking about to that old mare downstairs? 3. The real war was not between 
the Bill Davidsons and the Jean Duvals and the Hans MUllers [...] (ɬɨɛɬɨ 
ɚɧɝɥɿɣɰɹɦɢ, ɮɪɚɧɰɭɡɚɦɢ ɿ ɧɿɦɰɹɦɢ). 4. The blonde I had been dancing with's 
name was Bemice - Crabs or Krebs. 5. A world without goodness - it'd be 
Paradise. But it wouldn't no more than now. The only paradises were fools' 
paradises, ostriches' paradises. 6. Waters on a starry night are beautiful and 
fair. 7. He was engaged to be married to a Miss Hubbard. 8. You are not the 
Andrew Manson I married, 9. It was a dead leaf, deader than the deadest 
tree leaf. 10. You have come from Them to spy on me. I told my uncle that 
the next one would suffer. And you're him. 11. A great pity! Surely something 
could be done! One must not take such situations lying down. She walks on, 
and reached a station, hot and cross. 12. You can never know what you can 
do till you try. 13.1 don't want to write; 1 want to live. What does she (I) 
mean by that. It's hard to say. 14. All the people like us are We, and everyone 
else is they. 15. "And what are we going to do now, escape?" the warder 
asked the prisoner. 16. You're burning yourself out. And for what? 17. I'm 
going there tomorrow. 18. The auditorium is quite the largest in the world-
19. She is terribly pretty. 
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Seminar No 5 
Phonetic and Graphic Expressive Means 

and Stylistic Devices 

> Alliteration  

Identify examples of alliteration in the following. 
• Jack and Jill went up the hill 
• Mary had a little lamb 
• Pick up a Penguin! 
• The rising world of waters dark and deep. 
• We'll croon in tune, beneath the moon. 
• His soul swooned slowly as he heard the snow falling faintly through the 

universe and faintly falling, like the descent of their last end, upon all the 
living and the dead. 

> Assonance   \y 

Pick out examples of assonance in the following. 

• Pick up a Penguin 

• Beanz meanz Heinz 
• Find a bin to put it in. 
• Abracadabra! The magic spell is upon you! 
• What a wonderful bird is the pelicanlts beak can hold more than its belly can. 
• When the red, red robinComes bob, bob bobbin' along. 

^  Onomatopoeia 

Pick out examples of onomatopoeia in the following statements. 

• The bees were buzzing around the hive. 
•SЮО аСТЬЩОЫОН ЭСО ЬОМЫОЭ ЭШ СОЫ ПЫТОЧН. 
• "Splish! Splash! I was taking a bath." 
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• By the end of the race he was gasping for breath. 
• The chaffinch and the cuckoo are common birds in Britain. 
• The susurration of her dress alerted us to her arrival. 

Assignment 1. Define whether the graphons show the speaker's 
physical peculiarities (physical defect of speech, excitement, intoxica-
tion, carelessness), or social, territorial, and educational status: 

1. A Frenchman stopped a newsboy in New York City to make some 
inquiries of his whereabouts. "Mon fren, what is ze name of zis street?" -
"Well, who said 'twant'?" - "What you call him, zis street?" - "Of course we 
do!" - "Pardonnez! I have not the name vat you call him." - "Yes, Watts we 
call it." - "How you call ze name of zis street?" - "Watts street, I told yen" -
""Zis street." - "Watts street, old feller, and don't you go to make game o' me. 
— "Sacre! I ask you one, two, tree several times oftin, vill you tell me ze name 
of ze street-eh?" - "Watts street, I tole yer. Wer drunk, ain't yer?" 2. "It's 
lonesome enough fur to live in the mount'ins when a man and a woman keers 
fur one another. But when she's a-spittin' like a wildcat or a-sullenin' like a 
hoot-owl in the cabin, a man ain't got no call to live with her." (O'Henry) 
3. "The b-b-b-b-bas-tud-he seen me c-c-c-c-com-ing." (R. P. Warren) 4. "Wall," 
replide I, "in regard to perlittercal ellerfunts ɿ don't know as how but what they 
is as good as enny other kind of ellerfunts. But ɿ 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." (Artemus Ward) 5.'MISS JEMIMA!' ex-
claimed Miss Pinkerton, in the largest capitals. (W. Thakeray) 6. A producer 
recently imported an alien star. "She's a nize goil," he announced, "and I'm 
gonna loin her English." 7. "Hey," he said "is it a goddamn cardroom" or a 
latrine? Attensh - - HUT! Da-ress right! DHRESS!" (J. Jones) 8. (School-
boy) "Gam, I ain't done it." - (Teacher) 'Tommy, Tommy, where is your 
grammar?" - "She's a tome in bed, teacher, with the noomonier." 

Assignment 2. Define the type of rhyme (couplets/ triple/ cross 
rhyme/framing) and instrumentation means: 

1.   Swiftly, swiftly flew the ship, Yet 
she sailed softly too; Sweetly, sweetly 
blew the breeze -On me alone it blew. 
(Coleridge) 
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2. Close to the sun in lonely lands, Ring'd with the 
azure world, he stands. (Tennyson) 

3. His wife was a Wave; he waved at a Wac. The Wac 
was in front, but his wife was in black. Instead of a wave 
from the Wac, it is said, What he got was a whack from 
the Wave he had wed. 

4. I saw thee weep - the big bright tear 
Came o'er that eye of blue; And then 
methought it did appear A violet dropping 
dew. (Byron) 

5. But any man that walks the mead, In 
bud, or blade, or bloom, may find, 
According as his humours lead, A meaning 
suited to his mind. (Tennyson) 

6. Softly sweet, in Lydian measures Soon he 
soothed his soul to pleasures. (Dryden) 

7. I bring fresh showers for the thirsting flowers, 
From the seas and the streams; I bear light shade for 
the leaves when laid In their noonday dreams. 
(Shelly) 

8. Ɉ that those lips had language! Life has passed With 
me but roughly since I heard thee last. (Cowper) 

Assignment 3. Analyse instrumentation and graphic means in the 
following:  
1- There she sees a damsel bright, Drest in a silken robe of white. (Col-

eridge) 
2- E'en from the tomb the voice of Nature cries, E'en in our ashes live 

their wanted fires. (Gray) 
3- Full fathom five thy father lies. (Shakespeare) 
The worth of that (-my mortal self) is that which it contains 
And that is this (-this sonnet), and this with thee remains. (Shakespeare) 
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4. West wind, wanton wind, wilful wind, womanish wind, false wind from, 
over the water, will you never blow again? (Shaw) 

5. And the silken sad uncertain rustling of each purple curtain Thrilled 
me - filled me with fantastic terrors never felt before. (Ɋɨɟ) 

6. 'Tutor?" he cried. "Tewtor? TerYEWtor?" (Wodehouse) 
7. "Silence! Silen-n-n-n-nce!" (Shaw) 
8. "Fact is, ɨȽ man, they were drunk, yes, dr-r-unk." (Priestley) 
9. "But you ought to have it. If he takes it away from you he's unjust." 

(Bennett) 
10. "Oh! I do hate the telephone." (Wilson) 
11. "Wassa matter?" 

"Hell I dunno. ... One ɨ them automoebile riots I guess. Aint you read 
the paper? I don't blame em do you?" (Dos Passos) 

12. His soul swooned slowly as he heard the snow falling, faintly through 
universe and faintly falling like the descent of their last end, upon the 
living and the dead. (J. Joyce) 

13. From the morn to the night, he's so joyous and bright, And 
he bubbles with wit and good humour! (Gilbert) 

14. Leaves 
Murmuring by myriads in the shimmering trees 

Lives 
Wakening with wonder in Pyrenees. 

Birds 
Cheering chirping in the early day. 

Bards 
Singing of summer scything thro' the hay. (Owen) 

15. "They've killed him, those vile, filthy foreigners. My baby son."Sam 
Browne, still mystified, read the telegram. He then stood to attention, 
saluted (although not wearing a cap), and said solemnly: "A clean sport- 
in' death, an Englishman s death." 
(When Huns were killed it was neither clean nor sportin', but served the 
beggars - (" ......... " among men) - right. ) (Aldridge) 

16. "AS - I - WAS - SAYING," said Eyore loudly and sternly, "as I was 
saying when I was interrupted by various Loud Sounds, I feel that -' 
(Milne) 

17. The trouble with a kitten is 
THAT 
Eventually it becomes a 
CAT. (Nash) 

Seminars No 6,7 
Lexico-semantic Expressive Means 

and Stylistic Devices: Figures Of Substitution 

>  Figures of speech 

Pick out and name the figures of speech used in these statements. 

• Shall I compare thee to a summer's day? 
• She was thrilled to bits when she heard the news. 
• The sky looked like black velvet. 
• 'Sit still!'she hissed. 
• The chancellor will steer the economy through these choppy waters. 
• He was over the moon when the team scored. 

> Metaphors 

Which key word creates the metaphor in these statements? 
[See if you can also identify its grammatical function]. 

Don't think you can come waltzing in here. 
He was a wizard with figures. 
Wipe that smile off your face right now. 
You are my sunshine. 
That junction's always a bottleneck. 
The road was a ribbon of moonlight. 

> Metonymy 

Identify any metonymy in the following statements. 

• The pound has risen in strength today against the dollar. 
• It's about time you put your foot down. 
• The bench has decreed that the case be dismissed. 
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• Japan is sometimes referred to as the land of the rising sun. 
• The whole city will welcome this grant from the government. 
• 'In all of Homer, there is no finer view of Greece than this.' 

> Synecdoche 

Pick out any examples of synecdoche in the following statements. 

• England lost the Ashes in 1997. 

• In the estuary there appeared a fleet of fifty sail. 
• The Church has declared that abortion is a sin. 
• Fifty head of cattle were sold at auction yesterday. 
• "You won't find any jokers in this pack." 
• Everton scored in extra time to win the Cup. 

> Irony  

Decide if these statements are ironic or not. 

"So you've lost the books I lent you? Well, that's wonderful!" "She gave 
us a two-hour lecture on how to make a cup of tea. It was really 
fascinating." 
"We can't select you for the play. It doesn't feature simpletons." "Yes, put 
the baby next to the fire. That will be the safest place." "Don't look at me 
in that way - unless you want a thick ear!" It is a truth universally 
acknowledged that a man in possession of a fortune must be in want of a 
wife. 

Assignment 1. Match each figure of quantity with its main stylistic 
feature: 

1. Hyperbole. 2. Meiosis. 3. Litotes. 

a) positive sense of a structure with double negation; 
b) a deliberate exaggeration; 
c) a deliberate diminution. 
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Assignment 2. Indicate separately the cases of: a) hyperbole; b) 
meiosis; c) litotes: 

1. English and American hands were as scarce as hen's teeth in this 
unhealthy place. (W. Foster). 2. He would give the world for her fair eyes. 
3. Dear aunt, you frightened me out of my senses. (H. Fielding). 4. A smile 
crossed Natt's face from ear to ear. (H. Caine). 5. An unfortunate man would 
be drowned in a tea-cup. 6. A watched pot never boils. 7. He said: "I thought 
I'd come up and have a word with you, father." (A. Cronin). 8. I have not 
seen you for ages. 9. To write a novel is as simple for him as falling off a 
chair, I suppose. 10. You make noise enough to wake the dead. 11. We'll be 
back in three shakes of a dead lamb's tail. (J. Conroy). 12. He seemed to me 
to be frightened all to pieces. (A. Doyle). 13.1 don't speak empty words. 
14. It hadn't been for nothing after all. 14. No man is indispensable. 15. These 
cabins aren't half bad. (H. Wells). 16. Nothing is impossible to a willing heart. 
17. I've had such a lot of worry lately that I don't know whether I'm on my 
head or heels. (H. Lawson). 18. And the floors! They haven't seen water for 
ages. (J. Steele). 19. An old dog barks not in vain. 20. "Well, that's not a bad 
idea," he said finally. (M. Wilson). 21. He proceeded very slowly and cau-
tiously, an inch at a time. (J. London). 22. He was a good-for-nothing fellow. 
23.1 wouldn't say it is beyond your purse to buy that book. 

Assignment 3. Match each metonymic figure of quality with its 
main stylistic feature: 

1. Metonymy. 2. Synecdoche. 3. Periphrasis. 4. Euphemism. 

a) replacement of a direct name of a thing/phenomenon by the description 
of some of its quality; 

b) naming the whole object by mentioning part of it, or naming a constitu-
ent part by mentioning the whole object; 

c) replacement of an unpleasant, impolite word or expression with a mild-
er and decent one; 

d) transference of a name of one object to another based upon contiguity. 

Assignment 4. Match each metaphoric figure of quality with its 
main stylistic feature: 

1. Metaphor. 2. Epithet. 3. Antonomasia. 4. Personification. 5. Allegory. 

a) an attribute describing an object expressively, pointing out an implied 
figurative connotation; 
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b) an abstract notion in a concrete image, embodied throughout a whole text, 
often possessing the features of a human being and having its proper name* 

c) transference of a name of one object to another based on similarity; 
d) usage of common nouns as proper names based on similarity of quali-

ties, or usage of proper names as common nouns; 
e) ascribing human behaviour, feelings, thoughts and actions to inanimate 

objects. 

Assignment 5. Match the periphrases with the notions they rep- 
resent: I. 

1) a gentleman in brown 
2) a gentleman in black 
3) a gentleman/ knight of industry 
4) a gentleman of the (long) robe 
5) the Father of Lights 

(the king of glory/ heaven) 

II. 1) the Father of Rivers/ Waters 
2) a daughter of the soil 
3) a daughter of Eve 
4) a daughter of Jezebel 
5) a son of Mars 

III . 1) a son of the Nile 
2) a son of Vulcan 
3) a son/ knight of the Spigot 
4) the king of birds 
5) the king of terrors 

IV. 1) the king of the sea 
2) the king of beasts 
3) the king of day 
4) a knight of fortune 
5) a knight of the field 

V.   1) a knight of the pen/ pencil/ quill 
2) fires of heaven 
3) old moustache 
4) the arena of the bears and bulls 
5) cold feet 
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Assignment 6. State the kind of the periphrasis: a) logical; b) met-
onymic; ɫ) metaphoric. Explain what is implied: 

1. He was a mere adventurer, a man, who out of office must live by his 
«ОТФБTС. MКМКЧХКв). 2. He is now under fifteen, and an old limb of the law. 
(Ch. Dickens). 3. Learning is the eye of the mind. 4.1 am desperately fond of 
her: she is the light of my eyes. (Ch. BrontJ. 5. Soldiers are citizens of death's 
^Tjivjand. drawing no dividend from time's tomorrows. (S. Sassoon). 6. Sui-
cide note: The calm, cool face of the river asked me for a kiss. (L. Hughes). 
7 ppd cock will crow in his house. 8. "Of what profession is Mr. Archer?" 
«OП Эhe Corporation of the Goosequil - of the Press, my boy," said War-
rington. (W. Thackeray). 9. Neither of them had a word to throw to a dog. 
10. You are scarcely out of the shell yet. 11. The woman was a walking 
mrpse. 12. Bacchus has drowned more men than Neptune. 13. He is ɚɞ 
npen book. 14. She's the skeleton in the family cupboard. 15. She distrusted 
nlH heads on young shoulders. (H. Walpole). 16. I know she has a sweet 
tooth still in her head. (M. Edgeworth). 17. He had a warm place in his heart 
for dogs. (M. Twain). 18. Jack was afraid they were going to ease him of his 
purse. 19. John was too much of an afternoon farmer to carry the business 
successfully. (J. Dixon). 20.1 thought it wise to keep that sum for a rainy day. 
21. He is not going to depart this life. I suppose. 22. Geargel had been nearly 
six years upon the throne. (W. Ainsworth). 23. Keep a civil tongue, or I'll 
throw you to the crowd. (J. Galsworthy). 24. Here in Montreal she was a fish 
out of water. (Th. Dreiser). 25. A forgetful head makes a weary pair of heels. 
26. He is disadvantaged, underprivileged - he still doesn't have a dime. 27. In 
the real world of political compromise, few hats are all white. (W. Safire 
"Satire's Political Dictionary"). 28. It is nothing to say that he hadn't a word 
to throw at a dog. (Ch. Dickens). 29. "I'm running a nut house." He rubbed 
his hand over his bald dome. 30. Soon he will pay his debt to nature. 31.1 wish 
I were under the turf. 32. "Go and take a nice big jump in the lake and forget 
ɒ-Come out." says the truck driver. (J. Steele). 33. I was pretty much of a 
eeenzhorn, I guess. 34. She suddenly took to her heels. (Th. Hardy). 35. Charles 
Sates expressed his opinion that it was the time to pad the hoof. (Ch. Di-
ckens). 36. Snawley himself can tell that this is not his son, and that his son is 
£0ɓɐɨɝ worms. (Ch. Dickens). 37. In your chair days you will understand all 
в°ЮЫ ЯКЧТЭв. 38. The grocery store on the corner, half a block from where 
bother lived, changed hands. (J. London). 39. You know the Blakes next 
°ШЫ ЛЮЭ ШЧО. OЧХв ХКЬЭ аООФ ЭСОв flitted between the moon and the milkman. 
•J- Lindsay). 
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a) Satan 
b) a bug, bed-bug, clinch 
c)God 
 

d) a swindler 
e) a lawyer, judge 

 

a) a soldier military man 
b) a woman 
c) the Nile 
d) a peasant woman 
e) a an impudent woman 

 

a) an eagle 
b) a tavern-keeper 
c) death 
d) a crocodile 
e) a (black)smith, farrier 

 

a) the sun 
b) an adventurer, gambler 
c) a tramp, vagrant, hobo 
d) herring 
e) a lion 

 

a) a cowardice 
b) a writer, journalist, clerk 
c) stock exchange 
d) stars 
e) a veteran 

 



Assignment 7. Supply the missing words from the list below. De-
fine the types of metaphor: 1) dead/original; 2) nominative/cognitive/ 
imaginative; 3) simple/sustained: 

1. Then we'll ɥɥɥ an hour in the lounge. (A. Cronin). 2. Hunger _. stone 
walls. 3. When ɟɥɿ enters the door, love will fly out of the window. 4. His heart 
was ɲ with sympathetic tenderness. (J. London). 5. In a little district west of 
Washington Square the streets ^ and broken themselves into small strips 
called "places." (O'Henry) 

a) poverty; b) kill; c) have run crazy; d) melting; e) breaks 

Assignment 8. Define types (associated I unassociated; simple I com-
pound I phrasal / clausal) and paraphrase the epithets in the context: 

1. Well, haven't you always advocated a kid-glove policy? (D. Carter). 
2. Never such a cat-and-dog life as they've been leading ever since! (Th. 
Hardy). 3. She gave him a penny-in-the-slot smile. (D. Bullett). 4. Does he 
really think that I will follow his hole-in-the-head advice? 5. As Ƚ ve often told 
you, I'm a dyed-in-the-grain Liberal with no confidence in the Liberal Party. 
(J. Lindsay). 6. My Lady Dedlock fell not into the melting, but rather into a 
freezing mood. (Ch. Dickens). 7. Europe's new dead-end generation has lost 
faith in the future. (Newsweek). 8. Mine has been comparatively but aiotusr 
eating existence hitherto; to-morrow I begin the battle of life. (E. Yates). 9. My 
rascals are not milk-and-water rascals, I promise you. (W. Thackeray). 
10. She didn't like his gin-and-water voice. 11. A green wound is soon healed. 
12. The baculine method was a quite common mode of argument in those 

days. (W. Thackeray). 

Assignment 9. Point out metaphor among metonymy. Define its 

stylistic function in each case: 
1. How to earn daily bread by my pen was then the problem. (B. Shaw)-

2. A loose tongue wagged spitefully outside the hospital. (A. Cronin). 3. He 
bears no malice for you or your relatives. 4. The pen is mightier than the 
sword. 5. Proverbs are the wisdom of the streets. 6. As things were he had to 
put his pride in his pocket - he couldn't quarrel with his bread and butter. 
(A. Cronin). 7. Fortune gives her hand to a bold man. 8. It's well known, isn ' 
it, that her circle is very free and easy. (J. Galsworthy). 9. We're badly # 
need of new blood. (A. Cronin). 10. His tongue failed him. 11. How is the 
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world treating you? 12. Hungry bellies have no ears. 13. Idleness is the moth-
er of all evil. 14. Misfortunes come on wings and depart on foot. 15. The 
captain was ashore, where he had been engaging some new hands to make 
up his full crew. 

Assignment 10. Point out metonymy among metaphor. Define its 
stylistic function in each case: 

1. Father is a treasure, a brother is a comfort, but a friend is both. 2. Pat's 
got somebody in her mind's eye. (K. S. Prichard). 3. The heart that once truly 
loves never forgets. 4. The heads of the church and State reaped only that 
which they had sown. (Th. Macaulay). 5. Absence makes the heart grow 
fonder. 6. He was tolerably stricken in years by this time. (Ch. Dickens). 7. The 
servant answered the bell. 8. An enemy's mouth seldom speaks well. 9. He's 
hand in glove with you against me. (A. Cronin). 10. We're ruled by the inven-
tors and human nature, and we live in Queer Street, Mr. Desert. (J. Galswor-
thy). 11. Young man, you're ready with your tongue. (D. Cusack). 12. The 
company found their tongues at last. (H. Caine). 13. Flesh and blood could 
not stand the strain. (A. Doyle). 14.1 saw him down at the hotel shouting the 
drinks for Sam. I think he's pretty fond of the bottle now. (J. Aldridge). 15. Oh, 
and the next two hours tripped by on rosy wings. 

Seminar No 8 
Lexico-semantic Expressive Means 

and Stylistic Devices: Figures of Combination 

>  Similes 

Which of the following statements contain similes? 

• It was as flat as a pancake. 

• There was as much as you could eat. 
• She was as bright as a button. 
• As if I would do a thing like that! 
• Where the bee sucks, there suck I. 
• Ɉ my love is like a red, red rose. 
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>   Oxymoron 

Which of these statements contain oxymoron?. 

• No light, but rather darkness visible. 
• 'I like a smuggler. He's the only honest thief.' 
• He was condemned to a living death. 
• Here's much to do with hate, but more with love. Why then, Ɉ brawling 

love! Ɉ loving hate! 
• "Make mine a wiskey sour, please!" 
• The shackles of an old love straiten'd him,His honour rooted in dishonour 

stood,And faith unfaithful kept him falsely true. 

>   Paradox 

Which of these statements contain a paradox? 

A mixture of sound and silence pervades the shady part of the wood. 
She's got her knickers in a twist over this issue. 
A libel may be all the more a libel, for being true. 
A paradox is simply that which contradicts popular opinion or which in 

too many cases is a false opinion. 
The dullness of the book is increased in proportion to the density, and it 

becomes ten times more tedious by its compression. 
He has a powerful weakness for drink. 

Assignment 1. Match each figure of combination with its main 
stylistic feature: 

1. Simile. 2. Synonyms. 3. Oxymoron. 4. Antithesis. 5. Climax. 6. Anti-
climax. 7. Zeugma. 8. Pun. 

a) a figure of ascending arrangement of emotional, qualitative, or quanti-
tative features of the referent under description; 

b) a figure of contrast at the level of two semantically oppositО ЩСЫКЬОЬ'» 
c) identity is expressed in the words with similar meanings; 
d) a play on homonymic or polysemantic words; 
e) a figure of identity consisting in expressive comparison of two belong' 

ing to different semantic classes objects which have something in common* 
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f) a figure of inequality realised in decreasing significance, importance or 
emotional tension of narration; 

g) a figure of contrast based on the combination of semantically incom-
patible, almost antonymous words describing one referent; 

h) an at least three-component figure of inequality, in which the basic 
component forms with the adjacent ones both a metaphoric expression and a 
free word combination. 

Assignment 2. Pick out the appropriate comparative expressions 
from the a-e list below. Explain the stylistic function of each simile. 
Define other stylistic devices: 
I. 

1. "Hurrah, hurrah!" Ramage bellowed ^ waving his arms. (A. Cronin). 
2. He'd only have to take one look at Jan to be convinced in his honest old 

heart that his son was lower •ɥɥɥ . (D. Cusack). 
3. Tom is raving, running about ^ (F. Danby). 
4. But the long seconds went by and she was as still ɳ. (M. Wilson). 
5. I should have thought you would have got on with these young folks like 

- ^ . (Ch. Yonge). 

a) than a snake's belly; b) like a house on fire; c) as ice; d) like a bear 
with a sore head; e) like a bull 

II.  
1. "What's that?" cried Brodie, turning ^ (A. Cronin). 
2. The creature was as lithe ^ and as active ^ .(H. Beecher Stowe). 
3. Why, you're shaking ^ now because I mentioned his name! (E. Voynich). 
4.1 will be as silent „* . (B. Show). 
5. This was now a road of ice five miles long, smooth J_!_!., and all but as 

straight ɲ . (H. Caine). 

a) as glass ... as an arrow; b) like a leaf; c) like a flash; d) as a cat... as 
a monkey; e) as the grave 

ɉІ. 
1-1 should be no guide to you, for we are as different ^ . (E. Lyall). 
2- March comes in ^ and goes out ^. 
3- Be you soft ^ and cunning ^.. (R. Aldington). 
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4. It Дɿ. e. the talk] rolled off his mental sphere m . 
5. He is as dead ^ . 

a) as a door-nail; b) like water off the feathers of a duck; c) as doves as 
serpents; d) like a lion ... like a lamb; e) as chalk and cheese 

IV. 
1. This hand-to-mouth existence kept him as thin ^. (J. Galsworthy). 
2. Dave's voice drew the others ɲ . (D. Carter). 
3. Your father was as like you are now ^ . (A. Cronin). 
4.1 can't believe this is true. It sounds ɲ to me. (A. Cronin). 5. 
And his boss is as crooked ^ . (K. S. Prichard). 

a) as two peas in a pod; b) like complete cock-and-bull yarn; c) as 
dog's hind leg; d) like a magnet; e) as a rail 

V. 
1. Your attention is as good for him ^. 
2. And all of a sudden he went as dumb 
ɥ 3.1 should stick to it ^ .for my own 
sake 

 

4. Anyway, he is as blind ^. 
5. Curses ^ come home to roost. 

a) like a flea to fleece; b) as a bat; c) as a fish; d) like chickens; e) as a 
shoulder of mutton to a sick horse 

Assignment 3. Paraphrase the following cases of simile, indicate 
positive or negative connotation: 

1) like a squirrel in a cage; 2) (as) light as a butterfly; 3) (as) fussy as a 
hen with one chick; 4) (as) gaunt as a grey-hound/ as bone; 5) (as) gaudy as 
a peacock; 6) (as) gentle as a lamb; 7) like a boiled rag; 8) like a fighting-
cock; 9) like a fish out of water; 10) like a million dollars; 11) (as) firm/ steady 
as a rock; 12) like swine; 13) (as) clear as mud; 14) (as) black as a thunder 
cloud; 15) (as) fleet as a deer. 

Assignment 4. Out of the following expressions determine those, 
which represent: 1) oxymoron; 2) antithesis. Point out other stylistic 
devices: 

1. A little body often harbours a great soul. 2. Sprinting towards the 
levator he felt amazed at his own cowardly courage. 3. Little pigeons can 
ɚɩ-ɭ great messages. 4. To know everything is to know nothing. 5. The play s 
awfully funny. 6. She pleased his eyes and plagued his heart. 7. The 
Measures of the mighty are the tears of the poor. 8. A friend to all is a friend to 
none. 9. A joke never gains an enemy but often loses a friend. 10. The aaraae 
was full of nothing. 11. The furthest way about is the nearest way home- 12. 
False friends are worse than open enemies. 13. He is so full of himself that 
he is quite empty. 14. There's a change coming, Erik. Any blind man can see 
that. 15. Old Jolyon seemed master of perennial youth. 16. The fool does 
think he is wise, but the wise man knows himself to be a fool. 17. Good 
words cost nothing and are worth much. 18. Better a lean peace than a fat 
victory. 19. Cheapest is the dearest. 20. Better a glorious death than a 
shameful life. 21. The newly planted trees wouldn't stand the gentle 
violence of the wind. 22. The speaking silence grew oppressive. 23. The 
picture was horribly beautiful. 24. Don't use big words. They mean so little. 

Assignment 5. Choose from the a-e list the appropriate for pun 
words, missing in the sentences. Point out the key words of pun: 

1. "Are the tires on the car .ɞ.?" - "No, two of them are left." 
2. "Son, are you pursuing your studies faithfully?" - "Yes, indeed, father. 

I'm always •И„" 
3. "If you were in Africa and saw a lion coming, what steps would you 

take?" - W 
4. "Is it a board school you go to, my dear?" - "No, sir. I believe it is ..." 
5. "Papa, what kind of a robber is ...?" - "A what?" - "It says here that 

two pages held up the bride's train." 

a) brick; b) behind; c) a page; d) the longest; e) all right 

Assignment 6. Suggest the missing parts of the humorous replies 
based on pun of the meanings of the underlined words: 

1. "Hasn't Harvey ever married?" - "... , because he's studying for a 

bachelor's degree." 
2. "Did you have any luck, hunting tigers in India?" - "... Didn't come 

across a single tiger." 

3. "What, your son is an undertaker? I thought you said he was a doc 
tor?" - "Ncx I said he followed ..." 
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4. "What is the meaning of the word 'matrimony'?" - "Father says it it's 
a sentence." 

5. "What model is his car?" -"...; it's a horrible example." 

Assignment 7. Distinguish between: I) irony; 2) zeugma; 3) pUn 

Point out other stylistic devices: 
1. For my own part, I swim like a stone. 2. Joe's been putting two and 

two together to make a million. 3. Bookcases covering one wall boasted a 
half-shelf of literature. 4. "Lord Henry, I am not at all surprised that the world 
says that you are extremely wicked." - "But what world says that?" asked 
Lord Henry, elevating his eyebrows. "It can only be the next world. This 
world and I are on excellent terms." 5. Last time it was a nice, simple, Euro-
pean-style war. 6. Your project is just fit for the wastepaper basket. 7. He is 
really now a gentleman of the three outs: out of pocket, out of elbow, out of 
credit. 8. Yes, he is my blood cousin, seven times removed. 9. Telling of a 
member expelled from her club, a woman said: "They dismembered her." 
10. "Unmaried?" - "Twice." 11. The quickest way to break a bad habit is to 
drop it. 12. The man who is always asking for a loan is always left alone. 
13. Father to daughter's suitor: "My daughter says you have that certain 
something, but I wish you had something certain!" 14. (She, tearfully) -
"You said if I'd marry you you'd be humbly grateful." - (He, sourly) - "Well, 
what of it?" - (She) - "You're not; you're grumbly hateful." 15. (an epitaph 
on Sir John Strange) Here lies an honest lawyer, and that is Strange. 

Supplement Assignment. Analyse the following figures of substi-
tution and combination: 

1. The whole lobby was empty. It smelled like fifty million dead cigars. 
2. Somebody knocked on the door, and when I went to open it, I fell over my 
suitcase. I always pick a gorgeous time to fall over a suitcase or something. 
3.1 dropped about a thousand hints but I couldn't get rid of him. 4. He was 
two years younger than I was, but he was about fifty times as intelligent. He 
was terrifically intelligent. 5. They both laughed like hyenas at stuff that wasn't 
even funny. 6. He didn't have too bad a sense of humor. 7. At Ɋɟɩɫɭ, you 
either froze to death or died of the heat. 8. He's not too bad. 9. There were 
about three inches of snow on the ground, and it was still coming down Like a 
madman. 10. In New York, boy, money really talks - I'm not kidding. 11. The 
one ugly one, Laverne, wasn't too bad a dancer, but the other one, old Marty, 
was murder. Old Marty was like dragging the Statue of Liberty around the 

floor. 12. Four times she asked me that - she was certainly witty. 13. It was 
that kind of a crazy afternoon, terrifically cold... (J. D. Salinger). 14. He 
caught a ride home to the crowded loneliness of the barracks. (J. Jones). 15. He 
smiled back, breathing a memory of gin at me. (W. S. Gilbert). 16. He is a 
proud, haughty, consequential, turned-nosed peacock. (Ch. Dickens). 17. 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. Waugh). 18. After a while and a 
cake he crept nervously to the door of the parlour. (A. Tolkien). 19. "Some-
one at the door," he said, blinking. - "Some four, I should say by the sound," 
said Fili. (A. Tolkien). 20. Like a well, like a vault, like a tomb, the prison had 
no knowledge of the brightness outside. (Ch. Dickens). 21. We danced on the 
handkerchief-big space between the speak-easy tables. (R. P. Warren). 22. 
Liza Hamilton was a very different kettle of Irish. Her head was small and 
round and it held small and round convictions. (J. Steinbeck). 23. 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. (D Cusack). 24. Little Jon was born with a silver 
spoon in his mouth which was rather curly and large. (J. Galsworthy). 25. 
Huck Finn and Holden Caulfield are Good Bad Boys of American literature. 
(H. G. Vallins). 26. He smelled the ever-beautiful smell of coffee 
imprisoned in the can. (J. Steinbeck). 27. Her painful shoes slipped off. (J. 
Updike). 28. We sat down at the table. The jaws got to work around the 
table. (R. P. Warren). 29. He had all the confidence in the world, and not 
without reason. (J. O'Hara). 30.1 took my obedient feet away from him. (W. 
S. Gilbert). 31. Most women up London nowadays seem to furnish their 
rooms with nothing but orchids, foreigners and French novels. (O. Wilde). 
32. I felt I wouldn't say "no" to a cup of tea. (K. Mansfield). 33. Better 
beans and bacon in peace than cakes and ale in fear. (Aesop). 34. A most 
intense young man, A soulful-eyed young man. An ultra-poetical, super-aes-
thetical, Out-of-the-way young man! (Gilbert). 35. When every one is some-
body, Then no one's anybody. (Gilbert). 36. The black flower of civilized 
society, a prison. (N. Hawthorne). 37.1 like work; it fascinates me. I can sit 
and look at it for hours. I love to keep it by me: the idea of getting rid of it 
nearly breaks my heart. (J. K. Jerome). 38. A fly sat on the chariot wheel and 
said, "What a dust I raise." (J. La Fontaine). 39. Please return this book; I 
find that though many of my friends are poor arithmeticians, they are nearly 
all good bookkeepers. (W. Scott). 40. Cauliflower is nothing but cabbage with a 
college education. (Mark Twain). 
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Seminars No 9,10 
Stylistic Syntax: Syntactic Expressive Means 

and Stylistic Devices 

Assignment 1. Pick out the syntactic stylistic devices based on a) 
reduction, b) extension of the sentence model: 

1) a rhetoric question; 2) polysyndeton; 3) parceling; 4) detachment; 
5) repetition; 6) tautology; 7) aposiopesis; 8) inversion; 9) an apokoinu con-
struction; 10) ellipsis; 11) asyndeton; 12) enumeration; 13) a nominative sen-
tence; 14) parallel constructions. 

Assignment 2. Point out separately the cases of 1) elliptical sen-
tences, 2) nominative sentences, 3) apokoinu constructions: 

1. Malay Camp. A row of streets crossing another row of streets. (P. Abra-
hams). 2. "What did you divorce your husband for?" - "Two hundred dollars 
a month." 3. "Don't you think he's rather good-looking?" - "In a way." -
"What kind of a way?" - "Away off." 4. There was no door led into the 
kitchen. (Sh. Anderson). 5. The day passed on. Noon, afternoon, evening. 
Sunset. (J. Galsworthy). 6. He was the man killed the deer. (R. P. Warren). 

Assignment 3. Pick out tautology in the following sentences: 
1. Pain, even slight pain, tends to isolate. Pain, such as he had to suffer, 

cuts the last linkswith society. (S. Chaplin). 2. The widow Douglas, she took 
me for her son. (M. Twain). 3. "What's the matter?" - "Nothing... every-
thing. .. it's good news... news... well, Jean's much better. 4. And - now my 
Arvie's gone. Whatever will I and my children do? Whatever will I do? What-
ever will I do?.. (H. Lawson). 5.1 can say no more, but blessings, blessings 
on all in the dear house I leave, prays. (W. Thackeray). 

Assignment 4. Supply the missing words to indicate cases of rep-
etition. Define the repetition types: 

1. Avoid evil and it will ^ you. 2. Live not to 1JJm but eat to live. Ɂ.Ⱥ^ for 
everything and everything in its place. 4. The alarm swept from lip to....._, 
from group to ɥɥɥɚ from street to ɅɅəɬ. (M. Twain). 5. Nothing will come of ^ . 
6. What is lost is ^. 7. The worst has come to AJA. 8. God defend me from 
my friends; from my enemies I can ɥɥɥ myself. 9. He's not fit to ^ others that 
cannot command himself. 10. He that hatches matches ɥɥɥ_ catches. 11. If the 

mountain will not come to Mahammed, ^ must go to ^. 12. _. to you is like 
talking to the wall. 13. It was a ghost of a train, a Flying Dutchman of ^ a 
nightmare of .̂ (R. Davis). 14. Nothing comes from ɥɥɥ.. 15. "That's a fine 
orJen mind you've got there!" "Open mind, my eye! We didn't come with ^ 
(M- Wilson). 16. Habit cures ^. 17. It's queer that you should be so differ-
ent from Violet. ɲ is as hard as nails. (B. Shaw). 18. A crooked stick throws a 
_^ shadow. 

Assignment 5. Change the word order to make the sentences 
grammatically and semantically correct: 

1. Wanted, a situation as governess by a young lady aged 26 for three 
years. 2. Lost, an umbrella in Victoria by a lady with whalebone ribs. 3. Girl 
with wonderful personality wants work as maid in good family. Can cook and 
admire children. 

Assignment 6. Determine stylistic and communicative functions of 
detachment; define the types of repetition in the following sentences: 

1. You know what I mean. You look like a million dollars, I mean. (A. Sax-
ton). 2.1 have seen old Flint in the corner there, behind you; as plain as print, 
I've seen him. (R. Stevenson). 3. "Serious from my heart - from my soul!" 
returned Mr. Winkle, with great energy. (Ch. Dickens). 4. "In a barrack, by 
Jove - I wish anybody in a barrack would say what you do," cried out this 
uproused British lion. (W Thackeray). 5. 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. Baldwin). 

Supplement Assignment. Analyse the following lexico-semantic and 
syntactic expressive means and stylistic devices as to their types, func-
tional value and compare with the given translations into Ukrainian: 

W. M. Thackeray: 

1. All the world used her ill , said this young misanthropist. - "ɋɜɿɬ ɞɨ 
ɦɟɧɟ ɠɨɪɫɬɨɤɢɣ", ɤɚɡɚɥɚ ɰɹ ɸɧɚ ɦɿɡɚɧɬɪɨɩɤɚ. 

2. The world is a looking-glass, and gives back to every man the reflec-
tion of his own face. Frown at it, and it will in turn look sourly upon you; laugh 
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at it and with it, and it is a jolly kind companion. - ɋɜɿɬ - ɰɟ ɞɡɟɪɤɚɥɨ, ɜɿɧ 
ɤɨɠɧɨɦɭ ɜɿɞɛɢɜɚє ɣɨɝɨ ɜɥɚɫɧɟ ɨɛɥɢɱɱɹ. ɇɚɫɭɩɬɟɫɶ - ɿ ɜɿɧ ɭ ɜɿɞɩɨɜɿɞɶ 
ɝɥɹɧɟ ɧɚ ɜɚɫ ɩɨɯɦɭɪɨ; ɭɫɦɿɯɧɿɬɶɫɹ ɞɨ ɧɶɨɝɨ, ɡɚɪɟɝɨɱɿɬɶ ɪɚɡɨɦ ɡ ɧɢɦ 
- ɿ ɜɿɧ ɛɭɞɟ ɬɚɤɢɣ ɫɚɦɢɣ ɜɟɫɟɥɢɣ, ɹɤ ɿ ɜɢ. 

3. She was small and slight in person; pale, sandy-haired, and with eyes 
habitually cast down: when they looked up they were very large, odd, and 
attractive; so attractive, that the Reverend Mr. Crisp, fresh from Oxford, and 
curate to the Vicar of Chiswick, the Reverend Mr. Flowerdew, fell in love 
with Miss Sharp; being shot dead by a glance of her eyes, which was fired all 
the way across Chiswick Church. - Ɋɟɛɟɤɚ ɛɭɥɚ ɦɚɥɟɧɶɤɚ, ɬɟɧɞɿɬɧɚ, 
ɛɥɿɞɚ ɞɿɜɱɢɧɚ ɡ ɪɭɞɢɦɢ ɤɨɫɚɦɢ, ɳɨ ɡɜɢɱɚɣɧɨ ɯɨɞɢɥɚ ɨɩɭɫɬɢɜɲɢ ɨɱɿ, ɬɚ 
ɤɨɥɢ ɩɿɞɿɣɦɚɥɚ ʀɯ, ɜɨɧɢ ɡɞɚɜɚɥɢɫɹ ɜɟɥɢɤɢɦɢ, ɡɚɝɚɞɤɨɜɢɦɢ ɿ ɱɚɪɿɜɥɢɜɢɦɢ, 
ɬɚɤɢɦɢ ɱɚɪɿɜɥɢɜɢɦɢ, ɳɨ ɦɿɫɬɟɪ ɏɪɭɦɥɿ, ɹɤɨɝɨ ɳɨɣɧɨ ɫɩɟɤɥɢ ɜ 
Ɉɤɫɮɨɪɞɿ ɿ ɩɪɢɫɥɚɥɢ ɜ ɑɿɡɜɿɤ ɡɚɫɬɭɩɧɢɤɨɦ ɜɿɤɚɪɿɹ Ɏɥɚɭɟɪɞɶɸ, 
ɡɚɤɨɯɚɜɫɹ ɭ ɦɿɫ ɒɚɪɩ; ɜɨɧɚ ɜɛɢɥɚ ɣɨɝɨ ɬɢɦɢ ɨɱɢɦɚ, ɫɬɪɟɥɶɧɭɜɲɢ 
ɧɢɦɢ ɱɟɪɟɡ ɭɫɸ ɱɿɡɜɿɤɫɶɤɭ ɰɟɪɤɜɭ. 

4. Oh, why did Miss Pinkerton let such a dangerous bird into her cage? 
- Ox, ɧɚɜɿɳɨ ɦɿɫ ɉɿɧɤɟɪɬɨɧ ɜɩɭɫɬɢɥɚ ɜ ɫɜɨɸ ɤɥɿɬɤɭ ɬɚɤɭ ɧɟɛɟɡɩɟɱɧɭ 
ɩɬɚɯɭ? 

5. She took advantage, therefore, of the means of study the place of-
fered her. - Ɍɨɦɭ ɜɨɧɚ ɣ ɜɢɤɨɪɢɫɬɨɜɭɜɚɥɚ ɬɿ ɦɨɠɥɢɜɨɫɬɿ, ɹɤɿ ɞɚɜɚɜ ʀɣ 
ɩɚɧɫɿɨɧ, ɳɨɛ ɞɟɱɨɝɨ ɧɚɜɱɢɬɢɫɹ. 

6. 'No, never, upon my word,' said the head under the neckcloth, shaking 
very much. - Hi, ɧɟ ɡɝɚɞɭɜɚɥɚ, ɫɥɨɜɨ ɱɟɫɬɿ, — ɦɨɜɢɥɚ ɝɨɥɨɜɚ ɡ-ɡɚ ɯɭɫɬɤɢ. 

7. George, of course, took charge of Amelia. She looked as happy as a 
rose-tree in sunshine. - Ⱦɠɨɪɞɠ, ɡɜɢɱɚɣɧɨ, ɭɩɚɞɚɜ ɤɨɥɨ ȿɦɿɥɿʀ, ɹɤɚ 
ɫɹɹɥɚ ɜɿɞ ɳɚɫɬɹ, ɦɨɜ ɪɨɡɤɜɿɬɥɢɣ ɬɪɨɹɧɞɨɜɢɣ ɤɭɳ ɧɚ ɫɨɧɰɿ. 

8. The faithful chambers seem, as it were, to mourn the absence of 
their masters. The Turkey carpet has rolled itself up, and retired sulkily under 
the side-board; the pictures have hidden their faces behind old sheets of brown 
paper; the ceiling-lamp is muffled up in a dismal sack of brown holland; the 
window-curtains have disappeared under all sorts off shabby envelopes; the 
marble bust of Sir Walpole Crawley is looking from its black corner at the 
bare boards and the oiled fire-irons [...] - ȼɿɪɧɿ ɩɨɤɨʀ ɧɚɱɟ ɨɩɥɚɤɭɜɚɥɢ 
ɜɿɞɫɭɬɧɿɫɬɶ ɫɜɨʀɯ ɝɨɫɩɨɞɚɪɿɜ. Ɍɭɪɟɰɶɤɢɣ ɤɢɥɢɦ ɫɤɪɭɬɢɜɫɹ ɿ ɩɨɧɭɪɨ 
ɡɚɥɿɡ ɩɿɞ ɛɭɮɟɬ, ɤɚɪɬɢɧɢ ɩɨɡɚɬɭɥɹɥɢ ɨɛɥɢɱɱɹ ɚɪɤɭɲɚɦɢ ɩɚɤɭɜɚɥɶɧɨɝɨ 
ɩɚɩɟɪɭ, ɥɸɫɬɪɚ ɡɚɝɨɪɧɭɥɚɫɹ ɜ ɛɪɢɞɤɢɣ ɜɨɪɨɤ ɿɡ ɫɿɪɨʀ ɦɿɲɤɨɜɢɧɢ, ɡɚɜɿɫɢ 
ɧɚ ɜɿɤɧɚɯ ɡɧɢɤɥɢ ɩɿɞ ɭɫɿɥɹɤɢɦ ɫɬɚɪɢɦ ɲɦɚɬɬɹɦ. 

ɦɚɪɦɭɪɨɜɟ ɩɨɝɪɭɞɞɹ ɍɨɥɩɨɥɚ Ʉɪɨɭɥɿ ɩɨɡɢɪɚɥɨ ɡ ɬɟɦɧɨɝɨ ɤɭɬɤɚ ɧɚ 
ɸɥɿ ɫɬɨɥɢ, ɧɚ ɩɪɢɥɚɞɞɹ ɞɨ ɤɚɦɿɧɚ, ɡɦɚɳɟɧɟ ɠɢɪɨɦ /.../. 

9. A tempest in a slop-basin is absurd. We will reserve that sort of thing 
for the mighty ocean and the lonely midnight. The present Number will be mild. 
Others - but we will not anticipate those. - Ȼɭɪɹ ɜ ɫɤɥɹɧɰɿ ɜɨɞɢ - ɛɟɡɝɥɭɡɞɹ. 
ɉɪɢɛɟɪɟɠɟɦɨ ɬɚɤɿ ɪɟɱɿ ɞɥɹ ɦɨɝɭɬɧɶɨɝɨ ɨɤɟɚɧɭ ɿ ɝɥɭɩɨʀ ɧɨɱɿ. ɐɟɣ 
ɪɨɡɞɿɥ ɞɭɠɟ ɥɚɝɿɞɧɢɣ. Ɂɚɬɟ ɿɧɲɿ... ɚɥɟ ɧɟ ɛɭɞɟɦɨ ɡɚɛɿɝɚɬɢ ɜɩɟɪɟɞ. 

10. Her roses faded out of her cheeks, and the pretty freshness left her 
fioure after the birth of a couple of children, and she became a mere machine 
in her husband's house, of no more use than the late Lady Crawley's grand 
piano. - Ɍɪɨɹɧɞɢ ɧɚ ʀʀ ɳɨɤɚɯ ɡɿɜ'ɹɥɢ, ɜɿɞ ɫɬɪɭɧɤɨʀ, ɡɧɚɞɥɢɜɨʀ ɩɨɫɬɚɬɿ 
ɧɟ ɥɢɲɢɥɨɫɹ ɣ ɫɥɿɞɭ ɩɿɫɥɹ ɧɚɪɨɞɠɟɧɧɹ ɞɜɨɯ ɞɿɬɟɣ, ɿ ɜɨɧɚ ɫɬɚɥɚ ɜ ɞɨɦɿ 
ɱɨɥɨɜɿɤɚ ɩɪɨɫɬɨ ɦɚɲɢɧɨɸ, ɡ ɹɤɨʀ ɛɭɥɨ ɫɬɿɥɶɤɢ ɤɨɪɢɫɬɿ, ɫɤɿɥɶɤɢ ɡ 
ɪɨɹɥɹ ɧɟɛɿɠɱɢɰɿ ɥɟɞɿ Ʉɪɨɭɥɿ. 
 

