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I IIOACHUTEJIBHAA 3AIIHCKA

1. Ileau u 3a0auu oucyuniumwl

Hacrosimmast mporpamma paspaboTaHa B COOTBETCTBHM C TpPeOOBaHUSIMU
rOCyIapCTBEHHOTO 00pa3oBaTeNbHOTO CcTaHAapTa crnenuaibHoct 031202 —
«IIepeBon u nepeBonoeaeHue» u 031001 — «Dunonorus».

Kypc  CTUIMCTHUKM aHIVIMICKOTO $3bIKA KMMEET ULEJIbI0  MO3HAKOMHUTH
CTYJIEHTOB C OCHOBHBIMHM MOHSTHUSIMHU CTHJIA, (QYHKIMOHAIHHOCTU JIEKCUYECKUX,
CTWJIMCTUYECKHUX U AKCIPECCUBHBIX (DOHETUUECKUX CPEICTB, YTO HEOOXOIUMO IS
Oosee rryOOKOro MPOHUKHOBEHHUS B TEKCTHI M3y4aeMbIX MpousBeAeHui. B kypce
JaeTcs mpeJicTaBlieHne 00 OCHOBHBIX THIMAaX BBIJIBUKEHUS HA YPOBHE CTHIIMCTHKHU
neKoaupoBaHus. IIOCKONBKY CTMIMCTHMKA CYMTAeTCsd OJHOW M3 OTpacieu
MPUKIIAIHOM JTMHTBUCTUKHU, €€ MPAKTUYECKAs! ICHHOCTh MPOSIBIISIETCA B Pa3BUTUU U
MOBBIIICHUH  SI3bIKOBOM KOMIIETEHIMM M OOIIe KyJIbTypbl CTYJIEHTOB, OHa
IIOMOTaeT Pa3BUTh HABBIKM BIyMYHMBOIO YTEHHUS U JIA€T OCHOBY JJIA Pa3BUTHUSA
XYJI0’)KECTBEHHOTO0 BKyca. M3yueHue CTUIIMCTUKU CIOCOOCTBYET HOpPMaIM3aIluU
A3bIKa U TIOMOTaeT €ro HOCUTEISIM XOPOIIIO U MPAaBUIBHO TOBOPUTH U MTUCATh.

CTWINCTHYECKOE TOJKOBAaHUE TEKCTOB — JAaBHO MU3BECTHBIN M OMpaBIaBIIMil
ceOst mpueM, a COBPEMEHHBIN YPOBEHb PA3BUTUS JMHTBUCTHUKU, U CTHIMCTUKH B
YaCTHOCTH, MOMOTAeT MOCTAaBUTh €r0 Ha HOBBI JUHIBUCTUYECKUU YpPOBEHb U
caenath ero 6osiee 3ppexTuBHBIM. CTHIIMCTHKA TIOMOTAET PACCMATPUBATEH KK IbIH
AJIEeMEHT TEKCTa B CHUCTEME, B KOHTEKCTE, C YYE€TOM TIpaMMaTH4YeCKOTO U
CUHTAaKCHUYECKOrO0  IOCTPOEHHUSA, yAelsdAs ocoboe BHHUMAaHHE OLEHOYHBIM,
AMOIIMOHAIILHBIM JKCIPECCUBHBIM KOHHOTAUAM. Kypc CTUIIMCTUKY Tpenoiaraet
oO1iee 3HaKOMCTBO € (DYHKIIMOHAJIBHBIMU CTHJIIMH, OCHOBHBIMH JIEKCHUECKHMH,
rpaMMaTHYE€CKUMH M CTHIIMCTUYECKUMH OCOOCHHOCTSIMU CTHIISI XYAO0XKECTBEHHON

IIPO3bl, HAYYHOI'0, TA3€THOTO.



JlanHbIl Kypc uMeEeT yenvio (DOPMUPOBAHHE CIEAYIONIUX YMEHHH W
HAaBBIKOB:

1) cnocoOHOCTh TPOHUKHYTh B TJIYOMHHYIO CYIIHOCTh HPOU3BEACHMUS,

YMEHHUE YCTAaHOBUTH CPEICTBA UACUHO-3CTETUYECKOTO, BOCIIUTATEIHLHOTO
1 SMOIIMOHAJILHOI'O BO3ACHCTBUS;

2) dbopMupoBaHUE HABBIKA KYJIBTYPhI XyJ0KECTBEHHOT'O YTCHUSI KaK OCHOBY
JUIS1 SCTETUYECKOTO BOCIIPUSATHS M Pa3BUTHS XYI0KECTBEHHOTO BKYCa;

3) yMeHue NpOU3BECTU JIEKCUKO-CTUJIMCTUYECKUN aHAIM3 TEKCTa C TOYKHU
3peHust (yHKIHMOHATIBHOCTH BOKaOylspa, MEHOTAIlMM W KOHHOTAIIUH,
pean3yeMon B CTUJIMCTUYECKOM KOHTEKCTE;

4) ymenue wuACHTU(UIMPOBATh CTWIUCTHUYECKHWE TMPUEMbI Ha YpPOBHE
JICKCUKH, CHHTaKCHCa, (POHETUKH, rpadHKH.

N3ydyeHnne Kypca CTUJIUCTUKM AHIJIUKMCKOrO S3bIKa CBSI3aHO C TAKUMH
JUCLUIUIMHAMM KaK JIEKCUKOJIOTHs, JuTeparypa BenukoOputanun u CIIA,
TEOpETUYECKasi TpaMMaTHKa, MPaKTHKa YCTHOM W NHCbMEHHOW peuu. JlaHHas
ydeOHas rmporpamma pa3paboTaHa Ha OCHOBE y4eOHOIO IJIaHa CIEeIUaIbHOCTH.

B pesynbraTre u3yyeHus Kypca CTYASHT JOJDKEH OBJIAJIETh OCHOBHBIMU
NOHATUSIMU MU METOJAMH, OBJAJAETh TEPMHUHOJIOTUUECKHAM almnapaTroM, yMeETb
MPUMEHSIThH TOJYYEHHbIC 3HAHUS (PYHKIIMOHUPOBAHUS CTWJIMCTHUUYECKUX MPUEMOB
MIPU MHTEPIIPETAIIMN TEKCTOB Pa3IMYHBIX (DYHKIMOHAIBHBIX cTUiei. OBianeHue
TaKUMU HaBbIKaMH TI0JIE3HO B JaJbHEUIIIeH caMOCTOSITEIHbHOM paboTe Hal A3bIKOM
Y B Pa3BUTUU CAMOCTOATEILHOM KPUTHYECKOW MBICIU. Takas MmoJroToBKa AaeT B
pyKu OynymiemMy YYUTEII0 METOJ, TNO3BOJISIIONIMN HAy4YUTh CO3HATEIbHOMY
YTEHUIO,  TNPEAyNpeauTh  MOBEPXHOCTHBIA  MOJAXOA, YMETh  IOKa3aTh
MHOTOIJIAHOBBIE ACTIEKThI MBICIIM aBTOpa, TTyOOKO MPOHUKHYTH B OOIIYIO HIECIO,
n30eXaTh IITaMIIa MPU TOJIKOBAHUH TEKCTOB.

[IporpaMMoil MpPexyCMOTPEHO UTEHUE JIEKUUW, MPOBEACHUE CEMUHAPCKUX
3aHSTHH, BBITOJTHEHUE KyPCOBBIX padoT.

Kypc cTHIMCTUKM aHTIMHCKOro si3blka oO0mmMM o0beMoMm 214 yacoB ans

cnequanbHoctn 031202 — «IlepeBog u mepeBopoBeneHue» (72 wyaca IS



cneunanbHoct 031001 — «®unonorus»), uzyyaercas B 7 — 8 cemectpax (7
cemectpe mis crnenuanbHocTu 031001 — «Dunonorusy»): 34 yaca nekiui, 34 yaca
CEMUHAPCKUX 3aHATHI U 146 4acoB caMOCTOATENBHOU pabOThl MPEayCMOTPEHO
yueOHbIM TuTanoM Jpist cneranbaHocT 031202 — «IlepeBox u mepeBogoOBEICHNUE)
(18 nexkuonHbIx, 18 ceMHMHAPCKUX 3aHATHI U 36 4aCOB CaMOCTOSTENILHOU PabOTHhI
st cnenuanbHocT 031001 — «Dumnonorusy).

Tpebosanus k sK3ameHy: CTYJIEHTHI JOJKHBI MPOAEMOHCTPUPOBATh 3HAHUS
OCHOBHBIX TEOPETUYECKUX TMOJOKEHUNA CTWIMCTUKA Ha YPOBHE JIEKCHYECKOMN
CTUJIUCTHUKH, TEOPUU 00pa3oB u o0Opa3HocCTH, CTUJIIMCTUYECKOTO
GbyHKUHOHUPOBaHUS (Pa3eoJIOTMUYECKUX €IMHUIl, CHHTAKCHUYECKOrO0 YPOBHS B
CTUJIUCTUKE, (DOHETHUYECKON CTWIMCTUKH, CTUIMCTUYECKOTO aHaiM3a Ha YpPOBHE
rpaduky 1 MOpdoTOTHN; TAKKE CTYACHTY MPEIIaraloTCs MPAKTHUECKUE 3aJaHus C
LEIb0  UACHTU(UIIMPOBATh CTUIUMCTUYECKHUE TIPUEMbI UM  ONPENENIUTh HX

(yHKIIMOHATBHOCTb.

2. Pexomenoauuu 011 cmyoenmos

CTyneHT [ODKeH OBJIAJIeTh HEOOXOAUMBIM OOBEMOM TEOPETUUYECKHUX
3HAHUM W  TPAKTUYECKUX HABBIKOB JUJISI  aJICKBATHOTO  TOJKOBAaHUA U
UICHTUPUIUPOBAHUSI ~ CTHWJIMCTUYECKH MApPKUPOBAHHBIX JJIEMEHTOB TEKCTa.
Kaxmpiii 3eMeHT TeKCcTa pacCMaTpuBaeTCs B paMKaX KOHTEKCTA, CTPYKTYPHI
XYJI0)KECTBEHHOTO TEKCTa, B €r0 CBS3SX M OTHOIICHHUAX C JPYTHMMHU dJIEMEHTaMU
TEKCTa. YCTAHOBJICHUE U yY€T CHMHTarMaTUYECKUX U MapajuTMaTUYECKUX CBSI3eH
00s13aTeIbHO.

CryneHT o0s3aH MOcCelIaTh BCE JICKIIMOHHBIE M CEMHUHAPCKWE 3aHsITHS,
BBITIOJIHATh ONpEIeIIeMble MPENOJaBaTeNIeM 3aJaHusl, TOATOTOBUTh 2 JOKJaJa Mo
NpeIoKeHHON TemaTuke. J[oMmyCcK K SK3aMeHy MPOU3BOJUTCS HAa OCHOBE aHAIM3a
MOCEIIEHHBIX JIEKIHUM, MOATOTOBJIEHHOCTH K CEMHHApPCKUM 3aHSTHUSIM, OILICHKE
MPEJCTABICHHOTO JIOKJIA/Ia U 3aKJIFOYUTEIHLHOTO TEKCTA.