11. That blood-red hand of Sir Pitt Crawley's would be in anybody's 
pocket except his own. - ɑɟɪɜɨɧɚ ɥɚɩɚ ɫɟɪɚ ɉɿɬɬɚ ɥɚɞɧɚ ɛɭɥɚ ɡɚɥɿɡɬɢ ɭ 
ɛɭɞɶ-ɱɢɸ ɤɢɲɟɧɸ, ɬɿɥɶɤɢ ɧɟ ɜ ɫɜɨɸ ɜɥɚɫɧɭ. 

12. She did not pester their young brains with too much learning, but, on 
the contrary, let them have their own way in regard to educating themselves; 
for what instruction is more effectual than self-instruction? - ȼɨɧɚ ɧɟ 
ɨɛɬɹɠɭɜɚɥɚ ʀɯɧɿɯ ɝɨɥɿɜɨɤ ɧɚɞɦɿɪɧɨɸ ɧɚɭɤɨɸ, ɚ, ɧɚɜɩɚɤɢ, ɞɚɜɚɥɚ ʀɦ 
ɰɿɥɤɨɜɢɬɭ ɜɨɥɸ ɫɚɦɢɦ ɞɨɛɭɜɚɬɢ ɫɨɛɿ ɡɧɚɧɧɹ, ɛɨ ɠ ɯɿɛɚ є ɤɪɚɳɚ 
ɨɫɜɿɬɚ ɡɚ ɫɚɦɨɨɫɜɿɬɭ? 

13. 'My mind shudders when 1 think of her awful, awful situation, and that, 
near as she is to the grave, she should be so given up to vanity, licentiousness, 
profaneness, and folly.' - ə ɜɟɫɶ ɡɞɪɢɝɚɸɫɹ, ɤɨɥɢ ɩɨɞɭɦɚɸ ɩɪɨ ʀʀ ɠɚɯɥɢɜɟ, 
ɛɟɡɧɚɞɿɣɧɟ ɫɬɚɧɨɜɢɳɟ ɿ ɩɪɨ ɬɟ, ɳɨ ɜɨɧɚ, ɫɬɨɹɱɢ ɨɞɧɿєɸ ɧɨɝɨɸ ɜ 
ɦɨɝɢɥɿ, ɬɚɤ ɡɚɝɪɭɡɥɚ ɜ ɫɭєɬɿ, ɪɨɡɩɭɫɬɿ, ɛɟɡɛɨɠɧɨɫɬɿ ɣ ɿɧɲɢɯ ɝɪɿɯɚɯ. 

 

14. Let us return to Humdrum Hall. - ȼɟɪɧɿɦɨɫɹ ɞɨ ɡɚɦɤɭ ɇɭɞɨɬɢ. 
15. The captain has a hearty contempt for his father, I can see, and he 

calls him an old put, an old snob, an old chaw-bacon, and numberless other 
pretty names. - ɇɚɫɤɿɥɶɤɢ ɹ .ɧɨɠɭ ɡɛɚɝɧɭɬɢ, ɤɚɩɿɬɚɧ ɫɬɪɚɲɟɧɧɨ 
ɧɟɧɚɜɢɞɢɬɶ ɫɜɨɝɨ ɛɚɬɶɤɚ, ɡɜɟ ɣɨɝɨ ɦɭɠɥɚєɦ, ɡɚɧɭɞɨɸ, ɠɥɭɤɬɨɦ ɬɚ 
ɿɧɲɢɦɢ ɩɪɟɝɚɪɧɢɦɢ ɫɥɨɜɚɦɢ. 

16. 'And it's to this man's son -this scoundrel, gambler, swindler, murderer 
of a Rawdon Crawley, that Matilda leaves the bulk of her money. I say it's 
unchristian. By Jove, it is. The infamous dog has got every vice except 
hypocrisy, and that belongs to his brother. ' - / ɳɨɛ ɫɢɧɨɜɿ ɬɚɤɨɝɨ ɤɪɭɬɿɹ 
Ɋɨɞɨɧɨɜɿ Ʉɪɨɭɥɿ, ɬɨɦɭ ɧɟɝɿɞɧɢɤɨɜɿ, ɝɪɚɜɰɟɜɿ, ɲɚɯɪɚєɜɿ ɿ ɜɛɢɜɰɿ, Ɇɚ- 
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ɬɿɥɶɞɚ ɜɿɞɞɚɥɚ ɛɿɥɶɲɭ ɱɚɫɬɢɧɭ ɫɜɨɝɨ ɛɚɝɚɬɫɬɜɚ? ɐɟ ɧɟ ɩɨ-ɯɪɰɫ, 
ɬɢɹɧɫɶɤɨɦɭ! ʀɣ-ɛɨɝɭ. ɇɟ ɩɨ-ɯɪɢɫɬɢɹɧɫɶɤɨɦɭ! ȼ ɬɨɦɭ ɦɟɪɡɨɬɧɢɤɨɜɿ 
ɜɬɿɥɟɧɿ ɜɫɿ ɜɚɞɢ ɫɜɿɬɭ, ɤɪɿɦ ɨɛɥɭɞɢ, ɹɤɚ ɞɿɫɬɚɥɚɫɹ ɣɨɝɨ ɛɪɚɬɨɜɿ! 

17. 'You, my love, are a little paragon - positively a litt le jewel - You 
have more brains than half the shire. - Ɍɢ, ɥɸɛɨɧɶɤɨ, ɩɪɨɫɬɨ ɫɤɚɪɛ 
ɫɩɪɚɜɠɧɿɫɿɧɶɤɢɣ ɞɿɚɦɚɧɬ. Ɍɢ ɦɚєɲ ɜ ɝɨɥɨɜɿ ɛɿɥɶɲɟ ɝɥɭɡɞɭ, ɧɿɠ: 
ɩɨɥɨɜɢɧɚ ɰɶɨɝɨ ɝɪɚɮɫɬɜɚ. 

18. Their house was comfortable; their papa's table rich and handsome 
[...]. - Ȼɭɞɢɧɨɤ ɜ Ɉɫɛɨɪɧɿɜ ɛɭɜ ɪɨɡɤɿɲɧɢɣ, ɫɬɿɥ ʀɯɧɶɨɝɨ ɛɚɬɶɤɚ -
ɛɚɝɚɬɢɣ ɿ ɫɦɚɱɧɢɣ [...]. 

19. Poor little tender heart! and so it goes on hoping and beating, and 
longing and trusting. - Ȼɿɞɨɥɚɲɧɟ ɧɿɠɧɟ ɫɟɪɞɟɧɶɤɨ! ȼɨɧɨ ɫɩɨɞɿɜɚєɬɶɫɹ 
ɣ ɬɪɟɦɬɢɬɶ, ɬɭɠɢɬɶ ɿ ɜɿɪɢɬɶ. 

20. While Becky Sharp was on her own wing in the country, hopping on 
all sorts of twigs, and amid a multiplicity of traps, and pecking up her food 
quite harmless and successful, Amelia lay snug in her home of Russell Square; 
if she went into the world, it was under the guidance of the elders; nor did it 
seem that any evil could befall her or that opulent cheery comfortable home 
in which she was affectionately sheltered. - Ɍɢɦ ɱɚɫɨɦ ɹɤ Ȼɟɤɿ ɒɚɪɩ 
ɥɿɬɚɥɚ ɞɟɫɶ ɭ ɩɪɨɜɿɧɰɿʀ ɧɚ ɜɥɚɫɧɢɯ ɤɪɢɥɚɯ, ɫɬɪɢɛɚɥɚ ɩɨ ɝɿɥɤɚɯ ɿ, 
ɭɧɢɤɚɸɱɢ ɜɫɿɥɹɤɢɯ ɩɚɫɬɨɤ, ɭɫɩɿɲɧɨ ɿ ɛɟɡɤɚɪɧɨ ɡɧɚɯɨɞɢɥɚ ɫɨɛɿ ʀɠɭ, 
ȿɦɿɥɿɹ ɡɪɭɱɧɨ ɜɢɥɟɠɭɜɚɥɚɫɹ ɭ ɫɜɨєɦɭ ɝɧɿɡɞɿ ɧɚ Ɋɚɫɫɟɥ-ɫɤɜɟɪ. əɤɳɨ 
ɜɨɧɚ ɿ ɜɢɯɨɞɢɥɚ ɜ ɫɜɿɬ, ɬɨ ɬɿɥɶɤɢ ɩɿɞ ɧɚɝɥɹɞɨɦ ɫɬɚɪɲɢɯ; ɧɿɹɤɟ ɥɢɯɨ, 
ɡɞɚɜɚɥɨɫɹ, ɧɟ ɦɨɝɥɨ ʀʀ ɫɩɿɬɤɚɬɢ ɭ ɛɚɝɚɬɨɦɭ, ɜɟɫɟɥɨɦɭ, ɡɚɬɢɲɧɨɦɭ 
ɞɨɦɿ, ɳɨ ɧɚɞɿɣɧɨ ɡɚɯɢɳɚɜ ʀʀ ɜɿɞ ɠɢɬɬєɜɨʀ ɯɭɪɬɨɜɢɧɢ. 

21. ɇɟ was her Europe, her emperor, her allied monarchs and august 
prince regent. He saw her sun and moon; and I believe she thought the grand 
illumination and ball at the Mansion House, given to the sovereigns, were 
especially in honour of George Osborne. - Ⱦɠɨɪɞɠ: ɛɭɜ ʀʀ Єɜɪɨɩɨɸ, ʀʀ 
ɿɦɩɟɪɚɬɨɪɨɦ, ʀʀ ɫɨɸɡɧɢɦɢ ɦɨɧɚɪɯɚɦɢ ɿ ȲȲ ɧɚɣɹɫɧɿɲɢɦ ɩɪɢɧɰɨɦ-ɪɟ-
ɝɟɧɬɨɦ. ȼɿɧ ɛɭɜ ʀʀ ɫɨɧɰɟɦ ɿ ɦɿɫɹɰɟɦ. ɉɨ-ɦɨєɦɭ, ȿɦɿɥɿɹ ɧɚɜɿɬɶ ɜɜɚɠɚ-
ɥɚ, ɳɨ ɩɚɪɚɞɧɭ ɿɥɸɦɿɧɚɰɿɸ ɿ ɛɟɧɤɟɬ ɭ ɩɚɥɚɰɿ ɥɨɪɞ-ɦɟɪɚ ɜɥɚɲɬɨɜɚɧɨ 
ɧɟ ɧɚ ɱɟɫɬɶ ɫɨɸɡɧɢɯ ɦɨɧɚɪɯɿɜ, ɚ ɬɿɥɶɤɢ ɞɥɹ Ⱦɠɨɪɞɠɚ Ɉɫɛɨɪɧɚ. 

22. What were her parents doing, not to keep this little heart from beat-
ing so fast? - Ʉɭɞɢ ɞɢɜɢɥɢɫɹ ʀʀ ɛɚɬɶɤɢ? ɑɨɦɭ ɧɟ ɩɢɥɶɧɭɜɚɥɢ, ɳɨɿ 
ɫɟɪɞɟɧɶɤɨ ɧɟ ɫɬɭɤɨɬɿɥɨ ɬɚɤ ɝɨɥɨɫɧɨ? 

23. {author) I know where she kept that packet she had - and can steal 
in and out of her chamber like Iachimo - like Iachimo? No - that is a bad 

nart. I will only act Moonshine, and peep harmless into the bed where faith 
and beauty and innocence lie dreaming. - ə ɡɧɚɸ, ɞɟ ȿɦɿɥɿɹ ɯɨɜɚє ɩɚɱɤɭ 
ɲɫɬɿɜ ɜɿɞ Ⱦɠɨɪɞɠɚ, ɦɿɝ ɛɢ ɤɪɚɞɶɤɨɦɚ ɡɚɣɬɢ ɞɨ ʀʀ ɤɿɦɧɚɬɢ ɿ ɜɢɣɬɢ 
ɂɫʀ ɧɟɩɨɦɿɬɧɨ, ɦɨɜ ȱɚɤɿɦɨ... Ɇɨɜ ȱɚɤɿɦɨ? ɇɿ, ɰɟ ɧɟɝɚɪɧɚ ɪɨɥɶ. ə 
ɡɪɨɛɥɸ ɬɚɤ, ɹɤ Ɇɿɫɹɱɧɟ ɋɹɣɜɨ: ɧɟɜɢɧɧɨ ɡɚɡɢɪɧɭ ɞɨ ɥɿɠɤɚ, ɞɟ ɥɟɠɢɬɶ 
ɿ ɋɇɍЄ ɦɪɿʀ ɜɿɪɚ, ɤɪɚɫɚ ɣ ɱɢɫɬɨɬɚ. 

24. Holding this kind of conversation, and building numberless castles in 
the air (which Amelia adorned with all sorts of flower-gardens, rustic walks, 
country churches, Sunday schools, and the like; while George had his mind's 
eye directed to the stables, the kennel, and the cellar), this young pair passed 
away a couple of hours very pleasantly. - Ɂɚ ɬɚɤɨɸ ɪɨɡɦɨɜɨɸ ɿ ɫɩɨɪɭɞ- 
ɭɫɟɧɧɹɦ ɩɨɜɿɬɪɹɧɢɯ ɡɚɦɤɿɜ (ɳɨ ʀɯ ȿɦɿɥɿɹ ɩɪɢɤɪɚɲɚɥɚ ɜɫɿɥɹɤɢɦɢ 
ɤɜɿɬɧɢɤɚɦɢ, ɫɬɟɠɟɱɤɚɦɢ, ɫɿɥɶɫɶɤɢɦɢ ɰɟɪɤɜɚɦɢ, ɧɟɞɿɥɶɧɢɦɢ ɲɤɨ 
ɥɚɦɢ ɬɨɳɨ, ɚ Ⱦɠɨɪɞɠ: - ɤɨɧɸɿɢɧɹɦɢ, ɩɫɚɪɧɹɦɢ ɿ ɩɢɜɧɢɰɹɦɢ) ɧɚɲɚ 
ɦɨɥɨɞɚ ɩɚɪɚ ɞɭɠɟ ɩɪɢєɦɧɨ ɩɪɨɜɟɥɚ ɝɨɞɢɧɢ ɡɨ ɞɜɿ. 

Rudvard Kipling: 

25. Again the big gong beat, and a second time there was the rushing of 
naked feet on earth and ringing iron; the clatter of tools ceased. In the silence, 
men heard the dry yawn of water crawling over thirsty sand. - Ɂɧɨɜɭ ɡɚɝɭɞɿɜ 
ɜɟɥɢɤɢɣ ɝɨɧɝ, ɿ ɳɟ ɪɚɡ ɩɨ ɡɟɦɥɿ ɬɚ ɞɡɜɿɧɤɨɦɭ ɡɚɥɿɡɭ ɡɚɥɨɩɨɬɿɥɢ ɛɨɫɿ 
ɧɨɝɢ. Ȼɪɹɡɤɿɬ ɥɨɦɿɜ ɬɚ ɤɚɣɥ ɭɪɜɚɜɫɹ. ɍ ɬɢɲɿ ɱɭɬɧɨ ɛɭɥɨ, ɹɤ ɫɭɯɨ 
ɫɢɱɢɬɶ ɜɨɞɚ, ɪɨɡɥɢɜɚɸɱɢɫɶ ɩɨ ɫɩɪɚɝɥɨɦɭ ɩɿɫɤɭ. 

26. The dense wet heat that hung over the face of land, like a blanket, 
prevented all hope of sleep in the first instance. - Ƚɭɫɬɚ, ɜɨɥɨɝɚ ɫɩɟɤɚ, 
ɓɨ ɧɿɛɢ ɤɨɜɞɪɨɸ ɜɤɪɢɜɚɥɚ ɥɢɰɟ ɡɟɦɥɿ, ɜɿɞɪɚɡɭ ɜɛɢɜɚɥɚ ɜɫɹɤɭ ɧɚɞɿɸ 
ɡɚɫɧɭɬɢ. 

27. The heated air and the heavy earth had driven the very dead upward 
for coolness' sake. - Ɋɨɡɩɟɱɟɧɟ ɩɨɜɿɬɪɹ ɣ ɜɚɠɤɚ ɡɟɦɥɹ ɧɚɜɿɬɶ ɦɟɪɰɿɜ 
ɜɢɝɧɚɥɢ ɧɚɝɨɪɭ ɲɭɤɚɬɢ ɩɪɨɯɨɥɨɞɢ. 

28. Then silence follows - the silence that is full of the night noises of a 
great city. - Ⱦɚɥɿ - ɬɢɲɚ. Ɍɢɲɚ, ɩɨɜɧɚ ɧɿɱɧɢɯ ɡɜɭɤɿɜ ɜɟɥɢɤɨɝɨ ɦɿɫɬɚ. 

29. All the heat of a decade of fierce Indian summers is stored in the 
Pitch-black, polished walls of the cork-screw staircase. - ȼ ɱɨɪɧɢɯ, ɹɤ ɫɦɨɥɚ, 
ɥɢɫɤɭɱɢɯ ɫɬɿɧɚɯ ɝɜɢɧɬɨɜɢɯ ɫɯɨɞɿɜ ɡɝɪɨɦɚɞɢɥɚɫɶ ɭɫɹ ɫɩɟɤɚ ɞɨɛɪɨɝɨ 
ɞɟɫɹɬɤɚ ɩɚɥɸɱɢɯ ɿɧɞɿɣɫɶɤɢɯ ɥɿɬ. 
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30. The city is absolutely quiet now, but for some vagrant dog's love, 
song. Nothing save dead heavy sleep. -Ɇɿɫɬɨ ɜɠɟ ɡɨɜɫɿɦ ɡɚɬɢɯɥɨ, ɱɭɳɲ 
ɬɿɥɶɤɢ ɥɸɛɨɜɧɭ ɩɿɫɧɸ ɹɤɨɝɨɫɶ ɛɟɡɞɨɦɧɨɝɨ ɩɫɚ. ɇɿɞɟ ɧɿɱɨɝɨ, ɤɪɿɭ. 
ɜɚɠɤɨɝɨ, ɦɟɪɬɜɨɝɨ ɫɧɭ. 

Ɉ'Henry:  

Ɂ J. The imperturbability of the mountains hung upon him like a suit of 
armor. — ɇɟɡɜɨɪɭɲɧɢɣ ɫɩɨɤɿɣ ɨɛɥɹɝɚɜ ɣɨɝɨ, ɹɤ ɫɬɚɥɟɜɿ ɥɚɬɢ. 

32. Through it all gleamed a faint protest of cheated youth unconscious 
of its loss. - Ʉɪɿɡɶ ɭɫɟ ɰɟ ɩɪɨɝɥɹɞɚɜ ɝɥɭɯɢɣ ɩɪɨɬɟɫɬ ɨɲɭɤɚɧɨʀ ɸɧɨɫɬɿ, 
ɹɤɚ ɳɟ ɧɟ ɩɨɦɿɱɚє, ɳɨ ɜɠɟ ɜɿɞɯɨɞɢɬɶ. 

33. Her soul peeped out once through her impassive face, hallowing it. -
ɇɚ ɦɢɬɶ ɞɭɲɚ ɰɿєʀ ɠɿɧɤɢ ɩɪɨɡɢɪɧɭɥɚ ɤɪɿɡɶ ɧɟɡɜɨɪɭɲɧɿ ɪɢɫɢ ʀʀ ɥɢɰɹ, 
ɨɞɭɯɨɬɜɨɪɢɜɲɢ ʀɯ. 

34. Jud was a monologist by nature, whom Destiny, with customary blunde-
ring had set in a profession wherein he was bereaved, for the greater portion of 
his time, of an audience. - ɉɪɢɪɨɞɚ ɫɬɜɨɪɢɥɚ Ⱦɠɚɞɚ ɞɥɹ ɜɢɝɨɥɨɲɟɧɧɹ 
ɦɨɧɨɥɨɝɿɜ, ɚɥɟ ɞɨɥɹ, ɹɤ ɡɚɜɠɞɢ, ɜɫɟ ɩɟɪɟɩɥɭɬɚɥɚ ɿ ɧɚɤɢɧɭɥɚ ɣɨɦɭ ɬɚɤɭ 
ɩɪɨɮɟɫɿɸ, ɩɪɢ ɹɤɿɣ ɭ ɧɶɨɝɨ ɡɞɟɛɿɥɶɲɨɝɨ ɧɟ ɛɭɥɨ ɚɭɞɢɬɨɪɿʀ. 

35. The machine sitting at that desk was no longer a man; it was a busy 
New York broker, moved by buzzing wheels and uncoiling springs. -Ʌɸɞɢɧɚ, 
ɳɨ ɫɢɞɿɥɚ ɡɚ ɫɬɨɥɨɦ, ɧɟ ɛɭɥɚ ɛɿɥɶɲɟ ɥɸɞɢɧɨɸ. ɐɟ ɛɭɜ ɡɚɤɥɨɩɨɬɚɧɢɣ 
ɧɶɸ-ɣɨɪɤɫɶɤɢɣ ɦɚɤɥɟɪ - ɦɚɲɢɧɚ, ɹɤɭ ɪɭɯɚɥɢ ɤɨɥɿɳɚɬɚ ɿ ɩɪɭɠɢɧɢ. 

36. The broker's hour is not only crowded, but the minutes and seconds 
are hanging to all the straps and packing both front and rear platforms. -
Ƚɨɞɢɧɚ ɦɚɤɥɟɪɚ ɧɟ ɬɿɥɶɤɢ ɩɨɜɧɚ, ɯɜɢɥɢɧɢ ɬɚ ɫɟɤɭɧɞɢ ɜ ɧɿɣ 
ɬɪɢɦɚɸɬɶɫɹ ɡɚ ɪɟɦɟɧɿ ɿ ɜɢɫɹɬɶ ɧɚ ɛɭɮɟɪɚɯ ɬɚ ɩɿɞɧɿɠɤɚɯ. 

37. On the Exchange there were hurricanes and landslides and snow-
storms and glaciers and volcanoes, and those elemental disturbances were 
reproduced in miniature in the broker's offices. - ɇɚ ɛɿɪɠɿ ɛɭɲɭɜɚɥɢ ɭɪɚɝɚɧɢ 
ɬɚ ɫɧɿɝɨɜɿ ɛɭɪɿ, ɜɢɧɢɤɚɥɢ ɨɛɜɚɥɢ, ɨɠɟɥɟɞɿ ɬɚ ɜɢɜɟɪɠɟɧɧɹ ɜɭɥɤɚɧɿɜ, ɿ 
ɭɫɿ ɰɿ ɫɬɢɯɿɣɧɿ ɧɟɥɚɞɢ ɜɿɞɛɭɜɚɥɢɫɹ ɜ ɦɿɧɿɚɬɸɪɿ ɜ ɤɨɧɬɨɪɿ ɦɚɤɥɟɪɚ. 

38. His window was open, for the beloved janitress Spring had turned on 
a little warmth through the waking registers of the earth. - ȼɿɤɧɨ ɛɭɥɨ 
ɜɿɞɱɢɧɟɧɟ, ɛɨ ɦɢɥɚ ɲɜɟɣɰɚɪɤɚ ȼɟɫɧɚ ɜɠɟ ɩɨɫɢɥɚɥɚ ɜ ɪɚɞɿɚɬɨɪɢ 
ɩɚɪɨɜɨɝɨ ɨɩɚɥɟɧɧɹ ɡɟɦɥɿ ɬɪɨɯɢ ɬɟɩɥɚ. 

39. Homeless, they have a hundred homes. They flit from furnished 
oom to furnished room, transients forever - transients in abode, transients in 
heart and mind. - ɐɟ ɥɸɞɢ ɛɟɡɞɨɦɧɿ, ɚɥɟ ɭ ɧɢɯ є ɫɨɬɧɿ ɛɭɞɢɧɤɿɜ. ȼɨɧɢ 
ɩЄɪɟɩ\'ɪɯɭɸɬɶ ɡ ɨɞɧɿєʀ ɦɟɛɥɶɨɜɚɧɨʀ ɤɿɦɧɚɬɢ ɞɨ ɿɧɲɨʀ, ɜɫɟ ɭ ɧɢɯ 
ɬɢɆɱɚɫɨɜɟ з ɬɢɦɱɚɫɨɜɟ ɠɢɬɥɨ, ɬɢɦɱɚɫɨɜɿ ɩɨɱɭɜɚɧɧɹ ɿ ɞɭɦɤɢ. 

40. The expression on Dodson's face changed in an instant to one of cold 
ferocity mingled with inexorable cupidity. The soul of the man showed itself for 
a moment like an evil face in the window of a reputable house. - ȼɢɪɚɡ ɣɨɝɨ 
ɨɛɥɢɱɱɹ ɜɪɚɡ ɡɦɿɧɢɜɫɹ - ɧɚ ɧɶɨɦɭ ɩɪɨɝɥɹɧɭɥɢ ɯɨɥɨɞɧɚ ɥɸɬɶ ɿ ɧɟɜɛɥɚ-
ɝɚɧɧɚ ɠɚɞɿɛɧɿɫɬɶ. Ⱦɭɲɚ ɰɶɨɝɨ ɱɨɥɨɜɿɤɚ ɜɢɡɢɪɧɭɥɚ ɧɚ ɦɢɬɶ ɧɚ ɩɨ-
ɜɟɪɯɧɸ, ɹɤ ɜɢɡɢɪɚє ɱɚɫɨɦ ɥɢɯɟ ɨɛɥɢɱɱɹ ɡ ɜɿɤɧɚ ɩɨɜɚɠɧɨɝɨ ɛɭɞɢɧɤɭ. 

41. The fly in Ikey's ointment (thrice welcome, pat trope!) was Chunk 
McGowan. - Ʌɨɠɤɨɸ ɞɶɨɝɬɸ ɜ ɛɨɱɰɿ ɦɟɞɭ ɧɚɞɿɣ Ⱥɣɤɿ ɛɭɜ ɑɚɧɤ Ɇɚɤ- 
Ƚɨɭɟɧ. 

42. A dead leaf fell in Soapy's lap. That was Jack Frost's card. Jack is 
kind to the regular denizens of Madison Square, and gives fair warning of his 
annual call. - ɉɨɠɨɜɤɥɢɣ ɥɢɫɬ ɭɩɚɜ ɧɚ ɤɨɥɿɧɚ ɋɚɩɿ. Ɍɨ ɛɭɥɚ ɜɿɡɢɬɧɚ 
ɤɚɪɬɤɚ Ⱦɿɞɚ Ɇɨɪɨɡɚ. ȼɿɧ ɞɨɛɪɢɣ ɞɨ ɩɨɫɬɿɣɧɢɯ ɦɟɲɤɚɧɰɿɜ Ɇɟɞɿɫɨɧ-
ɫɤɜɟɪɭ ɿ ɳɨɪɚɡɭ ɩɨɩɟɪɟɞɠɚє ɩɪɨ ɫɜɿɣ ɩɪɢɯɿɞ. 

43. And to the waiter he betrayed the fact that the minutest coin and 
himself were strangers. - Ⱥ ɩɨɬɿɦ ɩɨɹɫɧɢɜ ɨɮɿɰɿɚɧɬɨɜɿ, ɳɨ ɜɿɧ, ɋɨɩɿ, ɿ 
ɧɚɜɿɬɶ ɧɚɣɞɪɿɛɧɿɲɚ ɦɨɧɟɬɚ - ɚɠ- ɧɿɹɤ ɧɟ ɞɪɭɡɿ. 

44. Neatly upon his left ear on the callous pavement two waiters pitched 
Soapy. - Ⱦɜɚ ɨɮɿɰɿɚɧɬɢ ɬɚɤ ɜɩɪɚɜɧɚ ɜɢɤɢɧɭɥɢ ɋɨɩɿ, ɳɨ ɣɨɝɨ ɥɿɜɟ ɜɭɯɨ 
ɨɩɢɧɢɥɨɫɹ ɧɚ ɧɟɱɭɬɥɢɜɨɦɭ ɬɪɨɬɭɚɪɿ. 

45. ɇɟ halted in the district where by night are found the lightest streets, 
hearts, vows, and librettos. - Ɂɭɩɢɧɢɜɫɹ ɭ ɤɜɚɪɬɚɥɿ, ɞɟ ɜɜɟɱɟɪɿ 
ɪɨɡɥɢɜɚɥɨɫɹ ɰɿɥɟ ɦɨɪɟ ɫɜɿɬɥɚ, ɞɟ ɨɞɧɚɤɨɜɨ ɥɟɝɤɿ ɛɭɥɢ ɫɟɪɰɹ, ɥɸɛɨɜɧɿ 
ɤɥɹɬɜɢ ɿ ɦɭɡɢɤɚ. 

 

46. When one loves one's Art no service seems too hard. - Ʉɨɥɢ ɥɸɛɢɲ 
Ɇɢɫɬɟɰɬɜɨ, ɧɿɹɤɿ ɠɟɪɬɜɢ ɧɟ ɡɞɚɸɬɶɫɹ ɧɚɞɬɨ ɜɟɥɢɤɢɦɢ. 

47. Joe was painting in the class of the great Magister - you know his 
fame. His fees are high; his lessons are light - his highlights have brought him 
renown. Delia was studying under Rosenstock - you know his repute as a 
disturber of the piano keys. - Ⱦɠɨ ɜɢɜɱɚɜ ɠɢɜɨɩɢɫ ɭ ɤɥɚɫɿ ɫɚɦɨɝɨ 
ɜɟɥɢɤɨɝɨ Ɇɟɞɠɿɫɬɟɪɚ. ȼɢ, ɡɜɿɫɧɨ, ɱɭɥɢ ɩɪɨ ɧɶɨɝɨ. Ȼɟɪɟ ɜɿɧ ɡɚ ɧɚɜɱɚɧɧɹ 
ɛɚɝɚɬɨ, ɚ ɜɱɢɬɶ ɦɚɥɨ ɱɨɦɭ, ɰɟ ɿ ɩɪɢɧɟɫɥɨ ɣɨɦɭ ɫɥɚɜɭ Ɇɚɣɫɬɪɚ 
ɟɮɟɤɬɧɢɯ ɤɨɧɬɪɚɫɬɿɜ. Ⱦɿɥɿɹ ɧɚɜɱɚɥɚɫɶ ɭ Ɋɨɡɟɧɲɬɨɤɚ - ɜɢ ɡɧɚєɬɟ, ɹɤɭ 
ɫɥɚɜɭ ɡɞɨɛɭɜ ɰɟɣ ɩɨɪɭɲɧɢɤ ɫɩɨɤɨɸ ɮɨɪɬɟɩɿɚɧɧɢɯ ɤɥɚɜɿɲ. 
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48. People here lie down on the floor and scream and kick when 
you am 
the least bit slow about taking money from them. - Ɍɭɬ ɬɚɤɿ ɥɸɞɢ, ɳ 
ɬɪɨɯɢ ɡɚɝɚɜɢɲɫɹ ɩɿɞɦɟɫɬɢ ɭ ɧɢɯ ɤɢɲɟɧɸ, ɬɨ ɜɨɧɢ ɨɞɪɚɡɭ ɝɭɩ! ɰɚ 

ɡɟɦɥɸ ɿ ɧɭ ɜɟɪɟɳɚɬɢ ɬɚ ɞɪɢɝɚɬɢ ɧɨɝɚɦɢ. 
49. In November a cold, unseen stranger, whom the doctors called Ɋɩɟɰ. 

monia, stalked about the colony, touching one here and there with his iCy 
fingers. -Ay ɥɢɫɬɨɩɚɞɿ ɯɨɥɨɞɧɢɣ, ɧɟɜɢɞɢɦɢɣ ɩɪɢɲɟɱɟɰɶ, ɹɤɨɝɨ ɥɿɤɚɪɿ 
ɧɚɡɢɜɚɸɬɶ ɉɧɟɜɦɨɧɿєɸ, ɩɨɱɚɜ ɛɪɨɞɢɬɢ ɩɨ ɤɨɥɨɧɿʀ, ɬɨɪɤɚɸɱɢɫɶ ɬɨ 
ɨɞɧɨɝɨ, ɬɨ ɞɪɭɝɨɝɨ ɫɜɨʀɦɢ ɤɪɢɠɚɧɢɦɢ ɩɚɥɶɰɹɦɢ. 

50. Whenever my patient begins to count the carriages in her funeral 
procession I subtract 50 per cent from the curative power of medicines. -
Ʉɨɥɢ ɥɸɞɢ ɩɨɱɢɧɚɸɬɶ ɞɿɹɬɢ ɜ ɿɧɬɟɪɟɫɚɯ ɝɪɨɛɚɪɹ, ɬɨ ɜɫɹ ɮɚɪɦɚɤɨɩɟɹ - 
ɦɚɪɧɨɬɚ. 

51. Young artists must pave their way to Art by drawing pictures for 
magazine stories that young authors write to pave their way to Literature. -
Ɇɨɥɨɞɿ ɯɭɞɨɠɧɢɤɢ ɦɭɫɹɬɶ ɦɨɫɬɢɬɢ ɫɜɿɣ ɲɥɹɯ ɭ Ɇɢɫɬɟɰɬɜɨ, 
ɦɚɥɸɸɱɢ ɿɥɸɫɬɪɚɰɿʀ ɞɨ ɠɭɪɧɚɥɶɧɢɯ ɨɩɨɜɿɞɚɧɶ, ɹɤɿ ɦɨɥɨɞɿ ɚɜɬɨɪɢ 
ɩɢɲɭɬɶ ɞɥɹ ɬɨɝɨ, ɳɨɛ ɜɢɦɨɫɬɢɬɢ ɫɨɛɿ ɲɥɹɯ ɭ Ʌɿɬɟɪɚɬɭɪɭ. 

52. Forty years he had wielded the brush without getting near enough to 
touch the hem of his Mistress's robe. - ɋɨɪɨɤ ɪɨɤɿɜ ɬɪɢɦɚɜ ɜɿɧ ɭ ɪɭɤɚɯ 
ɩɟɧɡɟɥɶ, ɚɥɟ ɣ ɧɚ ɤɪɨɤ ɧɟ ɧɚɛɥɢɡɢɜɫɹ ɞɨ ɫɜɨєʀ Ɇɭɡɢ, ɳɨɛ ɯɨɱ 
ɬɨɪɤɧɭɬɢɫɹ ɤɪɚɸ ʀʀ ɦɚɧɬɿʀ. 

53. She told him of Johnsy's fancy, and how she feared she would, in-
deed, light and fragile as a leaf herself, float away, when her slight hold upon 
the world grew weaker. - ɋɶɸ ɪɨɡɩɨɜɿɥɚ ɫɬɚɪɨɦɭ ɩɪɨ ɯɢɦɟɪɢ Ⱦɠɨɧɫɿ ɣ 
ɩɪɨ ɫɜɨʀ ɩɨɛɨɸɜɚɧɧɹ ɜɿɞɧɨɫɧɨ ɬɨɝɨ, ɹɤ ɛɢ ʀʀ ɩɨɞɪɭɝɚ, ɥɟɝɟɧɶɤɚ ɣ 
ɬɟɧɞɿɬɧɚ, ɧɟɦɨɜ ɥɢɫɬɨɤ, ɧɟ ɜɿɞɥɟɬɿɥɚ ɜɿɞ ɧɢɯ, ɤɨɥɢ ɡɜ'ɹɡɨɤ ɿɡ ɫɜɿɬɨɦ ɭ 
ɧɟʀ ɳɟ ɩɨɫɥɚɛɲɚє. 

54. Her eyes were shining, and her cheeks showed the delicate pink of 
life's - real life's approaching dawn. - Ɉɱɿ ʀʀ ɫɹɹɥɢ, ɚ ɧɚ ɳɨɤɚɯ ɩɚɥɚɲ 
ɧɿɠɧɿ ɪɨɠɟɜɿ ɜɿɞɛɥɢɫɤɢ ɩɪɢɣɞɟɲɧɶɨʀ ɡɨɪɿ ɠɢɬɬɹ - ɫɩɪɚɜɠɧɶɨɝɨ 
ɠɢɬɬɹ. 

55. Manhattan, the night-blooming cereus, was beginning to unfold its 
dead-white, heavy-odoured petals. - Ɇɚɧɯɟɬɬɟɧ, ɧɿɱɧɢɣ ɤɚɤɬɭɫ, ɩɨɱɚɜ 
ɪɨɡɤɪɢɜɚɬɢ ɫɜɨʀ ɦɟɪɬɜɨɬɧɨ-ɛɿɥɿ, ɡ ɜɚɠɤɢɦ ɚɪɨɦɚɬɨɦ ɩɟɥɸɫɬɤɢ. 

56. Piggy needs but a word. When the girls named him, an undeserving 
stigma was cast upon the noble family of swine. The words-of-three-letters 
lesson in the old blue spelling book begins with Piggy's biography. He was fat; 

had the soul of a rat. the habits of a bat, and the magnanimity of a cat. 
ɩɪɨ ɉɿɝɝɿ ɦɨɠɧɚ ɫɤɚɡɚɬɢ ɥɢɲɟ ɤɿɥɶɤɚ ɫɥɿɜ. Ʉɨɥɢ ɞɿɜɱɚɬɚ ɣɨɝɨ 

ɤ ɩɪɨɡɜɚɥɢ (ɉɿɝɝɿ - ɩɨɪɨɫɹ Дɚɧɝɥ.Ж), ɧɟɡɚɫɥɭɠɟɧɚ ɝɚɧɶɛɚ ɥɹɝɥɚ ɧɚ 
ɛɥɚɝɨɪɨɞɧɭ ɫɜɢɧɹɱɭ ɩɨɪɨɞɭ. ɏɚɪɚɤɬɟɪ ɉɿɝɝɿ ɫɤɥɚɞɚɜɫɹ ɡ ɪɢɫ, 

ɜɥɚɫɬɢɜɢɯ ɿɧɲɢɦ ɬɜɚɪɢɧɚɦ: ɜɿɧ ɛɭɜ ɝɥɚɞɤɢɣ, ɚɥɟ ɦɚɜ ɞɭɲɭ ɳɭɪɚ, 
61)ɚɱ\- ɤɚɠɚɧɚ, ɜɟɥɢɤɨɞɭɲɧɿɫɬɶ ɤɨɬɚ... 

57. With the morbid thirst of the confirmed daily news drinker, he 
awkwardly folded back the pages of an evening paper, eagerly gulping down 
the strong, black headlines, to be followed as a chaser by the milder details of 
the smaller type. - ɋɤɥɚɜɲɢ ɜɞɜɨє ɜɟɱɿɪɧɸ ɝɚɡɟɬɭ, ɜɿɧ ɡ ɩɨɯɦɭɪɨɸ 
ɠɚɞɿɛɧɿɫɬɸ ɫɩɪɚɝɥɨɝɨ ɫɩɨɠɢɜɚɱɚ ɧɨɜɢɧ ɤɨɜɬɚɜ ɠɢɪɧɿ ɱɨɪɧɿ ɡɚɝɨ-
ɥɨɜɤɢ, ɩɟɪɟɞɱɭɜɚɸɱɢ, ɹɤ ɡɚɩɢɜɚɬɢɦɟ ʀɯ ɦɟɧɲɢɦ ɲɪɢɮɬɨɦ ɬɟɤɫɬɭ. 

58. Outside was one of those crowded streets of the east side, in which, 
as twilight falls, Satan sets up his recruiting office. .. .here were the children 
playing in the corridors of the House of Sin. Above the playground forever 
hovered a great bird. The bird was known to humorists as the stork. But the 
people of Chrystie Street were better ornithologists. They called it a vulture. 
- ȼɿɤɧɨ ɜɢɯɨɞɢɥɨ ɧɚ ɨɞɧɭ ɡ ɬɢɯ ɝɭɫɬɨ ɧɚɫɟɥɟɧɢɯ ɜɭɥɢɰɶ ȱɫɬ-ɋɚɣɞɚ, ɞɟ, 
ɹɤ ɬɿɥɶɤɢ ɧɚɫɬɚɸɬɶ ɫɭɬɿɧɤɢ, ɜɿɞɤɪɢɜɚє ɫɜɿɣ ɜɟɪɛɭɜɚɥɶɧɢɣ ɩɭɧɤɬ 
ɋɚɬɚɧɚ. ...ɞɿɬɢ ɩɭɫɬɭɜɚɥɢ ɜ ɨɫɟɥɿ ɉɨɪɨɤɭ. ɇɚɞ ɰɢɦ ɦɚɣɞɚɧɱɢɤɨɦ ɞɥɹ 
ɿɝɨɪ ɡɚɜɠɞɢ ɲɢɪɹɜ ɜɟɥɢɤɢɣ ɩɬɚɯ. Ƚɭɦɨɪɢɫɬɢ ɫɬɜɟɪɞɠɭɜɚɥɢ, ɳɨ ɬɨ 
ɥɟɥɟɤɚ. Ⱥɥɟ ɠɢɬɟɥɿ Ʉɪɿɫɬɿ-ɫɬɪɿɬ ɤɪɚɳɟ ɡɧɚɥɢ ɨɪɧɿɬɨɥɨɝɿɸ: ɜɨɧɢ 
ɧɚɡɢɜɚɥɢ ɣɨɝɨ ɤɨɪɲɚɤɨɦ. 

59. Her eyes were shining brilliantly, but her face had lost its color within 
twenty seconds. - Ɉɱɿ ʀʀ ɫɹɹɥɢ, ɹɤ ɞɿɚɦɚɧɬɢ, ɚɥɟ ɡɚ ɹɤɢɯɨɫɶ ɞɜɚɞɰɹɬɶ 
ɫɟɤɭɧɞ ɥɢɰɟ ɜɬɪɚɬɢɥɨ ɫɜɨʀ ɤɨɥɶɨɪɢ. 

 

60. It is well that hay fever and colds do not obtain in the healthful 
vicinity of Cactus City, Texas, for the dry goods emporium of Navarro & 
Piatt, situated there, is not to be sneezed at. - Ⱦɭɠɟ ɞɨɛɪɟ, ɳɨ ɡɞɨɪɨɜɢɣ 
ɤɥɿɦɚɬ Ʉɚɤɬɭɫ-ɋɿɬɿ, ɲɬɚɬ Ɍɟɯɚɫ, ɧɟ ɫɩɪɢɹє ɩɪɨɫɬɭɞɚɦ ɿ ɧɟɠɢɬɿ, ɛɨ 
ɱɯɚɬɢ ɧɚ ɪɨɡɬɚɲɨɜɚɧɢɣ ɬɚɦ ɭɧɿɜɟɪɫɚɥɶɧɢɣ ɦɚɝɚɡɢɧ "ɇɚɜɚɪɪɨ ɿ 
ɉɥɚɬɬ" ɛɭɥɨ ɛ ɩɪɨɫɬɨ ɛɟɡɝɥɭɡɞɨ. 

61. Old Zizzbaum had the eye of an osprey, the memory of an elephant, 
and a mind that unfolded from him in three movements like the puzzle of the 
carpenter's rule. - ɋɬɚɪɢɣ Ɂɿɡɡɛɮɭɦ ɦɚɜ ɨɤɨ ɦɨɪɫɶɤɨɝɨ ɨɪɥɚ, ɩɚɦ'ɹɬɶ 
ɫɥɨɧɚ, ɚ ɪɨɡɭɦ - ɛɢɫɬɪɢɣ ɿ ɬɨɱɧɢɣ, ɹɤ ɫɤɥɚɞɧɚ ɥɿɧɿɣɤɚ. 

62. "І shouldn't care to live in it," said the Texan. "Your son and I knocked 
around quite a little last night. You've got good water, bit Cactus City is better 
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lit up." "We've got a few lights on Broadway, don't you think, Mr. Piatt?" 
"And a good many shadows," said Piatt. "I think I like your horses best r 
haven't seen a crowbait since I've been in town." - "ə ɛ ɬɭɬ ɧɟ ɠɳ 
ɜɿɞɩɨɜɿɜ ɉɥɚɬɬ. - Ɇɢ ɡ ɜɚɲɢɦ ɫɢɧɨɦ ɭɫɬɢɝɥɢ ɜɱɨɪɚ ɞɟɳɨ ɩɨɛɚɱɢɬɢ Ɂ 
ɜɨɞɨɸ ɭ ɜɚɫ ɞɨɛɪɟ, ɡɚɬɟ ɭ ɧɚɫ, ɭ Ʉɚɤɬɭɫ-ɋɿɬɿ ɨɫɜɿɬɥɟɧɧɹ ɤɪɚɳɟ." "ɇɚ 
Ȼɪɨɞɜɟʀ є ɣ ɫɜɿɬɥɿ ɦɿɫɰɹ, ɯɿɛɚ ɧɿ, ɦɿɫɬɟɪɟ ɉɥɚɬɬ?" "Ⱥɥɟ ɰ ɬɟɦɧɢɯ ɧɟ 
ɦɟɧɲɟ, - ɜɿɞɩɨɜɿɜ ɉɥɚɬɬ. - ɓɢɪɨ ɤɚɠɭɱɢ, ɦɟɧɿ ɧɚɣɛɿɥɶɲɟ 
ɫɩɨɞɨɛɚɥɢɫɹ ɬɭɬ ɤɨɧɿ. ɀɨɞɧɨʀ ɲɤɚɩɢ ɧɟ ɛɚɱɢɜ." 

63. "Quite unseldom I have been fit to impugn your morals when you 
have been chewing the rag with me about your conscientious way of doing 
business. - "Ox ɱɚɫɬɟɧɶɤɨ ɭ ɦɟɧɟ ɫɜɟɪɛɿɥɢ ɪɭɤɢ ɩɨɥɿɱɢɬɢ ɬɨɛɿ ɡɭɛɢ, 
ɤɨɥɢ ɬɢ ɩɨɱɢɧɚɜ ɠɭɜɚɬɢ .ɠɭɣɤɭ ɩɪɨ ɫɜɿɣ "ɱɟɫɧɢɣ ɛɿɡɧɟɫ". 

64. - 'Jeff,' says he, 'some time when you have the leisure I wish you'd 
draw off a diagram and footnotes of that conscience of yours.' " - "Ⱦɠɟɮɮɟ, - 
ɧɚɪɟɲɬɿ ɨɡɜɚɜɫɹ ɜɿɧ, - ɤɨɥɢɫɶ, ɹɤ ɦɚɬɢɦɟɲ ɜɿɥɶɧɭ ɱɚɫɢɧɤɭ, ɛɭɞɶ ɥɚɫɤɚ, 
ɧɚɤɪɟɫɥɢ ɦɟɧɿ ɞɿɚɝɪɚɦɭ ɬɜɨєʀ ɫɨɜɿɫɬɿ. Ɍɿɥɶɤɢ ɳɨɛ ɡ ɩɪɢɦɿɬɤɚɦɢ, ɡ 
ɩɨɹɫɧɟɧɧɹɦɢ. " 

65. Jeff is in the line of unillegal graft. He is not to be dreaded by widows 
and orphans; he is a reducer of surplusage. - ɉɨɥɟ ɞɿɹɥɶɧɨɫɬɿ Ⱦɠɟɮɮɚ ɧɟ 
ɹɤɟɫɶ ɬɚɦ ɧɟɡɚɤɨɧɧɟ ɲɚɯɪɚɣɫɬɜɨ. ɍɞɨɜɚɦ ɿ ɫɢɪɨɬɚɦ ɣɨɝɨ ɛɨɹɬɢɫɹ 
ɧɿɱɨɝɨ: ɜɿɧ ɡɚɛɢɪɚє ɬɿɥɶɤɢ ɥɢɲɤɢ. 

66. There was a town down there, as flat as a flannel-cake, and called 
Summit, of course. - Є ɬɚɦ ɬɚɤɟ ɫɨɛɿ ɦɿɫɬɟɱɤɨ, ɩɥɚɫɤɟ, ɹɤ ɦɥɢɧɟɰɶ, ɿ, 
ɩɟɜɧɚ ɪɿɱ, ɡɜɟɬɶɫɹ ɜɨɧɨ ȼɟɪɲɢɧɚ. 

67. We knew that Summit couldn't get after us with anything stronger 
than constables and, maybe, some lackadaisical bloodhounds and a diatribe or 
two in the Weekly Farmer's Budget. - Ɇɢ ɡɧɚɥɢ, ɳɨ ȼɟɪɲɢɧɚ ɧɟ ɦɨɝɥɚ ɛ 
ɩɨɫɥɚɬɢ ɜ ɩɨɝɨɧɸ ɡɚ ɧɚɦɢ ɧɿɱɨɝɨ ɫɬɪɚɲɧɿɲɨɝɨ, ɧɿɠ ɤɨɧɫɬɟɛɥɿɜ, 
ɦɨɠɥɢɜɨ, ɤɿɥɶɤɨɯ ɫɟɧɬɢɦɟɧɬɚɥɶɧɢɯ ɫɨɛɚɤ-ɲɭɤɚɱɿɜ ɿ ɞɜɨɯ-ɬɪɶɨɯ 
ɜɢɤɪɢɜɚɥɶɧɢɯ ɡɚɦɿɬɨɤ ɭ "ɓɨɬɢɠɧɟɜɨɦɭ ɛɸɞɠɟɬɿ ɮɟɪɦɟɪɚ". 

68. They had the appearance of men to whom life had appeared as a 
reversible coat - seamy on both sides. -Ⱦɨ ɨɛɨɯ ɠɢɬɬɹ, ɹɤ ɫɜɿɞɱɢɜ ʀɯɧɿɣ 
ɜɢɝɥɹɞ, ɩɨɜɟɪɧɭɥɨɫɹ ɝɨɫɬɪɢɦ ɛɨɤɨɦ. 

69. І herded sheep for five days on the Rancho Chiquito; and then the 
wool entered my soul. That getting next to Nature certainly got next to me. I 
was lonesomer than Crusoe's goat. I've seen a lot of persons more entertain-
ing as companions than those sheep were. - ɉ'ɹɬɶ ɞɧɿɜ ɹ ɱɚɛɚɧɭɜɚɜ ɧɚ 
ɪɚɧɱɨ ɑɿɤɜɿɬɨ, ɚ ɬɨɞɿ ɜɿɞɱɭɜ, ɳɨ ɫɟɪɰɟ ɦɨє ɨɛɪɨɫɬɚє ɜɨɜɧɨɘ> 

ɇɚɛɥɢɠɟɧɧɹ ɞɨ ɩɪɢɪɨɞɢ ɦɚɥɨ ɧɟ ɧɚɛɥɢɡɢɥɨ ɦɨɝɨ ɤɿɧɰɹ. ə ɛɭɜ 
ɝ(1ɦɨɬɧɿɲɢɣ, ɧɿɠ: ɤɨɡɚ Ɋɨɛɿɧɡɨɧɚ Ʉɪɭɡɨ. ɇɚ ɫɜɨєɦɭ ɜɿɤɭ ɹ ɛɚɱɢɜ 
..(.•ɦɚɥɨ ɡɧɚɱɧɨ ɰɿɤɚɜɿɲɢɯ ɫɩɿɜɪɨɡɦɨɜɧɢɤɿɜ, ɧɿɠ ɨɬɿ ɛɚɪɚɧɢ. 

70. I've got to do something in an intellectual line, if it's only to knock 
somebody's brains out. - Ɇɟɧɿ ɚɠ ɪɭɤɢ ɫɜɟɪɛɥɹɬɶ ɞɨ ɹɤɨʀɫɶ ɦɨɡɤɨɜɨʀ 
ɩɨɛɨɬɢ, ɯɨɱɚ ɛ ɧɚɜɿɬɶ ɜɢɛɢɬɢ ɤɨɦɭɫɶ ɦɨɡɨɤ ɿɡ ɝɨɥɨɜɢ. 

71. "Have you seen or heard of any strangers around here during the 
past month?" "I have not," says I, "except a report of one over at the Mexi-
can quarters of Loomis' ranch, on the Frio." "What do you know about him?" 
asks the deputy. "He's three days old," says I. - "Ɍɨɛɿ ɧɟ ɞɨɜɨɞɢɥɨɫɹ 
ɛɚɱɢɬɢ ɬɭɬ ɹɤɢɯɨɫɶ ɡɚɣɲɥɢɯ ɥɸɞɟɣ ɚɛɨ ɱɭɬɢ, ɳɨ ɞɟɫɶ ɡ'ɹɜɢɜɫɹ ɧɨɜɢɣ 
ɱɨɥɨɜɿɤ?" "ɇɿ, ɧɟ ɞɨɜɨɞɢɥɨɫɹ, - ɤɚɠɭ ɹ, — ɯɿɛɚ ɳɨ ɜ ɦɟɤɫɿɤɚɧɫɶɤɨɦɭ 
ɫɟɥɢɳɿ ɧɚ ɪɚɧɱɨ Ʌɸɦɿɫ, ɧɚ Ɏɪɿɨ, ɡ'ɹɜɢɥɚɫɶ ɨɞɧɚ ɧɨɜɚ ɥɸɞɢɧɚ." "ɓɨ 
ɬɢ ɡɧɚєɲ ɩɪɨ ɧɟʀ?" - ɩɢɬɚє ɩɨɦɿɱɧɢɤ. "ʀɣ ɬɪɢ ɞɧɿ," - ɤɚɠɭ ɹ. 

72. After indulging himself in a lot more non-communicative information 
and two thirds of my dinner, the deputy rides away. - ɉɪɨɤɨɜɬɧɭɜɲɢ ɳɟ 
ɦɚɫɭ ɬɚɤɨʀ ɠ ɧɟɥɟɝɤɨɬɪɚɜɧɨʀ ɿɧɮɨɪɦɚɰɿʀ ɣ ɞɜɿ ɬɪɟɬɢɧɢ ɦɨɝɨ ɨɛɿɞɭ, 
ɩɨɦɿɱɧɢɤ ɲɟɪɢɮɚ ʀɞɟ ɝɟɬɶ. 

Practical Assignments for independent Work 

Independent Personal Work 1 
Style, Stylistic Lexicology, Etc. 

Item 1 

"He's gone off his rocket!" shouted one of the fathers, aghast, and the 
other parents joined in the chorus of frightened shouting. "He's balmy!" they 
shouted. "He's nutty!" "He's screwy!" "He's batty!" "He's dippy!" "He's 
dotty!" "He's daffy!" "He's goofy!" "He's beany!" "He's buggy!" "He's 
wacky!" "He's loony!" "No, he is not!" said Grandpa Joe. 

Assignments for stylistic analysis 

1. Define what neutral word [a) drunkard, b) mad. c) disobedient] slang 
equivalents substitute in the passage above. 
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2. Explain whether this extract presents a narration or a description 
3. Is there any emotional or qualitative climax in the extract? How doth 

words "No, he is not!" fit all the other exclamations? 
4. What is the sentence structure in the direct speech - simple/ cornno 

ite, complete/ elliptical? Do the exclamations manifest any definite style of 
language? What exactly? 

5. What is the tone of speech in this extract: formal/ semiformal/ infor. 
mal/ conversational/ casual/ sympathetic/ cheerful/ vigorous/ serious/ humor-
ous/ mock-serious/ lyrical/ dramatic/ excited/ agitated/ passionate/ impassive/ 
detached/ matter-of-fact/ dry/ impartial/ melancholy/ moralising/ unemotion-
al/ pathetic/ sarcastic/ ironical/ sneering/ bitter/ reproachful, etc.? 

6. What is: a) the basic theme, b) the idea of the episode? 

Item 2 

Reporter - "Madam, you may recollect that we printed yesterday your 
denial of having retracted the contradiction of your original statement. Would 
you care to have us say that you were misquoted in regard to it?" 

Assignments for stylistic analysis 

1. Explain what exactly speaks of the style of this passage? What style is 
represented? 

2. How does the choice of words influence perception of the informa-
tion? Define the tone of the note: formal/ semiformal/ informal/ conversation-
al/ casual/ sympathetic/ cheerful/ vigorous/ serious/ humorous/ mock-seri-
ous/ lyrical/ dramatic/ excited/ agitated/ passionate/ impassive/ detached/ 
matter-of-fact/ dry/ impartial/ melancholy/ moralising/ unemotional/ pathetic/ 
sarcastic/ ironical/ sneering/ bitter/ reproachful, etc. 

3. State: a) the basic theme, b) the idea of the passage. 

Item 3 

"May it please the court" said an American lawyer to a Germanjustice 
of the peace before whom he was trying a case, "this is a case of great 
importance. While the American eagle, whose sleepless eye watches over 
the welfare of this mighty republic, and whose wings extend from the Allegn-
enies to the Rocky Chain of the West, was rejoicing in his pride of place ɿ 

»SСЭШЩ НКЫО! I ЬКв ЯКЭ СКЬЬ НТЬ ЬЮТЭ ЭШ НШ mit de eagles? Dis suit hass •n-10 
do mit de vild bird. It vas vun sheep," exclaimed the judge. •TЫЮО, вШЮЫ 
honour, but my client has rights and" "Your gliant hass no right to de 
eagle." "Of course not, but the laws of language" 
"Vat I care for de laws of language, eh? I oonderstand de laws of de 

tates und dot is enough for me. Talk aboudt de case alretty." 
"Well, then, your honour, my client is charged with stealing a sheep and" 
"Dat vill do! Dat vill do! Ten dollars fine, undder court vill adjourn."  

Assignments for stylistic analysis 

1. What is: a) the basic theme, b) the central idea of the passage? 
2. Point out what layer of vocabulary the marked words belong to. 
3. Define the context of the plot description. What exactly (vocabulary 

choice, pronunciation, the context itself) produces a humorous effect? 
4. Analyse the style and tone of speech of both the interlocutors. 

Item 4 

"I am not to be lodged there!" the King said, with a shudder, that had 
something in it ominous. 

"No," replied the grey-headed seneschal, who attended upon him un-
bounded." "God forbid! - Your Majesty's apartments are prepared in these 
lower buildings which are hard by, and in which King John slept two nights 
before the battle of Poicters." 

"Hum - that is no lucky omen neither" - muttered the King; "but what of 
the Tower, my old friend? and why should you desire of Heaven that I may 
not be there lodged?" 

"Nay, my gracious liege," said the seneschal, "I know no evil of the 
Tower at all - only that the sentinels say lights are seen, and strange noises 
heard in it, at night; and there are reasons why that may be the case, for 
anciently it was used as a state prison, and there are many tales of deeds 
which have been done in it." 

[King] Louis asked no farther questions; for no man was more bound 
than he to respect the secrets of a prison-house. At the door of the apart-
ments destined for his use, which, though of later date than the Tower, were 
stiH both ancient and gloomy, stood a small party of the Scottish Guard, which 
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the Duke, although he declined to concede the point to Louis, had ordered t 
be introduced, so as to be near the person of their master. The faithful Lord 

Crawford was at their head. 

"Crawford - my honest and faithful Crawford," said the King, "where 
hast thou been to-day? - Are the Lords of Burgundy so inhospitable as to 
neglect one of the bravest and most noble gentlemen that ever trode a court") 
- I saw you not at the banquet." 

"I declined it, my liege," said Crawford - "times are changed 
with me. The day has been that I could have ventured a carouse with 
the best man in Burgundy, and that in the juice of his own grape; but a matter 
of four pints now flusters men, and I think it concerns your Majesty's service 
to set in this an example to my callants." 

From Walter Scott's Quentin Durward 

Assignments for stylistic analysis 

1. Decide what vocabulary layer the marked words belong to. 
2. State the number of characters introduced in the episode. What are 

the theme and the tone of each part of the conversation? 
3. Is the setting realistic/ historical/ fantastic/ exotic/ rural? 
4. Analyse the style and the context (or their kinds) disclosed in the extract. 
5. How can the notion of norm be applied to the extract? Point out con-

spicuous expressive means and stylistic devices. What function and effect 
does each of them have? 

6. Analyse how the notion "the author's voice" is revealed in the extract? 

Theoretical items for independent personal consideration 

1. The text ontology and gnosiology. 
2. Approaches to the text definition. 
3. Text and discourse. 

Literature recommended 

1.   Ⱦɨɦɚɲɧɟɟ Ⱥ. ɂ. ɢ ɞɪ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ 
(ɧɟɦ. ɹɡ.). - Ɇ., 1989. - ɋ. 11-27. 
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2. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-
ɤɨȽɨ ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 201-211. 

3. Ɋɚɡɢɧɤɢɧɚ ɇ. Ɇ. Ɏɭɧɤɰɢɨɧɚɥɶɧɚɹ ɫɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵ- 
'   _Ɇ., 1989.-ɋ. 98-122. 
ɤ*-** 

Independent Personal Work 2 
Lexico-semantic Expressive Means 

and Stylistic Devices, Etc. 

Item 1 

The insurance adjuster who had been investigating the fire turned to go. 
"I came down here to find out the cause of this fire and I have done so," 

he remarked. 
"That's what I want to know. What caused it?" remarked the house owner. 
"It's a plain case of friction." 
"What-ya-mean - friction." 
'The fire was undoubtedly caused by rubbing a three thousand dollar 

insurance policy on a two thousand dollar house." 

Assignments for stylistic analysis 

1. Define a) the theme, b) the idea of the episode. 
2. Does the dialogue present the theme in form of description or narration? 
3. Is the plot simple/ complex/ intricate? 
4. State whether the setting is realistic/ historical/ fantastic. 
5. Analyse and explain the metaphor: "It's a plain case of friction." 
6. Decide and explain whether the tone of the text is formal/ semiformal/ 

informal/ conversational/ casual/ sympathetic/ cheerful/ vigorous/ serious/ 
humorous/ mock-serious/ lyrical/ dramatic/ excited/ agitated/passionate/ im-
passive/ detached/ matter-of-fact/ dry/ impartial/ melancholy/ moralising/ 
unemotional/ pathetic/ sarcastic/ ironical/ sneering/ bitter/ reproachful, etc. 

Item 2 

There was a steaming mist in all the hollows, and it had roamed in its 
forlornness up the hill, like an evil spirit, seeking rest and finding none. A 

147 



clammy and intensely cold mist, it made its slow way through the air ɿ 
ripples that visibly followed and overspread one another, as the waves of a 

unwholesome sea might do. It was dense enough to shut out everything 
from the light of the coach-lamps but these its own workings, and a feu, 
yards of road; and the reek of the labouring horses steamed into it, as if 
they had made it all. 

From Charles Dickens' A Tale of Two Cities 

Assignments for stylistic analysis 

1. Analyse the theme and the idea disclosed in the extract. 
2. Define whether the text is more narration or description. What is the 

author's role in it? 
3. Is there any exaggeration in depicting the phenomenon? 
4. Define the kind of context. Characterise semantic and structural types 

of metaphor in the passage. What effect does the metaphoric description 
produce? 

5. Analyse stylistic value of the simile used in the passage. Is the clause 
"as if they had made it all" in the last sentence also an instance of simile? 
What is the semantic stylistic essence of this concluding part? 

6. Explain whether the conjunction "but" introduces antithesis. 
7. What effect is produced by the detached nominative clause "A clam-

my and intensely cold mist"? 
8. In what tone is the extract written? What words specify it? 

Item 3 

The summer passed slowly like some torturing thing reluctant to let go. 
The rains came just in time, for the oily leather leaves were curling with 
crispness and turning yellow with the septic threat of death. In places the 
ground had cracked open, exposing millions of swarming insects to the harsh 
scorch glare of the sun: they ran out and withered in a few hours. It was 
impossible to have open the windows of the Company office for fear of mos-
quitoes and huge gnats pumped up with blood, but this did at least keep down 
the sickening stench of the river. It had shrunk during the summer to half its 
size, leaving a mass of grey, stagnant silt to bake and stink in the sun. The 
Animals instinctively kept away from it. 

From David Clarke's The Turtles 
titles 
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Assignments for stylistic analysis 

1. Define the style represented by the extract. 
2. State the theme and the idea of the text. 
3. What is basically presented in the passage - narration or description? 

is there any emotional climax in the text? 
4. Analyse: a) whether the setting is realistic/ fantastic/ exotic; b) what 

span of time the extract covers. 
5. What is the tone of the extract? Choose three words or phrases which 

you think convey the unpleasantness of the weather or the landscape. Ex-
plain how these words or phrases achieve their effects. 

6. Analyse metaphor and explain simile in the excerpt. 
7. Is/ are there any image/ images created in the context? Comment on 

your answer. 

Item 4 

Their own tea arrived and they prepared to begin. Attempting to break 
the silence Mr Stone found that he whispered, and the whisper was like gun-
shot. 

And then silence vanished. The door was pushed vigorously open and 
there entered a very tall man and a very small fair girl. The man was in 
mountaineering clothes, like one equipped for a Himalayan or at least Alpine 
expedition. He carried rucksack and ropes; his thick rough trousers were 
tucked into thick woollen socks, and these disappeared into massive lustre-
less boots with extraordinarily thick soles. He created, by his masculine entry 
and the laying down of detachable burdens, as much noise as for two or 
three. The girl was soft and mute. Her slacks, imperfectly and tremulously 
filled, suggested only fragility; so did her light-blue silk scarf. The pale colours 
of her clothes, the milky fawn of her raincoat, and the style of her pale tan 
shoes marked her as a European. 

From V. S. Naipaul's Mr Stone and the Knights Companion 

Assignments for stylistic analysis 

1. Analyse the style and way (Vɿ/ 3rd person narration/ description) of 
the extract presentation. 

2. Define the theme of the passage. 
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3. Recognise a stylistic device in the proper name Mr Stone and defjne 

its stylistic function. 
4. Analyse how the beginning of the extract with the simile "the whisper 

was like gunshot" correlates with the second paragraph. 
5. Name and explain the effect of the stylistic device the author resorts 

to in direct parallel portrayal of the man and the girl. Point out the words and 
phrases which manifest difference of these people. Do these lexical ele-
ments represent any other stylistic devices? What detail is opposed to "light 
blue silk scarf'l Define person-images. 

6. In what tone is the extract written? Explain the idea of it. 

Theoretical items for independent personal consideration 

1. Divisibility and integrativity of the text. 
2. Equipotential nature of the text. 
3. Collision and coherence of the text. 

Literature recommended 

1. Ʉɭɯɚɪɟɧɤɨ ȼ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ. - M., 1988. - ɋ. 70-89. 
2. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-

ɤɨɝɨ ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 211-227. 

Independent Personal Work 3 
Syntactic Expressive Means and 

Stylistic Devices, Etc. 

Item 1 

"'He was a remarkable man/ I said, unsteadily. Then before the appeal-
ing fixity of her gaze, that seemed to watch for more words on my lips, I went 
on, 'It was impossible not to -' 

"'Love him,' she finished eagerly, silencing me into an appalled dumb-
ness.'How true! how true! But when you think that no one knew him so well 
as I! I had all his noble confidence. I knew him best.' 

'"You knew him best,' I repeated. And perhaps she did. But with every 
word spoken the room was growing darker, and only her forehead, smooth 
^d white, remained illumined by the unextinguishable light of belief and love." 

"You were his friend,' she went on.'His friend,' she repeated, a little 
louder.'You must have been, if he had given you this, and sent you to me. I 
feel I can speak to you - and oh! I must speak. I want you - you who have 
heard his last words - to know I have been worthy of him. ... It is not pride. 
#, Yes! I am proud to know I understood him better than any one on earth -
fie told me so himself. And since his mother died I have had no one - no one 
_ to - to -' 

"I listened. The darkness deepened." 
From Joseph Conrad's Heart of Darkness 

Assignments for stylistic analysis 

1. Define the basic theme and the idea disclosed in the extract. What 
contextual effect is produced by the introductory words "He was a remark-
able man"! 

2. Say whether the extract contains description or narration. Who is 
perceived as the author of the piece and what is his role in presenting the 
conversation? 

3. Analyse the tone of the passage, the stylistic function of exclamations. 
Is the modality of speech of both the interlocutors the same? 

4. What kind of climax -emotional, qualitative, quantitative- is observed 
in the extract? How is it expressed? 

5. Analyse the sentence structure and functional peculiarities of: a) de-
tachment; b) asyndeton; c) enumeration; d) tautology. 

6. What is the significance of break-in-the-narrative in the text? 
7. Explain the contextual stylistic function of the concluding metaphor 

"The darkness deepened." 

Item 2 

To write of someone loved, of someone loving, above all of oneself being 
Ifived - how can these things be done with propriety? How can they be done at 
all? I have treated of love in my published work; I have used it - with 
avarice, envy, revenge - as one of the compelling motives of conduct. I have 
written it up as something prolonged and passionate and tragic; I have written 

 

150 151 



it down as a modest but sufficient annuity with which to reward the just; ɬ 
have spoken of it continually as a game of profit and loss. How does any 0f 
this avail for the simple task of describing, so that others may see her. the 
woman one loves? How can others see her except through one's own eyes 
and how, so seeing her, can they turn the pages and close the book and ljVe on 
as they have lived before, without becoming themselves the author and 
themselves the lover? The catalogues of excellencies of the Renaissance 
poets, those competitive advertisements, each man outdoing the nejctjn 
metaphor, that great blurt - like a publisher's list in the Sunday newspnrier 
- the Song of Solomon, how do these accord with the voice of love - love 
that delights in weakness, seeks out and fills the empty places and com-
pletes itself in its work of completion; how can one transcribe those ac-
cents? Love, which has its own life, its hours of sleep and waking, its health 
and sickness, growth, death and immortality, its ignorance and knowledgp^ 
experiment and mastery - how can one relate this hooded stranger to the 
men and women with whom he keeps pace? It is a problem beyond the 
proper scope of letters. 

From Evelyn Waugh's Work Suspended 

Assignments for stylistic analysis 

1. Define the theme of the passage. 
2. Analyse the role of the protagonist in the extract. 
3. Describe syntactic and functional properties of the underlined clauses. 
4. Characterise: a) all variants of repetition; b) parallel constructions and 

enumeration according to the types of connection, equality, and pragmatic 
effect; c) stylistically significant instances of detachment. 

5. Explain the essence of the interrogative sentences and clauses. 
6. Analyse stylistic functions of gradation within the passage. 
7. Explain the metaphor "this hooded stranger". 
8. Characterise the stylistic function of the utterance: "It is a problem 

beyond the proper scope of letters", and the idea expressed in the whole 
extract. 

Item 3 

To begin with the old rigmarole of childhood. In a country there was a 
shire, and in that shire there was a town, and in that town there was a house. 

nd in that house there was a room, and in that room there was a bed, and in 
that bed there lay a little girl; wide awake and longing to get up, but not daring 
do so for fear of the unseen power in the next room - a certain Betty, n0Se 
slumbers must not be disturbed until six o'clock struck, when she wakened 
of herself 'as sure as clockwork', and left the household very little oeace 
afterwards. It was a June morning, and early as it was, the room was full of 
sunny warmth and light. 

From Mrs Gaskell's Wives and Daughters 

Assignments for stylistic analysis 

1. Define the theme of the extract. Is it disclosed through (1st/ 3rd per-
son) narration or description? 

2. Describe the tone of the extract (whether it is casual/ sympathetic/ 
cheerful/ serious/ humorous/ mock-serious/ lyrical/ dramatic/ excited/ agitat-
ed/ passionate/ impassive/ detached/ matter-of-fact/ dry/ impartial/ melan-
choly/ moralising/ unemotional/ pathetic/ sarcastic/ ironical/ sneering/ bitter/ 
or reproachful, etc.) and the author's attitude to the introduced characters. 
Explain the pragmatic peculiarity of the word "slumbers" and find stylistic 
devices in the following: "the unseen power in the next room — a certain 
Betty"; "she wakened of herself 'as sure as clockwork', and left the 
household very little peace afterwards". Say if there is any contrast be-
tween the two girls, and whether the author resorts to direct or indirect char-
acterization. 

3. Analyse the structure and the pragmatic effect of the introductory 
sentence. Define the stylistic essence of the phrase "the old rigmarole of 
childhood". 

4. Characterise all the other syntactic stylistic peculiarities of the pas-
sage, analyse their functions. 

5. Define the idea expressed in the extract. 

Theoretical items for independent personal consideration 

1. The text information category. 
2. Factual and conceptual information in the text content. The notion of 

'^plication. 
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Literature recommended 

1. Ȼɨɪɢɫɨɜɚ Ʌ. ȼ. ɉɪɚɤɬɢɱɟɫɤɨɟ ɩɨɫɨɛɢɟ ɩɨ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɬɟɤ 
ɫɬɚ. - Ɇɢɧɫɤ, 1987. - ɋ. 80-93, 10-46. 

2. Ⱦɨɥɢɧɢɧ Ʉ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ (ɮɪ. ɹɡ.). - Ɇ., 1985 - ɝ 
4-142. 

3. ɉɟɥɟɜɢɧɚ ɇ. Ɏ. ɋɬɢɥɢɫɬɢɱɟɫɤɢɣ ɚɧɚɥɢɡ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤ-
ɫɬɚ. - Ɇ., 1980. - ɋ. 184-187, 229-234. 

Independent personal work 4 
Phonetics, Etc. 

Note: Measuring the rhythm of stressed and unstressed syllables alter-
nation can be realized in the following metrical feet: 

trochee     - / S 
/•IS /•I S \ I S \ I S \ I  
Monday, morning, thunder; Spider lumbers down the web 

iamb - V / 
• /• /•/•/•/j*»'7| •/■]•/(•/ 

alive, astir, before, restart; The moon shines bright in such a night as this 

dactyl        - / S S 
/ S S / S S / S S / S S \ / S S \ / S S \ / 
Saturday, favourite, delegate; Merrily, merrily he will live now 

anapaest   - S V/ 
S S / S S / S S / S S / \ S S / \S S /\ S S / \S  interrupt, 

guarantee, overlook; He was free. Was he happy? The question is absurd 

amphibrach- V / ɍ 

• /••/••/••/•)•/•!•/• 
umbrella, emergence, botanic; We call it the bottom of hardships 

spondee   - // 
/ _ / - / _ / - | / _ | / / 
get up, maintain, jump on; He will read this, strong wish 

(Scansion is defining the number of metrical feet within a line of verse: 
e a. monometer (one foot), dimeter (2), trimeter (3), tetrameter (4), pen-
tameter (5), hexameter (6), heptameter (7), octometer (8), etc. ) 

Item 1 

The Tyger by William Blake 

Tyger! Tyger! burning bright 

In the forests of the night, 
What immortal hand or eye 
Could frame thy fearful symmetry? 
In what distant deeps or skies 
Burnt the fire of thine eyes? 
On what wings dare he aspire? 
What the hand dare seize the fire? 
And what shoulder, & what art, 
Could twist the sinews of thy heart? 
And when thy heart began to beat. 
What dread hand? & what dread feet? 
What the hammer? what the chain? 
In what furnace was thy brain? 
What the anvil? what dread grasp 
Dare its deadly terrors clasp? 
When the stars threw down their spears, 
And water'd heaven with their tears, 
Did he smile his work to see? 
Did he who made the Lamb make thee? 
Tyger! Tyger! burning bright 
In the forests of the night, 
What immortal hand or eye 
Dare frame thy fearful symmetry? 
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Assignments for stylistic analysis 

1. Apply the notions of style, norm, context, image to this poem. 
2. Define a) the basic theme; b) the central idea of the piece of verse 
3. What do the pronoun forms "thy", "thine", "thee" stand for? tyb. 

layer of vocabulary do they belong to? Specify. Is there any rnorphologiCai 
transposition? 

4. Comment on the graphic means in the following: "Tyger", &, water'd 
Do they also speak of poetic diction? 

5. Whom does the author imply by the pronouns "he ", "his "? Say whether 
the questions are rhetoric and if they are directed to only one image? What 
effect does all this questioning produce? 

6. State whether the pronounced with exclamation word "Tyger!" js 

direct address or a nominative sentence. What kind of repetition is this: 
"Tyger!" "Tyger!"? Does this variant of repetition help to understand the 
expressed emotion and attitude? What is expressed in this exclamation -
fear, excitement, regret, joy, amazement, or any other feeling? 

7. Does the poem contain any elliptical parts, or are those enumerated 
word combinations joined asyndetically? 

8. Analyse the rhythm of the poem. 
9. Define the type of rhyme: a) couplets/ triple/ cross rhyme/ framing; 

b) broken/ identical/ eye rhyme; c) single (masculine or male)/ double (fem-
inine or female)/ treble (triple or tumbling). Point out instrumentation means 
(alliteration, assonance, onomatopoeia). 

 

10. Analyse the kind and contextual essence of metaphoric expressions 
in the poem. 

11. Decide and explain whether the tone of the poem is casual/ sympa-
thetic/ cheerful/ serious/ humorous/ mock-serious/ lyrical/ dramatic/ excited/ 
agitated/ passionate/ impassive/ detached/ matter-of-fact/ dry/ impartial/ 
melancholy/ moralising/ unemotional/ pathetic/ sarcastic/ ironical/ sneering/ 
bitter/ reproachful, etc. What effect is produced by the following words: burn-
ing, immortal, fearful, fire, dare and dread (repeated several times), ham-
mer, chain, furnace, deadly terrors, tears? 

12. Analyse the stylistic essence of the utterance "Did he smile his 
work to see?" State the type and function of the stylistic device in the sen-
tence "Did he who made the Lamb make thee (the Tyger)?" 

13. The first four lines of the poem are repeated at the end of it. What 
kind of repetition is this? What effect does it produce? What does the substi-
tution of "dare" for "could" in the fourth repeated line aim at? 

14. Explain how the form of image presentation helps to perceive the 
ithor's attitude and the philosophic consideration. 

Item 2 

The Baltimore & Ohio R. R. Co., 
Pittsburgh, Pa. 
Gentlemen: 
Why is it that your switch engine has to ding and fizz and spit and pant 

and grate and grind and puff and bump and chug and hoot and toot and whis-
tle and wheeze and howl and clang and growl and thump and clash and boom 
and jolt and screech and snarl and snort and slam and throb and roar and 
rattle and hiss and yell and smoke and shriek all night long when I come home 
from a hard day at the boiler works and have to keep the dog quiet and the 
baby quiet so my wife can squawk at me for snoring in my sleep? 

Assignments for stylistic analysis 

1. Define the style of the extract, prove your point of view. 
2. State a) the basic theme; b) the central idea of the letter. 
3. Decide what prevails in the text - description or narration; what per-

son (1*/3*) presentation the text is and how it influences the reader's per-
ception of the idea. 

4. Does the text have a simple, or complex, or intricate plot? 
5. Is the setting of the events realistic/ historical/ fantastic/ exotic/ rural? 
6. Prove whether the interrogative sentence is a rhetoric question or not. 
7. Are the phenomena in the text described as long in duration, constant, 

or reccurent? How is this realised in the sentence structure? Is the sentence 
simple or composite? Is enumeration homogeneous or heterogeneous? Are 
the enumerated components joined by means of asyndeton or polysyndeton? 
What is the stylistic effect of this? 

 

8. Determine whether there is or there is not any text segmentation. 
9. Decide and explain whether the tone of the text is formal/ semiformal/ 

tnformal/ conversational/ casual/ sympathetic/ cheerful/ vigorous/ serious/ 
humorous/ mock-serious/ lyrical/ dramatic/ excited/ agitated/ passionate/ im-
passive/ detached/ matter-of-fact/ dry/ impartial/ melancholy/ moralising/ 
unemotional/ pathetic/ sarcastic/ ironical/ sneering/ bitter/ reproachful, etc. 

10. Enumerate and prove by illustration what of these phonetic stylistic 
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devices the text contains: a) onomatopoeia (direct or indirect?), b) allitera-
tion, c) assonance, d) rhyme, e) rhythm. What are they used for? 

11. Define the rhythm of the text. 
12. Say whether all the enumerated components present onomatopoeia 

What is the stylistic function of this? 
13. What stylistic effect does the adjective "quiet" have in the text? 

What stylistic device(s) is/are represented in this element? 
14. Decide if the text has the climax and the denouement. 
15. In conclusion, explain how the expressive means and stylistic devices 

characterize the protagonist and the situation. 

Theoretical items for independent personal consideration 

1. The text communicative pragmatic aim. The category of addressing. 
2. Anthropocentrism, modality, and "point of view" in the text. 

Literature recommended 

1. Ⱦɨɥɢɧɢɧ Ʉ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ (ɮɪ. ɹɡ. ). - Ɇ., 1985. - ɋ. 
181-283. 

2. Ⱦɨɦɚɲɧɟɟ Ⱥ. ɂ. ɢ ɞɪ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ 
(ɧɟɦ. ɹɡ.). - Ɇ., 1989. - ɋ. 52-114. 

3. Ʉɭɯɚɪɟɧɤɨ ȼ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ. - Ɇ., 1988. - ɋ. 133-188. 
4. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ., ȼɨɪɨɛɶɟɜɚ Ɉ. ɉ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫ-

ɤɨɝɨ ɹɡɵɤɚ. - Ʉ., 1991. - ɋ. 227-234. 
5. ɉɟɥɟɜɢɧɚ ɇ. Ɏ. ɋɬɢɥɢɫɬɢɱɟɫɤɢɣ ɚɧɚɥɢɡ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤ-

ɫɬɚ. - Ɇ., 1980. - ɋ. 187-206, 234-237. 

Independent personal work 5 Morphological 
and Graphic Expressive Means, Etc. 

Item 1 

Sometimes we'd have the whole river all to ourselves for the longest 
time. Yonder was the banks and the islands, across the water; and maybe a 
spark - which was a candle in a cabin window - and sometimes on the wattj 

you could see a spark or two - on a raft or a scow, you know; and maybe you 
could hear a fiddle or a song coming over from one of them crafts. It's lovely 
t0 live on a raft. We had the sky, up there, all speckled with stars, and we used 
to lay on our backs and look up at them, and discuss about whether they was 
made, or only just happened - Jim he allowed they was made, but I allowed 
they happened; I judged it would have took too long to make so many. Jim 
said the moon could a laid them; well, that looked kind of reasonable, so I 
didn't say nothing against it, because I've seen a frog lay most as many, so of 
course it could be done. We used to watch the stars that fell, too, and see 
them streak down. Jim allowed they'd got spoiled and was hove out of the nest. 

From Mark Twain's Huckleberry Finn 

Assignments for stylistic analysis 

1. Define the theme of the extract. 
2. Analyse the way and form of presentation - whether the passage is 

the ls7 3rd person narration/ description. What is the author's role? 
3. Characterise the stylistic value of the following morphological items 

within the text: the superlative degree form: "we'd have the whole river all 
to ourselves for the longest time"; the pronoun "you"; the number category 
in "Yonder was the banks and the islands", "they was made..., was hove 
out of the nest"; the infinitive form: "we used to lay on our backs", "I've 
seen a frog lay"; expression of correlation: "it would have took too long to 
make so many", "the moon could a laid them", "of course it could be 
done"; the double negation: "I didn't say nothing"; double expression of 
the same syntactic component: "from one of them crafts ", "Jim he 
allowed...". What are those grammatical forms among the mentioned ones 
that speak of a) the pragmatic intention, b) emotional state, c) educational 
background of the narrator? Specify. 

4. Point out and comment on the stylistic functions of a) detachment, b) 
asyndeton, c) repetition. 

5. Characterise the following metaphors: "the sky, up there, all speck-
led with stars"; "the moon could a laid them"; "they'd got spoiled and was 
hove out of the nest". 

6. Define the tone of the piece, the narrator's character, and the idea 
expressed in the text. 
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Item 2 

"E was blinded up 'Eeps way*, sir. Come out o' St. Dunstans Ƚɰ ɪ 
nothin', not a man's work. Weaves mats, or something like that. Course, 'e 's 

got 'is pension, but what I always ses is, what's a pension to a man what's 
lost 'is sight? See 'im walkin' past 'ere last week, with 'is ole mother 'olding 
'im by the arm t' guide 'im, an' lookin' up at 'im pitiful like. Give me a turn it 
did, 'im with 'is scarred face - good-lookin' young feller 'e was too once-
and 'er leadin' 'im along like a child. Gives up all 'er life to that boy, she does. 
But she ain't many years for this world, crackin' up fast, she is, and then 
what's goin' t' look after 'im?' 

* 'E was blinded up 'Eeps way - ȼɿɧ ɜɬɪɚɬɢɜ ɡɿɪ ɭ ɛɨɹɯ ɩɨɛɥɢɡɭ ȱɩɪɚ 
(ipres [i:pr] - ȱɩɪ - ɛɟɥɶɝɿɣɫɶɤɟ ɦɿɫɬɨ, ɭ ɪɚɣɨɧɿ ɹɤɨɝɨ ɪɿɦɰɿ ɜɥɿɬɤɭ! igjy 
ɪɨɤɭ ɜɩɟɪɲɟ ɡɚɫɬɨɫɭɜɚɥɢ ɹɞɨɜɢɬɵɣ ɝɚɡ, ɹɤɢɣ ɨɬɪɢɦɚɜ ɧɚɡɜɭ ɿɩɪɢɬ). 

From Richard Aldington's The Lads of the Village 

Assignments for stylistic analysis 

1. State the theme and the idea expressed in the extract. 
2. Define the form of presentation, its tone, and the narrator's attitude. 
3. Characterise the sentence structure and syntactic stylistic peculiari-

ties of the extract. 
4. Say whether the following questions can be considered rhetoric: "what's 

a pension to ɚ ɬɚɥ what's lost 'is sight?"; "and then what's goin' t' look 
after 'im?" 

5. Point out and analyse cases of morphological transposition. State their 
function. 

6. Enumerate the instances and state the stylistic function of the numer-
ous illusions and orthography graphons. 

7. Characterise lexico-semantic peculiarities of the following: "Give me 
a turn it did"; "leadin' 'im along like a child"; "Gives up all 'er life to that 
hoy"; "But she ain't many years for this world, crackin' up fast, she is". 

8. Decide whether there is/ are any image(s) disclosed in the extract. 

Item 3 

The Salmon is ever bred in the fresh Rivers (and in most Rivers about 
the month of August) and never grows big but in the Sea; and there to an 

•«МЫОНТЛХО ЛТРЧОЬЬ ТЧ К ЯОЫв ЬСШЫЭ ЭТЦО; ЭШ аСТМС ЩХКМО Эhey covet to swim, by 
the instinct of nature, about a set time: but if they be stopp'd by Mills, Flood-
nates or Weirs, or be by accident lost in the fresh water, when the others go 
(which is usually by flocks or shoals) then they thrive not. 

And the old Salmon, both the Melter and Spawner, strive also to get into 
ɮɟ Sea before Winter; but being stopped that course, or lost, grow sick in 
fresh waters, and by degrees unseasonable, and kipper, that is, to have a bony 
oristle, to grow (not unlike a Hawks beak) on one of this chaps, which hinders 
him from feeding, and then he pines and dies. 

From Izaak Walton's The Complete Angler 

Assignments for stylistic analysis 

1. Define the theme disclosed in the extract. 
2. Decide and explain whether the subject matter is presented in realis-

tic/ historical/ fantastic/ or exotic setting. 
3. Characterise stylistic properties of the capitalized and italicized nouns. 
4. Analyse syntactic stylistic peculiarities of the extract. 
5. Decide whether the extract can be considered an article. 
6. Point out and analyse the instances of morphological transposition. 
7. Explain what lexico-semantic stylistic devices are observed in the fol-

lowing: "not unlike a Hawks beak". 
8. Say whether there is any internal/ external conflict, image(s), and 

what idea is expressed in the extract. 

Item 4 

The Soul selects her own Society - 
Then - shuts the Door - 
To her divine Majority - 
Present no more - 
Unmoved - she notes the Chariots - pausing 
At her low Gate - 
Unmoved - an Emperor be kneeling 
Upon her Mat - 
I've known her - from an ample nation - 
Choose One - 
Then - close the Valves of her attention - 
Like Stone - 

by Emily Dickinson 
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Assignments for stylistic analysis 

1. State what idea is expressed in the poem. 
2. Analyse the rhyme and rhythm of the piece. 
3. Characterise the text segmentation and punctuation. Suggest and ex-

plain the division of the poem into sentences. 
4. Say what images are presented in the poem and why so many words 

within the lines are capitalized. 
5. Is there any conflict described in the poem? Specify. 
6. Characterise a) the types and stylistic functions of the metaphoric 

expressions; b) the role of the author in the poem. 
7. Name the stylistic device and define its pragmatic stylistic function: 

"Like Stone". Analyse what type of context is specified by this expression. 
8. Decide what pragmatic and stylistic effect must have been aimed at 

by the author in placing a dash even in the end of the poem. 

Theoretical items for independent personal consideration 

1. Functional stylistic paradigm of the text. 
2. Functional semantic paradigm: texts-descriptions, texts-narratives, 

texts-reflection, texts-dialogues, polylogues. 
3. Compositional structural paradigm of the text. 
4. Individual paradigm of the author. 

Literature recommended 

1. Ȼɨɪɢɫɨɜɚ Ʌ. ȼ. ɉɪɚɤɬɢɱɟɫɤɨɟ ɩɨɫɨɛɢɟ ɩɨ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɬɟɤ-
ɫɬɚ. - Ɇɢɧɫɤ., 1987. - ɋ. 10-27, 47-63, 64-79. 

2. Ⱦɨɥɢɧɢɧ Ʉ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ (ɮɪ. ɹɡ.). - Ɇ., 1985. - ɋ. 
143-180. 

3. Ⱦɨɦɚɲɧɟɟ Ⱥ. ɂ. ɢ ɞɪ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ 
(ɧɟɦ. ɹɡ.). - Ɇ., 1989.-ɋ. 115-156. 

4. Ʉɭɯɚɪɟɧɤɨ ȼ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ. - Ɇ., 1988. - ɋ. 90-132. 
5. ɉɟɥɟɜɢɧɚ ɇ. Ɏ. ɋɬɢɥɢɫɬɢɱɟɫɤɢɣ ɚɧɚɥɢɡ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤ-

ɫɬɚ. - Ɇ., 1980. - ɋ. 184-228. 
6. Ɋɚɡɢɧɤɢɧɚ ɇ. Ɇ. Ɏɭɧɤɰɢɨɧɚɥɶɧɚɹ ɫɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵ-

ɤɚ. - Ɇ., 1989.-ɋ. 98-122. 

Independent Personal Work 6 
Set Expressions, Etc. 

>  Idioms 

Identify any idioms in these statements. 

• She used to let her hair down after a few drinks. 

• The sideboard was priceless and very beautiful. 
• John and Marlene hit it off right from their first meeting. 
• Well, I never understood why there was a smoking ban in the waiting room. 
• Well I never! What a lovely surprise to see you here. 
• Sometimes we have fish and chips for supper. 

Item 1 

He was disappointed with Rome. It was still beautiful indeed, but without 
his father to say 'Here Gibbon* must have heard the monks singing in the Ara 
Cceli*,' or 'Here's the rostrum - let's see how much we can remember of the 
Catiline oration*,' the ruins and the churches had somehow lost their charm. 
And the charm had gone too from Roman life. Cars hooted through the nar-
row streets, the old restaurants had vanished in a wholesale demolition, a 
pinchbeck Americanism had taken the place of the old lazy dignity. The beg-
gars had gone, but so had the friendliness and simplicity. Under official en-
couragement the age-old society of Judas appeared to have taken on a new 
lease of life; the Eternal City swarmed with intellectual English, neo-Thomists* 
possessed of small Latin and less Greek, and with homosexual peers in violet 
cassocks. But worst of all, a strange feeling of moral oppressiveness hung 
over the town. It was unpleasant to feel that he was probably being watched, 
that an imprudent phrase might involve him in disagreeable results. 

*Gibbon - ɚɧɝɥɿɣɫɶɤɢɣ ɿɫɬɨɪɢɤ ȿɞɭɚɪɞ Ƚɿɛɛɨɧ (1737-1794), ɚɜɬɨɪ 
ɛɚɝɚɬɨɬɨɦɧɨʀ ɩɪɚɰɿ "ȱɫɬɨɪɿɹ ɡɚɧɟɩɚɞɭ ɬɚ ɪɭɣɧɚɰɿʀ Ɋɢɦɫɶɤɨʀ ɿɦɩɟɪɿʀ" 
(Decline and Fall of the Roman Empire). 

*Ara Cceli (ɿɬɚɥ. ) - ɧɚɡɜɚ ɫɬɚɪɨɞɚɜɧɶɨʀ ɰɟɪɤɜɢ, ɹɤɚ ɡ ɫɟɪɟɞɢɧɢ 
*ɒ ɫɬɨɥɿɬɬɹ ɧɚɥɟɠɚɥɚ ɱɨɥɨɜɿɱɨɦɭ ɦɨɧɚɫɬɢɪɸ. 
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*the Catiline oration - ɧɚɣɜɿɞɨɦɿɲɚ ɜ ɿɫɬɨɪɿʀ ɋɬɚɪɨɞɚɜɧɶɨɝɨ Pu,\tv 

ɩɪɨɦɨɜɚ ɜ ɫɟɧɚɬɿ ɤɨɧɫɭɥɚ ɐɿɰɟɪɨɧɚ, ɹɤɢɣ ɡɜɢɧɭɜɚɱɭɜɚɜ Ʉɚɬɿɥɿɧɭ v 

ɡɦɨɜɧɢɰɶɤɿɣ ɞɿɹɥɶɧɨɫɬɿ, ɫɩɪɹɦɨɜɚɧɿɣ ɧɚ ɩɨɜɚɥɟɧɧɹ ɪɟɫɩɭɛɥɿɤɚɧɫɶɤɨʀ 
ɮɨɪɦɢ ɩɪɚɜɥɿɧɧɹ (ȱ ɫɬ. ɞɨ ɧ. є. ). 

*neo-Thomists - ɩɪɢɛɿɱɧɢɤɢ ɧɟɨ-ɬɨɦɿɡɦɭ, ɪɟɚɤɰɿɣɧɨʀ ɮɿɥɨɫɨɮɫɶɤɨʀ 
ɬɟɱɿʀ, ɹɤɚ ɩɟɪɟɞɛɚɱɚɥɚ ɩɟɪɟɝɥɹɞ ɭɱɟɧɧɹ Ɏɨɦɢ Ⱥɤɜɿɧɫɶɤɨɝɨ ɞɥɹ 
ɜɿɞɩɨɜɿɞɧɨɫɬɿ ɫɭɱɚɫɧɢɦ ɭɦɨɜɚɦ. ɋɜ. Ɏɨɦɚ Ⱥɤɜɿɧɫɶɤɢɣ (XIII cm. ) _ 
ɩɪɟɞɫɬɚɜɧɢɤ ɫɟɪɟɞɧɶɨɜɿɱɧɨʀ ɫɯɨɥɚɫɬɢɤɢ, ɭɱɟɧɧɹ ɹɤɨɝɨ є ɨɮɿɰɿɣɧɨɸ 
ɞɨɤɬɪɢɧɨɸ ɤɚɬɨɥɿɰɢɡɦɭ. 

From Richard Aldington's Meditation on a German Grave 

Assignments for stylistic analysis 

1. Define the subject matter of the extract and the form of its presentation. 
2. Characterise the tone of the piece, and analyse what predetermines 

the atmosphere - the person-image or the city-image? 
3. Explain what exactly the author contrasts through the expression "ft 

[Rome] was still beautiful indeed, but..." and the following description. 
4. Define, judging by the quotations, what must have been the protago-

nist's first consideration. 
5. Point out allusions and specify their source. 
6. Analyse the stylistic effect of linking repetition within the following: 

"the ruins and the churches had somehow lost their charm. And the 
charm had gone too from Roman life." 

7. Enumerate those items of situation in Rome which are disclosed in 
parallel constructions. Is there any kind of climax or contrast? Specify. 

8. Characterise all metaphoric and metonymic expressions used in the 
extract as to their types and functions. 

9. Whose attitude obviously prevails in the text - the author's, or the 
character's? Explain you point of view. 

Item 2 

I will always remember how staggered I was when an American col-
league said that I was as blind as a bat. Although no native speaker of English 
would give the term a moment's thought, in Ukrainian folklore bats are al- 

^ays associated with evil, and because of this I was deeply shocked. After a 
few seconds of reflection, I could see that it is really no worse than being as 
blind as a mole (our Ukrainian equivalent). In another instance, I was un-
pleasantly surprised by the words of my Harvard friend who said that I work 
like a beaver. Personally unacquainted with any beavers in Ukraine, I, of 
course, could not appreciate that this was a really complimentary compari-
son. My friend, no less a workaholic than me, would probably be greatly 
surprised if I compared him - a very substantial man weighing more than 200 
pounds - to a little bee, which is exactly what we would say in Ukrainian. 