[TonoxxurtenbHasi OLIEHKA «OTIWYHO» CTABUTCS TMPHU TITyOOKOM OCBEIICHUHU

BOIIPOCOB 11O TCOPHH, BJIAACHHUA YMCHHUCM MH3JIaratb MbICINU JIMHIBUCTHYCCKHU



KOPPEKTHO, 3HAHHEM TOUYEK 3PEHHUs 3apyOeKHBIX U OTEUECTBEHHBIX JIMHTBUCTOB 110
npobsieMe, YMEHHUEM ONPEIENIUTh CTHIMCTUYECKHE IPUEMbl Ha JIEKCMUYECKOM,
CUHTaKCHYECKOM, (DOHETUYECKOM U TpahUueCcKOM YPOBHSIX.

«XOpoIIo» CTaBUTCA C BBINOJIHEHUEM BBILIEIIEPEUHCIECHHBIX YCIOBUN, HO
JOMYCTUMbI HE3HAUMTEJIbHbIE OIIUOKH WM HETOYHOCTH.

«Y 1OBJIETBOPUTETLHO XapaKTEpU3yeT  HEJAOCTATOYHO  IIyOOKHH,
NOBEPXHOCTHBIH YPOBEHb 3HAaHUM, €CTh HETOYHOCTH, YMEHHUE  OIpPEACIUThH
CTWJIMCTUYECKHE TMPUEMBI HEOCTATOYHO.

«HeynoBneTBOpUTENBHO» XapaAKTEPU3YET OTCYTCTBUE 3HAHUI WJIH YPOBEHB

U3JIOKEHUS, KYJIbTYpa U3JI0KEHUS HU3KAs.

1I. YYEBHAA IIPOI'PAMMA

Kypc CTUIMCTHKM 4MTAETCS HAa AHIJIMHUCKOM sI3bIKe. B JIEKUIMOHHON 4acTu
Kypca OCBEUIAlOTCS TaKUE BOIMPOCHI, KaK MPEIMET U 3aJJa4H CTUIIMCTHKH, CIIOCOOBI
aHaJln3a Xy/J0KECTBEHHON peun, M300pa3uTebHbIE U BBIPA3UTENIbHBIE CPEJCTBA
A3bIKa, (PYHKIMOHAJIbHASI CTUJIMCTUKA, JEKCUKOJOTUYECKas CTUIIUCTUKA, TEOpUs
0o0pa3oB, CTWINCTUYECKOE (YHKIMOHUPOBAHHE (HPA3COJOTUUECKUX EAUHULL,
CTWJIMCTUYECKHI aHaJIN3 Ha Pa3HBIX YPOBHIX ((hoHETHYECKOM, MOP(]OTIOTHIECKOM,
CUHTAaKCHUYECKOM, TIpapruuecKkoM). DTU TEMBbI SBISIIOTCSA KIOUEBBIMU M HamoOoJjee
TpyAHBIMU B Kypce. KOHTpOIb yCBOGHHSI OCYLIECTBIISETCS MPH MIOMOIIM BOIPOCOB
K MPOCIIyIIAHHOMY MaTepHuaiy.

TemaTuka CEMUHAPCKUX 3aHATHI COOTBETCTBYET JIEKIIMOHHOMY KYpCY.
CTyieHThl JOKHBI TOHUMATh OCOOEHHOCTH OTPEAETICHUS CTUIMCTUKH KaK HayKH
0 MOJCUCTEMAX JINTEPATYPHOTO S3bIKa (CTUJISAX SI3bIKA) U O CPEJICTBAX S3BIKOBOTO
BBIpAXXEHHUS, MPUMEHEHHEM KOTOPBIX OOyCIOBIeH TpeOyemblid 3¢ dexT (1eib)
BbICKa3bIBaHUs. [[J1s1 3TOro CTyEHThI JOJKHBI OPUEHTUPOBATHCS B pa3HOOOPA3UU
(GYHKIIMOHATIBHBIX CTWJICH, TaK KaK KaXIbli CTHIb S3bIKa TOYHEE BCETO
ONpe/IeNsieTCsl MO XapakTepy HCHOJIb30BaHUS B HEM CPEICTB S3BIKOBOTO
BbIpakeHHsl. VIMEHHO cBoeoOpa3ue B3aMMOJIEUCTBHUSI 3TUX CPEACTB M JIaeT

BO3MOXXHOCTh OTPAaHUYUTh OJIMH CTWJIb OT JAPYroro, 4To CHocoOCTByeT Ooliee



IIOJJHOMY M BCECTOPOHHEMY aHAIU3Y JMHIBUCTUYECKOW MPUPOJBI MTPUMEHSIEMBIX
S3BIKOBBIX CPEJICTB, TTOKA3bIBas WX MOJIU(PYHKIUOHAIBHOCTD, T.€. YIOTPEOJICHHUE B
pasnuuHbIX Lenax M cdepax obOmieHusa. Ckpymylie3HOE H3YyUYEHHE MPUPObI
CTWJIMCTHYECKNX TPHEMOB JaeT CTYACHTaM BO3MOXKHOCTh pa3o0paThCsi B HX
KJIacCuUKAIMU, TOHITh Pa3HUILy MEXIy HEHTpalbHBIMHU, BBIPA3UTEIBHBIMU U
COOCTBEHHO CTWJIMCTUYECKUMU CPEJICTBaAMU si3bika. Bce BhIpa3uTeNnbHbBIE CPEICTBA
U CTWIMCTUYECKUE TPUEMBbI pa30oUThl Ha 3 OOJbIIME TpyMIbl: (HOHETHUECKUE,
JIEKCUKO-(Pa3eoIoriuecKue u CUHTaKCu4eckue. BaxkHast posib OTBOJUTCS 3HAHUIO
CTWJIMCTUYECKOW KJIaCCHU(UKAIIMK CJIIOBAPHOTO COCTaBa aHTJIMMCKOTO S3BIKA.
Heobxoaumo yMeTh MNPOBOAUTH CTUIMCTUYECKUN aHANU3, KOTOPBIA B CBOIO
odepeab HEOTACIMM OT CHUHTE3a, BOCCTAHABIMBAIOMIETO XY/I0KECTBEHHYIO
LEJIOCTHOCTh MPOMU3BEAECHHUS, IOKA3bIBAIOIIET0 MECTO KAXKJIOTO DSJIEMEHTA B
CTPYKTYpE LI€JIOr0 U OJHOBPEMEHHO YUYUTBHIBAIOIIETO MECTO 3JIEMEHTOB B CUCTEME
a3bIka. MIHaue roBopsi, KaXKAbIM OTJICIBbHBIN AJIEMEHT JOJDKEH PAcCMaTpPUBATHCS HE
U30JIMPOBAHHO, a B €r0 CBA3AX M OTHOIICHUSX C APYTMMHU BJIIEMEHTaMH, CO BCEH
CTPYKTYPOH XyH0KECTBEHHOI'O TEKCTA U CO BCEH CUCTEMOM SI3bIKA.

bosibiioe BHMMaHHE YAENSETCS BBINOJHEHUIO MPAKTUYECKUX 3aHATHH,
KOTOpbIE HaIlleJieHbl Ha (OpMUPOBAHHME TMPAKTHUUECKHUX YMEHUH H HaBBIKOB
CTUJIMCTUYECKOTO aHAIN3a TEKCTOB Pa3HbIX (DYHKIIMOHATBHBIX CTHIICH.

Kypc paccuutan Ha 2 cemectpa (7,8). B koH1le 7-ro cemectpa CTYJEHTHI
caarotT 3a4eT. [lo OKOHUAHMM Kypca CTHWJIMCTHUKH CTYJEHTBHI CHAOT dK3aMeH (8
ceMecTp).

CtpykTypa sK3aMEeHAIMOHHOTO OujeTa:

1. Teopernueckuil BOIpPOC.

2. Teopernueckuil BOIpPOC.

3. TlpakTrueckoe 3agaHue MO UASHTU(PUKAIIUN CTUITUCTUUECKUX CPEICTB.

Oo6vem oucyunaunsvl u 6uobl yueOHOU padomaol



no cneyuanvnocmu 031202 — «Ilepeeood u nepesodosederue

Bunbl yueOHOM paboThI Bcero vacos Tcemectp 8cemecTp
O61mas Tpy10€MKOCTh 214 144 70
AyJUTOpHBIC 3aHATHS 68 72 32
Jlexun 34 18 16
Cemunapsi (C) 34 18 16
CamocrosiTenbHas paboTa 146 76 70
Buja uTOroBOro KOHTPOJIsi 3a4er 9K3aMeEH

no cneyuanvnocmu 031001 — «@unonozusn)

Bunbl yueOHOM paboThI Bcero yacos Tcemectp
OO611as TPy I0EMKOCTh 72 72
AyJUTOpHBIC 3aHATHS 36 36
Jlekuun 18 18
Cemunapsl (C) 18 18
CamocrosiTenbHas padboTa 36 36
Buja uTOroBOro KOHTpOJIsi IK3aMeH

1. HpeI[MGT " 3aJa4n CTHUINCTHUKH. [lonsiTue cTus.
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PasBurie M CTAHOBIIEHME CTWIMCTUKHA KAaK HAyKH, CBSI3b CTHIIHMCTUKU C
JIPYTUMH  JIMHTBUCTHYECKUMHU JUCIHUIUITMHAMHU (JIUTEpAaTypOBEJCHUE, ACTETHKA,
ATUKA,  COLIMOJMHIBUCTUKA,  JIEKCUKOJIOTHS,  TEOpeTHYecKass  (POHETHKA,
TEOpeTHYEeCKas TIpaMMarThka). JIMHIBOCTWIIMCTHMKA M JIMTEpaTypOBEAUECKas
ctunuctuka. lloHsATHE HOPMBI M HapylIEeHWE HOPMBbI KaK CTHUJIMCTHYECKHU
MapKkupoBaHHON eauHuIbl. Cnenuduka (yHKIHMOHUPOBAHUS S3BIKOBBIX CPEICTB
Ha JIEKCUYECKOM, CUHTaKCUYECKOM, MOP(POJIOTUYECKOM U IpaUYeCcKOM YpPOBHSX.

ITonsTHE CTUIIMCTUYECKOMN OIIIIO3UIINH.