From Oksana Zabuzhko's essay When in Rome... in Panorama 

Assignments for stylistic analysis 

1. What is the subject matter of the extract? 
2. Define the style and the types of context observed in the narration. 
3. How many cases of English-Ukrainian phraseologic discrepancy are 

described in the text? Point out and translate all the set expressions. 
4. Was the author's experience pleasant or unpleasant to her? Is this 

exactly reflected in the tone of the narration? Characterise the tone. 
5. Analyse the syntactic and lexical stylistic properties of the extract. 
6. What idea is expressed in the extract? 

Item 3 

He spoke with homicidal eloquence, keeping the game alive with genial 
and well-judged jokes. He had a Sergeant to assist him. The Sergeant, a tall 
sinewy machine, had been trained to such a pitch of frightfulness that at a 
moment's warning he could divest himself of all semblance of humanity. With 
rifle and bayonet he illustrated the Major's ferocious aphorisms, including 
facial expression. When told to "put on a killing face", he did so, combining it 
with an ultravindictive attitude. "To instil fear into the opponent" was one of 
the Major's main maxims. Man, it seemed, had been created to jab the life 
°ЮЭ ШП GОЫЦКЧЬ. TШ СОКЫ ЭСО MКУШЫ ЭКХФ, ШЧО ЦТРСЭ СКЯО ЭСШЮРСЭ ЭСКЭ СО НТН ТЭ 
himself every day before breakfast. 

Afterwards I went up the hill to my favourite sanctuary, a wood of ha-
Zels and beeches. The evening air smelt of wet mould and wet leaves; the 
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trees were misty-green; the church bell was tolling in the town, and smoke 
rose from the roofs. Peace was there in the twilight of that prophetic foreign 

spring. But the lecturer's voice still battered on my brain. "The bullet and the 
bayonet are brother and sister." "If you don't kill, he'll kill you." 

From Siegfried Sassoon's Memoirs of an Infantry Officer 

Assignments for stylistic analysis 

1. Define the theme and the idea disclosed in the extract. 
2. Characterise the type and stylistic effect of the subject matter presen-

tation. 
3. How many and what logical parts can the extract be divided into? 

What is the stylistic function and tone peculiarity of each part separately and 
in connection? 

4. Analyse a) the setting (realistic/ historical/ fantastic/ exotic/ rural); 
b) the approximately obvious span of time the extract covers; c) the kind of 
narrative flow (straight/ complex/ circular/ frame-like). 

5. What stylistic device the writer resorts to in order to name the war 
representing characters - Sergeant, Major? What impressions of the charac-
ter of the protagonist do you derive from this passage? 

6. Define the type and stylistic contextual essence of the expressions 
"put on the killing face", "to instil fear into the opponent", "The bullet and 
the bayonet are brother and sister", "If you don't kill, he'll kill you" 
rendered in inverted commas in the extract. 

7. Analyse stylistic functions of other expressive means and stylistic de-
vices within the extract. 

8. Make a conclusion of the character of the writer. 

Item 4 

'Oh dear!' said Grimes despondently, gazing into his glass.'Oh, Lord! oh. 
Lord! That I should come to this!' 

'Cheer up, Grimes. It isn't like you to be as depressed as this,' said Paul. 
'Old friends,' said Grimes - and his voice was charged with emotion -

'you see a man standing face to face with retribution. Respect him even if 
you cannot understand. Those that live by the flesh shall perish by the flesh. 
* 1 am a very sinful man, and I am past my first youth. Who shall pity me in 
that dark declivity to which my steps inevitably seem to tend? I have boasted in 

iny youth and held my head high and gone on my way careless of consequence, 
but ever behind me, unseen, stood stark Justice with his two-edged sword. '*  

More food was brought them. Mr Prendergast ate with a hearty appetite. 
'Oh, why did nobody warn me?' cried Grimes in his agony.'I should 

have been told. They should have told me in so many words. They should 
have warned me about Flossie, not about the fires of hell. I've risked them, 
and I don't mind risking them again, but they should have told me about 
marriage. ' [...] 

"Those that live by the flesh shall perish by the flesh - ɜɢɫɥɿɜ Ƚɪɚɣɦɫɚ 
ɭɬɜɨɪɟɧɢɣ ɡɚ ɚɧɚɥɨɝɿєɸ ɡ ɛɿɛɥɟɣɫɶɤɢɦ: all they that take the sword shall 
perish with the sword (Єɜɚɧɝɟɥɿє ɜɿɞ Ɇɚɬɮɟɹ, 26, 52) 

^Justice with his two-edged sword - ɧɚ ɭɜɚɡɿ ɭ ɞɚɜɧɶɨɝɪɟɰɶɤɿɣ 
ɦɿɮɨɥɨɝɿʀ ɛɨɝɢɧɹ ɩɨɦɫɬɢ ɇɟɦɟɡɿɞɚ, ɡɨɛɪɚɠɭɜɚɧɚ ɿɡ ɞɜɨɫɬɨɪɨɧɧɶɨ 
ɝɨɫɬɪɢɦ ɦɟɱɟɦ — ɫɢɦɜɨɥɨɦ ɩɨɦɫɬɢ. 

From Evelyn Waugh's Decline and Fall 

Assignments for stylistic analysis 

1. The extract describes despair of one of the characters because of his 
forthcoming marriage. Analyse the tone of the piece - whether (and in what 
part exactly) it is formal/ semiformal/ informal/ conversational/ casual/ sym-
pathetic/ cheerful/ vigorous/ serious/ humorous/ mock-serious/ lyrical/ dra-
matic/ excited/ agitated/ passionate/ impassive/ detached/ matter-of-fact/ dry/ 
impartial/ melancholy/ moralising/ unemotional/ pathetic/ sarcastic/ ironical/ 
sneering/ bitter/ reproachful, etc. Specify your consideration. 

2. Explain how the exclamations and allusions (point them out) made by 
the protagonist in the extract, as well as his friend's words and his own judge-
ment of himself, characterise him. 

3. Analyse stylistic functions of other expressive means and stylistic de-
vices within the extract. 

4. Make a conclusion of the style and the idea disclosed in the extract. 

Theoretical items for independent personal consideration 

1. The problem of intertextual relations. Intertextuality and its types. 
2. Intertextuality and the problem of the text comprehension. 
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Literature recommended Assignments for stylistic analysis 
 

1. Ⱦɨɥɢɧɢɧ Ʉ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ (ɮɪ. ɹɡ.). - Ɇ., 1985. -ɪ 
63-99. 

2. Ⱦɨɦɚɲɧɟɟ Ⱥ. ɂ. ɢ ɞɪ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ 
(ɧɟɦ. ɹɡ. ). - Ɇ., 1989. - ɋ. 115-156. 

3. Ʉɭɯɚɪɟɧɤɨ ȼ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ. - Ɇ., 1988. - ɋ. 79-89 
4. Ɋɚɡɢɧɤɢɧɚ ɇ. Ɇ. Ɏɭɧɤɰɢɨɧɚɥɶɧɚɹ ɫɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵ-

ɤɚ. - Ɇ., 1989.-ɋ. 98-122. 

Independent personal work 7 
Overall Stylistic Analysis 

Item 1 

A winter morning; a sombre and secluded library; leather bound unread, 
unreadable books lining the walls; below the windows, subdued, barely per-
ceptible, like the hum of a mowing machine in summer on distant lawns, the 
sound of London traffic; overhead, in blue and white plaster, an elegant Adam 
ceiling*; a huge heap of glowing coal in the marble fireplace; a leather topped, 
mahogany writing-table: the pen poised indecisively above the foolscap -
what more is needed to complete the picture of a leisured litterateur embark-
ing upon his delicate labour? 

Alas! too much. An elderly man has just entered, picked up a French 
novel and glanced at me resentfully. This is not my library. Nor, in the words 
of a French exercise, are these my pens, ink or paper. I am in my Club, in the 
room set aside for silence and heavy after-luncheon sleep. It is three days past 
the date on which I promised delivery of copy. Leisured litterateur my foot. 

'Eats well, sleeps well, but the moment he sees a job of work he comes 
over queer.' That is my trouble, an almost fanatical aversion from pens, ink 
or paper. 

*Adam ceiling ~ ɫɬɟɥɹ ɭ ɫɬɢɥɿ Ⱥɞɚɦɚ; ɧɚ ɭɜɚɡɿ ɧɟɨɤɥɚɫɢɱɧɢɣ 
ɫɬɢɥɶ ɚɧɝɥɿɣɫɶɤɨʀ ɚɪɯɿɬɟɤɬɭɪɢ, ɧɚɡɜɚɧɢɣ ɡɚ ɿɦ'ɹɦ ɚɪɯɿɬɟɤɬɨɪɢ 
Ɋɨɛɟɪɬɚ Ⱥɞɚɦɚ (1728-1792). 

From Evelyn Waugh's General Conversation: Myself-
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1. Analyse the theme and the idea disclosed in the extract. 
2. Define the way of the subject matter presentation, and the notion 

"author" of the piece. 
3. How many and what logical parts can the extract be subdivided into? 
4. Characterise the tone of the extract utterances. What lexical expres-

sive means help to identify it? 
5. Analyse the types and functions of the syntactic expressive means 

and stylistic devices observed in the extract. 
6. Explain what is expressed in the repetition of the following enumerat-

ed objects: "pens, ink or paper" and the phrase "leisured litterateur." 
7. Analyse pragmatic stylistic essence of the quotation: "Eats well, sleeps 

well, but the moment he sees a job of work he comes over queer." What 
are the other means characterising the protagonist? What image is created 
through them? 

8. What is the compositional and pragmatic correspondence between 
the first and the subsequent paragraphs? Specify the stylistic essence of the 
rhetoric question "what more is needed to complete the picture of a lei-
sured litterateur embarking upon his delicate labour?" and the elliptical 
answer "Alas! too much." Make a conclusion about the author's judgement 
of the profession of a writer. 

Item 2 

It is spring, moonless night in the small town, starless and bible-black, the 
cobblestreets silent and the hunched, couriers'-and-rabbits' wood limping in-
visible down to the sloeblack, slow, black, crowblack, fishingboat-bobbing sea. 
The houses are blind as moles (though moles see fine tonight in the snouting, 
velvet dingles) or blind as Captain Cat there in the muffled middle by the 
pump and the town clock, the shops in mourning, the Welfare Hall in widows' 
weeds. And all people of the lulled and dumbfound town are sleeping now. 

From Dylan Thomas' Under Milk Wood 

Assignments for stylistic analysis 

1. Say what can be considered the subject matter of the extract. 
2. What tone prevails in the piece? 
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3. Analyse the syntactic and compositional arrangement of the three 
utterances within the extract. 

4. What are the stylistic functions of simile and detachment in the second 
sentence? What effect is produced by the second instance of simile contain-
ing allusion? 

5. Point out all cases of alliteration observed in the text and analyse 
whether they serve any pragmatic function. 

6. Characterise the types and stylistic functions of all metaphoric ex-
pressions used in the extract. What image is created by their means? 

Item 3 

It was a town of red brick, or of brick that would have been red if the 
smoke and ashes had allowed it; but as matters stood it was a town of unnat-
ural red and black like the painted face of a savage. It was a town of machin-
ery and tall chimneys, out of which interminable serpents of smoke trailed 
themselves for ever and ever, and never got uncoiled. It had a black canal in 
it, and a river that ran purple with ill-smelling dye, and vast piles of buildings 
full of windows where there was a rattling and a trembling all day long, and 
where the piston of the steam-engine worked monotonously up and down like 
the head of an elephant in a state of melancholy madness. 

From Charles Dickens' Hard Times 

Assignments for stylistic analysis 

1. Characterise the subject matter of the extract, the compositional es-
sence of the introductory sentence, the manner of the subject matter presen-
tation, and define the idea rendered in the text. 

2. Analyse the syntactic expressive means and stylistic devices the writ-
er resorts to in the utterances within the extract. Point out the function and 
effect of each syntactic stylistic peculiarity. 

3. Explain the stylistic value of the expressions: "it was a town of un-
natural red and black like the painted face of a savage"; "the piston of the 
steam-engine worked monotonously up and down like the head of an 
elephant in a state of melancholy madness". 

4. What stylistic notions are observed within the following: "intermina-
ble serpents of smoke trailed themselves for ever and ever, and never got 
uncoiled'"} What functions do they perform in the text? 

5. Point out the words and phrases which form the tone of the extract. 

What tone is observed? 
6. Analyse what prevails in the text - metonymic or metaphoric expres-

sions. Characterise the stylistic functions performed in the extract by each. 
7. Explain how the notion of modality is applied to image creation within 

the extract. Define the formed image. 

Item 4 

It was Miss Murdstone who was arrived, and a gloomy-looking lady she 
was; dark, like her brother, whom she greatly resembled in face and voice; 
and with very heavy eyebrows, nearly meeting over her large nose, as if, 
being disabled by the wrongs of her sex from wearing whiskers, she had 
carried them to that account. She brought with her two uncompromising hard 
black boxes, with her initials on the lid in hard brass nails. When she paid the 
coachman she took her money out of a hard steel purse, and she kept the 
purse in a very jail of a bag which hung upon her arm by a heavy chain, and 
shut up like a bite. I had never, at that time, seen such a metallic lady altogether 
a Miss Murdstone was. 

From Charles Dickens' David Copperfield 

Assignments for stylistic analysis 

1. Define the theme and the idea disclosed in the extract. 
2. Analyse what prevails in the extract - (1st/ 3rd person) narration or 

description. Apply the notions of "modality" and "point of view" to the episode. 
3. Characterise stylistic syntax of the introductory part of the extract: "// 

was Miss Murdstone who was arrived, and a gloomy-looking lady she was; 
dark, like her brother, whom she greatly resembled in face and voice; and 
with very heavy eyebrows, nearly meeting over her large nose..." 

4. Recognise the type and define the function of the repetition of the 

proper name Miss Murdstone. 
 

5. Say whether this surname can be considered antonomasia. 
6. Point out the words and phrases which characterise Miss Murdstone 

as "a metallic lady". Indicate the stylistic devices used in the clause: "she 
kept the purse in a very jail of a bag which hung upon her arm by a heavy 
chain, and shut up like a bite". What functions do they perform in 
presenting the character? Define the formed image. 
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Item 5 

Little Miss Peecher, from her little official dwelling-house, with its little 
windows like the eyes in needles, and its little doors like the covers of school-
books, was very observant indeed of the object of her quiet affections. Love 
though said to be afflicted with blindness, is a vigilant watchman, and Miss 
Peecher kept him on double duty over Mr. Bradley Headstone. It was not 
that she was naturally given to playing the spy - it was not that she was at all 
secret, plotting, or mean - it was simply that she loved the unresponsive 
Bradley with all the primitive and homely stock of love that had never been 
examined or certificated out of her. 

[...] Though all unseen and unsuspected by the pupils, Bradley Head-
stone even pervaded the school exercises. Was Geography in question? He 
would come triumphantly flying out of Vesuvius and Atna ahead of the lava, 
and would boil unharmed in the hot springs of Iceland, and would float majes-
tically down the Ganges and the Nile. Did History chronicle a king of men? 
Behind him in pepper-and-salt pantaloons, with his watch-guard round his 
neck. Were copies to be written? In capital B's and H's most of the girls 
under Miss Peecher's tuition were half a year ahead of every other letter in 
the alphabet. And Mental Arithmetic, administered by Miss Peecher, often 
devoted itself to providing Bradley Headstone with a wardrobe of fabulous 
extent; fourscore and four neck-ties at two and ninepence-halfpenny, two 
gross of silver watches at four pounds fifteen and sixpence, seventy-four 
black at eighteen shillings; and many similar superfluities. 

The vigilant watchman, using his daily opportunities of turning his eyes in 
Bradley's direction, soon apprized Miss Peecher that Bradley was more preoc-
cupied than had been his want and more given to strolling about with a down-
cast and reserved face, turning something difficult in his mind that was not in 
the scholastic syllabus. Putting this and that together - combining under the 
head "this," present appearances and the intimacy with Charley Hexam, and 
ranging under the head "that" - the visit to his sister, the watchman reported to 
Miss Peecher his strong suspicions that the sister was at the bottom of it. 

From Charles Dickens' Our Mutual Friend 

Assignments for stylistic analysis 

1. Define the theme and the idea disclosed in the extract. 
2. What is the manner of presentation? 

 

3. Characterise the plot (simple/ complex/ intricate) and the setting of 
the events (realistic/ historical/ fantastic/ exotic?)? 

4. How many and what logical parts can the extract be subdivided into? 
5. Analyse stylistic functions of detachment, enumeration and repetition 

in the 1st paragraph. 
6. Characterise stylistic structural and pragmatic essence of the inter-

rogative sentences and the replies to them within the second passage. 
7. Explain how the expression "Love, though said to he afflicted with 

blindness, is a vigilant watchman, and Miss Peecher kept him on double 
duty over Mr. Bradley Headstone" has predetermined the 3rd passage ut-
terances. Analyse the stylistic device. 

8. Consider whether there is any other non-person image and how it is 

expressed stylistically. 
9. Characterise the tone of the piece - whether (and in what part exact 

ly) it is formal/ semiformal/ informal/ conversational/ casual/ sympathetic/ 
cheerful/ vigorous/ serious/ humorous/ mock-serious/ lyrical/ dramatic/ excit 
ed/ agitated/ passionate/ impassive/ detached/ matter-of-fact/ dry/ impartial/ 
melancholy/ moralising/ unemotional/ pathetic/ sarcastic/ ironical/ sneering/ 
bitter/ reproachful, etc. Specify your consideration. 

10. Analyse the stylistic essence of repetition of the adjective "lit tle" in 

the Is' passage. 

11. Point out all the other lexico-semantic stylistic peculiarities of the 
extract and characterise their stylistic functional properties. 

12. Make a conclusion of the author's style of writing and the types of 
context the characters are disclosed in. 

Theoretical items for independent personal consideration 

1. Integration of expressive means and stylistic devices at the text level. 
2. Possible approaches to the stylistic analysis of the whole text. 

Literature recommended 

1. Ȼɨɪɢɫɨɜɚ Ʌ. ȼ. ɉɪɚɤɬɢɱɟɫɤɨɟ ɩɨɫɨɛɢɟ ɩɨ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɬɟɤ-

ɫɬɚ. - Ɇɢɧɫɤ., 1987. - ɋ. 64-79, 94-99. 
2. Ⱦɨɦɚɲɧɟɜ Ⱥ. ɂ. ɢ ɞɪ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ 

(ɧɟɦ. ɹɡ.). - Ɇ., 1989. - ɋ. 35-51. 
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Literature to theoretical items for 
independent personal consideration 

1. Ȼɨɪɢɫɨɜɚ Ʌ. ȼ. ɉɪɚɤɬɢɱɟɫɤɨɟ ɩɨɫɨɛɢɟ ɩɨ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɬɟɤɫɬɚ 
(ɩɪɨɡɚ): ɍɱɟɛ. ɩɨɫɨɛ. - Ɇɢɧɫɤ: ȼɵɫɲɚɹ, ɲɤɨɥɚ, 1987. 

2. Ⱦɨɥɢɧɢɧ Ʉ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ: (Ɏɪ. ɹɡ.) ɍɱɟɛ. ɩɨɫɨɛ 
-Ɇ.: ɉɪɨɫɜɟɳɟɧɢɟ, 1985. 

3. Ⱦɨɦɚɲɧɟɟ Ⱥ. ɂ. ɢ ɞɪ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ: 
(ɇɟɦ. ɹɡ. ) ɍɱɟɛ. ɩɨɫɨɛ. - 2-ɟ ɢɡɞ., ɞɨɪɚɛ. - Ɇ.: ɉɪɨɫɜɟɳɟɧɢɟ, 1989. 

4. Ʉɭɯɚɪɟɧɤɨ ȼ. Ⱥ. ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɬɟɤɫɬɚ: ɍɱɟɛ. ɩɨɫɨɛ. - 2-ɟ ɢɡɞ., 
ɩɟɪɟɪɚɛ. - Ɇ.: ɉɪɨɫɜɟɳɟɧɢɟ, 1988. 

5. Ɇɨɪɨɯɨɜɫɤɢɣ Ⱥ. ɇ. ɢ ɞɪ. ɋɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ: ɍɱɟɛ-
ɧɢɤ.-Ʉ.: ȼɢɳɚ ɲɤɨɥɚ, 1991. 

6. ɉɟɥɟɜɢɧɚ ɇ. Ɏ. ɋɬɢɥɢɫɬɢɱɟɫɤɢɣ ɚɧɚɥɢɡ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤ-
ɫɬɚ: ɍɱɟɛ. ɩɨɫɨɛ. - Ɇ.: ɉɪɨɫɜɟɳɟɧɢɟ, 1980. 

7. Ɋɚɡɢɧɤɢɧɚ ɇ. Ɇ. Ɏɭɧɤɰɢɨɧɚɥɶɧɚɹ ɫɬɢɥɢɫɬɢɤɚ ɚɧɝɥɢɣɫɤɨɝɨ ɹɡɵɤɚ: 
ɍɱɟɛ. ɩɨɫɨɛ. - Ɇ.: ȼɵɫɲɚɹ, ɲɤɨɥɚ, 1989. 

Approximate Scheme of Overall 

Stylistic Analysis of a Fiction Text 

*The text (extract, excerpt, episode, passage, piece, paragraph) under 
consideration (analysis) comes from 

- (indefinite) a work of literature (novel, story, short story, tale, play, 
fable, poem) written by ... name of the author, 

- (definite) the book (novel, story, short story, tale, play, fable, poem) 
... name of the work ...written by ... name of the author. 

*The author (writer, poet) is famous for (known as an) ...a bit of infor-
mation about the author and his works, style of writing. 

*The extract concerns (is devoted to, deals with) ... 
*The basic theme is ... 
*The central idea finds its particularization in .../ is disclosed through the 

following collision (internal/ external conflict)... 
*From the point of view of presentation the text is 

 

- the ls7 3rd person narrative 
- rather a description than a narration 
- rather a narration than a description 
- a mixture of narration and description 
with some a) insertions of direct/ interior/ represented speech; 
b) lyrical/ critical/ philosophical digression/ retardation/ 
foreshadowing/ flashbacks to the past 
*The plot is simple/ complex/ intricate. It centres around ... 
*The setting of the events is realistic/ historical/ fantastic/ exotic/ rural. 
*The span of time the extract covers is (obviously) ... 
*The narrative flow is straight/ complex/ circular/ frame-like. 
*The climax of the plot development is presented in ... 
*The denouement is shown in ... 
*The sentence structure is (predominantly) a) simple; b) composite; c) 

complicated by the following predicative complexes ...; homogeneous/ het-
erogeneous enumeration of ... It is aimed at exciting (evoking) a feeling/ an 
emotion/ a state of mind/ the sense of being a witness of a particular logical 
(complex, confused) philosophical (moral, social) consideration (observation). 

*The text segmentation is realized by the following graphic means: ... 
*The tone of the piece of literature is formal/ semiformal/ informal/ 

conversational/ casual/ sympathetic/ cheerful/ vigorous/ serious/ humorous/ 
mock-serious/ lyrical/ dramatic/ excited/ agitated/ passionate/ impassive/ 
detached/ matter-of-fact/ dry/ impartial/ melancholy/ moralizing/ unemo-
tional/ pathetic/ sarcastic/ ironical/ sneering/ bitter/ reproachful, etc. It be-
comes obvious owing to: 

a) such cases of morphemic foregrounding as repetition of the root.../ 
the prefix.. ./the suffix.. ./the inflexion 

b) the morphological transposition of...; 
c) the following phonetic stylistic phenomenon/ -na:... 
*The direct/ indirect characterization of the person-image/ landscape-

image/ animal-image/ object-image ...mention the person/non-person im-
age.. . is achieved with a number of stylistic devices. 

Thus, thanks to the 
- associated (unassociated) epithet(s) ... 
- dead (original) nominational (cognitive, imaginative) simple (sustained) 

metaphor ..., etc. 
we may perceive the optimistic/ involved/ critical/ contemptuous/ ironi-

cal/ cynical, etc. attitude of the narrator/ interlocutor(s). 
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A deliberate exaggeration .../an unexpected comparison (simile) .../-
round-about metonymic (metaphoric) way of portraying (exposing, revealing 
enforcing, rendering, bringing out, ridiculing, etc) the positive (negative, con-
tradictory, complex/ well-rounded) character of... produces the effect of 

To stimulate/ stir imagination (to arouse warmth/ affection/ compassion/ 
delight/ admiration/ dislike/ disgust/ aversion/ resentment/ antipathy, etc.; to in-
crease the credibility of the plot; to stimulate the reader to make his own judge-
ment; to increase the immediacy and freshness of the impression, etc. ) the 
author makes use of ... name the stylistic phenomenon {phenomena), etc. 

Excerpts for Overall Stylistic Analysis 

I. 

Rip Van Winkle, however, was one of those happy mortals, of foolish, 
well-oiled dispositions, who take the world easy, eat white bread or brown 
whichever can be got with least thought or trouble, and would rather starve 
on penny than work for a pound. If left to himself, he would have whistled life 
away in perfect contentment; but his wife kept continually dinning in his ears 
about his idleness, his carelessness, and the ruin he was bringing on his fam-
ily. Morning, noon, and night, her tongue was incessantly going, and every-
thing he said or did was sure to produce a torrent of household eloquence. Rip 
had but one way of replying to all lectures of the kind, and that, by frequent 
use, had grown into a habit. He shrugged his shoulders, shook his head, cast 
up his eyes, but said nothing. This, however, always provoked a fresh volley 
from his wife;... 

Washington Irvim 

II.  

It was in this apartment, also, that there stood against the western wall, a 
gigantic clock of ebony. Its pendulum swung to and fro with a dull, heavy, 
monotonous clang; and when the minute-hand made the circuit of the face, 
and the hour was to be stricken, there came from the brazen lungs of the 
clock a sound which was clear and loild and deep and exceedingly musical. 
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but of so peculiar a note and emphasis that, at each lapse of an hour, the 
musicians of the orchestra were constrained to pause, momentarily, in their 
performance, to hearken to the sound; and thus the waltzers perforce ceased 
their evolutions, and there was a brief disconcert of the whole gay company; 
and, while the chimes of the clock yet rang, it was observed that the giddiest 
grew pale, and the more aged and sedate passed their hands over their brows 
aS if in confused reverie or meditation. 

Edgar Allan Ɋɨɟ 

III.  

... The houses had generally an odd look. Here, the moonlight tried to get 
a glimpse of one, a rough old heap of ponderous timber, which, ashamed of its 
dilapidated aspect, was hiding behind a great thick tree; the lower story of the 
next had sunk almost under ground, as if the poor little house were a-weary 
of the world, and retiring into the seclusion of its own cellar; farther on stood 
one of the few recent structures, thrusting its painted face conspicuously into 
the street, with an evident idea that it was the fairest thing there. About mid-
way in the village was a grist-mill, partly concealed by the descent of the 
ground towards the stream which turned its wheel. At the southern extremity, 
just so far distant that the window-panes dazzled into each other, rose the 
meeting-house, a dingy old barnlike building, with an enormously dispropor-
tioned steeple sticking up straight into heaven, as high as the Tower of Babel, 
and the cause of nearly as much confusion in its day. 

Nathaniel Hawthorne 

IV. 

Pausing at the threshold, or rather where threshold once had been, I saw, 
through the open door-way, a lonely girl, sewing at a lonely window. A pale-
cheeked girl, and flyspecked window, with wasps about the mended upper 
panes. I spoke. She shyly started, like some Tahiti girl, secreted for a sacri-
fice, first catching sight, through palms, of Captain Cook. Recovering, she 
bade me enter; with her apron brushed off a stool; then silently resumed her 
own. With thanks I took the stool; but now, for a space, I, too, was mute. 
This, then, is the fairy-mountain house, and here, the fairy queen sitting at 
her fairy window. 

David Crockett 
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V. VIII.  

 

My name is Jim Griggins. I'm a low thief. My parents was ignorant 
folks, and as poor as the shadder of a bean pole. My advantages for getting 
a eddycation was exceedin' limited. I growed up in the street, quite loose and 
permiskis, you see, and took to vice because I had nothing else to take to, and 
because nobody had never given me a sight at virtue. 

I'm in the penitentiary. I was sent here onct before for priggin' a watch 
I served out my time, and now I'm here agin, this time for stealin' a few 
insignificant clothes. 

Artemus Ward 

VI.  

The momentary excitement brought Mr. Oakhurst back to the fire with 
his usual calm. He did not waken the sleepers. The Innocent slumbered peace-
fully, with a smile on his good-humored, freckled face; the virgin Piney slept 
beside her frailer sisters as sweetly as though attended by celestial guardians; 
and Mr. Oakhurst, drawing his blanket over his shoulders, stroked his mus-
taches and waited for the dawn. It came slowly in a whirling mist of snow-
flakes that dazzled and confused the eye. What could be seen of the land-
scape appeared magically changed. He looked over the valley, and summed 
up the present and future in two words - "snowed in!" 

Francis Bret Harte 

vn. 

Then this old person got up and tore his paper all into small shreds, and 
stamped on them, and broke several things with his cane, and said I did not 
know as much as a cow; and then went out and banged the door after him, 
and, in short, acted in such a way that I fancied he was displeased about some-
thing. But not knowing what the trouble was, I could not be any help to him. 

Pretty soon after this a long, cadaverous creature, with lanky locks hanging 
down to his shoulders, and a week's stubble bristling from the hills and valleys 
of his face, darted within the door, and halted, motionless, with finger on lip. 
and head and body bent in listening attitude. No sound was heard. Still he 
listened. No sound.... 

Mark Twain 

They gave small tips, but they were liked; they didn't do anything them-
selves, but they were welcomed. They looked so well everywhere; they grat-
ified the general relish for stature, complexion, and "form". They knew it 
without fatuity or vulgarity, and they respected themselves in consequence. 
They were not superficial; they were thorough and kept themselves up - It 
had been their line. People with such a taste for activity had to have some 
line. I could feel how, even in a dull house, they could have been counted upon 
for cheerfulness. At present something had happened - it didn't matter what, 
their little income had grown less, it had grown least - and they had to do 
something for pocket-money. Their friends liked them, but didn't like to sup-
port them.... 

Henry James 

IX.  

As Peyton Farquhar fell straight downward through the bridge, he lost 
consciousness and was as one already dead. From this state he was awak-
ened - ages later, it seemed to him - by the pain of a sharp pressure upon his 
throat, followed by a sense of suffocation. Keen, poignant agonies seemed to 
shoot from his neck downward through every fibre of his body and limbs. 
These pains appeared to flash along well-defined lines of ramification, and to 
beat with an inconceivable rapid periodicity. They seemed like streams of 
pulsating fire heating him to an intolerable temperature. As to his head, he 
was conscious of nothing but a feeling of fullness - of congestion. These 
sensations were unaccompanied by thought. The intellectual part of his na-
ture was already effaced, he had power only to feel, and feeling was torment. 

Ambrose Gwinett Bierce 

X. 

A seat in this boat was not unlike a seat upon a bucking broncho, and by 
the same token a broncho is not much smaller. The craft pranced and reared 
and plunged like an animal. As each wave came, and she rose for it, she 
seemed like a horse making at a fence outrageously high. The manner of her 
scramble over these walls of water is a mystic thing, and, moreover, at the top 
of them were ordinarily these problems in white water, the foam racing down 
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from the summit of each wave requiring a new leap, and a leap from the a" 
Then, after scornfully bumping a crest, she would slide and race and splash 
down a long incline, and arrive bobbing and nodding in front of the next menace 

Stephen Crane 

XI.  

When you are a boy and stand in the stillness of woods, which can be so 
still that your heart almost stops beating and makes you want to stand there in 
the green twilight until you feel your very feet sinking into and clutching the 
earth like roots and your body breathing slow through its pores like the leaves 
- when you stand there and wait for the next drop to drop with its small, flat 
sound to a lower leaf, that sound seems to measure out something, to put an 
end to something, to begin something, and you cannot wait for it to happen 
and are afraid it will not happen, and then when it has happened, you are 
waiting again, almost afraid. 

Robert Perm Warren 

XII.  

"That ain't the question, it's if we want to fight now or later. Them Nazis 
ain't gonna sit!" shouted the red-faced man. "They got Egypt practically, and 
then it's India if it ain't England first. It ain't a question of the communists, the 
communists are on Hitler's side. I tellya we can wait and wait and chew and 
spit and the first thing you know they'll be in England, and then who's gonna 
help us when they start after us? Maybe Brazil? Get wise to the world! Spain 
don't matter now one way or the other, they ain't gonna help and they can't 
hurt. It's Germany and Italy and Japan, and if it ain't too late now it's gonna 
be. Get wise to yourself. We shoulda gone in-" ... 

John Berryman 
XIII.  

For Kevin, his employment by the automobile factory was like a child's 
ticket of admission to an awesome, half-believed-in fairyland of new sights, 
sounds, colors, and odors. Even the preliminary physical examination, which 
his nude fellow Job applicants, shivering in their stockinged feet, swore was 
Just too damned much like the army, was a revelation to Kevin, who had not 
been in the United States long enough to learn how to conceal his astonish-
ment. The young men in line with him grumbled and cursed, or stood embar- 

lSsed at their physical inadequacies; but Kevin - six feet two, sturdy as an 
oak- white-skinned and freckled from the roots of the flaming hair, standing 
ɚɪ and away from his forehead, to the outer edges of his massive shoulders -
was more interested by the fact that he was being examined for nothing. 

Harvey Swados 

xrv. 

To the intent ear, Nation was voicing her growing pains, but, hands that 
create are attached to warm hearts and not to calculating minds. The Lean as 
he fought his burden on looked forward to only one goal, the end. The barrow 
he pushed, he did not love. The stones that brutalized his palms, he did not 
love. The great God Job, he did not love. He felt a searing bitterness and a 
fathomless consternation at the queer consciousness that inflicted the ever 
mounting weight of structure that he HAD TO! HAD TO! raise above his 
shoulders! When, when and where would the last stone be? Never... did he 
bear his toil with the rhythm of song! Never... did his gasping heart knead the 
heavy mortar... A voice within him spoke in wordless language. 

Pietro Di Donato 

XV. 

His mother bent down again. "I can't use it while you're working. I can't 
use it while you're reading. I can't use it until ten o'clock in the morning 
because you're sleeping". She started the machine. "When am I supposed to 
clean the house?" she called over the noise of the cleaner. "Why don't you 
sleep at night like everybody else?" And she put her head down low and 
vigorously ran the machine back and forth. 

Andrew watched her for a moment. No arguments came to him. The 
sound of the cleaner so close to him made his nerves jump. He went out of 
the room, closing the door behind him. 

Irwin Shaw 

XVI.  

Not unbewildered, again he gazed off for his boat. But it was temporarily 
hidden by a rocky spur of the isle. As with some eagerness he bent forward, 
watching for the first shooting view of its beak, the balustrade gave way 
before him like charcoal. Had he not clutched an outreaching rope he would 
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have fallen into the sea. The crash, though feeble, and the fall, though hollo 
of the rotten fragments, must have been overheard. He glanced up. \ɭ->ɤ 
sober curiosity peering down upon him was one of the old oakum-picker 

slipped from his perch to an outside boom; while below the old Negro, and 
invisible to him, reconnoitering from a port-hole like a fox from the mouth of 
its den, crouched the Spanish sailor again. 

Herman Ɇɟȱ\>ɳɟ 

xvn. 
"Yes, I think it was, but I didn't know it for a month or so, when it suddenly 
struck me that what I felt for her-1 don't know how to explain it, it was a sort 

of shattering turmoil that affected every bit of me - that that was love, I knew 
I'd felt it all along. It was not only her looks, though they were awfully 

alluring, the smoothness of her pale skin and the way her hair fell over her 
forehead and the grave sweetness of her brown eyes, it was more than that; 
you had a sensation of well-being when you were with her, as though you 

could relax and be quite natural and needn't pretend to be anything you 
.weren't. You felt she was incapable of meanness. It was impossible to think of 

her as envious of other people or catty. She seemed to have a natural 
generosity of soul. One could be silent with her for an hour at a time and yet 

feel that one had had a good time. 

William Somerset Maugham 

XVIII.  

These October days were the best of the year. The trees had turned 
fully and there was an edge of winter in the air. Halfway to town a maple 
stood; each morning he had watched its leaves die toward scarlet until today 
the tree flamed with a fall fire. The hills beyond town, nearly high enough to 
be called true mountains, had come into a variegated beauty, clusters of oaks 
shading into a scope of richer sweetgum, interspersed by the evergreen denial 
of pine and cedar, so that John walked with his eyes lifted up to them. 

Borden Deal 

XIX.  

When a girl leaves her home at eighteen, she does one of two things. 
Either she falls into saving hands and becomes better, or she rapidly assumes 
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. ■> cosmopolitan standard of virtue and becomes worse. Of an intermediate 
]ance, under the circumstances, there is no possibility. The city has its cun-jn2 

wiles, no less than the infinitely smaller and more human tempter. There e 
large forces which allure with all the soulfulness of expression possible in the 
most cultured human. The gleam of a thousand lights is often as effective as 

the persuasive light in a wooing and fascinating eye. Half the undoing of the 
unsophisticated and natural mind is accomplished by forces wholly super-

human. A blare of sound, a roar of life, a vast array of human hives, appeal to 
the astonished senses in equivocal terms. 

Theodore Dreiser 

XX. 

The rest of the story is pointless. I said so long to the young Assyrian 
and left the shop. I walked across town, four miles, to my room on Carl 
Street. I thought about the whole business: Assyria and this Assyrian, The-
odore Badal, learning to be a barber, the sadness of his voice, the hopeless-
ness of his attitude. This was months ago, in August, but ever since I have 
been thinking about Assyria, and I have been wanting to say something about 
Theodore Badal, a son of an ancient race, himself youthful and alert, yet 
hopeless. Seventy thousand Americans, a mere seventy thousand of that great 
people, and all the others quiet in death and all the greatness crumbled and 
ignored, and a young man in America learning to be a barber, and a young 
man lamenting bitterly the course of history. 

William Saroyan 

I. 

Ɂɞɚɥɨɫɹ ɣɨɦɭ, ɳɨ ɜɫɟ ɧɚɜɤɨɥɨ ɪɿɡɤɨ ɨɫɜɿɬɢɥɨɫɹ, ɫɹɣɜɨ ɬɟ ɩɥɢɜɥɨ ɡ 
ɧɟɛɚ ɿ ɜɫɟ єɫɬɜɨ ɣɨɝɨ ɩɨɱɚɥɨ ɧɚɫɢɱɭɜɚɬɢɫɹ ɞɢɜɨɜɢɠɧɢɦ ɹɫɤɪɚɜɢɦ ɫɩɨ-
ɤɨєɦ. ȼɫɿ ɱɭɬɬɹ ɣɨɝɨ ɨɛɟɪɧɭɥɢɫɹ ɭ ɰɟ єɞɢɧɟ- ɧɚɫɥɭɯɚɧɧɹ ɿ ɬɟɩɥɭ ɪɚɞɿɫɬɶ. 
Ȼɚɱɢɜ ɫɤɟɥɿ, ɳɨ ɧɚɜɢɫɚɥɢ ɧɚɜɤɨɥɨ, ɛɟɡɥɚɞɧɨ ɝɪɨɦɚɞɹɱɢɫɶ ɨɞɧɚ ɧɚ ɨɞɧɭ, 
ɜɿɞɱɭɜɚɜ ɧɟɛɨ, ɳɨ ɧɚɱɟ ɩɪɢɫɩɭɫɬɢɥɨɫɶ ɿ ɥɹɝɥɨ ɣɨɦɭ ɧɚɞɭɲɭ; ɩɿɡɧɚɜ ɪɚɩ-
ɬɨɦ ɭɜɟɫɶ ɫɜɿɬ, ɡɚɫɿɹɧɢɣ ɬɢɦ-ɬɚɤɢ ɫɜɿɬɥɨɦ, ɩɨɜɧɢɣ ɝɚɪɦɨɧɿʀ, ɚɥɟ ɫɩɥɟɬɟ-
ɧɢɣ ɭ ɧɚɞɡɜɢɱɚɣɧɨ ɫɤɥɚɞɧɢɣ ɜɭɡɨɥ. Ɂɞɚɜɚɥɨɫɹ, ɞɭɲɚ ɣɨɝɨ ɪɨɡɲɢɪɸєɬɶ-
ɫɹ, ɪɨɛɥɹɱɢɫɶ ɛɟɡɦɟɠɧɨ ɲɢɪɨɤɨɸ; ɜɿɞɱɭɜ ɩɭɥɶɫ ɞɧɹ, ɳɨ ɨɠɢɜ ɨɬɭɬ, ɧɚ 
ɰɿɣ ɡɟɦɥɿ, -ɡ'єɞɧɚɧɧɹ ɜɫɶɨɝɨ ɠɢɜɨɝɨ, ɧɟɛɚ ɣ ɡɟɦɥɿ, ɜɨɞɢ ɣ ɡɟɦɥɿ, ɚ ɬɚɤɨɠ 
ɜɨɞɢ ɣ ɧɟɛɚ - ɱɭɞɨɜɢɣ ɜɨɝɨɧɶ ɡɚɩɚɥɸɜɚɜ ɭɫɟ ɰɟ, ɧɚɩɨɸɸɱɢ ɣ ɠɢɜɥɹɱɢ. 
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ɉɨɛɚɱɢɜ ɜɿɧ, ɹɤ ɪɭɯɚєɬɶɫɹ ɫɿɤ ɜɿɞ ɤɨɪɿɧɧɹ ɞɨ ɫɬɟɛɥɚ ɜ ɬɪɚɜɿ ɬɚ ɝɿɥɥɿ ɤɭ ɳжɜ 

ɹɤ ɩ'є ɬɟɩɥɨ ɣ ɩɨɜɿɬɪɹ ɹɳɿɪɤɚ ɿ ɹɤ ɬɪɚɜɢɬɶɫɹ ɜ ɡɨɥɨɬɨɦɭ ɫɨɤɭ ɜ ɧɿɣ ɡɥɨ-
ɜɥɟɧɢɣ ɤɨɦɚɪ. ȼɿɞɱɭɜ ɧɚɞ ɫɨɛɨɸ ɬɚɦ, ɭɝɨɪɿ, ɜɟɥɢɱɟɡɧɢɣ ɿ ɛɟɡɦɟɠɧɢɣ 
ɩɪɨɫɬɿɪ, ɣɨɝɨ ɞɭɲɚ ɩɪɨɯɨɞɢɥɚ ɬɭɞɢ, ɪɨɡɤɥɚɞɚɸɱɢɫɶ ɧɚ ɟɬɟɪ, ɩɥɢɜɥɚ, ɨɛ-
ɜɨɥɿɤɚɸɱɢ ɞɚɥɟɤɿ ɩɥɚɧɟɬɢ, ɦɟɬɟɨɪɢɬɢ ɣ ɫɭɩɭɬɧɢɤɢ. 

ȼɚɥɟɪɿɣ ɒɟɜɱɭɤ 

II . 

ȼɟɥɢɤɢɣ ɤɨɫɦɨɫ, ɡɚɫɚɞɠɟɧɢɣ ɛɟɡɥɿɱɱɸ ɤɪɭɝɥɢɯ ɬɿɥ, ɹɜɢɜ ɣɨɦɭ ɪɚɩ-
ɬɨɦ ɫɜɿɣ ɡɥɚɝɨɞɠɟɧɢɣ ɪɢɬɦ - ɜɫɟ ɬɚɦ ɛɭɥɨ ɫɩɨɜɧɟɧɟ ɿ ɜɩɨєɧɟ ɧɚɣɬɨɧ-
ɲɢɦ, ɩɪɨɧɢɤɥɢɜɢɦ ɜɨɝɧɟɦ. Ɂɞɚɜɚɥɨɫɹ, ɳɨ ɰɟɣ ɜɨɝɨɧɶ ɜɢɯɨɞɢɬɶ ɿɡ ɧɶɨɝɨ 
ɫɚɦɨɝɨ ɿ ɪɨɡɫɿɜɚєɬɶɫɹ ɭ ɩɪɨɫɬɨɪɿ. ȼɨɞɧɨɱɚɫ ɜɿɧ, ɬɨɣ ɜɨɝɨɧɶ, ɩɪɢɯɨɞɢɬɶ ɿɡ 
ɩɪɨɫɬɨɪɭ ɣ ɞɨ ɧɶɨɝɨ, єɞɧɚɸɱɢɫɶ ɧɚ ɩɿɜɞɨɪɨɡɿ ɱɢ ɧɚ ɩɨɱɚɬɤɚɯ, ɫɬɜɨɪɸɸɱɢ 
ɬɿ ɩɟɪɜɧɿ, ɳɨ ɧɢɦɢ ɿ ɫɬɚɸɬɶ ɩɨɬɿɦ ɤɪɭɝɥɿ ɬɿɥɚ. ɇɟɜɢɦɨɜɧɟ ɡɚɞɨɜɨɥɟɧɧɹ, 
ɹɤɟ ɜɿɞɱɭɜ ɩɿɞ ɬɭ ɯɜɢɥɸ, ɩɨɝɥɢɧɚɥɨɫɹ ɛɟɡɨɞɧɟɸ ɫɜɿɬɥɚ, ɿ ɜ ɧɶɨɦɭ, ɹɤ ɿ ɜ 
ɛɟɡɨɞɧɿ ɨɬɿɣ, ɛɭɥɨ ɪɨɡɫɿɹɧɟ ɬɨɧɤɨɸ ɦɚɬɟɪɿєɸ ɬɢɯɟ ɣ ɛɟɡɧɚɱɚɥɶɧɟ ɜɿɞɱɭɬ-
ɬɹ ɜɿɱɧɨɫɬɿ. ɋɢɞɿɜ ɦɿɠ ɫɿɪɨɝɨ ɤɚɦɿɧɧɹ, ɨɞɝɨɪɨɞɢɜɲɢɫɶ ɜɿɞɬɚɤ ɜɿɞ ɫɜɿɬɭ, ɿ 
ɪɚɩɬɨɦ ɹɫɧɨ ɣ ɱɢɫɬɨ ɡɪɨɡɭɦɿɜ, ɳɨ ɜɫɟ ɞɨɜɤɨɥɚ ɧɶɨɝɨ, ɜɫɟ ɛɿɥɹ ɧɶɨɝɨ ɿ ɜɫɟ 
ɜ ɧɶɨɦɭ ɿɫɧɭє. Ɍɨɞɿ ɠ ɛɨ ɣ ɧɚɪɨɞɢɥɚɫɶ ɭɩɟɪɲɟ ɧɚ ɣɨɝɨ ɜɭɫɬɚɯ ɬɚ ɥɟɝɟɧɶ-
ɤɚ ɩɿɜɭɫɦɿɲɤɚ, ɜɿɞ ɹɤɨʀ ɨɛɥɢɱɱɹ ɣɨɝɨ ɩɨɜɢɜɚɥɨɫɹ ɩɪɢɜɚɛɥɢɜɿɫɬɸ, ɚ ɨɱɿ 
ɨɹɫɧɸɜɚɥɢɫɹ ɫɩɨɤɿɣɧɢɦ ɬɚ ɦɭɞɪɢɦ ɫɜɿɬɥɨɦ. Ɍɨɠ ɤɨɥɢ ɜɿɧ ɭɫɬɚɜ, ɳɨɛ 
ɩɨɤɢɧɭɬɢ ɰɟ ɦɢɦɨɜɿɥɶɧɟ ɦɿɫɰɟ ɭɫɚɦɿɬɧɟɧɧɹ, ɦɿɝ ɭɠɟ ɹɫɧɨ ɣ ɩɪɨɫɬɨ ɩɨɧɟ-
ɫɬɢ ɬɟ ɫɜɿɬɥɨ ɡ ɫɨɛɨɸ, ɯɨɱ ɡɨɜɧɿ ɛɭɜ ɛɥɿɞɢɣ, ɧɚɱɟ ɫɬɿɧɚ. 

ȼɚɥɟɪɿɣ ɒɟɜɱɭɤ 

III.  

ɋɪɿɛɧɿ ɤɭɩɱɚɫɬɿ ɯɦɚɪɢ ɩɨɱɢɧɚɥɢ ɩɨɜɡɬɢ ɱɟɪɟɡ ɧɟɛɨ ɡ ɞɟɫɹɬɨʀ ɪɚɧɤɭ 
- ɞɨɬɢ ɧɟɛɨ ɛɭɥɨ ɹɫɧɟ, ɤɪɢɲɬɚɥɟɜɟ ɣ ɬɪɟɩɟɬɧɟ. ɏɦɚɪɢ, ɹɤɿ ɡ'ɹɜɥɹɥɢɫɹ 
ɩɨɬɿɦ, ɛɭɥɨ ɩɨɫɥɚɧɨ, ɡɞɚɜɚɥɨɫɹ, ɞɥɹ ɬɨɝɨ, ɳɨɛ ɩɿɞɤɪɟɫɥɢɬɢ ɣɨɝɨ ɧɟɡɜɢ-
ɱɚɣɧɭ, ɬɪɨɯɢ ɜɢɛɥɿɞɧɭ ɫɢɧɹɜɭ ɿ ɳɨɛ ɩɨɫɢɥɚɬɢ ɧɚ ɡɟɦɥɸ ɫɪɿɛɧɟ ɫɹɣɜɨ. ȼ 
ɬɨɦɭ ɫɹɣɜɿ ɥɸɞɫɶɤɿ ɨɛɥɢɱɱɹ ɫɬɚɜɚɥɢ ɦ'ɹɤɲɿ ɣ ɞɨɛɪɿɲɿ ɣ ɨɫɜɿɬɥɸɜɚɥɢɫɹ 
ɬɚɤ, ɳɨ ɧɚɜɿɬɶ ɤɨɪɨɬɤɨɡɨɪɿ ɩɨɱɢɧɚɥɢ ɞɨɛɪɟ ɛɚɱɢɬɢ. ȼɿɬɪɭ ɦɚɣɠɟ ɧɟ ɛɭɥɨ, 
ɚɥɟ ɬɨɣ ɥɟɝɿɬ, ɳɨ ɥɟɞɜɟ ɜɨɪɭɲɢɜ ɥɢɫɬɹ, ɧɿɫ ɭ ɫɨɛɿ ɩɟɪɲɟ ɜɿɞɱɭɬɬɹ ɨɫɟɧɿ 
ɬɚ ɯɨɥɨɞɿɜ. Ɇɨɠɥɢɜɨ, ɜɿɞ ɬɨɝɨ ɭ ɬɪɚɜɚɯ ɚɠ ɪɨɡɪɢɜɚɥɢɫɹ ɰɜɿɪɤɭɧɢ, ɧɟ ɩɪɢ-
ɩɢɧɹɸɱɢ ɫɜɨєʀ ɪɨɛɨɬɢ, ɹɤ ɠɟɧɰɿ, ɰɿɥɭ ɞɨɛɭ. Ⱦɚɥɟɤɿ, ɥɢɫɿ, ɧɟɞɚɜɧɨ ɡɨɥɨɬɿ 
ɝɨɪɛɢ ɩɨɬɟɦɧɿɥɢ - ɯɥɿɛ ɿɡ ɧɢɯ ɭɠɟ ɡɜɟɡɥɢ, ɿ ɫɬɟɪɧɿ ɧɚɞɚɥɢ ʀɦ ɡɟɦɥɢɫɬɨ- 

ɠɨɜɬɨɝɨ ɤɨɥɶɨɪɭ. ɇɚ ɨɛɪɨɫɥɢɯ ɩɨɥɢɧɨɦ ɤɪɭɱɚɯ ɫɧɭɜɚɥɢ ɬɭɞɢ-ɫɸɞɢ, ɫɩɭɫ-
ɤɚɥɢɫɶ ɿ ɩɿɞɧɿɦɚɥɢɫɹ, ɤɪɭɬɢɥɢɫɹ ɣ ɬɚɧɰɸɜɚɥɢ ɦɟɬɟɥɢɤɢ, - ɝɨɪɛɢ ɜɿɞ ɬɨɝɨ 
ɦɟɪɟɯɬɿɥɢ ɣ ɧɚɱɟɛɬɨ ɛɭɥɢ ɜɤɪɢɬɿ ɬɚɧɰɸɪɢɫɬɢɦɢ ɤɜɿɬɚɦɢ. Ɋɿɱɤɚ ɜɦɟɪɥɚ ɜ 
ɫɜɨєɦɭ ɥɨɠɿ, ɜɢɥɢɫɤɭɜɚɥɚ ɯɨɥɨɞɧɭɜɚɬɨ ɿ ɜɿɞɱɭɠɢɥɨ: ɤɭɩɚɥɶɧɢɤɿɜ ɭɠɟ ɧɟ 
ɩɪɢɬɹɝɚɥɚ ʀʀ ɩɪɢɧɚɞɧɚ ɜɿɥɶɝɚ. 

ȼɚɥɟɪɿɣ ɒɟɜɱɭɤ 

IV. 

Ⱦɢɦ ɭ ɦɿɫɹɱɧɨɦɭ ɩɪɨɦɿɧɧɿ ɡɞɚɜɚɜɫɹ ɹɫɧɨ-ɫɢɧɿɣ; ɩɿɞ ɤɚɲɬɚɧɨɦ ɜɚɥɹ-
ɥɢɫɹ, ɝɭɫɬɨ ɧɚɫɢɩɚɧɿ ɡɚ ɧɿɱ, ɡɟɥɟɧɿ ʀɠɚɱɤɢ, ɞɟɫɶ ɞɚɥɟɤɨ ɱɯɧɭɜ ɿ ɡɚɬɚɯɤɨɬɿɜ 
ɩɨʀɡɞ, ɿ ɣɨɦɭ ɡɞɚɥɨɫɹ, ɳɨ ɜ ɰɸ ɧɿɱ ɿ ɩɿɞ ɰɢɦ ɦɿɫɹɰɟɦ ɩɪɨɫɬɨɪɨ ɪɨɡɲɢ-
ɪɸєɬɶɫɹ ɣɨɦɭ ɞɭɲɚ. Ɇ'ɹɤɨ ɮɨɫɮɨɪɢɡɭɜɚɥɢ ɛɿɥɿ ɫɬɿɧɢ ɲɤɨɥɢ, ɬɟɦɧɨ ɞɢ-
ɜɢɥɢɫɹ ɜɿɤɧɚ, ɧɚɱɟ ɛɭɜ ɰɟɣ ɞɿɦ ɠɢɜɨɸ ɿɫɬɨɬɨɸ. Ɂɚɤɭɤɭɪɿɤɚɜ ɞɟɫɶ ɧɟɞɚ-
ɥɟɤɨ ɩɿɜɟɧɶ, ɿ ɧɟɛɨ, ɩɨɜɧɟ ɞɪɚɝɥɢɜɢɯ ɡɿɪ, ɪɚɩɬɨɦ ɩɪɨɫɜɿɬɥɿɥɨ. ɉɨɜɿɹɜ ɫɜɿɠɢɣ, 
ɚɠ ɝɨɫɬɪɢɣ, ɜɿɬɟɪ, ɿ ɫɚɦɟ ɜɿɧ ɪɨɡɛɭɞɢɜ ɧɚ ɦɟɧɬ ɤɚɲɬɚɧɨɜɟ ɥɢɫɬɹ. Ƚɥɭɯɨ 
ɡɚɲɟɥɟɫɬɿɥɨ, ɿ ɧɚ ɡɟɦɥɸ ɡ ɝɥɭɯɢɦ ɫɬɭɤɨɬɨɦ ɨɛɫɢɩɚɥɨɫɹ ɳɟ ɡ ɞɟɫɹɬɨɤ 
ɤɚɲɬɚɧɿɜ. ȼɨɥɨɞɢɦɢɪ ɩɨɬɹɝɫɹ ɞɨ ɧɚɣɛɥɢɠɱɨɝɨ ɡ ɧɢɯ, ɪɨɡɥɨɦɢɜ, ɿ ɜ ɞɨɥɨ-
ɧɸ ɣɨɦɭ ɜɢɩɚɥɨ ɛɿɥɟ ɬɿɥɨ. Ⱦɢɯɧɭɜ ɧɚ ɩɨɜɧɿ ɝɪɭɞɢ ɜɨɝɤɨɝɨ, ɫɜɿɠɨɝɨ, ɝɿɪɤɭ-
ɜɚɬɨɝɨ ɡɚɩɚɯɭ; ɩɨɜɿɬɪɹ ɧɚɜɤɨɥɨ ɜɠɟ ɬɪɟɦɬɿɥɨ, ɧɚɥɢɜɚɸɱɢɫɶ ɧɟɩɟɜɧɢɦ, 
ɫɿɪɢɦ, ɚɥɟ ɩɨ-ɫɜɨєɦɭ ɩɪɢɧɚɞɧɢɦ ɫɜɿɬɥɨɦ: ɭ ɬɨɦɭ ɫɜɿɬɥɿ, ɹɤɢɦ ɩɨɫɬɭɩɨɜɨ 
ɧɚɩɨɜɧɸɜɚɥɨɫɹ ɧɟɛɨ, ɜ ɰɿɣ ɣɨɝɨ ɨɝɨɥɟɧɨɫɬɿ, ɜɿɞɱɭɜ ɫɟɛɟ ȼɨɥɨɞɢɦɢɪ ɧɟ-
ɩɪɢɤɚɹɧɢɦ ɬɚ ɫɚɦɨɬɧɿɦ. Ƀɨɦɭ ɡɞɚɥɨɫɹ, ɳɨ ɞɥɹ ɝɪɭɞɟɣ ɣɨɝɨ ɛɪɚɤɭє ɩɨ-
ɜɿɬɪɹ, ɳɨ ɫɜɿɬ ɫɬɚɜ ɤɪɭɝɥɢɣ ɬɚ ɡɚɦɟɪɡɥɢɣ, ɚ ɣɨɦɭ ɬɿɥɶɤɢ ɣ ɡɚɥɢɲɢɥɨɫɹ, 
ɳɨ ɨɬɚɤ ɛɟɡɦɨɜɧɨ ɫɢɞɿɬɢ ɧɚ ɰɿɣ-ɨɬ ɩɚɪɬɿ. 

ȼɚɥɟɪɿɣ ɒɟɜɱɭɤ 

V. 

Ȼɭɥɨ ɜ ɬɨɣ ɞɟɧɶ ɩɨɯɦɭɪɨ. Ɂɜɢɫɚɥɢ ɧɚɞ ɡɟɦɥɟɸ ɬɟɦɧɢɦɢ ɪɹɞɚɦɢ 
ɯɦɚɪɢ, ɚ ɡɚ ɝɨɪɛɚɦɢ ɬɨɜɤɥɢɫɹ, ɧɚɱɟ ɩɨɫɩɿɲɚɥɢ ɹɤɧɚɣɲɜɢɞɲɟ ɫɯɨɜɚɬɢɫɹ 
ɡɚ ɨɛɪɿєɦ. Ɂɟɦɥɹ ɞɪɿɦɚɥɚ ɜ ɫɿɪɨɦɭ ɫɜɿɬɥɿ, ɰɹ ɫɿɪɿɫɬɶ ɭɥɢɜɚɥɚɫɶ ɭ ɞɭɲɭ 
ɥɸɞɟɣ, ɿ ɜɫɿ ɯɨɞɢɥɢ ɬɪɨɯɢ ɪɨɡɞɪɚɬɨɜɚɧɿ. ɉɨɞɿɹ ɩɚɫɭɜɚɥɚ ɞɨ ɩɟɣɡɚɠɭ, ɩɚ-
ɫɭɜɚɥɚ ɞɨ ɧɚɫɬɪɨʀɜ ɚɫɬɪɨɧɨɦɚ ɣ ɝɨɫɩɨɞɢɧɿ: ɧɟɡɪɨɡɭɦɿɥɟ, ɧɟɡɚɝɨєɧɟ ɩɨ-
ɱɭɬɬɹ - ɬɪɢɜɨɝɚ, ɳɨ ʀɣ ɝɨɞɿ ɡɧɚɣɬɢ ɧɚɡɜɭ. ɇɟɝɨɞɚ ɩɨ-ɫɜɨєɦɭ ɜɢɡɧɚɱɚɥɚ ʀʀ 
ɿ ɨɬɟ ɫɬɨɜɩɢɫɶɤɨ ɧɚ ɧɟɛɨɤɪɚʀ, ɞɟ ɲɬɨɜɯɚɥɢɫɹ, ɹɤ ɜɿɜɰɿ ɜ ɨɬɚɪɿ, ɯɦɚɪɢ ɣ 
ɩɨɫɩɿɲɚɥɢ ɫɯɨɜɚɬɢɫɶ ɭ ɧɚɫɭɪɦɥɟɧɿɣ ɞɚɥɢɧɿ. Ɉɩɪɿɱ ɰɶɨɝɨ - ɧɿɱɨɝɨ ɨɫɨɛɥɢ- 
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ɜɨɝɨ, ɰɟ ɞɢɜɭɜɚɥɨ ɣ ɡɦɨɪɸɜɚɥɨ, ɚɥɟ ɧɟ ɡɚɫɩɨɤɨɸɜɚɥɨ - ɫɦɭɬɨɤ ɫɬɚɜ ɫɿɪɂɣ 
ɹɤ ɰɿ ɯɦɚɪɢ, ɤɨɬɢɜɫɹ ɜɿɧ ɿ ɤɨɬɢɜɫɹ, ɧɚɱɟ ɲɭɤɚɸɱɢ ɣ ɞɥɹ ɫɟɛɟ ɫɨɧɹɱɧɨɝɨ 
ɩɪɨɫɜɿɬɤɭ... 

ȼ ɦɚєɬɤɭ Ƚɭɞɢɳɿ, ɹɤ ɿ ɜ ɤɨɠɧɨɦɭ ɞɨɦɿ ɧɚ ɬɿ ɱɚɫɢ, ɠɢɜ ɞɨɦɨɜɢɤ. Ʉɨɥɢ 
ɫɬɚɥɨɫɹ ɧɟɳɚɫɬɹ, ɞɨɦɨɜɢɤɨɜɿ ɝɪɭɞɢ ɫɬɢɫ ɨɞɱɚɣ. [...] Ʉɪɿɡɶ ɜɿɤɨɧɰɟ ɥɢɥɚɫɹ 
ɛɥɿɞɚɜɚ, ɦɨɜ ɧɟɠɢɜɚ, ɧɿɱ, ɿ ɞɨɦɨɜɢɤɚ ɩɨɬɹɝɥɨ ɧɚ ɫɜɿɬɥɨ ɡɿɪ. Ȼɭɥɨ ɫɩɨɤɿɣɧɨ 
ɣ ɬɢɯɨ. ȼɢɞɧɿɥɚɫɹ ɛɿɥɚ ɞɨɪɨɝɚ, ɳɨ ɜɢɬɿɤɚɥɚ ɡ ɦɚєɬɤɭ ɣ ɝɭɛɢɥɚɫɹ ɦɿɠ ɧɨɱɿ 

ȼɚɥɟɪɿɣ UleenvK 

VI. 

Ⱦɟɫɶ ɞɚɥɟɤɨ ɜ ɫɬɟɩɭ ɡɚɿɪɠɚɜ ɱɢ ɡɚɩɥɚɤɚɜ ɞɢɤɢɣ ɫɬɟɩɨɜɢɣ ɤɿɧɶ, ɿ ɰɿ 
ɿɪɠɚɧɧɹ ɪɨɡɥɭɧɢɥɨɫɹ, ɪɨɡɩɥɟɫɤɚɥɨɫɹ ɜ ɛɟɡɦɿɪɧɨɦɭ ɩɪɨɫɬɨɪɿ. 

ɉɨɱɭɜ ɬɭɩɿɬ ɤɨɩɢɬ ɡɚ ɫɩɢɧɨɸ, ɚɥɟ ɧɟ ɨɛɟɪɧɭɜɫɹ. Ɍɚɤ ɫɚɦɨ 
ɬɪɸɯɢɤɚɜ ɣɨɝɨ ɤɨɧɢɤ, ɿ ɬɚɤ ɫɚɦɨ, ɩɨɧɭɪɢɜɲɢɫɶ, ʀɯɚɜ ɿ ɜɿɧ. ȼɠɟ ɩɚɪɚ ɫɢɧɿɯ 
ɦɟɬɟɥɢɤɿɜ ɫɢɞɿɥɚ ɧɚ ɣɨɝɨ ɛɪɢɥɿ ɣ ɧɚɱɟ ɛɚɥɚɤɚɥɚ ɩɨɦɿɠ ɫɟɛɟ, - ɦɢɝɨɬɿɜ 
ɤɪɢɥɶɰɹɦɢ ɫɩɟɪɲɭ ɨɞɢɧ, ɚ ɬɨɞɿ ɞɪɭɝɢɣ. 

ɇɚɡɞɨɝɚɧɹɜ ɜɨɡɚ ɬɿɥɶɤɢ ɨɞɢɧ ɜɟɪɲɧɢɤ, ɿ ɤɨɩɢɬɚ ɱɿɬɤɨ ɞɡɜɨɧɢɥɢ ɜ ɫɬɟ-
ɩɨɜɿɣ ɬɢɲɿ. Ʌɿɬɧє ɡɚɤɿɧɬɸɠɟɧɟ ɨɛɥɢɱɱɹ, ɱɨɪɧɿ ɩɚɥɤɿ ɨɱɿ, ɜɭɫɚ, ɡɚɤɥɚɞɟɧɿ 
ɡɚ ɜɭɯɚ, ɚ ɧɚ ɦɚɤɿɜɰɿ, ɩɿɞɧɹɬɿɣ ɜɿɬɪɨɦ, ɧɚɱɟ ɩɿɜɧɹɱɢɣ ɝɪɟɛɿɧɶ, ɱɭɛ - ɜɟɪɲ-
ɧɢɤ ɧɿɱɢɦ ɧɟ ɪɿɡɧɢɜɫɹ ɨɞ ɩɨɫɟɥɟɧɰɿɜ ɰɢɯ ɤɪɚʀɜ. 

Ʉɿɧɶ ɣɨɝɨ ɡɚɿɪɠɚɜ, ɞɚɥɟɤɨ ɩɨɩɟɪɟɞɭ ɡɨɣɤɧɭɥɚ ɥɭɧɚ, ɬɨɧɤɨ ɨɯɧɭɥɚ ɿ 
ɩɪɨɩɚɥɚ ɜ ɩɪɨɫɬɨɪɿ; ɩɨɩɢɤɨɜɢɣ ɤɿɧɶ ɧɚɱɟ ɳɨɫɶ ɩɪɢɝɚɞɚɜ, ɡɜɿɜ ɝɨɥɨɜɭ ɣ 
ɩɪɢɫɥɭɯɚɜɫɹ, ɯɨɱ ɭɠɟ ɡ ɞɟɫɹɬɶ ɪɨɤɿɜ ɜɿɧ ɝɥɭɯɢɣ. Ɉɞɧɚɤ ɧɿɡɞɪɿ ɣɨɝɨ ɡɚɜɨɪɭ-
ɲɢɥɢɫɹ: ɬɨɣ ɩɨɝɭɤ, ɳɨ ɧɟɫɩɨɞɿɜɚɧɨ ɩɪɨɥɭɧɚɜ ɡɚ ɫɩɢɧɨɸ, ɦɚɜ ɫɜɿɣ ɡɚɩɚɯ. 

ȼɚɥɟɪɿɣ ɒɟɜɱɭɤ 

VII.  

Ɇɿɫɹɱɧɟ ɫɹɣɜɨ ɜɨɪɭɲɢɥɨɫɹ ɧɚ ɞɨɪɨɝɚɯ, ɫɩɥɿɬɚɥɨɫɶ ɭ ɤɨɪɨɧɚɯ ɞɟɪɟɜ, 
ɤɨɜɡɚɥɨɫɶ ɩɨ ɫɨɥɨɦ'ɹɧɢɯ ɫɬɪɿɯɚɯ; ɪɨɡɤɜɿɬɚɥɢ ɧɿɱɧɿ ɤɜɿɬɢ ɣ ɡɚɩɚɦɨɪɨɱɥɢ-
ɜɨ ɩɚɯɥɢ. Ⱦɢɯɚɥɚ ɜɬɨɦɥɟɧɚ ɡɟɦɥɹ, ɫɭɯɢɣ ɜɿɬɟɪ ɯɨɞɢɜ, ɧɚɱɟ ɩɚɪɭɛɨɤ, ɩɨ-
ɪɨɠɧɿɦɢ ɜɭɥɢɰɹɦɢ ɣ ɨɛɬɪɭɲɭɜɚɜ ɫɬɢɝɥɿ ɫɚɞɢ. Ƚɥɭɯɨ ɩɚɞɚɥɢ ɹɛɥɭɤɚ ɬɚ 
ɝɪɭɲɿ, ɣ ɡɚɥɢɜɚɥɢɫɹ, ɚɠ ɧɚɜɲɩɢɧɶɤɢ ɫɬɚɜɚɥɢ, ɰɜɿɪɤɭɧɢ; ɬɟɤɥɚ ɜɨɥɨɝɚ ɜɿɞ 
ɪɿɤ, ɿ ɩɥɟɫɤɚɜ ɬɚɦ ɜɟɫɟɥɶɰɟɦ ɪɢɛɚɥɤɚ. ɑɨɪɧɢɣ ɩɟɫ (ɧɿɱ ɫɬɨɹɥɚ ɱɨɪɧɚ 
ɧɚɜɤɨɥɨ) ɛɿɝ ɿ ɛɿɝ, ɜɢɫɨɥɨɩɢɜɲɢ ɹɡɢɤɚ (ɦɿɫɹɰɶ ɱɟɪɜɨɧɢɣ ɜɢɫɿɜ ɫɟɪɟɞ ɧɟɛɚ), 
ɣ ɩɨɛɥɢɫɤɭɜɚɜ ɨɱɢɦɚ (ɡɨɪɿ ɤɪɢɲɢɥɢɫɶ ɿ ɨɫɢɩɚɥɢɫɹ ɞɨɧɢɡɭ); ɩɚɯɥɢ ɛɭɪ'ɹ-
ɧɢ, ɝɨɬɭɸɱɢɫɶ ɪɨɡɤɪɢɬɢ ɤɨɪɨɛɨɱɤɢ ɡ ɧɚɫɿɧɧɹɦ ɿ ɪɨɡɫɿɹɬɢ ʀɯ ɩɨ ɡɟɦɥɿ: ɱɨɪ- 
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ɧɂɣ ɩɟɫ ɩɨɯɢɬɭɜɚɜ ɯɜɨɫɬɨɦ - ɜɿɬɟɪ-ɩɚɪɭɛɨɤ ɡɿɫɤɨɱɢɜ ɪɚɩɬɨɦ ɡ ɝɿɥɥɹɤɢ 
ɩɪɢɪɿɱɤɨɜɨɝɨ ɞɟɪɟɜɚ, ɜɞɚɪɢɜ ɧɚɜɩɪɢɫɹɞɢ ɿ ɞɨ ɫɦɟɪɬɿ ɡɚɱɚɪɭɜɚɜ ɜɟɥɢɤɨɨ-
ɤɭ ɣ ɝɟɬɶ-ɧɨ ɧɟɞɨɫɜɿɞɱɟɧɭ ɪɭɫɚɥɤɭ. Ȼɿɥɿ ɤɜɿɬɢ ɩɪɢɯɨɞɢɥɢ ɧɚ ɪɨɡɦɨɜɭ ɞɨ 
ɤɜɿɬɿɜ ɱɟɪɜɨɧɢɯ, ɛɪɚɥɢɫɹ ɬɟɧɞɿɬɧɢɦɢ ɪɭɱɟɧɹɬɚɦɢ ɣ ɩɨɱɢɧɚɥɢ ɥɟɝɟɫɟɧɶ-
ɤɿɣ ɬɚɧɨɤ, ɥɟɞɶ-ɥɟɞɶ ɜɢɯɢɬɭɸɱɢ ɬɨɧɤɢɦɢ ɫɬɚɧɚɦɢ. Ɂɜɿɞɬɢ, ɡɜɿɞɤɿɥɹ ɩɨ-
ɱɚɜ ɫɜɿɣ ɛɿɝ ɱɨɪɧɢɣ ɥɚɯɦɚɧ, ɩɨɡɿɯɧɭɥɚ ɜɠɟ ɯɨɥɨɞɧɨɪɨɝɚ Ɂɧɟɜɚɠɧɢɰɹ ɤɜɿɬɿɜ, 
ɿ ɰɟ ɨɫɿɧɧє ɞɢɯɚɧɧɹ ɜɿɞɱɭɜ ɧɚ ɫɨɛɿ ɩɟɪɲ ɡɚ ɜɫɟ ɧɚɣɦɢɬ, ɹɤɨɝɨ ɧɟ ɛɪɚɜ 
ɫɶɨɝɨɞɧɿ ɫɨɧ ɿ ɹɤɢɣ ɫɢɞɿɜ ɩɪɨɫɬɨ ɧɟɛɚ, ɫɯɢɥɢɜɲɢ ɧɚ ɪɭɤɢ ɝɨɥɨɜɭ. 
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.. .ɤɪɨɤ ɫɬɚɪɨɝɨ ɫɬɚɜ ɫɹɝɧɢɫɬɢɣ, ɱɚɫɨɦ ɜɿɧ ɩɿɞɛɿɝɚɜ, ɚ ɡɚ ɧɢɦ ɤɨɬɢɥɚ-
ɫɹ ɤɪɭɝɥɚ ɣ ɦɨɬɨɪɧɚ ɝɪɭɞɨɱɤɚ ɫɨɛɚɱɚɬɢ. Ⱦɜɿ ɫɥɶɨɡɢɧɢ ɫɤɨɬɢɥɢɫɹ ɿɡ ɫɢɧɿɯ, 
ɹɤ ɰɟɣ ɪɚɧɨɤ, ɨɱɟɣ. Ɂɚɫɬɢɝɥɢ ɞɜɨɦɚ ɝɨɥɭɛɢɦɢ ɤɪɢɲɬɚɥɢɤɚɦɢ ɜ ɡɦɨɪɲ-
ɤɚɯ ɫɬɚɪɨɝɨ, ɿ, ɤɨɥɢ ɫɨɧɰɟ ɨɫɹɹɥɨ ɫɜɿɬ, ɭ ɤɪɢɲɬɚɥɢɤɚɯ ɬɢɯ ɡɚɝɪɚɥɢ ɦɚ-
ɥɟɧɶɤɿ ɜɟɫɟɥɨɱɤɢ. 

Ʌɢɲɟ ɬɨɞɿ ɩɨɩɢɤ ɨɡɢɪɧɭɜɫɹ. ɉɨɛɚɱɢɜ ɪɚɩɬɨɦ ɭ ɬɨɦɭ ɦɿɫɰɿ, ɞɟ ɬɿɥɶɤɢ-
ɧɨ ɛɭɥɨ ɦɿɫɬɨ, ɨɡɟɪɨ ɫɟɪɟɞ ɫɬɟɩɭ. Ʉɭɩɚɥɨɫɶ ɭ ɬɨɦɭ ɨɡɟɪɿ ɹɫɧɟ ɫɨɧɰɟ, 
ɧɚɱɟ ɯɬɨ ɦɢɜ ɭ ɧɶɨɦɭ ɡɨɥɨɬɭ ɦɢɫɭ, ɿ ɥɿɬɚɥɚ ɧɚɞ ɜɨɞɨɸ ɫɚɦɨɬɧɹ ɛɿɥɚ 
ɦɟɜɚ. Ʉɪɢɱɚɥɚ ɬɭɠɥɢɜɨ ɣ ɩɚɞɚɥɚ ɝɪɭɞɶɦɢ ɧɚ ɜɨɞɭ. Ɍɨɞɿ ɡɧɨɜɭ ɡɪɢɧɚɥɚ 
ɞɨɝɨɪɢ ɿ ɬɚɦ, ɫɟɪɟɞ ɧɟɜɢɦɿɪɧɨʀ ɝɨɥɭɛɿɧɿ, ɫɩɚɥɸɜɚɥɚɫɹ ɹɫɤɪɚɜɨ-ɛɿɥɢɦ ɧɟ-
ɩɨɪɨɱɧɢɦ ɜɨɝɧɟɦ. 

Ȼɿɥɢɣ, ɹɤ ɥɭɧɶ, ɱɨɥɨɜɿɱɨɤ ɫɬɨɹɜ ɧɚ ɡɚɪɨɫɥɿɣ ɬɪɚɜɨɸ ɞɨɪɨɡɿ. ɋɢɧɿ ɣɨɝɨ 
ɨɱɿ, ɨɤɪɟɫɥɟɧɿ ɫɢɜɢɦɢ ɛɪɨɜɚɦɢ, ɫɩɨɤɿɣɧɨ ɡɨɪɢɥɢ ɧɚ ɬɟ ɜɢɞɢɜɨ, ɳɨ ɯɢɬɚ-
ɥɨɫɹ ɩɨɩɟɪɟɞɭ, ɥɟɝɟɧɶɤɢɣ ɜɿɬɟɪɟɰɶ ɜɨɪɭɲɢɜ ɛɿɥɢɦ ɿ ɪɿɞɤɢɦ ɜɨɥɨɫɫɹɦ. 
Ƚɥɭɯɥɚ ɧɚɜɤɨɥɨ ɛɟɡɥɸɞɶ, ɬɿɥɶɤɢ ɧɟɜɝɚɦɨɜɧɿ ɠɚɣɜɨɪɨɧɤɢ ɛɢɥɢ ɜ ɫɜɨʀ 
ɞɡɜɿɧɤɢ, ɿ ɬɢɲɚ ɫɬɨɹɥɚ ɩɟɪɜɿɫɧɚ - ɬɢɲɚ, ɹɤ ɬɤɚɧɢɧɚ ɛɥɚɜɚɬɧɚ. 
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Ɂɟɦɥɟ! Ɍɢ ɧɚɪɨɞɠɭєɲ ɧɚɫ ɧɟɧɚɱɟ ɞɥɹ ɬɨɝɨ, ɳɨɛ ɦɢ ɡɜɿɪɹɥɢ ɬɨɛɿ 
ɫɜɨє ɝɨɪɞɟ ɫɟɪɰɟ. Ɇɢ ɧɿɤɭɞɢ ɧɟ ɦɨɠɟɦɨ ɩɨɞɿɬɢɫɹ ɜɿɞ ɬɟɛɟ, ɹɤ ɨɞ ɜɥɚɫɧɨʀ 
ɞɨɥɿ, ɿ ɯɨɱ ɤɭɞɢ ɛ ɡɚɧɨɫɢɥɢ ɧɚɫ ɭɪɚɝɚɧɢ ɱɚɫɭ, ɚɥɟ ɹɤ ɬɿɥɶɤɢ ɜɨɧɢ ɜɳɭɯɚ-
ɸɬɶ ɿ ɩɨɱɢɧɚɸɬɶ ɥɟɞɶ ɜɢɞɧɿɬɢɫɹ ɬɜɨʀ ɨɛɪɿʀ, ɬɨ ɦɢ ɡɧɨɜɭ ɩɪɚɝɧɟɦɨ ɞɨ ɬɢɯ 
ɦɿɫɰɶ, ɞɟ ɜɩɟɪɲɟ ɩɨɛɚɱɢɥɢ ɬɟɛɟ ɡ ɤɨɥɢɫɤɨɜɨʀ ɜɢɫɿ, ɧɚɱɟ ɩɟɪɟɤɢɧɭɬɭ ɝɨɪɿ-
ɥɢɰɶ, ɩɨɬɿɦ ɡ ɨɬɢɯ ɜɿɤɨɧɟɰɶ ɦɚɥɟɧɶɤɢɯ, ɭ ɱɨɬɢɪɢ ɲɢɛɤɢ - ɩɪɚɝɧɟɦɨ ɧɚ ɬɿ 
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ɫɩɨɪɢɲɟɜɿ ɩɨɞɜɿɪ'ɹ, ɞɟ ɦɢ ɜɩɟɪɲɟ ɫɬɭɩɢɥɢ ɧɚ ɬɟɛɟ ɛɨɫɨɧɿɠ, ɡɜɿɞɚɥɢ ɬɜɨє 
ɬɟɩɥɨ ɣ ɡɚɱɭɥɢ ɜ ɠɢɥɚɯ ɫɜɨʀɯ ɬɜɨɸ ɧɟɡɦɿɪɹɧɭ ɫɢɥɭ. Ɍɨɠ ɥɢɲɟɧɶ ɬɨɛɿ 
ɞɚɧɨ ɩɨɜɟɪɬɚɬɢ ɥɟɛɟɞɢɧɿ ɡɝɪɚʀ ɡ ɞɚɥɟɤɢɯ ɫɜɿɬɿɜ - ɯɬɨ ɧɟ ɱɭɜ, ɹɤ ɫɬɪɢɜɨ-
ɠɟɧɨ ɜɨɧɢ ɹɱɚɬɶ, ɲɭɤɚɸɱɢ ɬɟɛɟ ɜ ɱɨɪɧɢɯ ɬɭɦɚɧɚɯ, ɯɬɨ ɧɟ ɛɚɱɢɜ, ɹɤ ʀɯɧɿ 
ɛɟɡɫɬɪɚɲɧɿ ɜɚɬɚɠɤɢ ɪɨɡɛɢɜɚɸɬɶɫɹ ɜɧɨɱɿ ɨɛ ɧɟɡɧɚɧɿ ɫɤɟɥɿ, ɚɛɢ ɿɧɲɿ ɠɢɥɢ 
ɣ ɦɨɝɥɢ ɞɨɥɟɬɿɬɢ ɞɨ ɬɟɛɟ, ɬɨɣ ɧɿɤɨɥɢ ɞɨ ɤɿɧɰɹ ɧɟ ɡɛɚɝɧɟ, ɳɨ ɜ ɥɸɞɹɯ ɠɢ-
ɜɭɬɶ ɬɿ ɫɚɦɿ ɡɚɤɨɧɢ ɡɟɦɥɿ ɨɛɿɬɨɜɚɧɨʀ. Ⱦɥɹ ɨɞɧɢɯ ɜɨɧɢ ɫɬɚɸɬɶ ɧɟɩɟɪɟɛɨɪɧɢ-
ɦɢ ɥɢɲɟ ɡɚ ɬɪɢɞɰɹɬɶ ɩ'ɹɬɶ ɦɿɥɶɣɨɧɿɜ ɤɿɥɨɦɟɬɪɿɜ ɜɿɞ ɪɿɞɧɨʀ ɡɟɦɥɿ, ɚ ɞɞɭ 
ɿɧɲɢɯ, ɳɨ ɨɛɟɪɬɚɸɬɶɫɹ ɩɨ ɦɟɧɲɢɯ ɨɪɛɿɬɚɯ, ɞɨɫɬɚɬɧɶɨ ɿ ɬɪɢɞɰɹɬɢ ɩ'ɹɬɢ.. 
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ɍɧɨɱɿ ɩɚɥɚɥɨ ɫɟɥɨ. Ɂ ɧɟɛɚ ɡɥɹɤɚɧɨ ɞɢɜɢɜɫɹ ɜɧɢɡ ɩɨɛɥɿɞɥɢɣ ɦɿɫɹɰɶ, ɿ, 
ɯɨɜɚɸɱɢɫɶ ɭ ɯɦɚɪɢ, ɬɿɤɚɜ, ɿ ɡ ɠɚɯɨɦ ɨɡɢɪɚɜɫɹ ɧɚɡɚɞ, ɧɚ ɩɨɥɭɦ'ɹ. Ⱦɟɪɟɜɚ 
ɯɢɬɚɥɢɫɶ ɿ, ɜɿɞ ɫɬɪɚɯɭ ɧɚʀɠɢɜɲɢ ɝɨɥɿ ɜɿɬɢ, ɧɿɛɢ ɫɢɥɤɭɜɚɥɢɫɶ ɜɬɟɤɬɢ; ɚ 
ɜɿɬɟɪ ɝɚɫɚɜ ɧɚɞ ɩɨɥɭɦ'ɹɦ, ɡɪɢɜɚɜ ɡ ɣɨɝɨ ɝɨɥɨɜɧɿ, ɲɩɭɪɥɹɜ ɧɢɦɢ ɜ ɫɭɫɿɞɧɿ 
ɯɚɬɢ, ɪɨɡɤɢɞɚɜ ɿ ɥɸɬɭɜɚɜ, ɫɜɚɜɿɥɶɧɨ ɿ ɛɟɡɩɚɪɞɨɧɧɨ. ɉɨɛɿɥɹ ɠ ɩɨɥɭɦ'ɹ 
ɛɿɝɚɥɢ, ɦɟɬɭɲɢɥɢɫɶ ɦɚɥɟɧɶɤɿ, ɛɟɡɫɢɥɿ ɥɸɞɢ, ɥɚɦɚɥɢ ɪɭɤɢ ɣ ɤɪɢɱɚɥɢ ɞɨ 
ɧɟɛɚ, ɞɨ ɦɿɫɹɰɹ, ɞɨ ɩɨɥɭɦ'ɹ. Ʉɪɢɱɚɥɢ ɞɨ Ȼɨɝɚ, ɞɨ ɱɨɪɬɚ, ɞɨ ɥɸɞɟɣ. ɉɨ-
ɥɭɦ'ɹ ɠ ɪɨɫɥɨ, ɜɿɬɟɪ ɝɪɚɜɫɹ ɧɢɦ, ɦɿɫɹɰɶ ɡ ɠɚɯɨɦ ɬɿɤɚɜ ɫɟɪɟɞ ɯɦɚɪ, ɿ ɧɟ 
ɛɭɥɨ ɩɨɪɹɬɭɧɤɭ ɧɿ ɜɿɞ ɧɟɛɚ, ɧɿ ɜɿɞ ɱɨɪɬɚ, ɧɿ ɜɿɞ ɥɸɞɟɣ. Ɇɿɫɹɰɶ ɭɬɿɤ, ɧɟɛɨ 
ɩɨɫɿɪɿɥɨ, ɚ ɤɨɥɢ ɡɨɜɫɿɦ ɪɨɡɜɢɞɧɿɥɨɫɶ, ɜɿɬɟɪ ɫɬɨɦɢɜɫɹ, ɿ ɜɨɝɨɧɶ ɥɿɧɢɜɨ, ɛɚɣ-
ɞɭɠɟ, ɧɿ ɤɪɢɯɬɢ ɧɟ ɜɜɚɠɚɸɱɢ ɧɚ ɥɸɞɟɣ, ɧɚɱɟ ɣ ɧɟ ʀɯɧɿ ɯɚɬɢ ɜɿɧ ɩɨɠɟɪ, ɫɬɚɜ 
ɩɨɝɚɫɚɬɢ. Ʉɭɪɿɥɢ ɱɨɪɧɿ, ɨɛɝɨɪɿɥɿ ɫɜɨɥɨɤɢ, ɛɚɥɤɢ, ɧɟɞɨɝɨɪɿɥɚ ɫɨɥɨɦɚ ɤɭɪɿɥɚ 
ɬɟɠ ɛɚɣɞɭɠɟ, ɥɿɧɢɜɨ, ɫɬɨɦɥɟɧɨ. Ⱥ ɡ ɬɨɝɨ ɛɨɤɭ, ɞɟ ɡɝɨɪɿɥɚ ɩɨɥɨɜɢɧɚ ɫɟɥɚ, 
ɫɯɨɞɢɥɨ ɫɨɧɰɟ, ɜɟɫɧɹɧɟ ɿ ɪɚɞɿɫɧɟ. ɇɚɩɥɸɜɚɬɶ ɣɨɦɭ ɧɚ ɧɟɞɨɝɨɪɿɥɿ ɛɚɥɤɢ, ɧɚ 
ɫɿɪɿ, ɱɨɪɧɿ ɨɛɥɢɱɱɹ, ɧɚ ɞɢɤɭ ɬɭɝɭ, ɧɚ ɩɨɜɢɫɥɿ ɪɭɤɢ ɦɚɥɟɧɶɤɢɯ ɥɸɞɟɣ. 
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ȼ ɦɚɧɟɠɿ ɛɭɥɨ ɩɨɜɧɨ ɝɨɥɿɜ. ɐɟ ɛɭɜ ɡɞɨɪɨɜɟɧɧɢɣ ɤɚɜɭɧ, ɩɨɜɧɢɣ ɧɚ-
ɫɿɧɧɹ - ɨɛɥɢɱ. ɇɚɜɿɬɶ ɭɝɨɪɿ ɧɚ ɬɨɜɫɬɟɥɟɡɧɢɯ ɛɚɧɬɢɧɚɯ ɩɪɢɥɢɩɥɢ ɥɸɞɢ ɣ 
ɳɨɫɶ ɤɪɢɱɚɥɢ ɡɜɿɞɬɢ, ɤɨɥɢ ɤɪɢɱɚɥɢ ɜɧɢɡɭ. Ʉɪɭɝɨɦ ɛɭɥɢ ɹɤɿɫɶ ɦɚɲɢɧɢ, ɡɚɥɿɡɧɿ 
ɩɪɢɥɚɞɢ, ɡɚɥɿɩɥɟɧɿ ɥɸɞɶɦɢ. І ɛɭɜ ɳɟ ɦɚɧɟɠ ɬɨɣ ɫɯɨɠɢɣ ɧɚ ɜɟɥɢɱɟɡɧɟ ɤɨ-
ɪɢɬɨ, ɩɨɦɚɡɚɧɟ ɦɟɞɨɦ, ɩɿɞ ɹɤɟ ɩɪɨɛɪɚɥɢɫɶ ɦɭɯɢ ɣ ɡɚɤɪɢɥɢ ɜɫɟ ɫɨɛɨɸ. 

Ⱦɟɫɶ ɩɨɩɟɪɟɞɭ ɱɭɜɫɹ ɝɨɥɨɫ ɨɪɚɬɨɪɚ. Ɇɚɛɭɬɶ ɝɨɜɨɪɢɥɚ ɨɬɚ ɝɨɥɨɜɚ, 
ɳɨ ɜɢɩɧɭɥɚɫɶ ɧɚɞ ɜɫɿɦɚ ɿ ɜɢɦɚɯɭɜɚɥɚ ɪɭɤɚɦɢ. 

Ɇɟɧɿ ɞɨɜɟɥɨɫɶ ɳɢɪɨ ɣ ɫɟɪɣɨɡɧɨ ɩɨɩɪɚɰɸɜɚɬɢ ɩɥɟɱɢɦɚ, ɳɨɛ ɭɩɟɜɧɢ-
ɬɢɫɶ, ɳɨ ɬɨ, ɞɿɣɫɧɨ, ɝɨɜɨɪɢɥɚ ɬɚ ɝɨɥɨɜɚ. Ⱦɹɤɭɸɱɢ ɰɶɨɦɭ, ɦɢ ɛɭɥɢ ɧɟɞɚ-
ɥɟɤɨ ɜɿɞ ɫɚɦɨʀ ɬɪɢɛɭɧɢ. 

Ƚɨɥɨɜɚ ɦɚɥɚ ɞɨɛɪɢɣ ɝɨɥɨɫ, ɛɨɪɨɞɭ, ɚɥɟ ɦɚɥɨ ɤɪɚɫɧɨɦɨɜɧɨɫɬɿ. ȼɨɧɚ 
ɱɚɫɬɨ ɫɩɨɬɢɤɚɥɚɫɶ ɨɛ ɫɜɨʀ ɠ ɫɥɨɜɚ, ɫɢɩɚɥɚ ɧɢɦɢ ɛɟɡ ɥɚɞɭ ɿ ɿɧɨɞɿ ɞɨ ɬɨɝɨ 
ɡɚɩɥɭɬɭɜɚɥɚɫɶ ɫɟɪɟɞ ɧɢɯ, ɳɨ ɛɟɡɩɨɦɿɱɧɨ ɡɭɩɢɧɹɥɚɫɶ ɿ ɜɚɠɤɨ ɞɢɯɚɥɚ. Ⱥɥɟ 
ɧɟ ɩɚɞɚɥɚ ɞɭɯɨɦ ɿ ɳɟ ɡ ɛɿɥɶɲɢɦ ɡɚɜɡɹɬɬɹɦ ɿ ɡɚɩɚɥɨɦ ɩɪɨɛɢɜɚɥɚɫɶ ɜɩɟ-
ɪɟɞ. ɐɟ ɛɭɥɚ ɫɟɪɣɨɡɧɚ ɣ ɧɟɥɟɝɤɚ ɪɨɛɨɬɚ, ɿ ɜɫɿ ɫɥɭɯɚɥɢ ɭɜɚɠɧɨ. 

ȼɨɥɨɞɢɦɢɪ ȼɢɧɧɢɱɟɧɤɨ 

ɏɉ. 

Ɉɪɤɟɫɬɪɢ ɫɩɪɚɜɧɨ ɝɪɢɦɿɥɢ, ɤɪɢɤɢ ɜɱɚɫɧɨ ɜɢɛɭɯɚɥɢ, ɩɿɫɧɿ ɧɚ ɫɜɨєɦɭ 
ɦɿɫɰɿ ɥɭɧɚɥɢ, ɫɨɧɰɟ ɫɬɚɪɚɧɧɨ ɮɭɧɤɰɿɨɧɭɜɚɥɨ, ɞɟɪɟɜɚ ɧɚ ɛɭɥɶɜɚɪɚɯ ɡɟɥɟɧɨ 
ɫɦɿɹɥɢɫɶ, ɩɬɚɯɢ ɜɿɞ ɪɚɞɨɫɬɿ ɩɭɪɯɚɥɢ. І ɧɚ ɜɫɿɯ ɛɟɡ ɜɢʀɦɤɭ ɨɛɥɢɱɱɹɯ ɥɸ-
ɞɟɣ, ɦɨɥɨɞɢɯ, ɫɬɚɪɢɯ, ɱɨɥɨɜɿɱɢɯ, ɠɿɧɨɱɢɯ, ɝɪɚɥɢ ɛɿɥɿ ɡɭɛɢ ɪɚɞɨɫɬɿ ɣ ɛɟɡ-
ɦɟɠɧɨɝɨ ɟɧɬɭɡɿɚɡɦɭ. ɇɿ ɨɞɧɨɝɨ ɧɟ ɛɭɥɨ ɧɿ ɫɬɨɦɥɟɧɨɝɨ, ɧɿ ɡɚɞɭɦɚɧɨɝɨ, ɧɿ 
ɧɟɭɜɚɠɧɨɝɨ. ȼɫɿ ɫɥɭɯɚɥɢ ɨɪɚɬɨɪɿɜ ɬɚɤ, ɹɤ ɦɨɠɧɚ ɫɥɭɯɚɬɢ ɫɩɭɳɟɧɢɯ ɧɚ 
ɡɟɦɥɸ ɧɚ ɩɚɪɚɲɭɬɚɯ ɹɧɝɨɥɿɜ ɡ ɜɿɫɬɸ ɩɪɨ ɛɥɚɝɨɫɥɨɜɟɧɧɹ Ȼɨɠɟ. І ɤɨɥɢ 
ɤɨɦɚɧɞɢɪ ɩɟɪɲɨʀ ɤɨɥɨɧɢ ɜɞɚɪɢɜ ɞɨɥɨɧɟɸ ɨɛ ɞɨɥɨɧɸ, ɬɚɤ ɭɦɢɬɶ, ɹɤ ɨɞ 
ɫɿɪɧɢɤɚ, ɩɿɞɤɥɚɞɟɧɨɝɨ ɩɿɞ ɜɢɛɭɯɨɜɭ ɪɟɱɨɜɢɧɭ, ɪɨɡɪɢɜɚɜɫɹ ɝɪɿɦ ɨɩɥɟɫɤɿɜ 
ɭɫɿєʀ ɩɥɨɳɿ ɿ ɜɟɥɢɱɧɢɣ ɩɨɪɬɪɟɬ ɛɚɬɶɤɚ ɿ ɜɨɠɞɹ ɜɪɨɱɢɫɬɨ ɜɤɥɨɧɹɜɫɹ ɣ ɩɨ-
ɫɦɿɯɚɜɫɹ ɞɨ ɤɨɥɿɧɨɫɯɢɥɶɧɢɯ ɫɢɧɿɜ ɫɜɨʀɯ. 