Temamuueckuii nian

Ne | Haumenosanue pazaenos | Jlekuuu | Cemunap | Ayaur. Camoct. | Buast

U TeM BI pabota pabota TEKYIIIETO
KOHTPOJIS

1 |Hpenmer wu  3apmaum | 2 2 4 8 CoGecen.
ctwiuctukd.  llonarue
CTHIIS

2 | Ctuiuctuka 2 2 4 8 Joxianbl
nexkoaupoBanus. Teopus Coblecep.
uHpOpMaIUH. Tunel
BBI/IBIDKEHUS

3 Cruneobpasyromue 2 2 4 8 Cobece.
(bakTopsI

4 | 3unauenue cioBa. | 2 2 4 8 KonTpons Ha
¥Y3yanpHOE u CEMHUHapax
KOHTEKCTyaJIbHOE

5 Crunuctuyeckas 2 2 4 8 Jokmanbl
muddepeHmanus CoGecen.
JIEKCUKH.
1)HelTpanpHas JIEKCHKA;
2)CTHIINCTUYECKH
MapKUpOBaHHas JIEKCUKA.

6 Crunucrtuueckast 2 2 4 8 Jloxkmagsl
CEMAaCHOJIOTHUSA cobecel.

7 Crunuctuyeckue 2 2 4 8 Jloknaasl
acmekThl  (hpazeosoruu. Cobecen.
V3yaibHble u
OKKa3HOHAJIbHbIE

10



(hpa3eos0oru3Mbl

8 Teopus 06pa3oB 2 2 4 8 JOKJIabI

9 durypsl TOXOecTBa. | 2 2 4 8 Jloxmnaasl
durypst cobecen
MPOTUBOIIOJIO0KHOCTH.
DuUrypbl KauecTBa

10 | CuHTakcu4deckue 2 2 4 8 Jloxmnaasl
BBIPA3UTENbHBIC cobece.
CpEJICTBA M TIPHUEMBI

11 | donernyeckue 2 2 4 8 CoOecep.
CTWIMCTUYECKUE
CpeICTBa

12 | T'paduueckue 2 2 4 8 CoGecen.
CTHJIMCTUYCCKUEC
cpencTaa

13 | Mopdonoruaeckue 2 2 4 8 Cobecen.
CTHUIIMCTHUYCCKUEC
cpeacTBa

14 | ®dyHKUMOHATBHASA 2 2 4 16 Jlokmagel
ctunuctuka. I[Ipobrnema
KJIacCU(UKAIIUN
(hyHKIIMOHATILHBIX
CTUJIEH

15 | Crtuib s3pIka | 1 1 2 4 Co0ecenos.
XYJ10KECTBEHHOMN
JIUTEPATYPbl

16 | IlyOnumucTudeckuit 1 1 2 4 Joxianbr
CTHJIb

17 | TI'a3eTHBIN CTWIE 1 1 2 4 Jlokmnaasl

18 | Ctuib Hay4dHOM MIPO3BI 1 1 2 4 Jokanpl

19 | Ctmib odpurmanpHex | 1 1 2 4 Jloxmnaasl
JIOKYMEHTOB

20 | Tekcr. OcuoBHable | 1 1 2 6 CoOecep.
KaTErOpHUH TEKCTA.

Hns cneumanbHoct 031001 — «IlepeBon U mepeBoaOBeACHUE» 00BEM
aynutopHor pabotet mo Temam NeNe 1 — 18 cokpamaercs B JBa pasa.
CamocTtosTenpHas paboTa YMEHBIIIAETCS COTVIACHO IMPETYCMOTPEHHBIM Y4eOHBIM

IJIJAHOM Ha ATOT BUJ pabOTHI YacaM.

III. PABOYAA IIPOI'PAMMA

11



1. IlpeamMet u 3axa4u cTUIAUCTUKH. [loHsITHE CTHIS.

Crunucruka KakK HayKa CUHTE3UPYET 3HAHUA PUTOPUKH,
JIUTEPATYPOBEACHUSI, COLIMOJIMHTBUCTUKH, JIEKCUKOJIOTUY, UHTEPIPETALNN TEKCTA,
Teopur (HOHETUKH, TpaMMaTuku. [loHSATHE S3BIKOBOTO CTHIIA. ITonsiTne
CTUJIUCTUYECKON  ONmo3uliuu. JIMHIBOCTWIMCTHKA W JIATEPATypOBEIUYECKAs

ctunucTuka. [lonsTue crunmmcTuueckon XapakTepucTuku. HelTpanbHbIN CTUIIb.

2. Cruancruka  jaexoaupoBanus. Teopus wHpopmanuu. Tunbl

BbLIBUKEHHS.
Crunuctuka BOCHPHMSTHS Kak CTWIMCTHKA JeKoAaupoBaHus. Teopus
MH(pOpMAIMU NPUMEHUTEIBHO K MpoOjemMaM CTHWIMCTHKU. Teopusi KOHTEKCTa.
QOYHKIMOHAIBHOCTh TEOPUU BBIABHKECHUA. TUIBI BBIABMKEHUA. KOHBEpreHIus.

O6mMmanyToe oxuaanue. [losyoTMeueHHbIe CTPYKTYphI. TemMaTudeckas ceTka.

3. CruaeoOpasyromue GpakTopbl.

BI/I)I pe€uu: MOHOJIOT, JUAJIOT, ITOJKUJIOT, A3bIKOBBIC U CTUIIMCTUYCCKHUEC YCPTHI.

Oo0s3atenpHbIe U PaKyIbTATUBHBIC S3LIKOBBIC YEPTHI.

4. 3HavyeHue CJIOBA. Y3yaJbHOE U KOHTEKCTYAJIbHOE.
JIekcuKO-CeEMaHTUYECKUI BapUaHT. Jlekcuueckoe 3Ha4YCHUE.
I'pammaTnueckoe 3HaueHue. Jlekcuueckasi, rpammaruyeckas, Mopdosaoruueckas

BaJICHTHOCTh. BiImsHMe KOHTEKCTa Ha AKTyaJIn3alnio 3HAYCHU .

5. Crnancruyeckas nuddepeHunanms JeKCHKHU.

Ctunuctuueckue  pecypcbl  JEeKCMKM.  OCHOBHBIE  XapaKTEPUCTHUKHU
HEUTPAIIBHOM  JIEKCUKM W CTWJIUCTUYECKM  MApKUPOBAHHOM.  DakTophl,
JETEPMUHUPYIOIINE XaPAKTEPUCTUKY JICKCUKU: HAI[MOHAIbHBIE, TEPPUTOPUATILHBIC
conuanbhbie. CTUIMCTHYECKAsT (DYHKIIHS 3aMMCTBOBAHHIMA.

6. CTuaucrnyecKas CeMacHuoJIOrus.
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[TonsiTne neHoraunu U KOHHOTAaUMU. [IOHATHE MHIE€PEHTHOM U aIT€PEHTHOMN
KOHHOTaUUH. TpH pa3HOBUAHOCTH UHIE€PEHTHOW KOHHOTALUN:

a) CTWIMCTUYECKAs KOHHOTAILMS MPHUCYIIA CJIOBaM B 3aBUCUMOCTU OT TOM
WM WHOU cephl yroTpeOaeHus (KHIKHAsS, pa3roBOpHAsi, apXandeckas);

0) cTUIMCTHYECKash KOHHOTAIUsI, SKCIIPECCUBHO-IMOIIMOHAILHO-OIIEHOYHAS,
OCHOBAaHHAs HA OTHOLIECHHUH K MPEJAMETY BBICKA3bIBAHUS U SIBIISIOLIASICS

B) CTWJIMCTHYECKAs] KOHHOTAIIMS, CBSI3aHHAS C HEOOBIYHOCTHIO OOBEKTA WIIH
ABJICHUSI, 0003HAYAEMOI0 JTAHHBIM CJIIOBOM.

AJIrepeHTHas KOHHOTAaUs KaK SIBJIEHUE DY, MHI€PEHTHAs! KOHHOTAILMS KaK

SABJICHHC A3bIKA.

7. CTuancTuyeckue  acneKkTbl  (pa3eoiorvu.  Y3yalbHble  H

OKKa3HOHAJbHbIE ()PA3€0JOrU3MBbL.

Crunuctuueckas kinaccudukanus dpazeonorusmoB (PE). Cneunuduka
ynotpeOnenus (pa3eosoru3mMoB B (YHKIUMOHAJIBHBIX CTUISAX. DKCIPECCUBHBIN
norenuran @DE. Aptopckue mnpeoOpazoBanuss PE U uUX CTUIMCTHYECKOE

HCIIOJIB30BaHHUC.

8. Teopus o0pa3os.

O0pa3 kak octermueckass kareropusi. Crpykrypa oOpa3a. OCHOBHbBIC

¢byHkunn 006pa3zoB. Tpormbl Kak CPeICTBO peaiu3aluu 00pa3HOCTH.

9. ®urypbl ToxkAecTBA. DUIrYpbl NPOTHBONOJI0KHOCTH. DPUTypbI

KayecTBa.

Ourypsl TOXK]IECTBA: CpaBHEHUS, CUHOHHMBI. Ourypsl
POTUBOIIOJIOKHOCTH: aHTUTE3a, OKCIOMOpPOH. Durypbl kadecTBa: METOHHUMMUS,
cuHekaoxa, mnepudpas, -sBPemusm. Metadopa, SUUTET, aAHTOHOMA3WUS,

NepCOHU(PUKAIINS, aJUIETOPHSI, UPOHHUSI.
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10. CuHTaKcH4YecKHMe BbIPa3WTedbHbIE CPEICTBA W CHHTAKCHYECKHE

NpUuEMBbI.

Cunrakcudeckass ctwinctuka. Ctumuctudeckas (YHKIUS TOPSIKa CIIOB.
HeoObpuHOE pasmenieHue 3JeMeHTOB mpemntoxkeHus. Mupepcus. O6ocobiaeHue.
Bunbl cuUHTaKCcHYeCKMX TIOBTOpPOB. IlapanienbHble KOHCTPYKIIMH. XHa3M.
TpaHcro3unuy CHUHTAKCUYECKUX CTPYKTyp. CHHTaKcWdeckass KOHBEPICHITHS.
ApxutekToHnueckas QpyHKIusA cuHTaKcuca. ['pamanus. Perapmanums. I{eaocTHOCTH

1 YIIOPAJOUYCHHOCTb TCKCTA.

11. PoHeTHYECKNE CTUINCTHYCCKHE CPEACTBA.

®onocTunmucTuKa. CTUINCTUYECKUE BO3MOXKHOCTH MPOCOANH. ABTOPCKUE U
UCITOJTHUTENECKUE (POHETHUECKUE CTHIIMCTHUECKHUE CPENICTBA, (PYHKIIMOHAILHOCTh

yJapeHus, MHTOHAILIUM, Tay3bl. Ajnutepanus. Acconanc. Purm. Pudgma.