ɋɬɟɩɚɧ ɉɟɬɪɨɜɢɱ ɡ Ɉɥɟɧɨɸ ȼɿɤɬɨɪɿɜɧɨɸ ɬɟɠ ɿɲɥɢ ɜ ɤɨɥɨɧɿ ɿ ɬɟɠ 
ɫɹɹɥɢ ɡɚɯɨɩɥɟɧɧɹɦ. Ɋɨɡɦɨɜɥɹɬɢ, ɪɨɡɭɦɿєɬɶɫɹ, ɧɟ ɦɨɠɧɚ ɛɭɥɨ. Ɍɚ ɣ ɩɪɨ 
ɳɨ ɦɨɠɧɚ ɪɨɡɦɨɜɥɹɬɢ ɩɪɢ ɩɨɱɭɬɬɹɯ, ɹɤɿ ɩɨɜɢɧɧɿ ɩɟɪɟɩɨɜɧɸɜɚɬɢ ɝɪɭɞɢ ɣ 
ɭɫɸ ɿɫɬɨɬɭ ɥɸɞɢɧɢ? ɇɚɣɤɪɚɳɢɦ ɜɢɹɜɨɦ ʀɯ ɦɨɠɭɬɶ ɿ ɩɨɜɢɧɧɿ ɛɭɬɢ ɚɛɨ 
ɧɟɫɬɪɢɦɧɢɣ ɤɪɢɤ, ɚɛɨ ɦɨɜɱɚɧɧɹ, ɬɚ ɹɤɟ ɦɨɜɱɚɧɧɹ: ɧɟ ɬɟ,*ɡɚ ɹɤɢɦ ɯɨɜɚ-
ɸɬɶɫɹ ɬɟɪɦɿɬɢ! 

ȼɨɥɨɞɢɦɢɪ ȼɢɧɧɢɱɟɧɤɨ 

XIII.  

-...ɉɟɜɧɟ, ɬɚɤ ɜɨɧɨ ɡɚɜɫɿɝɞɢ ɛɭɜɚє: ɩɚɩɿɪɰɿ ɦɚɸɬɶ ɰɿɧɭ ɞɨ ɱɚɫɭ, ɚ 
ɡɨɥɨɬɨ ɣ ɱɚɫ ɧɟ ɞɨɥɚє. Ɇɨɠɟ ɛ, ɿ ɡɞɿɪɱɚɜɿɥɚ ɧɚ ɬɨɪɝɚɯ ɞɭɲɚ, ɬɚ ɡɚɪɹɬɭɜɚ-
ɥɢ ɦɟɧɟ ɧɟɳɚɫɬɹ ɿ ɳɚɫɬɹ. 

- əɤ ɰɟ - ɧɟɳɚɫɬɹ ɿ ɳɚɫɬɹ? - ɧɟɞɨɜɿɪɥɢɜɨ ɜɨɪɭɯɧɭɜ ɿ ɛɪɨɜɚɦɢ, ɿ 
ɜɭɫɚɦɢ. 
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- Ɍɢ ɠ ɡɧɚєɲ, ɹɤ ɞɨɥɹ ɡɚɤɢɧɭɥɚ ɦɟɧɟ ɞɨ Ȼɨɥɝɚɪɿʀ ɜɨɸɜɚɬɢ ɡ Ɉɫɦɚɰ 
ɩɚɲɟɸ. Ɍɹɠɤɿ ɬɨ ɛɭɥɢ ɛɨʀ ɿ ɬɹɠɤɿ ɞɧɿ. ɇɚ ɒɢɬɳɿ ɹ ɿ "ɝɟɨɪɝɿɹ" ɡɚɫɥɭɠɢɜ-
ɧɚɣɛɿɥɶɲɟ ɫɜɨє ɛɚɝɚɬɫɬɜɨ, ɬɚɦ ɿ ɫɜɢɧɰɸ ɬɚɤɭ ɩɨɪɰɿɸ ɞɿɫɬɚɜ, ɳɨ ɜɢɫɬɚ-
ɱɢɥɨ ɛ ɿ ɧɚ ɨɫɬɚɧɧɸ ɜɟɱɟɪɸ. ɇɟ ɨɞɧɭ ɧɿɱ ɭ ɲɩɢɬɚɥɿ ɜɱɭɜɚɜ, ɹɤ ɜɨɧɚ ɡ 
ɤɨɫɨɸ ɩɿɞɯɨɞɢɥɚ ɞɨ ɦɟɧɟ. Ɉɬɨɞɿ, ɥɟɠɚɱɢ ɦɿɠ ɠɢɬɬɹɦ ɬɚ ɧɟɛɭɬɬɹɦ, ɦɚɜ 
ɱɚɫ ɩɨɞɭɦɚɬɢ, ɳɨ ɬɚɤɟ ɫɭєɬɚ ɫɭєɬ. Ⱥ ɩɨɬɿɦ, ɭɠɟ ɞɨɦɚ, ɩɨɛɢɬɨɝɨ, ɩɨɞɿ. 
ɪɹɜɥɟɧɨɝɨ ɫɬɪɿɥɨ ɦɟɧɟ ɧɚ ɩɚɫɿɰɿ ɳɚɫɬɹ - ɨɬɚ ɞɿɜɱɢɧɚ, ɳɨ ɬɜɨєɸ ɦɚɬɿɪ'ɸ 
ɫɬɚɥɚ. Ɍɨ ɜɨɧɚ ɥɸɛɨɜ'ɸ ɫɜɨєɸ ɿ ɛɨɥɿ ɦɨʀ ɡɚɛɪɚɥɚ, ɿ ɜɿɞ ɬɨɪɝɭ ɜɿɞɧɚɞɢɥɚ, 
ɿ ɧɚɤɚɡɚɥɚ ɬɪɢɦɚɬɢɫɹ ɬɿɥɶɤɢ ɡɟɦɥɿ ɿ ɠɢɬɚ, ɛɨ ɛɟɡ ɯɥɿɛɚ ɦɢ ɧɿɱɨɝɨ ɧɟ ɜɚɪɬɿ 
ɉɪɚɜɞɚ, ɝɨɫɩɨɞɚɪɸɜɚɬɢ ɦɢ ɩɨɱɚɥɢ ɧɟ ɧɚ ɝɨɥɨɦɭ ɦɿɫɰɿ - ɡɚɥɢɲɢɜ ɬɜɿɣ 
ɞɿɞ ɿ ɜɨɥɢ, ɿ ɞɟɫɹɬɶ ɞɟɫɹɬɢɧ. Іɧɲɢɦ, ɩɚɞɤɨɜɢɬɢɦ ɞɨ ɬɨɪɝɭ, ɤɚɪɛɨɜɚɧɟɰɶ 
ɭɜɟɫɶ ɜɿɤ ɧɟ ɞɚɜɚɜ ɫɩɚɬɢ. Ⱥ ɭ ɦɟɧɟ ɫɨɧ ɛɭɜ ɫɩɨɤɿɣɧɢɣ, ɿ ɧɚɣɛɿɥɶɲɟ ɫɧɢɥɨ-
ɫɹ ɠɢɬɨ. ɐɟ ɜ ɩɨɥɿ, ɚ ɧɚ ɥɭɡɿ - ɜɨɥɢ. 

Ɇɢɯɚɣɥɨ ɋɬɟɥɶɦɚɯ 

XIV.  

.. .ɠɚɥɶ ɣɨɦɭ ɫɬɚɥɨ ɛɨɡɧɚ-ɤɢɦ ɦɚɥɶɜɚɧɢɯ ɫɜɿɬɿɜ ɿ ɰɜɿɬɭ, ɳɨ ɜ ɫɩɨɜɢɬ-
ɤɚɯ ɫɩɚɜ ɭ ɹɛɥɭɧɹɯ ɩɪɢ ɦɨɪɨɡɿ, ɿ ɩɬɢɰɶ, ɳɨ ɜɠɟ ɧɟ ɞɨɥɟɬɹɬɶ ɞɨ ɧɶɨɝɨ, ɿ 
ɫɢɧɚ, ɳɨ ɜɿɞɤɨɬɢɜɫɹ ɨɞ ɧɶɨɝɨ, ɧɟ ɡɛɚɝɧɭɜɲɢ, ɳɨ ɬɚɤɟ ɫɤɨɪɨɦɢɧɭɳɟ ɠɢɬ-
ɬɹ. Ⱥ ɤɨɥɢ ɡɛɚɝɧɟ, ɬɨ ɜɠɟ, ɧɚɩɟɜɧɟ, ɩɿɡɧɨ ɛɭɞɟ, ɛɨ ɹɤ ɩɿɞɪɭɛɚєɲ ɞɭɲɭ, ɬɨ 
ɡɪɭɛɚєɲ ɭɫɟ. Ɉɬ ɬɹɝɧɟɬɶɫɹ ɜɿɧ ɞɨ ɧɟɩɟɜɧɨɝɨ ɤɚɪɛɨɜɚɧɰɹ, ɞɨ ɩɨɬɚєɦɧɢɯ 
ɩɿɞɡɟɦɧɢɯ ɫɤɚɪɛɿɜ, ɚ ɧɟ ɬɹɦɢɬɶ, ɳɨ ɜɫɟ ɰɟ ɫɭєɬɚ ɫɭєɬ. 

əɤ ɪɨɠɟɜɿ ɩɬɚɯɢ, ɡɚɲɭɦɿɥɢ, ɡɚɫɩɿɜɚɥɢ ɩɪɢɦɨɪɨɡɡɸ ɩɿɞɤɭɱɟɪɹɜɥɟɧɿ 
ɨɱɟɪɟɬɢ, ɿ ʀɯɧɿɣ ɩɭɯ ɩɨɥɟɬɿɜ ɭ ɫɜɹɬɟɲɧɭ ɞɚɥɟɱɿɧɶ, ɞɟ ɡɥɟɝɤɚ ɩɨɫɤɪɢɩɭɜɚɜ 
ɦɨɪɨɡ ɱɢ ɡɟɦɥɹ ɿ ɧɚ ɞɨɛɪɢɣ ɫɨɧ ɜɤɥɚɞɚɥɨɫɹ ɫɟɥɨ. Ⱥ ɦɿɫɹɰɸ ɜɫɟ ɯɨɬɿɥɨɫɹ 
ɛɚɜɢɬɢɫɶ ɭ ɩɿɠɦɭɪɤɢ ɡ ɧɢɦ - ɿ ɜɿɧ ɬɨ ɡɚɤɢɞɚɜ ɣɨɝɨ ɚɠ ɜ ɫɚɦɟ ɧɟɛɨ, ɬɨ 
ɪɚɩɬɨɦ ɬɚɤ ɜɢɝɨɣɞɭɜɚɜ ɧɚ ɫɤɚɬɟɪɬɢɧɭ ɫɧɿɝɿɜ, ɳɨ ɚɠ ɤɨɫɨɛɨɱɢɥɢɫɶ ɯɚɬɢ. 
[...] ɋɬɨʀɬɶ ɩɿɞ ɦɿɫɹɰɟɦ ɭ ɡɚɤɢɧɭɬɨɦɭ ɫɜɿɬɿ ɥɸɞɢɧɚ, ɹɤɚ ɜɠɟ ɧɿɛɢ ɠɢɜɟ ɣ 
ɧɟ ɠɢɜɟ, ɡɝɚɞɭє ɳɨɫɶ ɞɭɠɟ ɞɚɜɧє ɿ ɧɟɞɚɜɧє, ɩɟɪɟɬɪɭɲɭє ɪɨɤɢ, ɿ ɫɦɭɬɤɢ, ɿ 
ɩɪɨɫɜɿɬɤɢ, ɜɬɿɲɚєɬɶɫɹ ɭɫɿɦ ɞɨɛɪɢɦ, ɳɨ ɩɪɢɯɨɞɢɥɨ ɞɨ ɧɟʀ, ɳɨ ɫɚɦɚ ɡɪɨ-
ɛɢɥɚ, ɚ ɩɨɝɚɧɟ ɜɿɞɝɨɪɬɚє ɿ ɞɭɦɤɨɸ, ɿ ɪɭɤɨɸ, ɹɤɚ ɜɠɟ, ɦɚɛɭɬɶ, ɜɨɫɬɚɧɧє 
ɰɿєʀ ɨɫɟɧɿ ɫɿɹɥɚ ɠɢɬɨ. Ƚɨɫɩɨɞɢ, ɹɤ ɰɟ ɝɚɪɧɨ - ɫɿɹɬɢ!.. 

Ɇɢɯɚɣɥɨ ɋɬɟɥɶɦɚɯ 

XV. 

Іɞɭɬɶ ɞɨɳɿ. ɏɨɥɨɞɧɿ ɨɫɿɧɧɿ ɬɭɦɚɧɢ ɤɥɭɛɨɱɚɬɶ ɭɝɨɪɿ ɿ ɫɩɭɫɤɚɸɬɶ ɧɚ 
ɡɟɦɥɸ ɦɨɤɪɿ ɤɨɫɢ. ɉɥɢɜɟ ɭ ɫɿɪɿ ɛɟɡɜɿɫɬɿ ɧɭɞɶɝɚ, ɩɥɢɜɟ ɛɟɡɧɚɞɿɹ, ɿ ɫɬɢɯɚ 

Зɢɩɚє ɫɭɦ. ɉɥɚɱɭɬɶ ɝɨɥɿ ɞɟɪɟɜɚ, ɩɥɚɱɭɬɶ ɫɨɥɨɦ'ɹɧɿ ɫɬɪɿɯɢ, ɜɦɢɜɚєɬɶɫɹ 
ɫɅɖɨɡɚɦɢ ɭɛɨɝɚ ɡɟɦɥɹ ɿ ɧɟ ɡɧɚє, ɤɨɥɢ ɨɫɦɿɯɧɟɬɶɫɹ. ɋɿɪɿ ɞɧɿ ɡɦɿɧɹɸɬɶ ɬɟɦɧɿʀ 
ɧɨɱɿ. Ⱦɟ ɧɟɛɨ? Ⱦɟ ɫɨɧɰɟ? Ɇɿɪɿɚɞɢ ɞɪɿɛɧɢɯ ɤɪɚɩɟɥɶ, ɦɨɜ ɭɦɟɪɥɿ ɧɚɞɿʀ, ɳɨ 
ɡɧɹɥɢɫɶ ɡɚɧɚɞɬɨ ɜɢɫɨɤɨ, ɫɩɚɞɚɸɬɶ ɞɨɞɨɥɭ ɿ ɩɥɢɜɭɬɶ, ɡɦɿɲɚɧɿ ɡ ɡɟɦɥɟɸ, 
ɛɪɭɞɧɢɦɢ ɩɨɬɨɤɚɦɢ. ɇɟɦɚ ɩɪɨɫɬɨɪɭ, ɧɟɦɚ ɪɨɡɜɚɝɢ. ɑɨɪɧɿ ɞɭɦɢ, ɝɨɪɟ 
ɫɟɪɢɹ ɤɪɭɬɹɬɶɫɹ ɬɭɬ, ɧɚɞ ɝɨɥɨɜɨɸ, ɜɢɫɹɬɶ ɯɦɚɪɚɦɢ, ɤɨɬɹɬɶɫɹ ɬɭɦɚɧɨɦ, 
ɿ ɱɭєɲ ɤɨɥɨ ɫɟɛɟ ɬɢɯɟ ɪɢɞɚɧɧɹ, ɧɟɦɨɜ ɧɚɞ ɭɦɟɪɥɢɦ... 

Ɇɚɥɟɧɶɤɟ, ɫɿɪɟ, ɡɚɩɥɚɤɚɧɟ ɜɿɤɨɧɰɟ. Ʉɪɿɡɶ ɣɨɝɨ ɜɢɞɤɨ ɨɛɨɦ - ɿ Ⱥɧɞɪɿєɜɿ, 
ɿ Ɇɚɥɚɧɰɿ, ɹɤ ɛɪɭɞɧɨɸ, ɪɨɡɝɪɭɡɥɨɸ ɞɨɪɨɝɨɸ ɣɞɭɬɶ ɡɚɪɨɛɿɬɱɚɧɢ. Ƀɞɭɬɶ ɬɚ 
Ƀ ɣɞɭɬɶ, ɱɨɪɧɿ, ɩɨɯɢɥɟɧɿ, ɦɨɤɪɿ, ɧɟɳɚɫɧɿ, ɧɟɦɨɜ ɤɚɥɿɤɢ-ɠɭɪɚɜɥɿ, ɳɨ ɜɿɞɛɢ-
ɥɢɫɶ ɜɿɞ ɫɜɨɝɨ ɤɥɸɱɚ, ɧɟɦɨɜ ɨɫɿɧɧɿɣ ɞɨɳ. Ƀɞɭɬɶ ɿ ɡɧɢɤɚɸɬɶ ɭ ɫɿɪɿ ɛɟɡɜɿɫɬɿ... 

Ɍɶɦɹɧɨ ɜ ɯɚɬɢɧɰɿ. ɐɿɞɹɬɶ ɦɨɪɨɤ ɦɚɥɟɧɶɤɿ ɜɿɤɧɚ, ɯɦɭɪɹɬɶɫɹ ɜɨɝɤɿ 
ɤɭɬɤɢ, ɝɧɿɬɢɬɶ ɧɢɡɶɤɚ ɫɬɟɥɹ, ɿ ɩɥɚɱɟ ɡɚɠɭɪɟɧɟ ɫɟɪɰɟ. 

Ɇɢɯɚɣɥɨ Ʉɨɰɸɛɢɧɫɶɤɢɣ 

XVI.  

ɇɚ ɉɨɞɿɥɥɿ ɦɚɣɠɟ ɧɿɤɨɥɢ ɧɚ ɉɟɬɪɚ ȼɟɪɢɝɢ ɧɟ ɪɨɡɛɢɜɚɸɬɶɫɹ ɤɪɢɝɢ. 
ɍ ɧɚɫ ɤɪɢɝɢ ɪɨɡɛɢɜɚє ɛɥɚɤɢɬɧɢɣ ɛɟɪɟɡɟɧɶ. ɋɩɨɱɚɬɤɭ ɜɿɧ ɩɚɪɭɛɤɭє ɩɨ 
ɥɿɫɚɯ - ɜɢɞɨɛɭɜɚє ɡ-ɩɿɞ ɫɧɿɝɭ ɳɟ ɧɟɪɨɡɳɿɛɧɭɬɿ ɩɿɞɫɧɿɠɧɢɤɢ, ɩɨɬɿɦ ɪɨɡɦɨ-
ɪɨɠɭє ɫɿɤ ɭ ɛɟɪɟɡɿ, ɿ ɤɨɥɢ ɜɨɧɚ ɛɥɢɫɧɟ ɳɚɫɥɢɜɨɸ ɫɥɶɨɡɨɸ, - ɣɞɟ ɧɚ ɪɿɱɤɢ 
ɣ ɨɡɟɪɚ. Ɍɨɞɿ ɧɚ ɩɪɨɝɧɭɬɢɯ ɩɥɟɫɚɯ ɩɨɱɢɧɚɸɬɶ ɫɜɿɬɢɬɢ ɜɢɦɨʀɧɢ ɿ ɩɪɨɤɢɞɚ-
ɸɬɶɫɹ ɥɶɨɞɨɤɨɥɨ - ɩɨɜɟɞɭɬɶ ɫɜɨʀɦɢ ɫɪɿɛɧɢɦɢ ɫɦɢɱɤɚɦɢ, ɿ ɜɠɟ ɬɿɥɶɤɢ 
ɩɪɢɫɥɭɯɚɣɫɹ - ɧɚɞ ɛɟɪɟɝɚɦɢ ɣ ɡɚ ɛɟɪɟɝɚɦɢ ɡɞɢɛɥɸєɬɶɫɹ ɛɟɧɬɟɠɧɢɣ 
ɩɟɪɟɞɡɜɿɧ, ɚ ɜ ɛɟɪɟɝɚɯ ɲɢɩɢɬɶ, ɝɭɪɤɨɱɟ, ɲɚɥɟɧɿє ɤɪɢɝɚ ɣ ɪɚɞɿɫɧɨ ɡɿɬɯɚє 
ɜɢɜɿɥɶɧɟɧɚ ɯɜɢɥɹ. əɤ ʀɣ ɥɸɛɨ ɩɿɫɥɹ ɬɟɦɟɧɿ ɡɚɝɪɚɬɢ ɫɨɧɰɟɦ ɬɚ ɜɞɚɪɢɬɢ ɜ 
ɛɭɛɧɢ ɩɪɢɦɤɧɭɬɢɯ ɱɨɜɧɿɜ, ɳɨɛ ɩɿɞɫɤɨɱɢɥɢ ɜɨɧɢ ɜɝɨɪɭ, ɪɜɨɧɭɬɢ ɫɜɨʀ ɤɚɣ-
ɞɚɧɢ ɬɚ ɡɝɚɞɚɬɢ ɜɨɥɟɧɶɤɭ-ɜɨɥɸ, ɿ ɤɭɩɚɥɶɫɶɤɿ ɜɟɱɨɪɢ, ɿ ɫɹɣɜɨ ɸɧɢɯ ɨɱɟɣ 
ɿɡ ɬɢɯ ɜɟɱɨɪɿɜ. 

ɉɪɨɣɲɨɜɫɹ ɛɟɪɟɡɟɧɶ ɡ ɩɿɞɫɧɿɠɧɢɤɨɦ ɧɚ ɲɚɩɰɿ ɿ ɧɚɞ ɬɚɬɚɪɫɶɤɢɦ ɛɪɨ-
ɞɨɦ, ɿ ɩɿɞ ɣɨɝɨ ɯɨɞɨɸ ɜɢɛɭɯɧɭɥɢ ɤɪɢɝɢ, ɡɨɫɥɿɩɭ ɩɨɫɭɧɭɥɢ ɨɞɧɚ ɧɚ ɨɞɧɭ ɬɚ 
ɧɚ ɤɨɪɿɧɧɹ ɹɜɨɪɨɜɟ, ɧɚ ɦ' ɹɤɢɣ ɡ ɱɟɪɜɨɧɨɥɨɡɨɦ ɛɟɪɟɝ, ɜɿɧ ɡɚɤɢɩɿɜ ɲɭɦɨɜɢɧ-
ɧɹɦ, ɧɚɤɨɫɬɪɢɱɢɜɫɹ ɜɢɪɜɚɧɢɦ ɡɿɥɥɹɦ, ɳɨ ɧɿɠɧɨ ɡɚɩɚɯɥɨ ɬɨɪɿɲɧɿɦ ɥɿɬɨɦ. 

Ɇɢɯɚɣɥɨ ɋɬɟɥɶɦɚɯ 

xvn. 

ɋɩɨɧɨɱɿɥɨ. Ɂɚɫɧɭɥɚ ɯɜɢɥɹ ɭ ɛɪɨɞɿ, ɡɚɫɧɭɜ ɿ ɩɪɢɫɿɥɨɤ ɧɚɞ ɛɪɨɞɨɦ. Ⱥ 
Ⱦɨ ɧɶɨɝɨ ɧɿɹɤ ɧɟ ɞɨɬɹɝɧɟ ɫɜɨє ɫɧɭɜɚɧɧɹ ɨɬɨɣ ɜɨɥɨɯɚɬɢɣ, ɳɨ ɬɚɤ ɞɢɬɢɧ- 
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ɫɬɜɨ ɧɚɝɚɞɭє, ɫɨɧ: ɩɟɪɟɞ ɠɧɢɜɚɦɢ ɜɿɧ ɡɚɜɠɞɢ ɬɿɥɶɤɢ ɫɤɪɚɞɚєɬɶɫɹ ɡɚ Ⱦɚ. 
ɧɢɥɨɦ, ɚ ɤɨɥɢ ɣ ɩɪɢɯɨɩɢɬɶ ɣɨɝɨ, ɬɨ ɥɢɲɟ ɧɚ ɹɤɭɫɶ ɱɚɫɢɧɭ. ɉɟɪɟɞɠɧɢɜ'ɹ' 

ɐɟ ɬɚ ɩɨɪɚ, ɤɨɥɢ ɜ ɫɟɪɰɿ ɫɟɥɹɧɢɧɚ ɫɯɨɞɹɬɶɫɹ ɪɚɞɨɳɿ ɣ ɬɪɢɜɨɝɢ ɯɥɿɛɚ 
ɚ ɦɿɠ ɧɢɦɢ ɫɧɭɸɬɶɫɹ ɣ ɫɧɭɸɬɶɫɹ ɞɪɟɜɧɿ, ɩɟɜɧɟ, ɳɟ ɡ ɹɡɢɱɧɢɰɶɤɨɝɨ ɜɿɤɭ 
ɩɪɢɯɨɩɥɟɧɿ ɯɥɿɛɨɪɨɛɫɶɤɿ ɠɚɥɿ. ɀɚɥɶ ɛɭɥɨ ɫɢɜɨɝɨ ɣ ɡɨɥɨɬɨɝɨ ɤɨɥɨɫɚ, ɳ0 

ɧɚɝɨɣɞɚɜɫɹ, ɧɚɲɟɥɟɫɬɿɜɫɹ, ɧɚɫɩɿɜɚɜɫɹ ɡɚ ɥɿɬɟɱɤɨ ɜ ɩɨɥɿ ɿ ɜɠɟ ɡɚɜɬɪɚ, 
ɡɿɬɯɚɸɱɢ, ɜɩɚɞɟ ɧɚ ɡɟɦɥɸ, ɩɨʀɞɟ ɞɨ ɞɨɛɪɢɯ ɥɸɞɟɣ, ɥɹɠɟ ɬɟɩɥɢɦ ɯɥɿɛɨɦ 
ɧɚ ɫɬɨɥɿ. 

Ⱦɨ ɤɨɥɨɫɚ, ɞɨ ɰɚɪ-ɤɨɥɨɫɚ Ⱦɚɧɢɥɨ ɦɚɜ ɧɟɡɦɿɧɧɢɣ ɬɪɟɩɟɬ ɞɭɲɿ, ɱɟɤɚɜ 
ɿɡ ɧɢɦ ɡɭɫɬɪɿɱɿ ɳɟ ɬɨɞɿ, ɤɨɥɢ ɜɿɧ ɥɢɲɟ ɜɝɚɞɭɜɚɜɫɹ ɜ ɡɟɥɟɧɨɦɭ ɜɟɫɧɹɧɨɦɭ 
ɫɩɨɜɢɬɤɭ, ɥɸɛɭɜɚɜɫɹ, ɹɤ ɧɚ ɣɨɝɨ ɩɨ-ɞɿɜɨɱɨɦɭ ɧɿɠɧɢɯ ɜɿɹɯ ɬɢɯɨ ɛɪɢɧɿɥɢ 
ɰɜɿɬ ɿ ɪɨɫɚ, ɪɚɞɿɜ, ɤɨɥɢ ɜɿɧ ɧɚɛɢɪɚɜɫɹ ɫɢɥɢ ɣ ɭ ɬɢɯɨɜɿɣɧɿɣ ɡɚɞɭɦɿ ɫɯɢɥɹɜ 
ɝɨɥɨɜɭ. Ⱥ ɬɟɩɟɪ ɭ ɰɸ ɫɹɣɥɢɜɭ ɧɿɱ ɜɿɧ ɩɪɨɳɚɜɫɹ ɿɡ ɧɢɦ, ɛɨ ɿɧɚɤɲɟ ɧɟ ɦɿɝ, 
ɿ ɦɚɜ ɫɦɭɬɨɤ, ɿ ɦɚɜ ɪɚɞɿɫɬɶ ɨɞ ɬɨɝɨ ɩɪɨɳɚɧɧɹ. 

Ɇɢɯɚɣɥɨ ɋɬɟɥɶɦɚɯ 

xvm. 

ɇɚɞ ɩɪɢɬɨɦɥɟɧɢɦ ɡɚɜɨɪɨɠɟɧɢɦ ɫɬɟɩɨɦ ɫɬɨɹɥɚ ɬɚɤɚ ɬɢɲɚ, ɳɨ ɛɭɥɨ 
ɱɭɬɢ, ɹɤ ɡɧɢɡɭ ɞɢɯɚє ɤɨɥɨɫ, ɚ ɡɝɨɪɢ ɜɢɩɚɞɚɸɬɶ ɪɨɫɢ ɿ ɦɿɫɹɱɧɚ ɨɛɧɿɠ. Ɂ 
ɧɚɫɬɨɸ ɨɞɜɨɥɨɠɟɧɨɝɨ ɩɨɥɢɧɭ ɿ ɠɢɬɚ ɝɧɿɡɞɚɦɢ ɩɪɨɛɢɜɚɜɫɹ ɞɭɯ ɡɚɫɧɭɥɨʀ 
ɛɟɪɿɡɤɢ, ɜ ʀʀ ɦɟɞɜɹɧɭ ɧɿɠɧɿɫɬɶ ɜɩɥɿɬɚɥɚɫɹ ɩɪɹɧɚ ɝɿɪɤɭɜɚɬɿɫɬɶ ɝɥɭɯɢɯ ɥɚɧɿɜ. 

Ⱦɚɧɢɥɨ ɡɭɩɢɧɢɜɫɹ ɧɚ ɝɿɧɧɿɣ ɞɨɪɨɡɿ, ɞɟ ɫɯɨɞɢɥɚɫɶ ɫɢɜɢɧɚ ɠɢɬɚ ɿ ɩɟɪ-
ɲɚ, ɬɶɦɹɧɚ ɩɪɢ ɦɿɫɹɰɿ ɡɨɥɨɬɿɧɶ ɩɲɟɧɢɰɿ, ɨɞɿɪɜɚɜ ɨɞ ɤɨɥɨɫɚ ɨɞɜɢɫɥɭ ɤɜɿɬɤɭ 
ɛɟɪɿɡɤɢ. ɇɚ ɞɨɥɨɧɿ ʀʀ ɫɤɪɭɱɟɧɟ, ɜ ɪɨɠɟɜɿɣ ɨɞɹɝɚɧɰɿ ɬɿɥɶɰɟ ɩɿɞɩɥɢɜɚɥɨ ɫɥɶɨ-
ɡɚɦɢ, ɿ ɬɚɤɚ ɧɟɜɬɿɲɧɿɫɬɶ ɛɭɥɚ ɜ ɤɨɠɧɿɣ ʀʀ ɫɤɥɚɞɰɿ, ɳɨ ɡɧɨɜɭ ɩɨɞɭɦɚɥɨɫɶ 
ɩɪɨ ɥɸɞɫɶɤɟ ɝɨɪɟ. 

Ɂɚɜɨɪɭɲɢɥɢɫɶ ɤɥɹɬɿ ɩɢɬɚɧɧɹ, ɤɥɹɬɿ ɞɭɦɤɢ ɿ ɛɨɥɿ; ɜɨɧɢ ɡɜɿɞɭɫɿɥɶ ɥɿɡɥɢ 
ɜ ɝɨɥɨɜɭ, ɫɩɪɚɜɥɹɥɢ ɬɚɦ ɿ ɩɨɯɨɪɨɧɢ, ɿ ɩɨɦɢɧɤɢ. І ɜɠɟ ɨɱɟɣ ɿ ɫɟɪɰɹ ɧɟ 
ɬɿɲɢɜ ɧɿ ɞɢɬɹɱɢɣ ɲɟɩɿɬ ɤɨɥɨɫɭ, ɧɿ ɬɢɯɢɣ ɡɨɪɹɧɢɣ ɩɢɥ, ɧɿ ɦɿɫɹɱɧɟ ɦɚɪɟɜɨ. 
Ⱥ ɜɨɧɨ ɫɿɹɥɨɫɶ ɿ ɫɿɹɥɨɫɶ ɧɚ ɫɪɿɛɧɨ-ɞɢɦɱɚɫɬɿ ɩɨɥɹ, ɧɚ ɞɚɥɟɤɿ ɯɚɬɢ, ɩɪɢɫɢɩ-
ɥɹɥɨ ɥɸɞɟɣ, ɹɤɢɦ ɧɟ ɫɩɚɥɨɫɹ, ɡɚɫɩɨɤɨɸɜɚɥɨ ɡɟɦɥɸ, ɤɨɥɢ ɦɭɱɢɥɚɫɶ ɜɨɧɚ. 

Ɇɢɯɚɣɥɨ ɋɬɟɥɶɦɚɯ 

XIX.  

ɓɟ ɜɟɪɟɫɟɧɶ ɦɚɥɨ ɞɭɦɚɜ ɩɪɨ ɨɫɿɧɶ, ɛɨ ɩɿɞ ɫɬɚɪɢɦɢ ɩɪɢɞɨɪɨɠɧɿɦɢ 
ɥɢɩɚɦɢ ɝɚɪɹɱɟ ɩɚɲɚɬɶ ɡɨɥɨɬɿ ɤɨɪɨɧɢ ɞɟɜ'ɹɬɢɫɢɥɭ, ɚ ɜ ɞɭɩɥɚ ɥɢɩ ɧɟ ɜɫɟ- 

ɥɢɥɢɫɹ ɜɿɬɪɢ. Ɉɫɶ ɬɿɥɶɤɢ ɩɨ ɫɿɧɨɠɚɬɹɯ ɿ ɜ ɨɛɨɥɨɧɹɯ ɩɨɳɟɪɛɥɟɧɿ ɨɬɚɜɢ 
ɩɚɯɧɭɬɶ ɧɟ ɫɬɿɥɶɤɢ ɡɟɥɨɦ, ɫɤɿɥɶɤɢ ɞɚɜɧɨ ɡɜɟɡɟɧɢɦ ɫɿɧɨɦ. Ɍɢɦ, ɩɟɜɧɟ, 
0ɫɿɧɶ ɿ ɫɯɨɠɚ ɧɚ ɫɬɚɪɿɫɬɶ: ɞɭɯ ɩɪɨɠɢɬɨɝɨ ɛɿɥɶɲ ɜɥɚɞɧɨ ɤɨɥɢɲɟɬɶɫɹ ɧɚɞ 
ɧɟɸ. ɚɧɿɠ ɬɟɩɟɪɿɲɧɿɣ ɞɟɧɶ. 

əɤ ɫɚɦɚ ɫɬɚɪɿɫɬɶ, ɿɞɟ ɫɨɛɿ ɲɥɹɯɨɦ ɨɬɟɰɶ Ȼɨɪɢɫ, ɩɪɨɳɚєɬɶɫɹ ɡ ɥɿɬɨɦ 
ɱɢ ɡ ɥɿɬɚɦɢ, ɬɚ ɜɫɟ ɨɞɧɨ ɧɟɫɟ ɭ ɬɨɪɛɢɧɿ ɰɿɥɸɳɿ ɬɪɚɜɢ, ɛɨ ɯɬɨ ɬɟɩɟɪ ɞɿɫɬɚ-
ɧɟ ɥɸɞɹɦ ɥɿɤɢ? ɍ ɦɨɥɨɞɨɫɬɿ ɨɬɟɰɶ Ȼɨɪɢɫ ɦɪɿɹɜ ɫɬɚɬɢ ɥɿɤɚɪɟɦ, ɚɥɟ ɛɚɬɶ-
ɤɢ ɜɬɤɧɭɥɢ єɞɢɧɟ ɱɚɞɨ ɧɚ ɩɨɩɭɜɚɧɧɹ. Ɉɬ ɿ ɩɪɨɣɲɨɜ ɣɨɝɨ ɜɿɤ ɦɿɠ ɰɟɪɤɜɨɸ 
ɬɚ ɝɪɨɛɨɜɢɳɟɦ, ɿ ɬɿɥɶɤɢ ɞɨɛɪɟ ɡɿɥɥɹ ɬɟɩɟɪ ɜɬɿɲɚє ɫɬɚɪɟɱɿ ɪɭɤɢ, ɧɚɝɚɞɭє 
ɩɪɨ ɬɿ ɞɚɥɟɤɿ ɥɿɬɚ, ɤɨɥɢ ɦɚɪɢɥɨɫɶ ɡɪɨɛɢɬɢ ɥɸɞɹɦ ɛɿɥɶɲɟ ɞɨɛɪɚ, ɚɧɿɠ 
ɡɪɨɛɥɟɧɨ. 

Ɂ ɥɿɜɨʀ ɪɭɤɢ ɡɛɥɢɫɧɭɥɚ ɩɨɤɚɪɥɸɱɟɧɚ ɪɿɱɟɱɤɚ, ɛɿɥɹ ɧɟʀ ɧɚ ɡɚɨɬɚɜɥɟɧɿɣ 
ɥɭɰɿ ɩɚɫɟɬɶɫɹ ɫɬɚɪɢɣ ɜɢɪɨɛɥɟɧɢɣ ɤɿɧɶ; ɩɨɱɭɜɲɢ ɤɪɨɤɢ, ɜɿɧ ɩɿɞɿɣɦɚє ɬɚ-
ɪɚɧɤɭɜɚɬɭ ɝɨɥɨɜɭ ɿ ɫɢɧɿɦ ɨɤɨɦ, ɜ ɹɤɨɦɭ ɡɚɥɹɝɥɚ ɪɨɡɭɦɧɚ, ɩɪɨɛɚɱɥɢɜɚ ɞɨ 
ɥɸɞɢɧɢ ɩɟɱɚɥɶ, ɞɢɜɢɬɶɫɹ ɧɚ ɫɬɚɪɨɝɨ... 

Ɇɢɯɚɣɥɨ ɋɬɟɥɶɦɚɯ 

XX. 

Ɂɝɚɞɭɜɚɥɨɫɹ ɣɨɦɭ, ɹɤ ɦɚɥɢɦɢ ɛɿɝɚɥɢ ɱɟɪɟɡ ɩɥɚɜɧɿ ɞɨ Ⱦɧɿɩɪɚ, ɤɨɥɢ 
ɜɿɧ "ɡɚɲɟɪɟɬɨɜɭɜɚɜɫɹ", ɿ ɩɨɜɟɫɧɿ ɧɚ ɫɤɪɟɫɚɧɧɹ ɤɪɢɝɢ. І ɧɚ ɪɨɡɥɢɜɢ ɜɨɞ. 
Ⱦɢɤɿ ɝɭɫɢ ɧɚɞ ɬɢɦɢ ɪɨɡɥɢɜɚɦɢ, ɠɭɪɚɜɥɿ ɧɚ ɡɟɥɟɧɢɯ ɨɫɬɪɨɜɚɯ, ɦ'ɹɤɿ ɬɪɚɜɢ 
ɜ ɬɟɩɥɿɣ ɜɨɞɿ, ɦɨɜ ɪɭɫɚɥɱɢɧɟ ɜɨɥɨɫɫɹ, ɤɚɱɢɧɿ ɝɧɿɡɞɚ ɜ ɦɨɥɨɞɿɣ ɨɫɢɰɿ. Ɍɨɞɿ 
ɜɨɞɚ ɫɩɥɢɜɚє ɭ Ⱦɧɿɩɪɨ, ɬɪɚɜɢ ɭ ɩɥɚɜɧɹɯ ɝɭɫɬɿɲɚɸɬɶ, ɫɬɚɸɬɶ ɡɟɥɟɧɨɸ 
ɫɬɿɧɨɸ, ɚ ɡɚ ɧɟɸ ɩɢɥɹє ɫɜɨєɸ ɩɢɥɤɨɸ ɞɟɪɤɚɱ, ɹɤɨɝɨ ɧɿɤɨɥɢ ɧɟ ɩɨɛɚɱɢɲ, 
ɯɿɛɚ ɳɨ ɜɢɤɨɫɹɬɶ ɤɨɫɚɪɿ ɛɿɥɹ ɝɧɿɡɞɚ. [...] Ⱦɨɳ ɧɚ Ⱦɧɿɩɪɿ ɩɨɱɢɧɚєɬɶɫɹ ɡɚɜ-
ɠɞɢ ɱɨɦɭɫɶ ɜɿɞ ɛɟɪɟɝɚ, ɧɚɛɿɝɚє ɡ ɩɥɚɜɧɿɜ, ɲɭɦɢɬɶ ɭ ɲɟɥɸɝɚɯ, ɬɨɞɿ ɬɹɠɤɿ 
ɤɪɚɩɥɢɧɢ ɧɚ ɩɿɫɤɭ, ɛɥɢɠɱɟ, ɛɥɢɠɱɟ ɞɨ ɜɨɞɢ, ɚ ɬɨɞɿ "ɥɹɩ-ɥɹɩ-ɥɹɩ!", ɿ ɞɚɥɿ 
ɣ ɞɚɥɿ, ɚɠ ɞɨ ɫɟɪɟɞɢɧɢ Ⱦɧɿɩɪɚ, ɚ ɬɚɦ ɭɠɟ ɜɫɟ ɩɨɬɟɦɧɿɥɨ, ɫɩɢɧɚ ɪɿɤɢ ɯɨ-
ɥɨɞɧɨ ɜɢɝɧɭɥɚɫɹ, ɜɨɞɢ ɧɟɛɟɫɧɿ ɡ'єɞɧɚɥɢɫɹ ɡ ɪɿɱɤɨɜɢɦɢ, - ɿ ɜɠɟ ɫɭɰɿɥɶɧɚ 
ɬɟɦɧɚ ɫɬɿɧɚ, ɿ ɲɟɥɟɫɬ, ɲɭɦ ɿ ɲɟɪɟɯ: ɲ-ɲ-ɲ!.. 

Ⱥɥɟ ɰɟ ɥɢɲ ɡɪɿɞɤɚ, ɛɨ ɥɿɬɧɿɣ Ⱦɧɿɩɪɨ ɡɚɜɠɞɢ ɦɿɧɢɬɶɫɹ ɧɚ ɫɨɧɰɿ, ɩɥɢɜɟ 
ɜ ɡɨɥɨɬɢɫɬɨ-ɫɢɧɿɯ ɩɟɪɟɛɥɢɫɤɚɯ, ɤɥɢɱɟ ɞɨ ɫɟɛɟ, ɡɜɚɛɥɸє, ɡɚɱɚɪɨɜɭє, ɜɫɟ-
ɥɹє ɭ ɦɨɥɨɞɿ ɞɭɲɿ ɹɤɢɣɫɶ ɲɚɥ, ɨɞɭɪ, ɿ ɜɫɿ ɧɚɦɚɝɚɸɬɶɫɹ ɩɟɪɟɩɥɢɜɬɢ ɪɿɱɤɭ, 
ɡɞɨɥɚɬɢ ʀʀ ɦɨɝɭɬɧɸ ɬɟɱɿɸ. 

ɉɚɜɥɨ Ɂɚɝɪɟɛɟɥɶɧɢɣ 
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I. As the Manager of the Performance sits before the curtain on the 
boards, and looks into the Fair, a feeling of profound melancholy comes over 
him in his survey of the bustling place. There is a great quantity of eating and 
drinking, making love and jilting, laughing and the contrary, smoking, cheating, 
fighting, dancing, and fiddling: there are bullies pushing about, bucks ogling 
the women, knaves picking pockets, policemen on the look-out, quacks (oth 
er quacks, plague take them!) bawling in front of their booths, and yokels 
looking up at the tinselled dancers and poor old rouged tumblers, while the 
light-fingered folk are operating upon their pockets behind. Yes, this is Vanity 
Fair; not a moral place certainly; nor a merry one, though very noisy. 

W. M. Thackeray, "Vanity Fair" 

Ʉɨɥɢ Ʌɹɥɶɤɚɪ ɫɢɞɢɬɶ ɧɚ ɤɨɧɭ ɩɟɪɟɞ ɫɩɭɳɟɧɨɸ ɡɚɜɿɫɨɸ ɿ ɞɢɜɢɬɶɫɹ 
ɧɚ ɹɪɦɚɪɨɤ, ɳɨ ɜɢɪɭє ɤɪɭɝ ɧɶɨɝɨ, ɣɨɝɨ ɨɩɚɧɨɜɭє ɝɥɢɛɨɤɚ, ɡɚɞɭɦɥɢɜɚ ɦɟ-
ɥɚɧɯɨɥɿɹ. Ɍɭɬ, ɤɭɞɢ ɧɟ ɝɥɹɧɶ, ʀɞɹɬɶ ɿ ɩ'ɸɬɶ, ɡɚɤɨɯɭɸɬɶɫɹ ɿ ɡɪɚɞɠɭɸɬɶ, 
ɫɦɿɸɬɶɫɹ ɣ ɩɥɚɱɭɬɶ; ɬɭɬ ɬɨɛɿ ɣ ɤɭɪɹɬɶ, ɿ ɲɚɯɪɭɸɬɶ, ɿ ɛ'ɸɬɶɫɹ, ɿ ɰɢɝɢɤɚ-
ɸɬɶ ɧɚ ɫɤɪɢɩɰɿ; ɬɭɬ ɪɨɡɛɢɲɚɤɢ ɬɚɤ ɿ ɠɞɭɬɶ, ɳɨɛ ɯɬɨ ʀɯ ɡɚɱɟɩɢɜ, ɝɭɥɶɜɿɫɢ 
ɧɟ ɩɪɨɩɭɫɤɚɸɬɶ ɧɚɝɨɞɢ ɩɿɞɦɨɪɝɧɭɬɢ ɹɤɿɣɫɶ ɦɨɥɨɞɢɱɰɿ, ɨɲɭɤɚɧɰɿ ɡɚɡɿɯɚ-
ɸɬɶ ɧɚ ɱɭɠɿ ɝɚɦɚɧɰɿ, ɩɨɥɿɰɚʀ ɩɢɥɶɧɭɸɬɶ ɥɚɞɭ, ɞɭɪɢɫɜɿɬɢ (ɳɟ ɹɤɿɫɶ ɨɛ'ɹ-
ɜɢɥɢɫɹ, ɯɚɣ ʀɦ ɝɪɟɰɶ!) ɝɨɪɥɚɸɬɶ ɩɟɪɟɞ ɫɜɨʀɦɢ ɛɚɥɚɝɚɧɚɦɢ, ɫɿɥɶɫɶɤɿ ɣɨ-
ɥɨɩɢ ɥɭɩɥɹɬɶ ɨɱɿ ɧɚ ɪɨɡɰɹɰɶɤɨɜɚɧɢɯ ɛɥɢɫɤɚɜɤɚɦɢ ɬɚɧɰɿɜɧɢɰɶ ɿ ɠɚɥɸɝɿɞ-
ɧɢɯ, ɫɬɚɪɢɯ, ɧɚɪɭɦ'ɹɧɟɧɢɯ ɲɬɭɤɚɪɿɜ, ɚ ɬɢɦ ɱɚɫɨɦ ɫɩɪɢɬɧɿ ɡɥɨɞɸɠɤɢ, 
ɩɿɞɤɪɚɜɲɢɫɹ ɡɡɚɞɭ, ɨɪɭɞɭɸɬɶ ɭ ʀɯ ɤɢɲɟɧɹɯ. Ɍɚɤ, ɰɟ ɣ є əɪɦɚɪɨɤ ɋɭєɬɢ, 
ɪɨɡɩɭɫɧɟ, ɡɜɢɱɚɣɧɨ, ɦɿɫɰɟ, ɿ ɧɟ ɜɟɫɟɥɟ, ɯɨɱ ɞɭɠɟ ɝɚɥɚɫɥɢɜɟ. 

ɉɟɪɟɤɥɚɞ Ɉɥɶɝɢ ɋɟɧɸɤ 

II . The street 

They pass me by like shadows, crowds on crowds, 
Dim ghosts of men, that hover to and fro Hugging 
their bodies round them, like thin shrouds 
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Wherein their souls were buried long ago: 
They trampled on their youth, and faith, and love, 
They cast their hope of human-kind away, 
With Heaven's clear messages they madly strove, 
And conquered, - and their spirits turned to clay: 
Lo! how they wander round the world, their grave, 
Whose ever-gaping maw by such is fed, 
Gibbering at living men, and idly rave, 
"We only truly live, but ye are dead." 
Alas! poor fools, the anointed eye may trace 
A dead soul's epitaph in every face! 

James Russell Lowell 

ȼɭɥɢɰɹ 

Ɍɿɧɹɦɢ, ɧɚɬɨɜɩ ɧɚ ɧɚɬɨɜɩ, ɦɟɧɟ ɩɪɨɦɢɧɚɸɬɶ 
ɉɨɫɬɚɬɿ ɫɿɪɿ ɫɧɨɜɢɞ. ȼɨɧɢ ɜɫɸɞɢ, ɡɚɜɠɞɢ. 
ȼ ɬɿɥɨ, ɦɨɜ ɜ ɫɚɜɚɧ, ɞɛɚɣɥɢɜɨ ɫɟɛɟ ɨɛɝɨɪɬɚɸɬɶ, 
Ⱦɭɲɭ ɫɯɨɜɚɜɲɢ ɞɚɜɧɢɦ ɜɠɟ ɞɚɜɧɨ ɬɭɞɢ; 
Ɇɨɥɨɞɿɫɬɶ, ɜɿɪɧɿɫɬɶ, ɤɨɯɚɧɧɹ ɡɞɚɥɢɫɶ ʀɦ ɛɭɞɟɧɧɿɫɬɸ, 
ȼɿɪɭ ɜ ɥɸɞɢɧɭ ɜɨɧɢ ɧɟɩɨɦɿɬɧɨ ɜɬɪɚɬɢɥɢ, 
"ɋɥɨɜɨ Ƚɨɫɩɨɞɧє" ɬɥɭɦɚɱɚɬɶ, ɥɹɤɚɸɬɶ ɫɜɹɳɟɧɧɿɫɬɸ. 
ɏɨɱ ɫɚɦɿ, ɛɿɞɧɿ ɞɭɯɨɜɧɨ, ɜɫɿ ɩɪɢɧɰɢɩɢ ɡɪɚɞɢɥɢ. 
Ȼɨɠɟ! Ȼɥɭɤɚɸɬɶ ɩɨ ɫɜɿɬɭ ɜɨɧɢ, ɹɤ ɜ ɦɨɝɢɥɿ: 
ɍ ɧɟɧɚɠɟɪɥɢɜɿɣ ɩɚɳɿ ɹɤɨʀ- ɰɟ ɠɟɪɬɜɢ. 
Ⱥ ɛɭɛɨɧɹɬɶ ɜɨɧɢ ɥɸɞɹɦ, ɜ ɧɟɫɬɹɦɿ ɡɧɟɫɢɥɟɧɿ: 
"Ɇɢ ɛɭɞɟɦɨ ɠɢɬɢ ɜɿɱɧɨ, ɚ ɜɢ ɜɠɟ ɦɟɪɬɜɿ!" 
Ɍɚ ɛɚ, ɲɚɥɟɧɿ, ɜɩɿɡɧɚє ɡɚɜɠɞɢ ȼɫɟɜɢɲɧɿɣ 
Ⱦɭɲɭ ɭɛɨɝɭ ɿ ɦɟɪɬɜɭ ɜ ɫɜɹɬɨɲɿ ɝɪɿɲɧɿɣ! 

ɉІ. Reserving judgements is a matter of infinite hope. I am still a little 
afraid of missing something if I forget that, as my father snobbishly suggest-
ed, and I snobbishly repeat, a sense of the fundamental decencies is parcelled 
out unequally at birth. 

And, after boasting this way of my tolerance, I come to the admission 
that it has a limit. Conduct may be founded on the hard rock or the wet 
marshes, but after a certain point I don't care what it's founded on. When I 
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came back from the East last autumn I felt that I wanted the world to be in 
uniform and at a sort of moral attention forever; I wanted no more riotous 
excursions with privileged glimpses into the human heart. Only Gatsby, the 
man who gives his name to this book, was exempt from my reaction - Gats-
by, who represented everything for which I have an unaffected scorn. 

E Scott Fitzgerald, "The Great Gatsby" 

ɋɬɪɢɦɚɧɿɫɬɶ ɭ ɫɭɞɠɟɧɧɹɯ ɜɫɟɥɹє ɧɟɜɢɱɟɪɩɧɭ ɧɚɞɿɸ. ə ɣ ɞɨɫɿ ɩɨɛɨ-
ɸɸɫɹ ɩɪɨґɚɜɢɬɢ ɳɨɫɶ, ɹɤɳɨ ɡɚɛɭɞɭ ɛɚɬɶɤɨɜɟ ɫɧɨɛɿɫɬɫɶɤɟ ɡɚɭɜɚɠɟɧɧɹ -
ɹɤɟ ɹ ɩɨ-ɫɧɨɛɿɫɬɫɶɤɨɦɭ ɩɨɜɬɨɪɸɸ - ɩɪɨ ɬɟ, ɳɨ ɩɪɢɪɨɞɚ ɧɚɞɿɥɹє ɥɸɞɟɣ 
ɪɿɡɧɢɦ ɪɨɡɭɦɿɧɧɹɦ ɞɨɡɜɨɥɟɧɨɝɨ ɿ ɧɟɞɨɡɜɨɥɟɧɨɝɨ. 

Ⱥ ɬɟɩɟɪ, ɩɨɯɜɚɥɢɜɲɢɫɶ ɫɜɨєɸ ɬɟɪɩɢɦɿɫɬɸ, ɹ ɦɭɲɭ ɡɿɡɧɚɬɢɫɹ, ɳɨ 
ɜɨɧɚ ɧɟ ɛɟɡɦɟɠɧɚ. ɉɨɜɟɞɿɧɤɚ ɥɸɞɢɧɢ ɦɨɠɟ ґɪɭɧɬɭɜɚɬɢɫɹ ɧɚ ɡɚɫɚɞɚɯ 
ɬɜɟɪɞɢɯ, ɹɤ ɤɚɦɿɧɶ, ɱɢ ɯɥɢɩɤɢɯ, ɹɤ ɬɜɚɧɶ, ɚɥɟ ɱɚɫɨɦ ɧɚɫɬɚє ɣ ɬɚɤɚ ɦɢɬɶ, 
ɤɨɥɢ ɦɟɧɟ ɜɠɟ ɨɛɯɨɞɢɬɶ, ɧɚ ɱɨɦɭ ɜɨɧɚ ɝɪɭɧɬɭєɬɶɫɹ. Ɇɢɧɭɥɨʀ ɨɫɟɧɿ, ɤɨɥɢ 
ɹ ɩɨɜɟɪɧɭɜɫɹ ɡ ɇɶɸ-Ƀɨɪɤɚ, ɦɟɧɿ ɯɨɬɿɥɨɫɹ, ɳɨɛ ɥɸɞɫɬɜɨ ɫɬɚɥɨ ɧɚ ɜɚɪɬɭ 
ɫɜɨʀɯ ɦɨɪɚɥɶɧɢɯ ɰɿɧɧɨɫɬɟɣ, ɹɤ ɡɚɬɹɝɧɭɬɢɣ ɭ ɦɭɧɞɢɪ ɫɨɥɞɚɬ. Ɂ ɦɟɧɟ ɞɨ-
ɫɢɬɶ ɭɠɟ ɛɭɥɨ ɪɨɡɝɭɥɶɧɢɯ ɟɤɫɤɭɪɫɿɣ ɡ ɜɿɞɜɿɞɚɧɧɹɦ ɩɨɬɚєɦɧɢɯ ɡɚɤɭɬɤɿɜ 
ɥɸɞɫɶɤɨʀ ɞɭɲɿ. Ɍɿɥɶɤɢ ɞɥɹ Ƚɟɬɫɛɿ, ɥɸɞɢɧɢ, ɿɦ'ɹɦ ɹɤɨʀ ɧɚɡɜɚɧɚ ɰɹ ɤɧɢɠ-
ɤɚ, ɹ ɡɪɨɛɢɜ ɜɢɧɹɬɨɤ, - ɞɥɹ Ƚɟɬɫɛɿ, ɤɨɬɪɢɣ ɭɨɫɨɛɥɸɜɚɜ ɭɫɟ ɬɟ, ɳɨ ɹ 
ɝɥɢɛɨɤɨ ɡɧɟɜɚɠɚɸ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

IV. A breeze blew through the room, blew curtains in at one end and out 
the other like pale flags, twisting them up toward the frosted wedding-cake of 
the ceiling, and then rippled over the wine-colored rug, making a shadow on it 
as wind does on the sea. 

The only completely stationary object in the room was an enormous couch 
on which two young women were buoyed up as though upon an anchored 
balloon. They were both in white, and their dresses were rippling and flutter-
ing as if they had just been blown back in after a short flight around the house. 
I must have stood for a few moments listening to the whip and snap of the 
curtains and the groan of a picture on the wall. Then there was a boom as 
Tom Buchanan shut the rear windows and the caught wind died out about the 
room, and the curtains and the rugs and the two young women ballooned 
slowly to the floor. 

F. Scott Fitzgerald, "The Great Gatsby" 
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Ʌɟɝɤɢɣ ɜɿɬɪɟɰɶ ɝɭɥɹɜ ɩɨ ɤɿɦɧɚɬɿ, ɩɿɞɯɨɩɥɸɸɱɢ ɡɚɜɿɫɢ, ɦɨɜ ɛɥɿɞɿ 
ɩɪɚɩɨɪɢ, -ɬɨ ɜɞɭɜɚɸɱɢ ʀɯ ɞɨɫɟɪɟɞɢɧɢ, ɬɨ ɜɢɞɦɭɯɭɸɱɢ ɧɚɞɜɿɪ, ɚ ɬɨ ɪɚɩɬɨɦ 
ɩɿɞɤɢɞɚɸɱɢ ɜɝɨɪɭ, ɞɨ ɫɬɟɥɿ, ɫɯɨɠɨʀ ɧɚ ɝɥɚɡɭɪɨɜɚɧɢɣ ɜɟɫɿɥɶɧɢɣ ɬɨɪɬ, ɿ ɤɨɥɢ 
ɜɨɧɢ ɨɩɭɫɤɚɥɢɫɹ, ɩɨ ɤɢɥɢɦɭ ɜɢɧɧɨɝɨ ɤɨɥɶɨɪɭ ɩɟɪɟɛɿɝɚɥɚ ɬɿɧɶ, ɦɨɜ ɠɦɭɪɢ, 
ɡɧɹɬɿ ɛɪɢɡɨɦ ɧɚ ɦɨɪɫɶɤɿɣ ɝɥɚɞɿɧɿ. 

Єɞɢɧɨɸ ɰɿɥɤɨɜɢɬɨ ɧɟɪɭɯɨɦɨɸ ɪɿɱɱɸ ɜ ɬɿɣ ɤɿɦɧɚɬɿ ɛɭɥɚ ɜɟɥɢɱɟɡɧɚ 
ɤɚɧɚɩɚ, ɧɚ ɹɤɿɣ, ɦɨɜ ɧɚ ɡɚɹɤɨɪɟɧɿɣ ɩɨɜɿɬɪɹɧɿɣ ɤɭɥɿ, ɫɢɞɿɥɢ ɞɜɿ ɦɨɥɨɞɿ ɠɿɧɤɢ, 
ʀɯɧɿ ɛɿɥɿ ɫɭɤɧɿ ɦɨɪɳɢɥɢɫɶ ɿ ɬɪɿɩɨɬɿɥɢ, ɧɟɧɚɱɟ ɜɨɧɢ ɨɛɢɞɜɿ ɳɨɣɧɨ ɡɚɥɟɬɿɥɢ 
ɫɸɞɢ ɩɿɫɥɹ ɤɨɪɨɬɤɨɝɨ ɩɨɥɶɨɬɭ ɧɚɜɤɨɥɨ ɞɨɦɭ. ə, ɧɚɩɟɜɧɟ, ɡ ɯɜɢɥɢɧɭ 
ɩɨɫɬɨɹɜ, ɫɥɭɯɚɸɱɢ, ɹɤ ɲɭɪɯɨɬɹɬɶ ɿ ɜɢɥɹɫɤɭɸɬɶ ɡɚɜɿɫɢ ɣ ɩɨɪɢɩɭє ɤɚɪɬɢɧɚ 
ɧɚ ɫɬɿɧɿ. ɉɨɬɿɦ ɳɨɫɶ ɝɪɸɤɧɭɥɨ - Ɍɨɦ Ȼ'ɸɤɟɧɟɧ ɡɚɱɢɧɢɜ ɡ ɨɞɧɨɝɨ ɛɨɤɭ 
ɞɜɟɪɿ, - ɿ ɜɩɿɣɦɚɧɢɣ ɜɿɬɟɪ ɡɚɬɢɯ ɭ ɤɭɬɤɚɯ ɤɿɦɧɚɬɢ, ɚ ɡɚɜɿɫɢ, ɤɢɥɢɦ ɿ ɨɛɢɞɜɿ 
ɦɨɥɨɞɿ ɠɿɧɤɢ ɩɨɜɨɥɿ ɨɩɭɫɬɢɥɢɫɹ ɞɨɞɨɥɭ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

V. About half way between West Egg and New York the motor road 
joins the railroad and runs beside it for a quarter of a mile, so as to shrink 
away from a certain desolate area of land. This is a valley of ashes - a 
fantastic farm where ashes grow like wheat into ridges and hills and gro-
tesque gardens; where ashes take the forms of houses and chimneys and 
rising smoke and, finally, with a transcendent effort, of ash-gray men who 
move dimly and already crumbling through the powdery air. Occasionally a 
line of gray cars crawls along an invisible track, gives out a ghastly creak, and 
comes to rest, and immediately the ash-gray men swarm up with leaden spades 
and stir up an impenetrable cloud, which screens their obscure operations 
from your sight. 

F. Scott Fitzgerald, "The Great Gatsby" 

Ⱦɟɫɶ ɧɚ ɩɿɜɞɨɪɨɡɿ ɦɿɠ ȼɟɫɬ-ȿɝɝɨɦ ɿ ɇɶɸ-Ƀɨɪɤɨɦ ɲɨɫɟ ɪɚɩɬɨɦ 
ɩɿɞɛɿɝɚє ɞɨ ɡɚɥɿɡɧɢɱɧɨɝɨ ɩɨɥɨɬɧɚ ɿ ɡ ɱɜɟɪɬɶ ɦɢɥɿ ɛɿɠɢɬɶ ɩɨɩɿɞ ɧɢɦ, ɧɟɦɨɜ 
ɛɚɠɚɸɱɢ ɡɞɚɥɟɤɚ ɨɛɦɢɧɭɬɢ ɜɟɥɢɤɟ ɩɨɯɦɭɪɟ ɩɭɫɬɢɪɢɳɟ. ɐɟ ɞɨɥɢɧɚ ɠɭ-
ɠɟɥɢɰɿ - ɩɪɢɦɚɪɧɿ ɥɚɧɢ, ɞɟ ɠɭɠɟɥɢɰɹ ɫɯɨɞɢɬɶ, ɦɨɜ ɡɛɿɠɠɹ, ɭɬɜɨɪɸɸɱɢ 
ɤɭɱɭɝɭɪɢ, ɩɚɝɨɪɛɢ, ɯɢɦɟɪɧɿ ɫɚɞɢ; ɞɟ ɠɭɠɟɥɢɰɹ ɧɚɛɭɜɚє ɨɛɪɢɫɿɜ ɛɭɞɢɧɤɿɜ 
ɡ ɤɨɦɢɧɚɦɢ ɣ ɞɢɦɨɦ, ɳɨ ɤɥɭɛɨɱɢɬɶɫɹ ɜɝɨɪɭ, ɣ ɞɟ ɧɚɜɿɬɶ, ɹɤɳɨ ɞɭɠɟ 
ɩɢɥɶɧɨ ɩɪɢɞɢɜɢɬɢɫɹ, ɦɨɠɧɚ ɩɨɛɚɱɢɬɢ ɠɭɠɟɥɢɱɧɢɯ ɱɨɥɨɜɿɱɤɿɜ, ɹɤɿ ɬɨ 
ɜɢɧɢɤɚɸɬɶ, ɬɨ ɪɨɡɱɢɧɹɸɬɶɫɹ ɜ ɿɦɥɢɫɬɨɦɭ, ɩɨɩɿɥɶɧɨɦɭ ɬɭɦɚɧɿ. ɑɚɫ ɜɿɞ 
ɱɚɫɭ ɜɚɥɤɚ ɫɿɪɢɯ ɜɚɝɨɧɟɬɨɤ ɜɢɩɨɜɡɚє ɧɟɜɢɞɢɦɢɦɢ ɪɟɣɤɚɦɢ, ɡɭɩɢɧɹєɬɶɫɹ 
ɿɡ ɫɬɪɚɯɿɬɥɢɜɢɦ ɛɪɹɡɤɨɬɨɦ, ɿ ɜɿɞɪɚɡɭ ɠ ɩɨɩɟɥɹɫɬɨ-ɫɿɪɿ ɱɨɥɨɜɿɱɤɢ ɪɨєɦ 
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ɧɚɤɢɞɚɸɬɶɫɹ ɧɚ ɧɢɯ ɡ ɜɚɠɤɢɦɢ ɥɨɩɚɬɚɦɢ ɣ ɡɞɿɣɦɚɸɬɶ ɬɚɤɭ ɝɭɫɬɭ ɯɦɚ-
ɪɭ, ɳɨ ɤɪɿɡɶ ɧɟʀ ɜɠɟ ɧɟ ɜɢɞɧɨ, ɹɤɢɦ ɬɚєɦɧɢɱɢɦ ɞɿɥɨɦ ɜɨɧɢ ɡɚɣɧɹɬɿ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

VI. There was music from my neighbor's house through the summer 
nights. In his blue gardens men and girls came and went like moths among the 
whisperings and the champagne and the stars. At high tide in the afternoon I 
watched his guests diving from the tower of his raft, or taking the sun on the 
hot sand of his beach while his two motor-boats slit the waters of the Sound, 
drawing aquaplanes over cataracts of foam. On week-ends his Rolls-Royce 
became an omnibus, bearing parties to and from the city between nine in the 
morning and long past midnight, while his station wagon scampered like a 
brisk yellow bug to meet all trains. And on Mondays eight servants, including 
an extra gardener, toiled all day with mops and scrubbing-brushes and ham 
mers and garden-shears, repairing the ravages of the night before. 

F. Scott Fitzgerald,  "The Great Gatsby" 

Ʌɿɬɧɿɦɢ ɜɟɱɨɪɚɦɢ ɡ ɛɭɞɢɧɤɭ ɦɨɝɨ ɫɭɫɿɞɚ ɥɢɧɭɥɚ ɦɭɡɢɤɚ. ɑɨɥɨɜɿɤɢ ɣ 
ɠɿɧɤɢ, ɦɨɜ ɪɿɣ ɦɟɬɟɥɢɤɿɜ, ɡ'ɹɜɥɹɥɢɫɶ ɿ ɡɧɢɤɚɥɢ ɜ ɫɢɧɹɜɿ ɣɨɝɨ ɫɚɞɭ, ɫɟɪɟɞ 
ɲɟɥɟɫɬɭ ɝɨɥɨɫɿɜ, ɲɚɦɩɚɧɫɶɤɨɝɨ ɿ ɡɿɪɨɤ. ȼɞɟɧɶ, ɩɿɞ ɱɚɫ ɩɪɢɩɥɢɜɭ, ɹ ɛɚɱɢɜ, 
ɹɤ ɣɨɝɨ ɝɨɫɬɿ ɫɬɪɢɛɚɸɬɶ ɭ ɜɨɞɭ ɡ ɜɢɲɤɢ ɧɚ ɩɪɢɱɚɥɿ ɚɛɨ ɡɚɫɦɚɝɚɸɬɶ ɧɚ 
ɝɚɪɹɱɨɦɭ ɩɿɫɤɭ ɣɨɝɨ ɩɥɹɠɭ, ɚ ɞɜɚ ɣɨɝɨ ɦɨɬɨɪɧɿ ɤɚɬɟɪɢ ɪɨɡɬɢɧɚɸɬɶ ɯɜɢɥɿ 
ɩɪɢɬɨɤɢ, ɣ ɡɚ ɧɢɦɢ ɭ ɜɢɪɿ ɲɭɦɨɜɢɧɧɹ ɡɥɿɬɚɸɬɶ ɚɤɜɚɩɥɚɧɢ. ɉɨ ɫɭɛɨɬɚɦ ɿ 
ɧɟɞɿɥɹɯ ɣɨɝɨ "ɪɨɥɫ-ɪɨɣɫ" ɩɟɪɟɬɜɨɪɸɜɚɜɫɹ ɧɚ ɪɟɣɫɨɜɢɣ ɚɜɬɨɛɭɫ ɿ ɡ ɞɟɜ'ɹɬɨʀ 
ɪɚɧɤɭ ɞɨ ɩɿɡɧɶɨʀ ɧɨɱɿ ɜɨɡɢɜ ɝɨɫɬɟɣ ɡ ɦɿɫɬɚ ɱɢ ɞɨ ɦɿɫɬɚ, ɚ ɣɨɝɨ ɮɭɪɝɨɧɱɢɤ, 
ɦɨɜ ɩɪɭɞɤɢɣ ɠɨɜɬɢɣ ɠɭɤ, ɛɿɝɚɜ ɞɨ ɫɬɚɧɰɿʀ ɡɭɫɬɪɿɱɚɬɢ ɤɨɠɟɧ ɩɨʀɡɞ. Ⱥ ɭ 
ɩɨɧɟɞɿɥɨɤ ɜɨɫɶɦɟɪɨ ɫɥɭɝ, ɫɟɪɟɞ ɧɢɯ ɿ ɞɨɞɚɬɤɨɜɨ ɧɚɣɧɹɬɢɣ ɞɪɭɝɢɣ ɫɚɞɿɜ-
ɧɢɤ, ɛɪɚɥɢɫɹ ɡɚ ɲɜɚɛɪɢ, ɳɿɬɤɢ, ɦɨɥɨɬɤɢ ɣ ɫɚɞɨɜɿ ɧɨɠɢɰɿ ɿ ɰɿɥɢɣ ɞɟɧɶ ɭ 
ɩɨɬɿ ɱɨɥɚ ɭɫɭɜɚɥɢ ɫɥɿɞɢ ɜɱɨɪɚɲɧɿɯ ɪɭɣɧɭɜɚɧɶ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

VII. Every Friday five crates of oranges and lemons arrived from a 
fruiterer in New York - every Monday these same oranges and lemons left 
his back door in a pyramid of pulpless halves. There was a machine in the 
kitchen which could extract the juice of two hundred oranges in half an hour 
if a little button was pressed two hundred times by a butler's thumb. 

At least once a fortnight a corps of caterers came down with several 
hundred feet of canvas and enough colored lights to make a Christmas tree of 

Gatsby's enormous garden. On buffet tables, garnished with glistening hors-
d'oeuvre, spiced baked hams crowded against salads of harlequin designs 
and pastry pigs and turkeys bewitched to a dark gold. 

F. Scott Fitzgerald, "The Great Gatsby" 

ɓɨɩ'ɹɬɧɢɰɿ ɩ'ɹɬɶ ɹɳɢɤɿɜ ɚɩɟɥɶɫɢɧɿɜ ɬɚ ɥɢɦɨɧɿɜ ɩɪɢɛɭɜɚɥɢ ɜɿɞ ɩɨ-
ɫɬɚɱɚɥɶɧɢɤɚ ɡ ɇɶɸ-Ƀɨɪɤɚ, ɿ ɳɨɩɨɧɟɞɿɥɤɚ ɬɿ ɫɚɦɿ ɚɩɟɥɶɫɢɧɢ ɣ ɥɢɦɨɧɢ 
ɡɚɥɢɲɚɥɢ ɛɭɞɢɧɨɤ ɡ ɱɨɪɧɨɝɨ ɯɨɞɭ ɭ ɜɢɝɥɹɞɿ ɝɨɪɢ ɪɨɡɩɨɥɨɜɢɧɟɧɢɯ ɲɤɭ-
ɪɨɤ. ɇɚ ɤɭɯɧɿ ɫɬɨɹɥɚ ɦɚɲɢɧɚ, ɳɨ ɡɚ ɩɿɜɝɨɞɢɧɢ ɜɢɱɚɜɥɸɜɚɥɚ ɫɿɤ ɡ ɞɜɨɯ-
ɫɨɬ ɚɩɟɥɶɫɢɧɿɜ; ɞɥɹ ɰɶɨɝɨ ɬɪɟɛɚ ɛɭɥɨ ɬɿɥɶɤɢ ɞɜɿɫɬɿ ɪɚɡɿɜ ɧɚɬɢɫɧɭɬɢ ɩɚɥɶ-
ɰɟɦ ɧɚ ɤɧɨɩɤɭ. ɓɨɧɚɣɦɟɧɲɟ ɞɜɿɱɿ ɧɚ ɦɿɫɹɰɶ ɞɨ ɦɨɝɨ ɫɭɫɿɞɚ ɩɪɢʀɡɞɢɜ 
ɰɿɥɢɣ ɡɚɝɿɧ ɞɟɤɨɪɚɬɨɪɿɜ, ɹɤɿ ɩɪɢɜɨɡɢɥɢ ɤɿɥɶɤɚɫɨɬ ɦɟɬɪɿɜ ɛɪɟɡɟɧɬɭ ɣ ɬɚɤɭ 
ɠ ɤɿɥɶɤɿɫɬɶ ɪɿɡɧɨɤɨɥɿɪɧɢɯ ɥɚɦɩɨɱɨɤ, ɧɿɛɢ ɡɛɢɪɚɥɢɫɹ ɩɟɪɟɬɜɨɪɢɬɢ ɜɟɥɢ-
ɱɟɡɧɢɣ ɫɚɞ Ƚɟɬɫɛɿ ɧɚ ɪɿɡɞɜɹɧɭ ɹɥɢɧɤɭ. ɇɚ ɫɬɨɥɚɯ, ɦɿɠ ɩɪɢɧɚɞɧɢɯ ɡɚɤɭ-
ɫɨɤ, ɝɪɨɦɚɞɢɥɢɫɹ ɧɚɲɩɢɝɨɜɚɧɿ ɩɪɹɧɨɳɚɦɢ ɨɤɿɫɬɢ, ɩɿɫɬɪɹɜɿ, ɦɨɜ ɭɛɿɪ ɚɪ-
ɥɟɤɿɧɚ, ɫɚɥɚɬɢ, ɩɨɪɨɫɹɬɚ ɜ ɬɿɫɬɿ ɣ ɿɧɞɢɤɢ, ɜ ɱɚɪɨɞɿɣɫɶɤɢɣ ɫɩɨɫɿɛ ɩɟɪɟɬɜɨ-
ɪɟɧɿ ɧɚ ɱɟɪɜɨɧɟ ɡɨɥɨɬɨ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

VIII. On Sunday morning while church bells rang in the villages along-
shore, the world and its mistress returned to Gatsby's house and twinkled 
hilariously on his lawn. 

"He's a bootlegger '," said the young ladies, moving somewhere be-
tween his cocktails and his flowers. "One time he killed a man who had found 
out that he was nephew to Von Hindenburg 2 and second cousin to the devil. 
Reach me a rose, honey, and pour me a last drop into that there crystal glass." 

Once I wrote down on the empty spaces of a timetable the names of 
those who came to Gatsby's house that summer. It is an old timetable now, 
disintegrating at its folds, and headed "This schedule in effect July 5lh, 1922." 
But I can still read the gray names, and they will give you a better impression 
than my generalities of those who accepted Gatsby's hospitality and paid him 
the subtle tribute of knowing nothing whatever about him. 

F. Scott Fitzgerald, "The Great Gatsby" 

'ɛɭɬɥɟɝɟɪ, ɥɸɞɢɧɚ, ɹɤɚ ɬɨɪɝɭє ɤɨɧɬɪɚɛɚɧɞɧɢɦɢ ɫɩɢɪɬɧɢɦɢ 
ɧɚɩɨɹɦɢ. 

2ɉɚɭɥɶ ɮɨɧ Ƚɢɧɞɟɧɛɭɪɝ (1847—1934), ɝɟɪɦɚɧɫɶɤɢɣ ɜɿɣɫɶɤɨɜɢɣ ɿ 
ɞɟɪɠɚɜɧɢɣ ɞɿɹɱ; ɡ 1925 ɪ. - ɩɪɟɡɢɞɟɧɬ ɇɿɦɟɱɱɢɧɢ; ɭ 1933 ɪ. ɩɟɪɟɞɚɜ 
ɤɥɚɞɭ ɞɨ ɪɭɤ ɮɚɲɢɫɬɿɜ, ɞɨɪɭɱɢɜɲɢ Ƚɿɬɥɟɪɭ ɮɨɪɦɭɜɚɧɧɹ ɭɪɹɞɭ. 
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ɓɨɧɟɞɿɥɿ ɜɪɚɧɰɿ, ɤɨɥɢ ɰɟɪɤɨɜɧɿ ɞɡɜɨɧɢ ɳɟ ɥɭɧɚɥɢ ɜ ɩɪɢɛɟɪɟɠɢ 
ɦɿɫɬɟɱɤɚɯ, ɜɢɳɢɣ ɫɜɿɬ ɪɚɡɨɦ ɡ ɧɟɛɟɫɧɢɦ ɫɜɿɬɢɥɨɦ ɩɨɜɟɪɬɚɜɫɹ ɞɨ ɫɚɞɢ 
ɛɢ Ƚɟɬɫɛɿ ɣ ɜɟɫɟɥɢɦɢ ɛɥɢɫɤɿɬɤɚɦɢ ɪɨɡɫɢɩɚɜɫɹ ɧɚ ɣɨɝɨ ɬɪɚɜɧɢɤɭ. 

- ȼɿɧ ɛɭɬɥɟɝɟɪ, - ɩɟɪɟɦɨɜɥɹɥɢɫɶ ɸɧɿ ɞɚɦɢ, ɜɬɿɲɚɸɱɢɫɶ ɫɦɚɤɨɦ ɣɨɝɨ 
ɤɨɤɬɟɣɥɿɜ ɿ ɩɚɯɨɳɚɦɢ ɣɨɝɨ ɤɜɿɬɿɜ. - ȼɿɧ ɧɟɛɿɠ Ƚɿɧɞɟɧɛɭɪɝɚ ɣ ɬɪɨɸɪɿɞɧɢɣ 
ɛɪɚɬ ɫɚɦɨɝɨ ɫɚɬɚɧɢ, ɜɿɧ ɭɛɢɜ ɱɨɥɨɜɿɤɚ, ɹɤɢɣ ɥɚɞɟɧ ɛɭɜ ɜɢɤɪɢɬɢ ɣɨɝɨ. 
Ɂɿɪɜɢ ɦɟɧɿ ɝɚɪɧɟɧɶɤɭ ɬɪɨɹɧɞɭ, ɡɨɥɨɬɤɨ, ɣ ɧɚɥɢɣ ɦɟɧɿ ɳɟ ɤɨɜɬɨɱɨɤ ɭ ɬɨɣ 
ɤɪɢɲɬɚɥɟɜɢɣ ɤɟɥɢɯ. 

Ʉɨɥɢɫɶ ɹ ɩɨɱɚɜ ɡɚɩɢɫɭɜɚɬɢ ɦɿɠ ɪɹɞɤɚɦɢ ɡɚɥɿɡɧɢɱɧɨɝɨ ɪɨɡɤɥɚɞɭ ɿɦɟɧɚ 
ɝɨɫɬɟɣ, ɳɨ ɛɭɜɚɥɢ ɭ ɦɿɫɬɟɪɚ Ƚɟɬɫɛɿ ɬɨɝɨ ɥɿɬɚ. ɇɚ ɪɨɡɤɥɚɞɿ ɡɚɡɧɚɱɟɧɨ: "ɑɢɧ-
ɧɢɣ ɡ 5 ɥɢɩɧɹ 1922 ɪɨɤɭ", ɜɿɧ ɞɚɜɧɨ ɡɚɫɬɚɪɿɜ ɿ ɜɠɟ ɪɨɡɫɢɩɚєɬɶɫɹ. Ⱥɥɟ ɜɢɰɜɿɥɿ 
ɡɚɩɢɫɢ ɜɫɟ ɳɟ ɦɨɠɧɚ ɪɨɡɿɛɪɚɬɢ, ɿ ɜɨɧɢ ɤɪɚɳɟ, ɧɿɠ ɦɨʀ ɩɨɜɟɪɯɨɜɿ ɫɩɨɫɬɟɪɟ-
ɠɟɧɧɹ, ɩɨɤɚɠɭɬɶ ɜɚɦ, ɹɤɿ ɥɸɞɢ ɤɨɪɢɫɬɭɜɚɥɢɫɹ ɝɨɫɬɢɧɧɿɫɬɸ Ƚɟɬɫɛɿ, ɥɸ-
ɛ'ɹɡɧɨ ɜɿɞɞɹɱɭɸɱɢ ɝɨɫɩɨɞɚɪɟɜɿ ɬɢɦ, ɳɨ ɧɿɱɨɝɿɫɿɧɶɤɨ ɩɪɨ ɧɶɨɝɨ ɧɟ ɡɧɚɥɢ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

IX. "І love to see you at my table, Nick. You remind me of a - of a rose, 
an absolute rose. Doesn't he?" She turned to Miss Baker for confirmation: 
"An absolute rose?" 

This was untrue. I am not even faintly like a rose. She was only extempoz-
ing, but a stirring warmth flowed from her, as if her heart was trying to come 
out to you concealed in one of those breathless, thrilling words. Then suddenly 
she threw her napkin on the table and excused herself and went into the house. 

Miss Baker and I exchanged a short glance consciously devoid of mean-
ing. I was about to speak when she sat up alertly and said "Sh!" in a warning 
voice. A subdued impassioned murmur was audible in the room beyond, and 
Miss Baker leaned forward unashamed, trying to hear. 

F. Scott Fitzgerald, "The Great Gatsby" 

~ əɤ ɦɟɧɿ ɩɪɢєɦɧɨ ɛɚɱɢɬɢ ɬɟɛɟ ɡɚ ɧɚɲɢɦ ɫɬɨɥɨɦ, ɇɿɤɭ! Ɂɧɚєɲ, ɬɢ 
ɫɯɨɠɢɣ ɧɚ... ɧɚ ɬɪɨɹɧɞɭ, ɬɚɤ, ɫɚɦɟ ɧɚ ɬɪɨɹɧɞɭ. ɉɪɚɜɞɚ ɠ? - ɡɜɟɪɧɭɥɚɫɹ 
ɜɨɧɚ ɞɨ ɦɿɫ Ȼɟɣɤɟɪ, ɲɭɤɚɸɱɢ ɜ ɧɟʀ ɩɿɞɬɜɟɪɞɠɟɧɧɹ. - ɉɪɚɜɞɚ ɠ, ɜɿɧ -
ɫɩɪɚɜɠɧɹ ɬɪɨɹɧɞɚ? 

ɐɟ ɛɭɥɚ ɧɟɩɪɚɜɞɚ. ə ɧɚɜɿɬɶ ɜɿɞɞɚɥɟɧɨ ɧɟ ɫɯɨɠɢɣ ɧɚ ɬɪɨɹɧɞɭ. ȼɨɧɚ 
ɝɨɜɨɪɢɥɚ, ɳɨ ɧɚ ɞɭɦɤɭ ɫɩɥɢɜɟ, ɚɥɟ ɜɿɞ ɧɟʀ ɜɿɹɥɨ ɡɜɨɪɭɲɥɢɜɢɦ ɬɟɩɥɨɦ, 
ɧɟɧɚɱɟ ɫɟɪɰɟ ʀʀ ɩɨɪɢɜɚɥɨɫɹ ɧɚɡɨɜɧɿ ɡ ɩɨɬɨɤɨɦ ɰɢɯ ɝɚɪɹɱɤɨɜɢɯ, ɛɟɧɬɟɠɧɢɯ 
ɫɥɿɜ. Ⱥ ɩɨɬɿɦ ɜɨɧɚ ɪɚɩɬɨɦ ɤɢɧɭɥɚ ɫɟɪɜɟɬɤɭ ɧɚ ɫɬɿɥ, ɜɢɛɚɱɢɥɚɫɶ ɿ ɬɟɠ 
ɡɧɢɤɥɚ ɭ ɜɿɬɚɥɶɧɿ. 
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Ɇɢ ɡ ɦɿɫ Ȼɟɣɤɟɪ ɨɛɦɿɧɹɥɢɫɹ ɲɜɢɞɤɢɦɢ ɩɨɝɥɹɞɚɦɢ, ɡɭɦɢɫɧɟ ɩɨɡɛɚɜ-
ɥɟɧɢɦɢ ɛɭɞɶ-ɹɤɨɝɨ ɜɢɪɚɡɭ. ə ɯɨɬɿɜ ɳɨɫɶ ɫɤɚɡɚɬɢ, ɚɥɟ ɜɨɧɚ, ɫɬɪɿɩɨɧɭɜ-
ɲɢɫɶ, ɧɚɲɨɪɨɲɢɥɚɫɹ ɣ ɡɚɫɬɟɪɟɠɥɢɜɨ ɰɢɬɶɧɭɥɚ ɧɚ ɦɟɧɟ. ɉɪɢɬɢɲɟɧɿ, ɫɯɜɢ-
ɥɶɨɜɚɧɿ ɝɨɥɨɫɢ ɞɨɥɢɧɭɥɢ ɞɨ ɧɚɫ ɿɡ ɜɿɬɚɥɶɧɿ, ɣ ɦɿɫ Ȼɟɣɤɟɪ ɩɨɞɚɥɚɫɹ ɜɫɿɦ 
ɬɿɥɨɦ ɭɩɟɪɟɞ, ɛɟɡɫɨɪɨɦɧɨ ɩɪɢɫɥɭɯɚɸɱɢɫɶ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

X. By seven o'clock the orchestra has arrived, no thin five-piece affair, 
but a whole pitful of oboes and trombones and saxophones and viols and 
cornets and piccolos, and low and high drums. The last swimmers have come 
in from the beach now and are dressing up-stairs; the cars from New York 
are parked five deep in the drive, and already the halls and salons and veran 
das are gaudy with primary colors, and hair shorn in strange new ways, and 
shawls beyond the dreams of Castile. The bar is in full swing, and floating 
rounds of cocktails permeate the garden outside, until the air is alive with chat 
ter and laughter, and casual innuendo and introductions forgotten on the spot, 
and enthusiastic meetings between women who never knew other's names. 

F. Scott Fitzgerald, "The Great Gatsby" 

Ɉ ɫɶɨɦɿɣ ɩɪɢɛɭɜɚє ɨɪɤɟɫɬɪ - ɧɟ ɹɤɢɣɫɶ ɬɚɦ ɠɚɥɸɝɿɞɧɢɣ ɤɜɿɧɬɟɬ, ɚ ɭ 
ɩɨɜɧɨɦɭ ɫɤɥɚɞɿ: ɿ ɝɨɛɨʀ, ɿ ɬɪɨɦɛɨɧɢ, ɿ ɫɚɤɫɨɮɨɧɢ, ɿ ɚɥɶɬɢ, ɿ ɤɨɪɧɟɬɢ, ɿ ɮɥɟɣ-
ɬɢ, ɿ ɜɟɥɢɤɿ ɬɚ ɦɚɥɿ ɛɚɪɚɛɚɧɢ. ɇɚ ɰɟɣ ɱɚɫ ɨɫɬɚɧɧɿ ɩɥɹɠɧɢɤɢ, ɩɨɜɟɪɧɭɜ-
ɲɢɫɶ ɡ ɛɟɪɟɝɚ, ɜɠɟ ɨɞɹɝɚɸɬɶɫɹ ɧɚɝɨɪɿ; ɦɚɲɢɧɢ ɡ ɧɶɸ-ɣɨɪɤɫɶɤɢɦɢ ɧɨ-
ɦɟɪɚɦɢ ɜɢɲɢɤɭɜɚɥɢɫɹ ɩɟɪɟɞ ɛɭɞɢɧɤɨɦ ɭ ɩ'ɹɬɶ ɪɹɞɿɜ, ɿ ɜ ɡɚɥɚɯ, ɭ ɜɿɬɚɥɶ-
ɧɹɯ, ɧɚ ɜɟɪɚɧɞɚɯ, ɳɨ ɦɿɧɹɬɶɫɹ ɜɫɿɦɚ ɛɚɪɜɚɦɢ ɜɟɫɟɥɤɢ, ɦɨɠɧɚ ɩɨɛɚɱɢɬɢ 
ɡɚɱɿɫɤɢ, ɡɪɨɛɥɟɧɿ ɡɚ ɨɫɬɚɧɧɿɦ ɤɪɢɤɨɦ ɦɨɞɢ, ɿ ɲɚɥɿ, ɹɤɿ ɧɟ ɫɧɢɥɢɫɹ ɧɚɜɿɬɶ 
ɤɚɫɬɿɥɶɫɶɤɢɦ ɦɨɞɧɢɰɹɦ. Ȼɚɪɦɟɧɢ ɬɿɥɶɤɢ ɜɫɬɢɝɚɸɬɶ ɧɚɥɢɜɚɬɢ, ɬɚɰɿ ɡ ɤɨɤ-
ɬɟɣɥɹɦɢ ɩɪɨɩɥɢɜɚɸɬɶ ɦɿɠ ɞɟɪɟɜɚɦɢ ɫɚɞɭ, ɿ ɜɠɟ ɫɚɦɟ ɩɨɜɿɬɪɹ ɫɬɚє ɩ'ɹɧ-
ɤɢɦ ɿ ɞɡɜɿɧɤɢɦ ɜɿɞ ɝɨɜɨɪɭ ɣ ɫɦɿɯɭ, ɩɨɛɿɠɧɨɝɨ ɨɛɦɿɧɭ ɧɨɜɢɧɚɦɢ, ɫɯɨɠɢɦɢ 
ɧɚ ɩɥɿɬɤɢ, ɩɨɛɿɠɧɢɯ ɡɧɚɣɨɦɫɬɜ, ɳɨ ɡɚ ɯɜɢɥɢɧɭ ɛɭɞɭɬɶ ɡɚɛɭɬɿ, ɣ ɩɚɥɤɢɯ 
ɜɿɬɚɧɶ, ɹɤɢɦɢ ɨɛɦɿɧɸɸɬɶɫɹ ɞɚɦɢ, ɳɨ ɧɿɤɨɥɢ ɧɟ ɡɧɚɥɢ ɨɞɧɚ ɨɞɧɭ ɧɚ ɿɦ'ɹ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

XI. The day-coach - he was penniless now - was hot. He went out to 
the open vestibule and sat down on a folding-chair, and the station slid away 
and the backs of unfamiliar buildings moved by. Then out into the spring 
fields, where a yellow trolley raced them for a minute with the people in it 
who might once have seen the pale magic of her face along the casual street. 

201 



The track curved and now it was going away from the sun, which, as 
sank lower, seemed to spread itself in benediction over the vanishing ci 
where she had drawn her breath. He stretched out his hand desperately as 
to snatch only a wisp of air, to save a fragment of the spot that she had made 
lovely for him. 

F. Scott Fitzgerald, "The Great Gatsby" 

ȼ ɫɢɞɹɱɨɦɭ ɜɚɝɨɧɿ - ɧɚ ɤɪɚɳɢɣ ɤɜɢɬɨɤ ɣɨɦɭ ɧɟ ɜɢɫɬɚɱɢɥɨ ɝɪɨɲɟɣ -
ɛɭɥɨ ɡɚɞɭɲɧɨ. ȼɿɧ ɜɢɣɲɨɜ ɧɚ ɜɿɞɤɪɢɬɭ ɩɥɨɳɚɞɤɭ ɣ ɫɿɜ ɧɚ ɜɿɞɤɢɞɧɢɣ 
ɫɬɿɥɟɰɶ. ɋɬɚɧɰɿɹ ɜɿɞɩɥɢɜɥɚ ɧɚɡɚɞ, ɡɚɦɟɥɶɤɚɥɢ ɝɥɭɯɿ ɫɬɿɧɢ ɹɤɢɯɨɫɶ ɧɟɡɧɚɣɨ-
ɦɢɯ ɛɭɞɢɧɤɿɜ. ɉɨɬɿɦ ɜɿɞɤɪɢɜɫɹ ɩɪɨɫɬɿɪ ɜɟɫɧɹɧɨɝɨ ɩɨɥɹ, ɹɤɢɦ ɛɿɝ, ɧɟɦɨɜ-
ɛɢ ɧɚɜɜɢɩɟɪɟɞɤɢ ɡ ɩɨʀɡɞɨɦ, ɠɨɜɬɢɣ ɬɪɚɦɜɚɣ; ɦɨɠɥɢɜɨ, ɤɨɦɭɫɶ ɿɡ ɥɸɞɟɣ 
ɭ ɧɶɨɦɭ ɬɪɚɩɥɹɥɨɫɹ ɛɚɱɢɬɢ ɧɚ ɜɭɥɢɰɿ ʀʀ ɱɚɪɿɜɧɨ ɛɥɿɞɟ ɨɛɥɢɱɱɹ. 

Ɋɟɣɤɢ ɡɚɜɟɪɧɭɥɢ, ɣ ɩɨʀɡɞ ɩɨɛɿɝ ɝɟɬɶ ɜɿɞ ɫɨɧɰɹ, ɚ ɫɨɧɰɟ, ɜɠɟ ɯɢɥɹɱɢɫɶ 
ɞɨ ɡɚɯɨɞɭ, ɦɨɜɛɢ ɩɪɨɫɬɹɝɚɥɨɫɹ ɜ ɛɥɚɝɨɫɥɨɜɟɧɧɿ ɧɚɞ ɦɿɫɬɨɦ, ɳɨ ɡɧɢɤɚɥɨ, 
ɦɿɫɬɨɦ, ɩɨɜɿɬɪɹɦ ɹɤɨɝɨ ɞɢɯɚɥɚ ɜɨɧɚ. ȼɿɧ ɪɨɡɩɚɱɥɢɜɨ ɩɪɨɫɬɹɝ ɪɭɤɭ, ɧɿɛɢ 
ɯɨɬɿɜ ɡɚɯɨɩɢɬɢ ɩɪɢɝɨɪɳɭ ɩɨɜɿɬɪɹ, ɡɚɛɪɚɬɢ ɡ ɫɨɛɨɸ ɱɚɫɬɨɱɤɭ ɰɶɨɝɨ ɦɿɫɬɚ, 
ɨɫɜɹɱɟɧɨɝɨ ʀʀ ɩɪɢɫɭɬɧɿɫɬɸ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

XII. Outside the wind was loud and there was a faint flow of thunder 
along the Sound. All the lights were going on in West Egg now; the electric 
trains, men-carrying, were plunging home through the rain from New York. It 
was trie hour of a profound human change, and excitement was generating 
on the air. 

As I went over to say good-by I saw that the expression of bewilder-
ment had come back into Gatsby's face, as though a faint doubt had occurred 
to him as to the quality of his present happiness. Almost five years! There 
must have been moments even that afternoon when Daisy tumbled short his 
dreams - not through her own fault, but because of the colossal vitality of his 
illusion. It had gone beyond her, beyond everything. He had thrown himself 
into it with a creative passion, adding to it all the time, decking it out with 
every bright feather that drifted his way. 

E Scott Fitzgerald, "The Great Gatsby" 

Ɂɚ ɜɿɤɧɚɦɢ ɡɚɜɢɜɚɜ ɜɿɬɟɪ, ɿ ɞɟɫɶ ɞɚɥɟɤɨ ɧɚɞ ɩɪɨɬɨɤɨɸ ɪɨɡɥɹɝɚɜɫɹ 
ɝɭɪɤɿɬ ɝɪɨɦɭ. ɍ ȼɟɫɬ-ȿɝɝɭ ɜɠɟ ɫɜɿɬɢɥɢɫɹ ɜɫɿ ɜɨɝɧɿ; ɩɟɪɟɩɨɜɧɟɧɿ ɟɥɟɤɬ- 

ɪɢɱɤɢ ɡ ɇɶɸ-Ƀɨɪɤɚ ɪɨɡɬɢɧɚɥɢ ɡɚɜɿɫɭ ɞɨɳɭ. ɐɟ ɛɭɥɚ ɝɨɞɢɧɚ, ɤɨɥɢ ɳɨɫɶ 
ɡɦɿɧɸєɬɶɫɹ, ɳɨɫɶ ɨɧɨɜɥɸєɬɶɫɹ ɜ ɥɸɞɢɧɿ ɿ ɜ ɩɨɜɿɬɪɿ ɫɬɪɭɦɭє ɧɟɫɩɨɤɿɣ. 