12. I'paduyeckne CTHINCTHYECKHE CPEICTBA.

I'padoctunuctuka. Ilynkryauus. ['padorexnudeckue cpenacrtBa: mpudr,
I[BET, HEOOBIYHOE PACMOJIOKEHHE TEKCTOBBIX 3JIEMEHTOB, WICHEHHE Ha a03allbl.

Pounb 3arnaBubix OykB. ['padudeckas oOpa3HOCTD.
13. Mopdoaornyeckne CTUINCTHIECKHE CPEICTBA.
CTUIMCTUYECKUNA TOTEHI[MAd 4YacTed pedyu: apTUKIb, CYIIECTBUTEILHOE,

riaroji, Hapeune. Ctunuctuyeckrue (PyHKIIMM MECTOUMEHHS.

14. PyHknuoHadabHass cruaucTuka. IIpobiaema kjaaccupukanum

gb YHKIIMOHAJbHbIX CTHJIEM.

OCHOBHBIE  TIOJIOKEHUSI  (PYHKIIMOHAIBHOW  CTHIHUCTUKH.  [loHsiTHE

«(PYHKIMOHAIBHBIN CTUIIbY.
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15. CTuab A3bIKA XY/105K€CTBEHHO JUTEPATYPbI.

®opmupoBaHUE  CTWIS  XYJOKECTBEHHOM  JuTeparypbl.  BrnusHue

JIUTEPATYPHBIX HAMPABJICHUM.

16. Ily0aMUMCTHYECKUNA CTHIb.

VYcrHasg u nucbMeHHas Gopma. OyHKUMA UHPOPMALUUA U SMOLHUOHAIBHOTO

BO3I[€I>1CTBI/I$I. CpCI[CTBa OLCHOYHOCTH. Crunuctuueckas OKCIIpECCusl.

17. I'a3eTHBINA CTHJIb.

OcHOBHbIE byHKIUN 151 XapaKTEPUCTUKHU ra3eTHOTO CTHJIA.
OyHKIMOHAIBHOCTh 3aroJIOBOYHOTO KOMIUIEKCa. JIEKCMYECKHE U CHHTAaKCUYECKUE

XAPAKTCPHUCTHUKH I'a3C€THOI'O CTHUJIA.

18. CTHJb HAYYHOM NPO3bI.

OyHKIUN u OCHOBHBIE XapaKTEPUCTUKHU HAy4YHOU MPO3BIL.

Cruneobpasyrolue XapakTepUCTUKH.

19. Ctuab 0pUIHANBHBIX JOKYMEHTOB.

CruneoOpazyromue  gakrtopbl  CTUias  OQUUHMATBHBIX  JOKYMEHTOB.

Cranpaptuszanus CTpyKTYpHI.

20. Texcr. OCHOBHBIE KATETOPHH TEKCTA.

OmnpeneneHuss MOHATHS «TEKCT». EnuHuIBl Tekcra. UneHeHHe TekcTa:
NpeUIoKEHNs], CBepX(pa3oBoe eAMHCTBO, ab3al. CTpyKTypHO-CEMaHTHYECKas

opranu3anusa TCKCTOBOI'O HECJI0I0.
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1V. INTAHbI CEMUHAPCKHX 3AHATHH

Seminar 1-2:

The Metalanguage of Linguostylistics. Style Forming Factors Questions for

discussion:

1.
2.

The subject of Linguostylistics.
Tropes and figures of speech: the binary principle of classification of

stylistic devices.

3. General notes of functional styles of language.

4. Varieties of language.

5. The development of the English literary language.
6.
7
8
9

Meaning from a stylistic point of view.

. The author’s Stylistics and Stylistics of perception.
. Stylistics of decoding.
. Ways of Stylistic analysis.

10. Stylistic function. The notion of convergence.

11. Types of speech. Intention.

12.Linguistic and stylistic norms.

Literature:

1.
2.

Galperin, [.R. Stylistics/ [.R. Galperin. — M.: Beicias mikomna, 1977.
Kukharenko, V.A. A Book of Practice in Stylistics/ V.A. Kukharenko/ -
M., 1986.

. ApHOJ’IBJI, N.B. Cruancruka COBPEMCHHOI'O AHTJIMMCKOTO  SI3BIKA.

Crunuctuka nekonupoBanus/ U.B.Apronsa. — M.: IIpocsemenne, 1990.
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Seminar 3-4:

Stylistic Classification and Differentiation of the English Vocabulary

Questions for discussion:

1.

L

9.

Stylistic coloring and its types.

Stylistics and lexicography.

Contextual stylistic meaning.

Stylistically neutral and stylistically colored words.

The three main stylistic layers of the English vocabulary: neutral, literary
(bookish), colloquial (literary colloquial, familiar colloquial, low
colloquial).

Terms and professional words.

Poetic words. Slang. Vulgarisms. Jargonisms.

Neologisms and nonce-words. Archaic words, historisms, obsolete
words.

Dialectical words. Barbarisms.

10.Regional varieties of the English vocabulary.

Literature:

Galperin, I.R. Stylistics/ [.LR.Galperin. — M.: Beiciias mkona, 1977.
Kukharenko, V.A. A Book of Practice in Stylistics/ V.A. Kukharenko. —
V., 1986.

. ApbekoBa, T.U. Jlekcukonorusi anrnuiickoro sizbika / T.M.ApGekosa. —

M.: IIpaktuueckuii kypc. — U.: Beictias [lkomna. 1977. — 240 ctp.
Arnold I. V. The English Word. — M.: Beicmias mxona, 1986, 3-d ed. pp.
240-251.

Antrushina G.B. et. Al. English Lexicology. — M.: Beicias mikona, 1985,
c. 9-34.
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6. Apunonpa. W.B. Crunuctuka COBPEMEHHOTO aHTIIMKACKOTO — sI3bIKa/

N.B.Apnonba. — M.: Beiciias Ikona, 1981, ctp. 246-251.

Seminar 5:

Stylistic Aspect of Lexicology

Questions for discussion:

1. The word: signification, denotation, connotation.
Types of connotation.

Stylistic stratification of the English vocabulary.
Stylistics synonyms. Synonymic condensation.

Polyphony of a word.

A O i

Deformation of an idiom.

Literatute:

1. Galperin, I.LR. Stylistics/ [.R. Galperin. — M.: Beicmas mikosna, 1977.
2. Apnonbn, W.B. CruincTuka COBPEMEHHOIO AHTJIMUCKOTO — A3BIKA.

Crunmuctuka nexkoguposanus/ 1.B.Apnonbsa. — M.: [Ipocsemenune, 1990.

Seminar 6:

Stylistic aspect of word-formation

Questions for discussion:

1. Stylistic resources of word-formation.

2. Stylistic potential of word-formation models.

3. Stylistic potential of conversion.

Literature:
1. Galperin, I.LR. Stylistics/ [.R. Galperin. — M.: Beicmas mkosna, 1977.
2. Apnonbn, WM.B. CruimcTMKka COBPEMEHHOIO AHTJIMKACKOTO — A3BIKA.

Crunuctuka nekonupoBanus/ U.B.Apnonba. — M.: [Ipocsemenune, 1990.
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Seminar 7-8

Stylistic Aspect of Phraseology

Questions for discussion:

1. Stylistic classification of phraseology (neutral, expressive).

2. Peculiar use of phraseology.

3. Decomposition of phraseology.

4. Stylistic functioning of phraseology.

5. Expressiveness of phraseology.

Literature:

1.
2.

Galperin [.R. Stylistics/ I.R. Galperin. — M.: Beicmas mkona, 1977.
ApHonpgy WM.B. Crunuctuka COBPEMEHHOIO AHIJIMMCKOTO — SI3BIKA.
Crunuctuka nekonupoBanus / U.B.Apnonba. — M.: [Ipocsemenue, 1990.
Ginzburg R.S. ed. A Course in Modern English Lexicology. — M.:
Beicmias mixoina, 1979, 2-ed ed., pp. 64-88.

Raimer F.B.Semantics. — M., 1982, pp. 61-66.

Kynun A.B. Aurno-pycckuii ¢ppazeonoruueckuii cioBaps/ A.B.Kynun. —
M., 1967.

Kyann A.B. ®paseonorus COBpPEeMEHHOTO aHTJIMMCKOTO  SI3bIKA/

A.B.Kypun. — M., 1972, ctp. 6-21.

Seminar 9

Theory of Imagery

Questions for discussion:

l.
2.
3.

Theory of imagery.
Expressiveness of imagery.

The structure of imagery.
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Literature:
1. Galperin, I.R. Stylistics/ [.R.Galperin. — M.: Beicias mkomna, 1977.
2. Apnonbn, WM.B. CrwimcTuka COBPEMEHHOTIO AHTJIMKACKOTO — SA3BIKA.

Crunmuctuka nexkogupoBanwns/ .B. ApHonsa. — M.: [Ipocsemenne, 1990.

Seminar 10

Stylistic Aspect of Morphology. Stylistics of Syntax. Phonostylistics/
Questions for discussion:

1. Stylistic use of articles.

The verb: stylistic value of tense, aspect and taxis.

Stylistic use of pronouns.

The sentence: the plain style and the eloquent style.

Punctuation: overstopping ang understopping.

The paragraph: what is a paragraph?

NS kN

Rhythm, rhyme, meter.

&

Sound imitation. Sound symbolism.

9. Stylistic aspect of prosody.

Literature:

1. Apnonbn, W.B. CruimcTuka COBPEMEHHOTIO AHTJIMKACKOTO — A3BIKA.
Crunuctuka aexkogupoBanus / U.B. Apnonba. — M.: Ilpocsenienue,
1990.

2. Galperin, I.R. Stylistics/ [.R. Galperin. — M.: Boicmas mikosna, 1977.

Seminar 11-12-13

Lexical Expressive Means and Stylistic Devices

Questions for discussion:

1. Simile. Epithet. Metaphor. Personification. Antonomasia.

2. Metonymy. Synecdoche.
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3.
4.

Hyperbole. Understatement. Euphemist.

Litotes. Periphrasis. Onomatopoeia.

Literature:

1.

ApHonbn, W.B. Crunuctuka COBPEMEHHOIO aHIVIMMCKOIO — SI3bIKA.
Crunuctuka nekonupoBanus/ U.B.Apnonba. — M.: [Ipocsemenune, 1990.
Galperin, I.R. Stylistics/ I.R. Galperin. — M.: Bricmias mkona, 1977, p.
136-142; 161-162; 142-144; 173-174; 170-173; 164-166; 152-158; 145-
148; 250-252; 166-170; 158-160.

Kukharenko, V.A. A Book of Practice in Stylistics/ V.A. Kukharenko. —
M., 1986, p. 37-38; 46; 50; 40-41; 47-58.

Seminar 14 — 15.

Figures of Speech

Questions for discussion:

1.
2.
3.
4

Alliteration. Assonance.

Anaphora. Epiphora. Anadiplosis. Polysyndeton.