ɉɿɞɿɣɲɨɜɲɢ ɩɪɨɳɚɬɢɫɶ, ɹ ɡɧɨɜɭ ɩɨɛɚɱɢɜ ɧɚ ɨɛɥɢɱɱɿ Ƚɟɬɫɛɿ ɬɿɧɶ ɪɨɡ-
ɝɭɛɥɟɧɨɫɬɿ - ɧɟɧɚɱɟ ɜ ɞɭɲɭ ɣɨɦɭ ɡɚɤɪɚɜɫɹ ɫɭɦɧɿɜ ɳɨɞɨ ɩɨɜɧɨɬɢ ɜɿɞɧɚɣ-
ɞɟɧɨɝɨ ɳɚɫɬɹ. Ɇɚɣɠɟ ɩ'ɹɬɶ ɪɨɤɿɜ! ɉɟɜɧɨ, ɫɶɨɝɨɞɧɿ ɜɠɟ ɬɪɚɩɥɹɥɢɫɹ ɯɜɢ-
ɥɢɧɢ, ɤɨɥɢ ɫɩɪɚɜɠɧɹ Ⱦɟɣɡɿ ɩɪɨɝɪɚɜɚɥɚ ɭ ɩɨɪɿɜɧɹɧɧɿ ɡ Ⱦɟɣɡɿ ɨɦɪɿɹɧɨɸ, - ɿ 
ɫɩɪɚɜɚ ɬɭɬ ɛɭɥɚ ɧɟ ɜ ɧɿɣ, ɚ ɜ ɞɢɜɨɜɢɠɧɿɣ ɫɢɥɿ ɭɹɜɢ. ȼɢɬɜɿɪ ɣɨɝɨ ɭɹɜɢ ɛɭɜ 
ɧɟ ɩɪɨɫɬɨ ɤɪɚɳɢɣ ɡɚ Ⱦɟɣɡɿ, ɜɿɧ ɛɭɜ ɧɟɞɨɫɹɠɧɢɣ. ɀɢɜɭɱɢ ɫɜɨєɸ ɦɪɿєɸ, 
Ƚɟɬɫɛɿ ɜɟɫɶ ɱɚɫ ɧɚɬɯɧɟɧɧɨ ɡɛɚɝɚɱɭɜɚɜ ʀʀ, ɨɡɞɨɛɥɸɸɱɢ ɤɨɠɧɨɸ ɹɫɤɪɚɜɨɸ 
ɩɿɪ'ʀɧɤɨɸ, ɳɨ ɩɨɬɪɚɩɥɹɥɚ ɣɨɦɭ ɞɨ ɪɭɤ. 

ɉɟɪɟɤɥɚɞ Ɇɚɪɚ ɉɿɧɱɟɜɫɶɤɨɝɨ 

XIII. There was not a breath of air moving, nor a sound but that of the 
surf booming half a mile away along the beaches and against the rocks out-
side. A peculiar stagnant smell hung over the anchorage - a smell of sodden 
leaves and rotting tree trunks. I observed the doctor sniffing and sniffing, like 
some one tasting a bad egg. 

"I don't know about treasure," he said, "but I'll stake my wig there's 
fever here." 

If the conduct of the men had been alarming in the boat, it became truly 
threatening when they had come aboard. They lay about the deck growling 
together in talk. The slightest order was received with a black look, and grudg-
ingly and carelessly obeyed. Even the honest hands must have caught the 
infection, for there was not one man aboard to mend another. Mutiny, it was 
plain, hung over us like a thunder-cloud. 

R. L. Stevenson, "Treasure Island" 

ɀɨɞɟɧ ɡɜɭɤ, ɠɨɞɟɧ ɩɨɞɭɜ ɜɿɬɟɪɰɹ ɧɟ ɩɨɪɭɲɭɜɚɥɢ ɦɟɪɬɜɨʀ ɬɢɲɿ. Ɍɿɥɶɤɢ 
ɡɞɚɥɟɤɭ, ɡ ɿɧɲɨɝɨ ɤɿɧɰɹ ɨɫɬɪɨɜɚ, ɫɸɞɢ ɞɨɥɢɧɚɜ ɝɥɭɯɢɣ ɲɭɦ ɩɪɢɛɨɸ, ɳɨ 
ɪɨɡɛɢɜɚɜɫɹ ɨɛ ɫɤɟɥɿ. ɍ ɩɨɜɿɬɪɿ ɱɭɜɫɹ ɹɤɢɣɫɶ ɨɫɨɛɥɢɜɢɣ, ɝɧɢɥɢɣ ɡɚɩɚɯ -
ɡɚɩɚɯ ɩɪɿɥɨɝɨ ɥɢɫɬɹ ɿ ɬɪɭɯɥɨɝɨ ɞɟɪɟɜɚ. ə ɩɨɦɿɬɢɜ, ɳɨ ɥɿɤɚɪ ɜɫɟ ɩɪɢɧɸ-
ɯɭєɬɶɫɹ ɿ ɩɪɢɧɸɯɭєɬɶɫɹ, ɧɟɧɚɱɟ ɩɟɪɟɞ ɧɢɦ ɛɭɥɨ ɬɭɯɥɟ ɹɣɰɟ. 

- ɇɟ ɡɧɚɸ, ɱɢ є ɬɭɬ ɫɤɚɪɛ, - ɩɪɨɛɭɪɦɨɬɿɜ ɜɿɧ, - ɚɥɟ ɪɭɱɭɫɹ ɫɜɨєɸ 
ɩɟɪɭɤɨɸ, ɳɨ ɩɪɨɩɚɫɧɢɰɹ є. 

ɉɨɜɟɞɿɧɤɚ ɤɨɦɚɧɞɢ, ɳɨ ɧɟɩɨɤɨʀɥɚ ɦɟɧɟ ɳɟ ɧɚ ɲɥɸɩɰɿ, ɫɬɚɥɚ ɩɪɹɦɨ-
ɬɚɤɢ ɡɚɝɪɨɡɥɢɜɚ, ɤɨɥɢ ɦɢ ɩɨɜɟɪɧɭɥɢɫɹ ɧɚ ɤɨɪɚɛɟɥɶ. Ɇɚɬɪɨɫɢ ɜɟɲɬɚɥɢɫɹ 
ɩɨ ɩɚɥɭɛɿ ɿ ɩɪɨ ɳɨɫɶ ɬɢɯɨ ɩɟɪɟɦɨɜɥɹɥɢɫɹ. Ʉɨɠɟɧ ɧɚɤɚɡ ɡɭɫɬɪɿɱɚɥɢ ɧɟ-
ɡɚɞɨɜɨɥɟɧɨ ɿ ɜɢɤɨɧɭɜɚɥɢ ɧɟɨɯɨɱɟ. ɇɚɜɿɬɶ ɧɚɣɧɚɞɿɣɧɿɲɿ ɦɚɬɪɨɫɢ ɡɚɪɚɡɢ- 
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ɥɢɫɹ ɰɢɦ ɧɚɫɬɪɨɟɦ, ɿ ɧɿɤɨɦɭ ɛɭɥɨ ɡɚɤɥɢɤɚɬɢ ʀɯ ɞɨ ɩɨɪɹɞɤɭ. ɇɚɡɪɿɜɚɜ ɛɭɧɬ 
ɿ ɰɹ ɡɚɝɪɨɡɚ ɧɚɜɢɫɥɚ ɧɚɞ ɧɚɦɢ, ɧɚɱɟ ɝɪɨɡɨɜɚ ɯɦɚɪɚ. 

ɉɟɪɟɤɥɚɞ ɘɪɿɹ Ʉɨɪɟɰɶɤɨɝɨ 

XIV. By this time the schooner and her little consort were gliding pretty 
swiftly through the water; indeed, we had already fetched up level with the 
camp fire. The ship was talking, as sailors say, loudly, treading the innumera 
ble ripples with an incessant weltering splash; and until I got my eye above 
the window-sill I could not comprehend why the watchmen had taken no 
alarm. One glance, however, was sufficient; and it was only one glance that 
I durst take from that unsteady skiff. It showed me Hands and his companion 
locked together in deadly wrestle, each with a hand upon the other's throat. 

I dropped upon the thwart again, none too soon, for I was near over-
board. I could see nothing for the moment but these two furious, encrimsoned 
faces, swaying together under the smoky lamp; and I shut my eyes to let 
them grow once more familiar with the darkness. 

R. L. Stevenson, "Treasure Island" 

Ɍɢɦ ɱɚɫɨɦ ɲɯɭɧɚ ɿ ʀʀ ɫɭɩɭɬɧɢɤ - ɦɿɣ ɱɨɜɧɢɤ - ɲɜɢɞɤɨ ɦɱɚɥɢ ɡɚ 
ɬɟɱɿєɸ. Ɇɢ ɜɠɟ ɩɨɪɿɜɧɹɥɢɫɹ ɡ ɛɚɝɚɬɬɹɦ ɧɚ ɛɟɪɟɡɿ. ɋɭɞɧɨ "ɡɚɝɨɜɨɪɢɥɨ", 
ɹɤ ɤɚɠɭɬɶ ɦɨɪɹɤɢ, ɬɨɛɬɨ ɩɨɱɚɥɨ ɲɭɦɧɨ ɪɨɡɪɿɡɚɬɢ ɯɜɢɥɿ, ɿ, ɩɨɤɢ ɹ ɧɟ ɡɚ-
ɡɢɪɧɭɜ ɭ ɜɿɤɨɧɰɟ, ɹ ɧɟ ɦɿɝ ɡɛɚɝɧɭɬɢ, ɱɨɦɭ ɩɿɪɚɬɢ ɧɟ ɡɞɿɣɦɚɸɬɶ ɬɪɢɜɨɝɢ. 
Ȼɨɹɱɢɫɶ ɩɟɪɟɤɢɧɭɬɢɫɶ, ɹ ɡɚɡɢɪɧɭɜ ɭ ɤɚɸɬɭ ɬɿɥɶɤɢ ɨɞɢɧ ɪɚɡ, ɚɥɟ ɣ ɰɶɨɝɨ 
ɛɭɥɨ ɞɨɫɢɬɶ, ɳɨɛ ɭɫɟ ɡɪɨɡɭɦɿɬɢ. Іɡɪɚɟɥɶ Ƚɟɧɞɫ ɿ ɣɨɝɨ ɬɨɜɚɪɢɲ, ɭɯɨɩɢɜɲɢ 
ɨɞɢɧ ɨɞɧɨɝɨ ɡɚ ɝɨɪɥɹɧɤɢ, ɛɢɥɢɫɹ ɧɟ ɧɚ ɠɢɬɬɹ, ɚ ɧɚ ɫɦɟɪɬɶ. 

ə ɲɜɢɞɤɨ ɫɥɢɡɧɭɜ ɧɚɡɚɞ ɭ ɱɨɜɧɢɤ. ɓɟ ɫɟɤɭɧɞɚ, ɿ ɜɿɧ ɛɢ ɩɟɪɟɤɢɧɭɜ-
ɫɹ. ȼ ɨɱɚɯ ɭ ɦɟɧɟ ɜɫɟ ɳɟ ɦɢɝɨɬɿɥɢ ɥɸɬɿ, ɧɚɥɢɬɿ ɤɪɨɜ'ɸ ɨɛɥɢɱɱɹ ɩɿɪɚɬɿɜ, 
ɨɫɜɿɬɥɟɧɿ ɬɶɦɹɧɢɦ ɫɜɿɬɥɨɦ ɥɚɦɩɢ. ə ɧɚɜɿɬɶ ɡɚɩɥɸɳɢɜ ɨɱɿ, ɳɨɛ ɜɿɞɿɝɧɚɬɢ 
ɜɿɞ ɫɟɛɟ ɰɟ ɠɚɯɥɢɜɟ ɜɢɞɨɜɢɳɟ. 

ɉɟɪɟɤɥɚɞ ɘɪɿɹ Ʉɨɪɟɰɶɤɨɝɨ 

XV. There was a great, smooth swell upon the sea. The wind blowing 
steady and gentle from the south, there was no contrariety between that and 
the current, and the billows rose and fell unbroken. 

Had it been otherwise, I must long ago have perished; but as it was, it is 
surprising how easily and securely my little boat could ride. Often, as I lay still 
at the bottom, and kept no more than an eye above the gun-wale, I would see 
a big blue summit heaving close above me; yet the coracle would but bounce 

a little, dance as if on springs, and subside on the other side into the trough as 
lightly as a bird. 

.. .And I had hardly moved before the boat, giving up at once her gentle 
dancing movement, ran straight down a slope of water so steep that it made 
me giddy, and struck her nose, with a spout of spray, deep into the side of the 
next wave. [...] It was plain she was not to be interfered with, and at that 
rate, since I could in no way influence her course, what hope had 1 left of 
reaching land? 

R. L. Stevenson, "Treasure Island" 

ɇɚ ɦɨɪɿ ɛɭɥɚ ɦɟɪɬɜɚ ɯɜɢɥɹ. Ʉɨɥɢ ɛ ɜɿɬɟɪ ɛɭɜ ɩɨɪɢɜɱɚɫɬɢɣ, ɹ ɛ ɭɠɟ 
ɞɚɜɧɨ ɩɨɬɨɧɭɜ. Ɍɚ ɧɚɜɿɬɶ ɩɪɢ ɰɶɨɦɭ ɪɿɜɧɨɦɭ ɜɿɬɪɨɜɿ ɦɨɠɧɚ ɛɭɥɨ ɬɿɥɶɤɢ 
ɞɢɜɭɜɚɬɢɫɶ, ɹɤ ɥɟɝɤɨ ɣ ɜɿɥɶɧɨ ɣɞɟ ɦɿɣ ɦɚɥɟɧɶɤɢɣ ɱɨɜɧɢɤ. Ʌɟɠɚɱɢ ɧɚ ɣɨɝɨ 
ɞɧɿ, ɹ ɧɟ ɪɚɡ ɛɚɱɢɜ, ɹɤ ɜɟɥɢɱɟɡɧɚ ɛɥɚɤɢɬɧɚ ɯɜɢɥɹ ɝɨɬɨɜɚ ɛɭɥɚ ɩɨɝɥɢɧɭɬɢ 
ɦɟɧɟ. Ⱥɥɟ ɦɿɣ ɱɨɜɧɢɤ, ɩɿɞɫɬɪɢɛɭɸɱɢ, ɧɟɦɨɜ ɧɚ ɩɪɭɠɢɧɚɯ, ɥɟɝɤɨ ɡɥɿɬɚɜ ɧɚ 
ɝɪɟɛɿɧɶ ɿ ɩɥɚɜɧɨ ɫɩɭɫɤɚɜɫɹ ɜɧɢɡ, ɧɚɱɟ ɩɬɚɯ. 

...Ⱦɨɫɢɬɶ ɦɟɧɿ ɛɭɥɨ ɜɨɪɭɯɧɭɬɢɫɶ, ɹɤ ɜɿɧ ɡɚɦɿɫɬɶ ɬɨɝɨ, ɳɨɛ ɩɥɚɜɧɨ 
ɫɩɭɫɬɢɬɢɫɹ, ɬɚɤ ɲɜɢɞɤɨ ɿ ɤɪɭɬɨ ɡɥɿɬɚɜ ɡ ɝɪɟɛɟɧɹ ɯɜɢɥɶ ɿ, ɪɨɡɤɢɞɚɸɱɢ 
ɛɪɢɡɤɢ, ɡɚɧɭɪɸɜɚɜɫɹ ɧɨɫɨɦ ɭ ɜɨɞɭ, ɳɨ ɭ ɦɟɧɟ ɝɨɥɨɜɚ ɣɲɥɚ ɨɛɟɪɬɨɦ. 
[...] Ɇɟɧɿ ɫɬɚɥɨ ɹɫɧɨ, ɳɨ ɜɟɫɥɭɜɚɬɢ ɧɟ ɦɨɠɧɚ. Ⱥɥɟ ɹɤ ɠɟ ɹ ɦɿɝ ɬɨɞɿ 
ɫɩɨɞɿɜɚɬɢɫɹ ɞɨɛɪɚɬɢɫɶ ɞɨ ɛɟɪɟɝɚ? 

ɉɟɪɟɤɥɚɞ ɘɪɿɹ Ʉɨɪɟɰɶɤɨɝɨ 

XVI. John de Graffenreid Atwood ate of the lotus, root, stem, and flow-
er. The tropics gobbled him up. He plunged enthusiastically into his work, 
which was to try to forget Rosine. 

Now, they who dine on the lotus rarely consume it plain. There is a sauce 
au diable that goes with it; and the distillers are the chefs who prepare it. And 
on Johnny's menu card it read "brandy." With a bottle between them, he and 
Billy Keogh would sit on the porch of the little consulate at night and roar out 
great, indecorous songs, until the natives, slipping hastily past, would shrug a 
shoulder and mutter things to themselves about the "Americanos diablos." 

...Johnny was in that phase of lotus-eating when all the world tastes 
bitter in one's mouth. 

O. Henry, "Shoes" 

Ⱦɠɨɧ ɞɟ Ƚɪɚɮɮɟɧɪɿɞ ȿɬɜɭɞ ɫɤɭɲɬɭɜɚɜ ɥɨɬɨɫɚ. ȼɿɧ ʀɜ ɿ ɤɨɪɿɧɶ, ɿ ɫɬɟɛɥɨ, 
ɣ ɤɜɿɬɤɭ. Ɍɪɨɩɿɤɢ ɩɨɝɥɢɧɭɥɢ ɣɨɝɨ. Іɡ ɡɚɩɚɥɨɦ ɜɿɧ ɭɡɹɜɫɹ ɞɨ ɪɨɛɨɬɢ. Ⱥ 
Ɋɨɛɨɬɚ ɜ ɧɶɨɝɨ ɛɭɥɚ ɨɞɧɚ: ɫɩɪɨɛɭɜɚɬɢ ɡɚɛɭɬɢ Ɋɨɡɿɧɭ. 
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Ɍɿ, ɯɬɨ ɫɩɨɠɢɜɚє ɥɨɬɨɫ, ɪɿɞɤɨ ʀɞɹɬɶ ɣɨɝɨ ɛɟɡ ɩɪɢɩɪɚɜɢ. Ⱥ ɩɪɢɩɪɚɜɚ 
ɞɨ ɧɶɨɝɨ - ɩɿɞɥɢɜɤɚ au diable', ɿ ɝɨɬɭɸɬɶ ʀʀ ɧɟ ɤɭɯɚɪɿ, ɚ ɜɢɧɨɤɭɪɢ. ɍ ɦɟɧɸ 
Ⱦɠɨɧɧɿ ɰɹ ɩɪɢɩɪɚɜɚ ɧɚɡɢɜɚɥɚɫɶ "ɤɨɧɶɹɤ" . ɍɫɿ ɜɟɱɨɪɢ Ⱦɠɨɧɧɿ ɬɚ Ȼɿɥɥɿ 
Ʉɣɨɭ ɩɪɨɫɢɞɠɭɜɚɥɢ ɡɚ ɩɥɹɲɤɨɸ ɧɚ ɜɟɪɚɧɞɿ ɤɨɧɫɭɥɶɫɶɤɨɝɨ ɛɭɞɢɧɨɱɤɚ 
ɬɚɤ ɝɨɥɨɫɧɨ ɜɢɫɩɿɜɭɸɱɢ ɞɨɜɠɟɥɟɡɧɿ ɧɟɩɪɢɫɬɨɣɧɿ ɩɿɫɧɿ, ɳɨ ɬɭɛɿɥɶɰɿ, ɲɜɢɞ-
ɤɨ ɦɢɧɚɸɱɢ ɜɟɪɚɧɞɭ, ɬɿɥɶɤɢ ɡɧɢɡɭɜɚɥɢ ɩɥɟɱɢɦɚ ɣ ɛɭɪɦɨɬɿɥɢ ɳɨɫɶ ɩɪɨ 
"Americanos diablos"2. 

...Ⱦɠɨɧɧɿ ɫɚɦɟ ɛɭɜ ɭ ɬɿɣ ɧɟɦɢɧɭɱɿɣ ɮɚɡɿ ɫɩɨɠɢɜɚɧɧɹ ɥɨɬɨɫɚ, ɤɨɥɢ 
ɜɿɞ ɰɿɥɨɝɨ ɫɜɿɬɭ ɬɿɥɶɤɢ ɝɿɪɱɢɬɶ ɭ ɪɨɬɿ. 

ɉɟɪɟɤɥɚɞ ȼɚɫɢɥɹ Ɇɢɫɢɤɚ 1 
ɉɨ-ɞɢɹɜɨɥɶɫɶɤɢ (ɮɪɚɧɰ. ) 
Ⱥɦɟɪɢɤɚɧɫɶɤɿ ɞɢɹɜɨɥɢ (ɿɫɩɚɧ. ) 

XVII. "...when I cash in my winnings, I don't want to find any widows' 
and orphans' chips in my stack." 

The grass-grown globe was the green table on which Keogh gambled. 
The games he played were of his own invention. He was no grubber after 
the diffident dollar. Nor did he care to follow it with horn and hounds. Rather 
he loved to coax it with egregious and brilliant flies from its habitat in the 
waters of strange streams. Yet Keogh was a business man; and his schemes, 
in spite of their singularity, were as solidly set as the plans of a building 
contractor. In Arthur's time Sir William Keogh would have been a Knight 
of the Round Table. In these modern days he rides abroad, seeking the 
Graft instead of the Grail.! 

O. Henry,  "Ships" 

'According to a medieval legend only a knight pure in thought, word 
and act could find and keep the Holy Grail, but as soon as its keeper 
became impure the Grail vanished. 

- ...ɤɨɥɢ ɹ ɪɚɯɭɜɚɬɢɦɭ ɫɜɿɣ ɜɢɝɪɚɲ, ɹ ɧɟ ɯɨɱɭ ɛɚɱɢɬɢ ɧɚ ɦɨɧɟɬɚɯ 
ɫɥɶɨɡɢ ɜɞɿɜ ɬɚ ɫɢɪɿɬ. 

ȼɫɹ ɡɟɦɧɚ ɤɭɥɹ, ɜɤɪɢɬɚ ɬɪɚɜɨɸ, ɛɭɥɚ ɬɢɦ ɡɟɥɟɧɢɦ ɫɬɨɥɨɦ, ɡɚ ɹɤɢɦ 
Ʉɣɨɭ ɜɿɜ ɚɡɚɪɬɧɭ ɝɪɭ. Ƚɪɚɜ ɜɿɧ ɬɿɥɶɤɢ ɜ ɬɚɤɿ ɿɝɪɢ, ɹɤɿ ɫɚɦ ɜɢɝɚɞɭɜɚɜ. ȼɿɧ ɧɟ 
ɝɚɧɹɜɫɹ ɡɚ ɜɢɩɚɞɤɨɜɢɦ ɞɨɥɚɪɨɦ, ɧɟ ɩɟɪɟɫɥɿɞɭɜɚɜ ɣɨɝɨ ɦɢɫɥɢɜɫɶɤɢɦ ɪɨ-
ɝɨɦ ɬɚ ɯɨɪɬɚɦɢ. Ƀɨɦɭ ɛɿɥɶɲɟ ɩɨɞɨɛɚɥɨɫɶ ɜɢɥɨɜɥɸɜɚɬɢ ɣɨɝɨ ɧɚ ɪɿɞɤɿɫɧɭ 
ɛɥɢɫɤɭɱɭ ɦɭɲɤɭ ɭ ɜɨɞɚɯ ɟɤɡɨɬɢɱɧɢɯ ɪɿɤ. І ɜɫɟ-ɬɚɤɢ Ʉɣɨɭ ɛɭɜ ɞɿɥɨɤ, ɿ ɣɨɝɨ 
ɩɥɚɧɢ, ɧɟɡɜɚɠɚɸɱɢ ɧɚ ɜɫɸ ʀɯɧɸ ɮɚɧɬɚɫɬɢɱɧɿɫɬɶ, ɛɭɥɢ ɬɚɤɿ ɠ ɨɛɝɪɭɧɬɨ- 

ɪɚɧɿ, ɹɤ ɩɥɚɧɢ ɩɟɪɲɨɝɨ-ɥɿɩɲɨɝɨ ɛɭɞɿɜɟɥɶɧɨɝɨ ɩɿɞɪɹɞɱɢɤɚ. ȼ ɱɚɫɢ ɤɨɪɨɥɹ 
Ⱥɪɬɭɪɚ ɫɟɪ ɍʀɥɶɹɦ Ʉɣɨɭ ɛɭɜ ɛɢ ɥɢɰɚɪɟɦ Ʉɪɭɝɥɨɝɨ ɋɬɨɥɭ. ȼ ɧɚɲɿ ɞɧɿ ɜɿɧ 
ʀɡɞɢɬɶ ɩɨ ɫɜɿɬɭ, ɚɥɟ ɬɟɩɟɪ ɦɟɬɚ ɣɨɝɨ ɧɟ Ƚɪɚɚɥɶ, ɚ Ƚɪɚ. 

ɉɟɪɟɤɥɚɞ ȼɚɫɢɥɹ Ɇɢɫɢɤɚ 

XVIH. An hour later Billy Keogh lounged into the consulate, clean and 
cool in his linen clothes, and grinning like a pleased shark. 

"Guess what?" he said to Johnny, lounging in his hammock. 
Too hot to guess," said Johnny, lazily. 
"Your shoe-store man's come," said Keogh, rolling the sweet morsel on 

his tongue, "with a stock of goods big enough to supply the continent as far 
down as Terra Fuego. [...] Four-thousand-dollar stock of goods!" gasped 
Keogh, in ecstasy. "Talk about coals to Newcastle!.." 

Keogh loved to take his mirth easily. He selected a clean place on the 
matting and lay upon the floor. The walls shook with his enjoyment. 

O. Henry, "Shoes" 

ɑɟɪɟɡ ɝɨɞɢɧɭ ɞɨ ɤɨɧɫɭɥɶɫɬɜɚ ɡɚɣɲɨɜ Ȼɿɥɥɿ Ʉɣɨɭ, ɜɢɛɥɢɫɤɭɸɱɢ 
ɫɜɿɠɢɦ ɩɨɥɨɬɧɹɧɢɦ ɤɨɫɬɸɦɨɦ ɿ ɲɤɿɪɹɱɢɫɶ, ɹɤ ɡɚɞɨɜɨɥɟɧɚ ɚɤɭɥɚ. 

- Ɂɞɨɝɚɞɚɣɬɟɫɶ, ɹɤɚ ɜ ɦɟɧɟ ɧɨɜɢɧɚ, - ɫɤɚɡɚɜ ɜɿɧ Ⱦɠɨɧɧɿ, ɳɨ ɜɢɥɟɠɭ-
ɜɚɜɫɹ ɜ ɝɚɦɚɤɭ. 

- ɇɚɞɬɨ ɠɚɪɤɨ, ɳɨɛ ɭɝɚɞɭɜɚɬɢ, - ɥɿɧɢɜɨ ɜɿɞɩɨɜɿɜ Ⱦɠɨɧɧɿ. 
- ɉɪɢʀɡɚɜ ɜɚɲ ɬɨɪɝɨɜɟɰɶ ɜɡɭɬɬɹɦ, - ɫɤɚɡɚɜ Ʉɣɨɭ, ɥɚɫɭɸɱɢ ɰɢɦ ɫɨ-

ɥɨɞɤɢɦ ɝɨɫɬɢɧɰɟɦ, - ɿ ɩɪɢɜɿɡ ɬɚɤɭ ɫɢɥɭ ɱɟɪɟɜɢɤɿɜ, ɳɨ ɜɢɫɬɚɱɢɬɶ ɧɚ ɰɿɥɢɣ 
ɤɨɧɬɢɧɟɧɬ, ɚɠ ɞɨ ȼɨɝɧɹɧɨʀ Ɂɟɦ ɥ ɿ. [... ] ɇ ɚ ɱɨɬɢɪɢ ɬɢɫɹɱɿ ɞɨɥɚɪɿɜ ɬɨɜɚɪɭ! 
- ɚɠ ɡɚɯɥɢɧɭɜɫɹ ɜɿɞ ɡɚɯɨɩɥɟɧɧɹ Ʉɣɨɭ. - ȼɫɟ ɨɞɧɨ, ɳɨ ɡ ɜɭɝɿɥɥɹɦ ɞɨ ɇɶɸ-
ɤɚɫɥɚ!.. 

Ʉɣɨɭ ɥɸɛɢɜ ɩɨɫɦɿɹɬɢɫɹ ɜɿɞ ɞɭɲɿ. ȼɿɧ ɜɢɛɪɚɜ ɧɚ ɰɢɧɨɜɰɿ ɱɢɫɬɟ ɦɿɫɰɟ 
ɣ ɥɿɝ ɞɨɥɿ. Ⱥɠ ɫɬɿɧɢ ɬɪɟɦɬɿɥɢ ɜɿɞ ɣɨɝɨ ɜɟɫɟɥɨɳɿɜ! 

ɉɟɪɟɤɥɚɞ ȼɚɫɢɥɹ Ɇɢɫɢɤɚ 

XIX. "Ah," said he, "this '11 be as good as drink to my mate Bill." The 
expression of his face as he said those words was not at all pleasant, and I 
had my own reasons for thinking that the stranger was mistaken, even 
supposing he meant what he said. But it was no affair of mine, I thought; and, 
besides, it was difficult to know what to do. The stranger kept hanging about 
just inside the inn door, peering round the corner like a cat waiting for a 
mouse. Once I stepped out myself into the road, but he immediately called me 
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back, and, as I did not obey quick enough for his fancy, a most horrible 
change came over his tallowy face, and he ordered me in, with an oath that 
made me jump. 

R. L. Stevenson, "Treasure Island" 

- Ax, - ɫɤɚɡɚɜ ɧɟɡɧɚɣɨɦɢɣ, - ɦɿɣ ɞɪɭɝ Ȼɿɥɥɿ ɡɪɚɞɿє ɦɟɧɿ, ɦɨɜ ɞɨɛɪɿɣ 
ɱɚɪɰɿ. 

ȼɢɪɚɡ ɣɨɝɨ ɨɛɥɢɱɱɹ, ɤɨɥɢ ɜɿɧ ɩɪɨɦɨɜɢɜ ɰɿ ɫɥɨɜɚ, ɛɭɜ ɚɠ ɧɿɹɤ ɧɟ ɩɪɢ-
єɦɧɢɣ, ɿ ɹ ɦɚɜ ɭɫɿ ɩɿɞɫɬɚɜɢ ɝɚɞɚɬɢ, ɳɨ ɧɟɡɧɚɣɨɦɢɣ ɩɨɦɢɥɹɜɫɹ, ɧɚɜɿɬɶ 
ɤɨɥɢ ɜɿɧ ɫɩɪɚɜɞɿ ɞɭɦɚɜ ɬɟ, ɳɨ ɤɚɡɚɜ. Ⱥɥɟ ɹ ɜɜɚɠɚɜ, ɳɨ ɰɹ ɫɩɪɚɜɚ ɦɟɧɟ 
ɧɟ ɨɛɯɨɞɢɬɶ. Ⱦɨ ɬɨɝɨ ɠ ɜɚɠɤɨ ɛɭɥɨ ɜɢɪɿɲɢɬɢ, ɳɨ ɬɪɟɛɚ ɪɨɛɢɬɢ ɡɚ ɬɚɤɢɯ 
ɨɛɫɬɚɜɢɧ. ɇɟɡɧɚɣɨɦɢɣ ɩɢɥɶɧɨ ɫɬɟɠɢɜ ɡɚ ɞɜɟɪɢɦɚ ɤɨɪɱɦɢ, ɩɪɢɬɭɥɢɜɲɢɫɶ 
ɛɿɥɹ ɜɯɨɞɭ, ɦɨɜ ɤɿɬ, ɳɨ ɩɿɞɫɬɟɪɿɝɚє ɦɢɲɭ. Ʉɨɥɢ ɹ ɫɩɪɨɛɭɜɚɜ ɜɢɣɬɢ ɧɚ 
ɞɨɪɨɝɭ, ɜɿɧ ɧɟɝɚɣɧɨ ɧɚɤɚɡɚɜ ɦɟɧɿ ɩɨɜɟɪɧɭɬɢɫɶ. Ƀɨɦɭ ɡɞɚɥɨɫɹ, ɳɨ ɹ ɧɟ 
ɞɨɫɢɬɶ ɲɜɢɞɤɨ ɜɢɤɨɧɚɜ ɧɚɤɚɡ; ɬɿєʀ ɠ ɦɢɬɿ ɠɚɯɥɢɜɚ ɝɪɢɦɚɫɚ ɩɟɪɟɤɨɫɢɥɚ 
ɣɨɝɨ ɨɛɥɢɱɱɹ, ɿ ɜɿɧ ɬɚɤ ɝɪɢɦɧɭɜ ɧɚ ɦɟɧɟ, ɳɨ ɹ ɚɠ ɩɿɞɫɬɪɢɛɧɭɜ ɡ ɩɟɪɟɥɹɤɭ. 

ɉɟɪɟɤɥɚɞ ɘɪɿɹ Ʉɨɪɟɰɶɤɨɝɨ 

XX. ɇɟ examined them with the care with which a warrior examines his 
arms before he goes forth to battle for his lady-love and life. The burrs were 
the ripe August product, as hard as filberts, and bristling with spines as tough 
and sharp as needles. Johnny whistled softly a little tune, and went out to find 
Billy Keogh. 

Later in the night, when Coralio was steeped in slumber, he and Billy 
went forth into the deserted streets with their coats bulging like balloons. All 
up and down the Calle Grande they went, sowing the sharp burrs carefully in 
the sand, along the narrow sidewalks in every foot of grass between the silent 
houses. [...] And then, nearly at the dawn, they laid themselves down to rest 
calmly, as great generals do after planning a victory according to the revised 
tactics, and slept, knowing that they had sowed with the accuracy of Satan 
sowing tares and the perseverance of Paul planting. 

O. Henry, "Ships" 

ȼɿɧ ɞɨɜɝɨ ɪɨɡɝɥɹɞɚɜ ʀɯ, ɹɤ ɜɨʀɧ ɨɝɥɹɞɚє ɡɛɪɨɸ, ɩɟɪɟɞ ɬɢɦ ɹɤ ɩɿɬɢ ɜ 
ɛɿɣ ɡɚ ɠɢɬɬɹ ɬɚ ɡɚ ɞɚɦɭ ɫɜɨɝɨ ɫɟɪɰɹ. Ɋɟɩ'ɹɯɢ ɛɭɥɢ ɜɢɫɨɤɨɹɤɿɫɧɿ, ɫɟɪɩɧɟɜɿ, 
ɦɿɰɧɿ, ɹɤ ɥɿɫɨɜɿ ɝɨɪɿɯɢ. ȼɨɧɢ ʀɠɚɱɢɥɢɫɹ ɰɭɩɤɨɸ, ɤɨɥɸɱɨɸ ɳɟɬɢɧɨɸ, ɦɨɜɛɢ 
ɝɨɥɤɚɦɢ. Ⱦɠɨɧɧɿ ɬɢɯɟɧɶɤɨ ɡɚɫɜɢɫɬɿɜ ɹɤɭɫɶ ɚɪɿɸ ɣ ɩɿɲɨɜ ɞɨ Ȼɿɥɥɿ Ʉɣɨɭ. 

ɉɿɡɧɿɲɟ, ɤɨɥɢ Ʉɨɪɚɥɿɨ ɩɨɪɢɧɭɥɨ ɜ ɫɨɧ, ɜɿɧ ɜɢɣɲɨɜ ɪɚɡɨɦ ɡ Ȼɿɥɥɿ ɧɚ 
ɛɟɡɥɸɞɧɿ ɜɭɥɢɰɿ. ʀɯɧɿ ɩɿɞɠɚɤɢ ɪɨɡɞɭɜɚɥɢɫɶ, ɹɤ ɩɨɜɿɬɪɹɧɿ ɤɭɥɿ. Ⱦɪɭɡɿ ɯɨɞɢɥɢ 
ɩɨ Ʉɚɥɶє Ƚɪɚɧɞɟ, ɫɬɚɪɚɧɧɨ ɡɚɫɿɜɚɸɱɢ ɩɿɫɨɤ ɪɟɩ'ɹɯɚɦɢ; ɡɚɫɿɹɥɢ ɜɫɿ ɫɬɟɠɤɢ, 
ɧɟ ɨɛɦɢɧɭɥɢ ɣ ɬɪɚɜɭ ɩɨɦɿɠ ɛɟɡɦɨɜɧɢɦɢ ɛɭɞɢɧɤɚɦɢ. [...] Ɍɿɥɶɤɢ ɩɟɪɟɞ 
ɫɜɿɬɚɧɤɨɦ ɜɨɧɢ ɫɩɨɱɢɥɢ ɿɡ ɫɩɨɤɿɣɧɢɦ ɫɟɪɰɟɦ, ɹɤ ɫɩɨɱɢɜɚɸɬɶ ɜɟɥɢɤɿ 
ɩɨɥɤɨɜɨɞɰɿ ɩɟɪɟɞ ɩɟɪɟɦɨɠɧɨɸ ɛɢɬɜɨɸ, ɹɤɭ ɜɨɧɢ ɬɚɤ ɫɬɚɪɚɧɧɨ ɝɨɬɭɜɚɥɢ. 
Ɍɟɩɟɪ ɜɨɧɢ ɦɨɝɥɢ ɫɩɚɬɢ, ɡɧɚɸɱɢ, ɳɨ ɩɨɫɿɹɥɢ ɫɜɨʀ ɪɟɩ'ɹɯɢ ɬɚɤ ɫɚɦɨ 
ɪɟɬɟɥɶɧɨ, ɹɤ ɋɚɬɚɧɚ ɫɿɹɜ ɩɥɟɜɟɥɢ, ɣ ɬɚɤ ɫɚɦɨ ɧɚɩɨɥɟɝɥɢɜɨ, ɹɤ ɉɚɜɥɨ 
ɫɚɞɠɚɜ ɜɢɧɨɝɪɚɞ. 

ɉɟɪɟɤɥɚɞ ȼɚɫɢɥɹ Ɇɢɫɢɤɚ 

Final Tests 

Variant 1 

1.1. Ɍɨ each of the following words marked with a number match 
the most suitable word marked with a letter so that an image is formed: 

 

l)Rain is a) a firework 
2) Anger is b) a prison 
3) Peace is c) a rose 
4) Poverty is d) sadness 

1.2. What stylistic device is realised in the formed images: a) met-
aphor, b) metonymy? 

2.1. Decide what style [ a) newspaper, b) colloquial, c) scientific] is 
represented in the following extract: 

It's no good worrying and trying to look ahead and plan and scheme and 
weigh your every action, because you never can tell when doing such-and-
such won't make so-and-so happen - while, on the other hand, if you do so-
and-so it may just as easily lead to such-and-such. 

2.2. What does the sentence contain: a) enumeration and framing 
repetition, b) polysyndeton and ellipsis, c) enumeration and chiasmus, 
d) polysyndeton and framing repetition? 
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3.1. What meanings are effective in the following joke: a) neutral 
and colloquial, b) neutral and literary? 

"What did you find out about the salivary glands?" "I couldn't find out a 
thing, they're too secretive." 

3.2. What stylistic device is observed in the joke: a) zeugma 
b) pun? 

4. Decide what the sentences contain: a) direct meaning, b) meta 
phor, c) metonymy: 

1) The head of the pin is rather large. 
2) The dinner cost two dollars a head. 
3) He is the head of the firm. 
4) The man has a large head. 
5) Her name is at the head of the list. 

5. What does the sentence contain: a) metaphor and metonymy, 
b) only metaphor? 

His eyes fell on the picture of Anne. 

6. What stylistic device(s) is/are used in the following sentenc 
es: a) hyperbole and metaphor, b) hyperbole and metonymy, c) only 
hyperbole? 

1) The whole town was there. 
2) There was an uneasy sea of doubt and hope. 

7. Group the following word combinations into two columns, con 
taining /) descriptive attributes, 2) epithets: 

a) black-winged bird, b) iron will, c) wooden manners, d) honey-coloured 
air, e) blooming flowers, f) cold water. 

8. What stylistic device is the following sentence based on: a) oxy 
moron, b) antithesis? 

Books are a guide of youth and an entertainment for age. 210 

9. Decide in each case whether the sentence: a) contains litotes, 
b) has simple negation: 

1) Don't you think that the problem is really great? 
2) Jack was unpredictable. 
3) It was unillegal business. 

10. Define the kind of metaphor in the following sentence: /: a) nom- 
inational, b) cognitive, c) imaginative; II: a) simple, b) sustained: 

Don't jump to conclusions - you might get a nasty fall. 

11. Distinguish between: a) ellipsis and b) nominative sentence: 

1) (at an examination) "How far are you from the correct answer?" 
"Two seats." 

2) The program said, 'Second Act, Two Years Later' I couldn't wait to 
see the second act of the play. 

3) Committee: body that keeps minutes and wastes hours. 
4) Two seats. Isn't it enough? 

12. Indicate the type of repetition out of the following: a) simple, 
b) consecutive, c) anaphora, d) epiphora, e) linking, f) framing, g) chain, 
h) chiasmus: 

1) Leave me all alone. I want to stay all alone. 
2) Oh, they know me! They know me! 
3) The suggestion is interesting, indeed. I like the suggestion. 
4) Time waits for no man. Thus, don't lose time. 

13. Choose from the syntactic stylistic devices [ a) polysyndeton, 
b) tautology, c) ellipsis, d) asyndeton, e) enumeration, f) a nominative 
clause, g) parallel constructions, h) parceling] those that are used the 
following sentence: 

It was the money, of course; money which did strange things to human 
beings, making them greedy, panicked, at times sub-human. 
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14.1. Indicate the type of decomposition of the phraseological 
unit [ a) shortening, b) expansion, c) insertion, d) substitution, e) word 
order change, f) contextual change, g) complex change] in the following: 

Where there's a will there's an heir of expectation. 

14.2. What stylistic device is observed in the utterance: a) meta 
phor, b) metonymy? 

15. Name expressive means and stylistic devices and group them 
as follows: 

1) expressive means: a) phonetic, b) morphological, c) lexical, d) syntac-
tic, e) graphic; 

2) stylistic devices: a) phonetic, b) lexical (lexico-semantic), c) syntactic. 

Variant 2 

1.1. To each of the following words marked with a number match 
the most suitable word marked with a letter so that an image is formed: 

 

1)  A traitor is a) the hammer of God 
2)   Life is b) a many-headed beast 
3)  Thunder is c) a journey 
4)   A crowd is d) a snake 

1.2. What stylistic device is realized in the formed images: a) me-
tonymy, b) metaphor? 

2.1. Decide what style [ a) newspaper, b) scientific, c) publicistic] is 
represented in the following extract: 

In other words, education is the instruction of the intellect in the laws of 
nature, under which name I include not merely things and their forces, but 
men and their ways; and the fashioning of the affections and of the will into 
an earnest and loving desire to move in harmony with those laws. 
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2.2. What does the sentence contain: a) parceling and enumeration, 
b) detachment and parallel constructions, c) detachment and enumeration, 
d) parceling and parallel constructions? 

3.1. What meanings are effective in the following joke: a) neutral 
and colloquial, b) neutral and literary? 

Cannibal - "'We've just captured an actor." Chief ~ "Hurray! I was 
hoping for a good ham sandwich." 

3.2. What stylistic device is observed in the joke: a) pun, b) zeugma? 

4. Decide what the sentences contain: a) direct meaning, b) meta 
phor, c) metonymy: 

1) The body of the plane was repaired. 
2) She is a quiet little body. 
3) This animal has a large body. 
4) The body of his discourse was about poetry. 
5) The distance of such celestial bodies can be readily determined. 

5. What does the sentence contain: a) only metaphor, b) metaphor 

and metonymy? 

Lady Alison fell into a train of thought. 

6. What stylistic device(s) is/are used in the following sentenc 
es: a) hyperbole and metaphor, b) hyperbole and metonymy, c) only 
hyperbole? 

1) This is a world of effort you know, Fanny. 
2) I see a frightful lot of writers and painters. 

7. Group the following word combinations into two columns, con 
taining 1) descriptive attributes, 2) epithets: 

a) cold reason, b) wooden tables, c) black-winged wind, d) blooming 

girls, e) brown-eyed cat, f) iron bridge. 
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8. What stylistic device is the following sentence based on: 1) an 
tithesis, 2) oxymoron? 

Past pain is pleasure. 

9. Decide in each case whether the sentence: a) contains litotes 
b) has simple negation: 

1) No policeman would ever cope with this. 
2) He's not good enough at maths. 
3) The drinks had no effect of making them less conversational than before. 

10. Define the kind of metaphor in the following sentence: /.- 

a) nominational, b) cognitive, c) imaginative; II: a) simple, b) sustained: 

I put the letter well into the mouth of the box and it fell turning over and over. 

11. Distinguish between: a) ellipsis and b) nominative sentence: 

1) A notice: 'Van Dyke, by Himself'. 
2) "Don't you know what they call a star with a tail?" "Sure - Mickey 

Mouse." 
3) Mickey Mouse - a famous image. 
4) "Did you have any luck playing golf?" "Marvellous luck." 

12. Indicate the type of repetition out of the following: a) simple, 
b) consecutive, c) anaphora, d) epiphora, e) linking, f) framing, g) chain, 
h) chiasmus: 

1) Nobody knows the answer; the answer is not simple. 
2) She listened, she stopped knitting, she saw the light again. 
3) Let's make it clear -1 don't know you, and you don't know me. 
4) It is enough! It is enough! 

13. Choose from the syntactic stylistic devices [ a) polysyndeton, 
b) tautology, c) ellipsis, d) asyndeton, e) enumeration, f) a nominative 
clause, g) parallel constructions] those that are used the following 
sentence: 

The sun was high, the sky unclouded, the air warm with a dry fresh breeze 

14.1. Indicate the type of decomposition of the phraseological 
unit [a) shortening, b) expansion, c) insertion, d) substitution, e) word 
order change, f) contextual change, g) complex change] in the following: 

Don't make a mountain out of accounting. 

14.2. What stylistic device is observed in the utterance: a) meta 
phor, b) metonymy? 

15. Name expressive means and stylistic devices and group them 
as follows: 

1) expressive means: a) phonetic, b) morphological, c) lexical, d) syntac-
tic, e) graphic; 

2) stylistic devices: a) phonetic. ɕ lexical ɉɟɯɿɫɨ-semantic'). c) syntactic. 

Examination Questions 

1. The subject of stylistics and its place in the system of related disciplines. 
Types of stylisties. 

2. The main stylistic notions: style, norm, form. 
3. The main stylistic notions: text, context. 
4. The main stylistic notions: speech, writing. 
5. The main stylistic notions: expressive means of language. 
6. The main stylistic notions: stylistic devices. 
7. The main stylistic notions: image. 
8. The style of official documents. The style of scientific prose. 
9. The newspaper style. The publicistic style. 
10. The belletristic style. The language of emotive prose. 
11. The styles of drama and poetry. 
12. The literary colloquial style and informal colloquial style. 

 

13. Special colloquial English. 
14. Neutral words and common literary words. 
15. Special literary vocabulary: terms, poetic words, archaic words. 
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16. Special literary vocabulary: barbarisms, foreignisms, neologisms. 
17. Common colloquial vocabulary. 
18. Special colloquial vocabulary: slang, jargonisms. 
19. Special colloquial vocabulary: professionalisms, dialectal words, vulgar words. 
20. Set expressions. 
21. Stylistic transposition of nouns. Stylistic use of the articles. 
22. Stylistic transposition of pronouns and adjectives. 
23. Stylistic transposition of verbs. 
24. Instrumentation means: alliteration, assonance, onomatopoeia. 
25. Versification means: rhyme, rhythm. 
26. Graphic means: punctuation. 
27. Graphic means: orthography, type, text segmentation. 
28. Figures of quantity: hyperbole, meiosis, litotes. 
29. Figures of quality: metonymy, synecdoche. 
30. Figures of quality: periphrasis, euphemism. 
31. Figures of quality: metaphor. 
32. Figures of quality: antonomasia, personification. 
33. Figures of quality: allegory, epithet. 
34. Figures of quality: irony. 
35. Figures of identity :similie. 
36. Stylistic use of synonyms. 
37. Figures of contrast: oxymoron. 
38. Figures of contrast: antithesis. 
39. Figures of inequality: climax and anticlimax. 
40. Figures of inequality: zeugma and pun. 
41. Sentence model reduction: ellipsis and aposiopesis. 
42. Sentence model reduction: nominative sentences and asyndeton. 
43. Sentence model extension: repetition and enumeration. 
44. Sentence model extension: tautology and polysyndeton. 
45. Sentence model extension: "it is /was/he, who...", sentence structures 

with the emphatic verb "to do", parenthetic sentences . 
46. Stylistic inversion. 
47. Detachment of sentence parts. 
48. Parallel constructions. 
49. Rhetoric questions and other variants of syntactic transposition. 
50. Disruption of syntactic models: parceling. 
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