Syntactic parallelism. Antithesis. Chiasmus.

Ellipsis. Inversion. Periodic sentence (suspence). Aposiopesis (break-in-

the-narrative). Climax.

Literature:

l.

Apnonbn, W.B. Crunmuctuka COBPEMEHHOTO aAHTJIMMCKOTO  SI3bIKA.
Crunuctuka nekonupoBanus/ U.B.Apnonba. — M.: [Ipocsemenune, 1990.
Galperin, I.R. Stylistics / I/R/ Galperin. — M.: Beicmas mxomna, 1977, p.
123-123; 212; 230; 207; 222; 209; 234; 203; 217; 236Ne 219.
Kukharenko, V.A. A Book of Practice in Stylistics / V.A.Kukharenko. —
M., 1986, p. 11; 72-73.

Seminar 16-17
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The Means of Satire and Humor. Units and categories of the text.
Questions for discussions:

Double sense. Play of words. Pun.

Oxymoron. Zeugma.

Mixture of styles.

Irony.

Text as a complex unity.

A

Units of the text.
7. Types of supraphrasal units (SPU).
8. Stylistic analysis on the level of SPU.

9. Text categories.

Literature:

1. Galperin, I.R. Stylistics / I.R. Galperin. — M.: Beiciias mkona, 1977.

2. Apuonba, W.B. Crunuctuka COBPEMEHHOIO aHIJIMICKOTO  S3bIKA.
Crunuctuka nekonupoBanus/ U.B.Apuonba. — M.: [Ipocsemenune, 1990.

3. Kukharenko, V.A. A Book of Practice in Stylistics / V.A. Kukharenko. —
M., 1986.

Seminar 18 -19

Functional Styles

Questions for discussion:

1. The functions of language and functional styles.
2. The problem of classification of functional styles.

3. Styles and discourse.

Literature:
1. Galperin, I.LR. Stylistics/ [.R. Galperin. — M.: Beicmas mkosna, 1977.
2. Apnonbn, WM.B. CruimcTMKka COBPEMEHHOIO AHTJIMKACKOTO — A3BIKA.

Crunuctuka nexoauposanus , U.B.Apnonbea. — M.: IIpocsemenue, 1990.
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3. Kukharenko, V.A. A Book of Practice in Stylistics / V.A. Kukharenko. —
M.: 1986.

Seminar 20-21
The Belle-Lettres Style. The Publicistic Style. The Newspaper Style. The
Style of Scientific Discourse. The Style of Official Documents/

Questions for discussion:

1. Language of poetry.

Compositional patterns of rthythmical arrangements.
Lexical and syntactical features of verse.

Emotive prose.

Language of drama.

Oratory and speeches.

The essay.

Journalistic articles.

A S AR T i

Brief news items.

10. Advertisements and announcements.
11.The headline.

12.The Editorial.

13.The style of scientific discourse.

14. The style of official documents.

V. TEMbI KYPCOBBIX PABOT

OO06pa3HOCTh KaK CPEACTBO XyN0KECTBEHHON HH(POPMAIIHH.
CrrimcTudecKkne cpeicTBa OLIEHOYHOCTH B MOJIUTHYECKOM JUCKYPCE.
HammonansHo-kynbrypHas crienupuka OE ¢ KOMIIOHEHTOM IIBETA.

CuHrakcudeckue QyHKIHMH Mapauienn3ma.

A A

JIMHTBOKYJIBTYPHBIN ACHEKT MPO3BUIIHBIX HOMUHALWH.
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6. CrocoObl BbIpaX€HUS SKBUBAJIEHTHOCTU apTUKJIIS B COBPEMEHHOM aHTJIMHCKOM
A3BIKE.

7. ®opMupoBaHWE U pa3BUTHE (Ppa3eoJorHueckoro (oHIa B COBPEMEHHOM
AMEpPHUKAHCKOW Mpecce.

8. IlyHKTyalus Kak CpeJICTBO BBIPAKEHUSI CMbICJIA.

9. Crunuctuueckas npupojaa UPOHUH (Ha MaTepuase OJJHOro aBTOpa).

10. MeTadopa B cTUIe HAYYHOM MPO3BI.

11.Ctunucruueckas GyHKINUS METOHUMUU.

12.Ctunuctrueckas GyHKIUS SBPEMU3MOB.

13.CuHTakcuueckue MOJEIN OBTOPA B PEKJIAMHOM JIUCKYpCE.

14.Ctunuctuueckas GyHKUNS OTPULATENIbHBIX KOHCTPYKIIHM.

15.Crioco0bl CHIKEHUS KaTETOPUIHOCTH OIICHKH.

16.Ponb rpaduku npu BOCIPUATUU TEKCTA.

1'7.®@oHeTnUeCcKas opraHu3anus MOATUYECKOTO TEKCTA.

18.CpenctBa akTyanu3aii CKPHITBIX CMBICIOB (Ha MaTepuaie OJHOro aBTopa).

19.Ctunucruueckas UHBEPCHS.

20.Ctunuctudeckast GyHKIUS aJUTIO3HH.

VI. IPUMEPHBIE TEMBI JJOK/IA/JOB B PAMKAX CEMHHAPCKHX
3AHATHH

1. Stylistic Stratification of the English vocabulary.
Connotative Power of Words.

Poetic Vocabulary.

ol e

What is slang.

9]

Stylistic Potential of Metaphor.
Metonymy.

Antonomasia.

Citation Allegory.

Cliché.

© % N o
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10. Stylistic Functions of Phraseology. Decomposition of Set Phrases.
11.Parallel Constrictions. Chiasmus. Repetitions.

12. Alliteration. Assonance. Onomatopoeia.

VII. BOIIPOCBI K 9K3AMEHY

1. Stylistics as a Science.

2. Word and Its Meaning. Logical, Emotive, Nominal Meaning. Denotative
and Connotative Meaning.

Stylistic Classification of the English Language. Superneutral Words.
Subneutral Words.

Decoding Stylistics. Foregrounding: Convergence.

AN

Decoding Stylistics. Foregrounding: Defeated Expectancy. Semantic

Field. Coupling.

7. Image and Imagery. Trope.

8. Metaphor.

9. Antropomorphic metaphor. Pathetic Fallacy. Collocations. Dead
Metaphor.

10.Metonymy. Antonomasia. Synecdoche.

11.Epithet. Its Classifications.

12.Simile versus Metaphor.

13.Irony.

14.Hyperbole. Litotes.

15.0xymoron. Pun. Zeugma.

16.Quotations. Allusions.

17.Stylistic Syntax. Patterns of Sentences: Loose, Periodic, Balanced.

18.Inversion and Its Types. Detachment.

19. Parallel Constructions. Chiasmus.

20.Rhetorical Questions. Break in the Narration.

21.Phonetic Expressive Means: Alliteration, Onomatopoeia. Rhythm.
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22.Periphrases. Euphemism.
23.Cliches.
24. Antithesis.

VIII. IJTOCCAPHH CTHIHCTHYECKHUX TEPMHHOB

1. allegory (L.Gr. allegoria “speaking otherwise”) — amieropus. Description
of a subject under the guise of some other subject of aptly suggestive

resemblance. E.g.: The fable “The Ant and the Grasshopper”.

2. alliteration (L.ad “to” + li(t)cra “letter”’) — annurepanus.
The repetition of two or more words in close connection with the letter or

sound. E.g. “And the Raven never flitting, still is sitting, still is sitting”.

3. allusion (L. alludere “to allude”) — nosmuuecxuii Hamex

A reference to specific places, persons, literary characters, sayings,
mythology or historical events known to the reader that by some association have
come to represent a certain thing or idea.

e.g.:. “At present, however, the perfume of forbidden fruit seemed
occasionally to float past him, to remind him that the finest pleasures of life are to

be found in the world of action”.

4. anadiplosis (Gr. Anadiplosis “doubling”) — nooxeam
The last word or phrase of one part of an utterance is repeated at the
beginning of the next part, thus hooking the two parts together.

e.g.: “...gaunt spectral creatures with tragical eyes — eyes which had

witnessed scenes of cataclysmal horror...”

5. anaphora (Gr. Anaphora “repetition”) - anaghopa
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The repetition of words or phrases at the beginning of several successive
clauses, sentences or lines. Its main function is emphasis. E.g.: “Ackley, it was

different. Ackley was a very nosy bastard”.

6. anti-climax (Gr. and “against” + klimax “ladder””) — see bathos.

7. antithesis (L. — Gr. antithesio ‘“contrasting”) — aHTUTE3a,
IPOTHUBOITOCTABJICHHE.

An opposition or contrast of ideas, expressed by using in contiguous

sentences or clauses, words which are strongly contrasted with each other. E.g.: “It

was the best of time, it was the worst of times™/

8. antonomasia (Gr. antonomasia ‘“naming instead” ) — aHTOHOMAacus
The interplay between the logical and nominal meanings of a word. E.g.:
“Society is now one polished horde,

Formed of two mighty tribes, the Bores and Bored”.

9. aposiopesis (L. - Gr. aposiopan “to be quite silent”) — ymomuanwue,
HEIO0CKa3.
A figure in which the speaker suddenly halts, as if unable or unwilling to
proceed.

e.g.: “If only know some of the newspaper editors 1’d”.

10. apostrophe (Gr. apostrophe “turning away”’) — anoctpoda, oOparieHue.
A digressive address, a turning away from the main thread of a discourse of
writing, in order to address specially some person or thing, present or absent,

e.g.: “Byron/How sweetly sad thy melody!”

27



11. assonance (L. assonare “answer to”) — acconauc

A phonetic SD; agreement of vowel sounds (sometimes combined with
likeness in consonants).

e.g.: “So all day long the noise of battle rolled among the mountains by the

winter sea”.

12. asyndeton (Gr. a “not” — syndetos “bound together”) — acunpaertoH,
beccoro3ue.
e.g.: “Students would have no need to “walk the hospitals™ if they had me. I

was a hospital in myself.” (absence of the conjunction for ox because).

13. bathos (Gr. bathos “depth”) — paspsuka, Iepexoa OT BBICOKOIO K
OOBIZICHHOMY, KOMUYECKOMY.
Ludicrous descend from the elevated to the commonplace; anti-climax. E.g.:

“...and meanwhile the inspired prophet who had discharged it ... stood there

glowing...”

14. caricature, cartoon — kapukamypa
A description or picture showing overemphasized & distorted peculiarities
of a person, thing or event. Caricature is used to produce a grotesque or ridiculous

effect.

15. chiasmus (Gr. chiasmos ‘“‘diagonal arrangement”) — xua3Mm, oOpaTHbIN
napauIeITu3M.
A figure by which the order of words is one clause is inverted in a second
clause.

e.g.: “I know the world and the world knows me”.

16. cliche — ke
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An expression that has become hackneyed and trite. A cliché¢ has lost
originality ingenuity, and impact by long over-use.

e.g.: “O’Donnell did not relish the thought of close to board politics™.

17. climax (Gr. klimax “ladder”) — xyapMUHAIMS, HApACTAHUE.

A figure of speech in which a series of phrases or sentences is arranged in
ascending order of rhetorical forcefulness; the highest point, culmination; the point
of highest dramatic tension or a major turning point in the action. Climax in a
sentence is achieved when ideas are presented in the order of rising importance.

e.g.: “Already in this first half-hour of bombardment hundreds upon
hundreds of men would have been violently slain, smashed, torn, gouged, crushed,

mutilated”.

18. connotation — KOHHOTaLs
The suggesting of a meaning by a word apart from the it explicitly means or

describes; something suggested by a word or thing.

19. consonance — KOHCOHAHTHU3M

The repetition of the final consonant sounds of accented syllables or
important words in the text at close intervals.

e.g.: book-plaque — thicker

20. denotation — neHOTALN

The basic definition or dictionary meaning of a word.

21. detachment (Fr. Detacher “to separate’) — o6ocobneHue

e.g.: “I—killed him!” she answered...

22. ellipsis — snnuarc
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The omission of a word or words necessary for the complete syntactical
construction of a sentence but not necessary for understanding it. E.g.: “Let me

out”, she said...

23. enumeration (L. enumerare “to count”) — nepeyucieHue
The action of ascertaining a number of something.
e.g.: “It is possible he may have infected others around him — his family,

people he worked with, even come in his hospital”.

24. epigram — snvrpaMmma
A SD akin to a proverd, the only difference being that epigrams are coined
by individuals whose names we know, while proverbs are coinage of the people.

e.g.: “Mighty is he who conquers himself”.

25. epithet —onumem

Usually it consists of one word, adjective or adverb, modifying respectively
nouns or verbs. Sometimes epithets may be expressed by nouns, mainly in <2/-
phrase structures. It is necessary to distinguish between a poetic epithet and a
simple adjective. An epithet creates an image an adjective only indicates a certain
property of the thing spoken about. Epithets on the whole reveal the emotionally
coloured individual attitude of the author towards the object spoken of. There are
also the so-called conventional epithets, a kind of literary cliché.

e.g.: “You,re only a jumped up, jerked off, spitted -turned-out incurable of
an old workin man...” Bbl npocTo 3arHaHHbBIM, W3EpPraHHBIA CTapblii paboyui,

KOTOpPOIo BBI6POCI/IJ'II/I H3 roCIinTajisA, HC BbIJICYHUB. ..

26. euphemism (Gr. euphemeo “1 speak politely”) — apdhemuzm
A figure, by which a less distasteful world or expression is substituted for
one more exactly descriptive of what is intended.

e.g.: “She were at rest, poor wench, and so were Frank”.
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27. exclamation (L. exlamatio from exclamare “to cry out”) — BOCKIIUIIaHUE.
The action of exclaiming; emphatic or vehement outcry.

e.g.: “Always! Always!” cried the priest...

28. grotesque — rpoOTECK

It’s an artistic device characterized by fantastic exaggeration, something
quite unusual, which may not take place in a normal life. It is aimed at representing
human beings or there life as comically distorted, awkward. Grotesque often

implies interweaving the fantastic with the real. Satirics often resort to grotesque.

29. graphon — rpadoHn
Intentional change of the spelling of a word to reflect its authentic
pronunciation.

e.g.: “You might ha’ knocked me down wi’ a straw...”

30. half-reported speech — HecoOOCTBEHHO TIpsiMast peUb

The name given to the style of narration whereby a speech or conversation
is related not in absolute reproduction of the words used by the speaker, but by
means of joining together the author’s speech and that of the character. Thus it is a
description of the events from the point of the view of this character. Thus it is a
description of the events from the point of view of this character. The
characteristics of this style are: the use of the 3-st; observance of the rule of
Sequence of Tenses; absence of quotation marks; frequent usage of colloquialisms
alongside of words and phrases characteristic of the hero.

e.g.: “They went side by side in the direction indicated, chatting quietly and
pleasantly. The Inspector felt his admiration mounting. What a woman. What self-
command. What wonderful poise! A remarkable woman — and a very dangerous

one. He felt sure — a very dangerous one”.
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IX. KOHTPOJIHPYIOIIITUE MATEPHUAJIbI

Tect No 1

NHCcTpyKIMS 1151 CTyIeHTa

Tect comepxxut 25 3amanuii, u3 HUX 15 3amanuii - yacTth A, 5 3amaHuil -
yacth B, 5 3aganuii - yacte C. Ha ero Beimosinenue orBogutcs 90 munyt. Ecnu
3aJ]laHi€ HE YJIA€TCSA BBINOJHUTH Cpady, MNEpeuauTe K ciueayrieMmy. Ecin
OCTAHETCSl BpEMSs, BEpDHUTECh K IMPOMYIIEHHBIM 3a/laHUsM. BEpHO BBINOJIHEHHBIC
3aaHus yacTh A oneHuBarorcsa B | Oamn, wactu B - B 2 6anna, wactu C - B 5

0aJuIoB.

YACTDH A

K xaxmomy 3amaHuio 4acTH A JaHbl HECKOJIBKO OTBETOB, M3 KOTOPBIX
TOJIBKO OJIMH BEPHBIN. BEITIOJIHUB 3a/1aHKe, BEIOCPUTE BEPHBI OTBET U YKAKUTE B
0JIaHKE OTBETOB.

A 1. Choose the most traditional definition of individual style.

A. a unique combination of language units, expressive means and stylistic
devices peculiar to a given writer;

B. style is depth;
C style is deviations.

A2. Choose the definition of the norm.

A. the invariant of the phonemic, morphological, lexical and syntactical
patterns circulating in languages - action at a given period of time:

B. it is the written variety of the language;

C. no existence of an abstract.

A3. Choose the correct definition of the logical meaning.

A. the precise naming of a feature of the idea, phenomenon or object;
B. it is adherent to words denoting emotions and feelings.

A4. Connotations suggest:

A. beyond what they express;
B. they are aimed to convey information precisely.
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AS. The literary layer of the vocabulary is characterized by

A. its markedly bookish character;
B. emotionally colored words;
C. conversational patterns.

A6. Alliteration is:

A. the repetition of similar consonant sounds:
B. the repetition of similar terminal sound combinations of words;
C. similar repetitions of consonants and vowels.

A7. Give the correct definition of a SD defined as transference of some
quality' from one object to another.

A. metaphor;
B. metonymy;
C. epithet.

A8. What stylistic device is meant by the definition of simultaneous
realization of two logical meanings - dictionary and contextual?

A. metonymy;
B. antonomasia;
C. irony.

A9. What stylistic device is based on polysemantic effect?

A. irony;
B. oxymoron;
C. zeugma.

A10. Periphrasis may be called as:

A. circumlocution;
B. hackneyed phrase.

A11. What stylistic device is meant in the definition: an indirect reference by
word or phrase to a historical, literary, mythological fact'?
A. quotation;

B. periphrasis;
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C. allusion.

A12. Stylistic inversion is:

A. violation of the norms of standard English;
B. it is an emphatic construction;
C. non-typical structure of the sentence.

A13. Reversed parallel construction is:

A. repetition;
B. detachment;
C. chiasmus.

A14. Identify the stylistic device: Money burns a hole in my pocket (T.C.)

A. metonymy;
B. personification;
C. metaphor.

A15. Identify the stylistic device: He made this way through the perfume
and conversation (I. Sh.)

A. metonymy;
B. metaphor;
C. antonomasia.

YACTDH B

Bynpre BHUMarensHbl! 3aganus yactu « B» MoOryT ObITh 3-X THUIIOB:

1) 3amanus, copepxKanire HECKOJIbKO BEPHBIX OTBETOB;

2) 3a1aHHsI HA YCTAHOBJIEHUE COOTBETCTBHS;

3) 3agaHus, B KOTOPBIX OTBET JOJDKEH OBITh JlaH B BUJE YHUCIHA, CIIOBA,

CHMBOJIA.

Bl. Underline the correct patterns of the vocabulary of the colloquial stock of
words:

A. jargon;
B. slang;
C. nonce-words;

34



D. terms.

B2. Unassociated epithets characterize the object by adding a feature:

A. inherent in it;
B. not inherent;
C. subjectively additional.

B3. What are the main features of scientific prose style?

A. logical sequence; C impersonality;
B. the use of terms; D. an abundant use of emotive words.

B4. The poem is based on:

A. similes;
B. epithets;
C metaphors.

What happens to a dream deferred?

Does it dry up like raisin in the sun?

Or fester like a sore - and then run?

Does it slink like rotten meat?

Or crust and sugar over - like a syrupy sweet?

Maybe it just sags like a heavy load?

Or does it explode? L. Hughes

B5. What musical devices are used in the poem?

A. end rhyme;
B. alliteration;
C. onomatopoeia.

We real cool.

We left school.

We lurk late.

We strike straight.
We sing sin.

We thin gin.

We jazz June.

We die soon. (W.C.)
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YACTH C
OtBernl K 3a1aHuAM YacTH «C» opmysmpyere B CBOOOIHONH KPaTKOH
(¢popMe u 3anucvIBaeTe B 0JIaHK OTBETOB.

Cl. What is climax?

C2. What models of repetition do you know?
C3. Why is negation functional in stylistics?
C4. What is pun?

C5. What are the features of belle-lettres style?

Tect Ne 2

YACTH A

K kaxnomMy 3amaHuio 4acThu «A» JIaHbl HECKOJBKO OTBETOB, U3 KOTOPBIX
TOJILKO OJIUH BEpHBIA. BHITIOIHUB 3a/1aHne, BRIOEPUTE BEPHBIN OTBET M YKAXKUTE B

OJIaHKE OTBETOB.

Al. Connotations are supposed to:

A. suggest beyond what they express;
B. convey the information precisely.

A2. What stylistic device is based on transference of some quality from one
object to another?

A. metaphor;
B. simile;
C. epithet.

A3. What stylistic device is based on some association connecting the two
concepts together?

A. oxymoron;
B. metonymy;
C. zeugma.

A4. An associated epithet is based upon a feature

A. inherent in the object;
B. adherent.
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AS. What is the function of a topic sentence in a paragraph?

A. the main idea;

B. additional information;
C. linking ideas.

A6. Pleonasm and tautology are

A. additional information;
B. redundancy;
C. deficiency.

A7. Identify the stylistic device in the following example.

... She was handsome in a rather leonine way where this girl was a lioness;

the other was a panther — lithe and quick (Ch.).

A. simile;
B. personification;
C. metaphor.

A8. What is the stylistic effect of antithesis in the following example: Mrs.

Nork had a large home and a small husband. (S.L.).

A. opposition;
B. similarity;
C. Contiguity.

A9. Identify the stylistic device in: Then came running down-strains a

gentleman with whiskers, out of breath (D.).

A. chiasmus;
B. Pun;
C. zeugma;

A10. Identify the stylistic device used in Money burns a hole in my pocket.

(T.C.).

A. simile;
B. metaphor;
C. metonymy.
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A11. Define the compositional structure of the epithet:
He acknowledged an early-afternoon customer with a be-with-you-in -a-
minute nod. (D.U.).

A. phrase;
B. Sentence;
C. compound.

Al2. What stylistic device is based on polysemantic effect?

A. irony;
B. alliteration;
C. zeugma.

A13. The logical meaning is ...

A. precise naming of a feature;
B. denoting emotion and feelings.

A14. What patterns of the vocabulary are colloquial?

A. jargon;
B. terms;
C. archaisms.

Al 5. What patterns of the vocabulary are superneutral?

A. nonce-words;
B. terms;
C. slang.

YACTH B

bynbre BHUMartenbhbl! 3aganus yactu «B» MoryT ObITh 3-X THUITOB:

1) 3amaHus, coqepkKaniue HeCKOJIbKO BEPHBIX OTBETOB;

2) 3aJaHus HA YCTAHOBJIEHHUE COOTBETCTBUS,

3) 3ajaHuU, B KOTOPBIX OTBET JIOJDKEH OBITH JJaH B BHJIC YHCIIA, CJIOBA,

CHMBOJIA.
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B1. What are the main spheres of application of euphemisms?

A. religious:
B. criminal;
C. political.

B2. What stylistic device is based on a peculiar use of negative
constructions?
A. litotes;

B. meiosis;
C. inversion.

B3. Identify the epithets in the example, outline the type:
He is a proud haughty, consequential, turned-nosed peacock (D).

A. simple;

B. compound;

C transferred;

D. chain of epithets.

B4. What is the stylistic function of the parallelism?

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

A. climax;

B. anticlimax;

C ellipsis.

B5. What musical devices are used in the poem?
A. rhythm:
B. assonance;

C. alliteration.

We real cool. We
Left school. We
Lurk late. We
Strike straight. We
Sing sin. We
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Thin gin. We
Jazz June.We
Die soon. G. Brooks

YACTDB C
OtBetsl K 3aganusM yactu C dopmynaupyere B CBOOOJHOM KpaTKoil popme
U 3aIHChIBAETE B OJIaHK OTBETOB.

C1. Give an outline of the stylistic differentiation of the national English
vocabulary.

C2. What are the main features of common literary words?

C3. What is the branch of the language where terms are mainly used?

C4. What groups of words are constituents of special colloquial vocabulary?

C5. What are the main types of foregrounding'

Ilpakmuueckue 3adanusa. Hoenmuguuupyime cmuiucmuyecKkue cpeocmed 8.

CeQYIOUWUX UUMAmax:

1. True love 1s night jasmine, a diamond in darkness, the heartbeat no
cardiologist has ever heard. It is the most common of miracles, fashioned of fleecy
clouds—a handful of stars tossed into the night sky.

( Jim BisHor)

2. True-love always brings joy to ourself and to the one we love.

If our love does not bring joy to both of us, it is not true love.
(Tu
1cH NHAT HaNH)

3. Someday, after we have mastered the winds, the waves, the tide gravity,
we shall harness for God the energies of love. Then, for the second time
in the history of the world, man will have discovered fire.

(TEILHARD
DE CHARDIN)

4. Love 1s a force that connects us to every strand of the universe, an
unconditional state that characterizes human nature, a form of knowledge that is
always there for us if only we can open ourselves to it.

( EmiLy HiLBURN SELL)
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5. It is only through love that we can attain to communion with
God. All living knowledge of God rest upon this foundation: that we experience
Him in our lives as Will-to-love.
(ALBERT
SCHWEITZER)
6. One word frees us of all the weight and pain, of life: That word is love.
(Sophocles)
7. It makes no difference how deeply seated may be the trouble; how
hopeless the outlook; how muddled the tangle; how great the mistake. A sufficient
realization of love will dissolve it all. If only you could love enough you would be

the happiest and most powerful being in the world.

(EmMET Fox)
8. Love is the master key which opens the gates of happiness.
(OLivErR WENDELL
HorwmEs, SRr.)

9. To love and be loved 1s to feel the sun from both sides.

Davip ViscotT)

10. It is this intangible thing, love in many forms, which enters into every
therapeutic relationship.And it is an element which binds and heals, which
comforts and restores, which works what we have to call—for now—miracles.

(Ka
RL MENMNGER)

11. This 1s the miracle that happens every time to those whoreally love; the
more they give, the more they possess.

(RAamNER

Maria RiLKE)
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12. The one thing we can never get enough of is love. And the one thing we

never give enough of is love.

HENRY MILLER)
13. Don't shut love out of your life by saying it's impossible to find time.
The quickest way to receive love is to give; the fastest way to lose love is to hold it

too tightly; and the best way to keep love is to give it wings.

(Brian Dyson)
14. Everybody forgets the basic thing: people are not going to ' love you
unless you love them.

(Pat CarroLr)

15. A loving person lives in a loving world, A hostile person lives in a

hostile world: everyone you meet is your mirror.

KEeN KEYEs, JR.)
16. Today a new sun rises for me; everything lives, everything is animated,
everything seems to speak to me of my passion, everything invites me to cherish it.
(Anne de Lenclos)
17. Today is a new day. You will get out of it just what you put into it ... If
you have made mistakes, even serious mistakes, there is always another chance for
you ... for this thing that we call "failure" is not the falling down, but the staying
down. (Mary Pickford)
18. Finish each day and be done with it. You have done what you could;
some blunders and absurdities have crept in; forget them as soon as you can.
Tomorrow is a new day; you shall begin it serenely and with too high a spirit to be
encumbered with your old nonsense.

Ralph Waldo Emerson

Ynpasxcuenusn
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1. THE EAGLE
He clasps the crag with crooked hands;
Close to the sun in lonely lands,
Ringed with the azure world, he stands.
The wrinkled sea beneath him crawls; He watches from his mountain walls,
And like a thunderbolt he falls.
Alfred, Lord Tennyson (1809-1892)

QUESTIONS
1. What is peculiarly effective about the expressions "crooked hands,"
"close to the sun," '"ringed with the azure world," "wrinkled," "crawls," and

"like a thunderbolt"?
2.  Notice the formal pattern of the poem, particularly the contrast of "he
stands" in the first stanza and "he falls" in the second. Is there any other contrast

between the two stanzas?

2. WINTER

When icicles hang by the wall,

And Dick the shepherd blows his nail,

And Tom bears logs into the hall,

And milk comes frozen home in pail,

When blood is nipped and ways be foul,
Then nightly sings the staring owl,
"Tu-whit, tu-who!"

A merry note,

While greasy Joan doth keel the pot skim
When all aloud the

wind doth blow,
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And coughing drowns the parson's saw,
And birds sit brooding in the snow,
And Marian's nose looks red and raw,
When roasted crabs® hiss in the bowl, crab apples
Then nightly sings the staring owl,
"Tu-whit, tu-who!"
A merry note, While greasy Joan doth keel the pot.
William Shakespeare (1564-1616)

QUESTIONS

1. What are the meanings of "nail" (2) and "saw" (11)?

2. Is the owl's cry really a "merry" note? How are this adjective and the
verb "sings" employed?

3. In what way does the owl's cry contrast with the other details of the
poem?

In the poem "Winter" Shakespeare is attempting to communicate the quality
of winter life around a sixteenth-century English country house. =' But instead of
telling us flatly that winter in such surroundings is cold and < in many respects
unpleasant, though with some pleasant features too (the adjectives cold,
unpleasant, and pleasant are not even used in the poem), he gives us a series of
concrete homely details that suggest these qualities and enable us, imaginatively,
to experience this winter life ourselves. The . shepherd lad blows on his fingernails
to warm his hands; the milk freezes in the pail between the cowshed and the
kitchen; the roads are muddy; the ' folk listening to the parson have colds; the birds
"sit brooding in the snow"; and the servant girl's nose is raw from cold. But
pleasant things are in prospect. Logs are being brought in for a fire, hot cider or ale
is being prepared, and the kitchen maid is making a hot soup or stew. In contrast to
all these homely, familiar details of country life comes in the mournful, haunting,

and eerie note of the owl.
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Obviously the poem contains no moral. Readers who always look in poetry
for some lesson, message, or noble truth about life are bound to be disappointed.
Moral-hunters see poetry as a kind of sugar-coated pill - a wholesome truth or
lesson made palatable by being put into pretty words. What they are really after is
a sermon-not a poem, but something inspirational. Yet "Winter," which has
appealed to readers now for nearly four centuries, is not inspirational and contains
no moral preachment.

Neither is the poem "Winter" beautiful. Though it is appealing in its way and

contains elements of beauty, there is little that is really beautiful in red raw
noses,

coughing in chapel, nipped blood, foul roads, and greasy kitchen maids. Yet
some

readers think that poetry deals exclusively with beauty-with sunsets, flowers,

butterflies, love, God-and that the one appropriate response to any poem is,
after a

moment of awed silence, "Isn't that beautiful!" For such readers poetry is a

precious affair, the enjoyment only of delicate souls, removed from the heat
and

sweat of ordinary life. But theirs is too narrow an approach to poetry.

3. THERE IS NO FRIGATE LIKE A BOOK
There 1s no frigate like a book
To take us lands away,
Nor any coursers like a page
Of prancing poetry
This traverse may the poorest take
Without oppress of toll; How frugal is the chariot
That bears the human soul!

Emily Dickinson (1830-1886)
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In this poem Emily Dickinson is considering the power of a book or of
poetry to carry us away, to let us escape from our immediate surroundings into a
world of the imagination. To do this she has compared literature to various means
of transportation: a boat, a team of horses, a wheeled land vehicle. But she has
been careful to choose kinds of transportation and names for them that have
romantic connotations. "Frigate" suggests exploration and adventure; "coursers,"
beauty, spirit, and speed; "chariot," speed and the ability to go through the air as
well as on land. (Compare "Swing Low, Sweet Chariot" and the myth of Phaethon,
who tried to drive the chariot of Apollo, and the famous painting- of Aurora with
her horses, once hung in almost every school.) How much of the meaning of the
poem comes from this selection of vehicles and words is apparent if we try to

substitute for them, say, steamship, horses, and streetcar.

QUESTIONS

1. What is lost if miles is substituted for "lands" (2) or cheap for "frugal"
(7)?

2. How is "prancing" (4) peculiarly appropriate to poetry as well as to
coursers? Could the poet have without loss compared a book to coursers and
poetry to a frigate?

3. Is this account appropriate to all kinds of poetry or just to certain kinds?
That is, was the poet thinking of poems like Wilfred Owen's "Duke et Decorum
Est" or of poems like Coleridge's "Kubla Khan" and

Walter de la Mare's "The Listeners" ?

Just as a word has a variety of connotations, so also it may have more than
one denotation. If we look up the word spring in the dictionary, for instance, we
will find that it has between twenty-five and thirty distinguishable meanings: It
may mean (1) a pounce or leap, (2) a season of the year, (3) a natural source of
water, (4) a coiled elastic wire, etc. This variety of denotation, complicated by
additional tones of connotation, makes language confusing and difficult to use.

Any person using words must be careful to define by context precisely the
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meanings that he wishes. But the difference between the writer using language to
communicate information and the poet is this: the practical writer will always
attempt to confine his words to one meaning at a time; the poet will often take
advantage of the fact that the word has more than one meaning by using it to mean
more than one thing at the same time. Thus when Edith Sitwell in one of her
poems writes, "This is the time of the wild spring and the mating of tigers," she
uses the word spring to denote both a season of the year and a sudden leap and she
uses tigers rather than lambs or birds because it has a connotation of fierceness and

wildness that the other two lack.

4. WHEN MY LOVE SWEARS THAT SHE IS MADE OF TROTH
When my love swears that she is made of truth,
I do believe her, though I know she lies,
That she might think me some untutored youth,
Unlearned in the world's false subtleties.
Thus vainly thinking that she thinks me young
Although she knows my days are past the best.
Simply I credit her false-speaking tongue;
On both sides thus is simple truth supprest.
But wherefore says she not she is unjust? unfaithful
And wherefore say not I that I am old?
Oh, love's best habit is in seeming trust,
And age in love loves not to have years told:
Therefore I lie with her and she with me,
And in our faults by lies we flattered be.
William Shakespeare (1564-1616)

QUESTIONS
1. How old is the speaker in the poem? How old is his beloved? What is the

nature of their relationship?
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2. How is the contradiction in line 2 to be resolved? How is the one in lines
5-6 to be resolved? Who is lying to whom?

3. How do "simply" (7) and "simple" (8) differ in meaning? The words
"vainly" (5), "habit" (11), "told" (12), and "lie" (13) all have double meanings.
What are they?

What is the tone of the poem-i.e. the attitude of the speaker toward his
situation? Should line 11 be taken as an expression of (a) wisdom, (b) conscious
rationalization, or (c) unconscious self-deception? In answering these questions,
consider both the situation and the connotations of all the important words
beginning with "swears" (1) and ending with "flattered" A frequent misconception
of poetic language is that the poet seeks always the most beautiful or noble-
sounding words. What he really seeks are the most meaningful 'words, and these
vary from one context to another. Language has many levels and varieties, and the
poet may choose from them all. His words may be grandiose or humble, fanciful or
matter of fact, romantic or realistic, archaic or modern, technical or everyday,
monosyllabic or polysyllabic. Usually his poem will be pitched pretty much in one
key. The words in Emily Dickinson's "There is no frigate like a book" and those in
Thomas Hardy's "The Man He Killed" (page 565) are chosen from quite different
areas of language, but each poet has chosen the words most meaningful for his
own poetic context. Sometimes a poet may import a word from one level or area of
language into a poem composed mostly of words from a different level or area. If
he does this clumsily, the result will be incongruous and sloppy. If he does it
skillfully, the result will be a shock of surprise and an increment of meaning for the
reader. In fact, the many varieties of language open to the poet provide his richest
resource. His task is one of constant exploration and discovery. He searches always
for the secret affinities of words that allow them to be brought together with soft

explosions of meaning.

5. THE NAKED AND THE NUDE

For me, the naked and the nude
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By lexicographers construed
As synonyms tint
should express the same deficiency of diess
Or shelter stand, is wide apart
As love from lies, or truth fiorn art
Lovers without reproach will gaze
On bodies naked and ablaze;
The Hippocratic eye will see
In nakedness, anatomy;
And naked shines the Goddess when
She mounts her lion among men
The nude are bold, the nude are sly
To hold each treasonable eye.
While draping by a showman's trick
Their dishabille in rhetoric,
They grin a mock-religious grin
Of scorn at those of naked skin.
The naked, therefore, who compete
Against the nude may know defeat;
Yet when they both together tread.
The briary pastures of the dead, By Gorgons with long whips pursued,
How naked go the sometime nude!
Robert Graves (b. 1895)
QUESTIONS
1. Vocabulary: lexicographers (2), construed (2),Hippocratic (9), dishabille
(16), Gorgons (23).
2. What kind of language is used in lines 2-5? Why? (For example, why is
"deficiency" used in preference to lack? Purely because of meter?)
3. What is meant by "rhetoric" (16)? Why is the word "dishabille" used in

this line instead of some less fancy word?
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4. Explain why the poet chose his wording instead of the following
alternatives: brave for "bold" (13), clothing for "draping" (15), smile for "grin"
(17).

5. What, for the poet, is the difference in connotation between "naked" and
"nude"? Try to explain reasons for the difference. If your own sense of the two
words differs from that of Graves, state the difference and give reasons to support
your sense of them.

6. Explain the reversal in the last line.

6. MEETING AT NIGHT

The gray sea and the long black land;

And the yellow half-moon large and low;

And the startled little waves that leap

In fiery ringlets from their sleep,

As I gain the cove with pushing prow

And quench its speed i' the slushy sand.

Then a mile of warm sea-scented beach

Three fields to cross till a farm appears A tap at the pane, the quick sharp
scratch

And blue spurt of a lighted match

And a voice less loud, through its joys and fears,

Than the two hearts beating each to each/

Robert Browning (1812-1889)

"Meeting at Night" is a poem about love. It makes, one might say, a number
of statements about love: being in love is a sweet and exciting experience; when
one i1s in love everything seems beautiful to him, and the most trivial things
become significant; when one is in love his sweetheart seems the most important
object in the world. But the poet actually fells us none of these things directly. He

does not even use the word /love in his poem. His business is to communicate
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experience, not information. He does this largely in two ways. First, he presents us
with a specific situation, in which a lover goes to meet his sweetheart. Second, he
describes the lover's journey so vividly in terms of sense impressions that the
reader not only sees and hears what the lover saw and heard but also shares his
anticipation and excitement.

Every line in the poem contains some image, some appeal to the senses: the
gray sea, the long black land, the yellow half-moon, the startled little waves with
their fiery ringlets, the blue spurt of the lighted match - all appeal to our sense of
sight and convey not only shape but also color and motion. The warm sea-scented
beach appeals to the senses.

7. PARTING AT MORNING

Round the cape of a sudden came the sea,

And the sun looked over the mountain's rim:

And straight was a path of gold for him,

And the need of a world of men for me.

Robert Browning (1812-1889)
QUESTIONS

1. This poem is a sequel to "Meeting at Night." "Him" (3) refers to the sun.
Does the last line mean that the lover needs the world of men or that the world of
men needs the lover? Or both?

2. Does the sea actually come suddenly around the cape or appear to? Why
does Browning mention the effect before its cause (the sun looking over the
mountain's rim)?

3. Do these two poems, taken together, suggest any larger truths about love?
Browning, in answer to a question, said that the second part is the man's confession
of "how fleeting is the belief (implied in the first part) that such raptures are self-

sufficient and enduring-as for the time they appear."

8. BEREFT
Where had I heard this wind before
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Change like this to a deeper roar?

What would it take my standing there for|

Holding open a restive door,

Looking downhill to a frothy shore?
Summer was past and day was past.

Somber clouds in the west were m
Leaves got up in a coil and hissed
Blindly struck at my knee and missed.
Something sinister in the tone
Told me my secret must be known:

Word I was in the house alone
Somehow must have gotten abroad,
Word I was in my life alone,

Word I had no one left but God.

Robert Frost (1874-1963)

QUESTIONS

1. Describe the situation precisely. What time of day and year is it? Where is
the speaker? What is happening to the weather?

2. To what are the leaves in lines 9-10 compared?

3. The word "hissed" (9) is onomatopoetic How is its effect reinforced in
the lines following?

4. Though lines 9-10 present the clearest example of the second form of
metaphor, there are others. To what is the wind ("it") compared in line 3? Why is
the door (4) "restive" and what does this do (figuratively) to the door? To what is
the speaker's "life" compared (15)?

5. What is the tone of the poem? How reassuring is the last line? In the third
form of metaphor, the literal term is implied and the figurative term is named. In
the fourth form, both the literal and figurative terms are implied. The following

poem exemplifies both types:
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9. IT SIFTS FROM LEADEN SIEVES
It sifts from leaden sieves
It powders all the wood.
It fills with alabaster wool

The wrinkles of the road.

It makes an even face
Of mountain and of plain-
Unbroken forehead from the east

Unto the east again.

It reaches to the fence
It wraps it rail by rail
Till it is lost in fleeces;

It deals celestial veil

To stump and stack and stem
A summer's empty room
Acres of joints where harvests were,

Recordless, but for them, unrecorded

It ruffles wrists of posts
As ankles of a queen,
Then stills its artisans like ghosts
Denying they have been.
Emily Dickinson (1830-1886)
QUESTIONS
1. This poem consists essentially of a series of metaphors having the same

literal term, identified only as "It." What is "It"?
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2. In several of these metaphors the figurative term is named - "alabaster
wool" (3), "fleeces" (11), "celestial veil" (12). In two of them, however, the
figurative term as well as the literal term is left unnamed. To what is "It" compared
in lines 1-2? In lines 17-18?

3. Comment on the additional metaphorical expressions or complications
contained in "leaden sieves" (1), "alabaster wool" (3), "even face" (5), "unbroken

forehead" (7), "a summer's empty room" (14), "artisans" (19).

10. SHE SIGHTS A BIRD
She sights a bird, she chuckles,
She flattens, then she crawls,
Her eyes increase to balls
Her jaws stir, twitching, hungry
Her teeth can hardly stand,
She leaps-but robin leaped the first!
Ah, pussy of the sand,
The hopes so juicy ripening
You almost bathed your tongue
When bliss disclosed a hundred wings
And fled with every one!
Emily Dickinson (1830-1886)

QUESTIONS
1. Identify the metonymy in line 11. Why is it effective? How is it prepared
for in the poem?

2. What other figures of speech does the poem make use of?

11. «OUT, OUT»
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The buzz-saw snarled and rattled in the yard

And made dust and dropped stove-length sticks of wood,
Sweet-scented stuff when the breeze drew across it.
And from there those that lifted eyes could count
Five mountain ranges one behind the other

Under the sunset far into Vermont.

And the saw snarled and rattled, snarled and rattled,
As it ran light, or had to bear a load.

And nothing happened: day was all but done.

Call it a day, I wish they might have said

To please the boy by giving him the half hour

That a boy counts so much when saved from work.
His sister stood beside them in her apron

To tell them "Supper." At the word, the saw,

As if to prove saws knew what supper meant,
Leaped out at the boy's hand, or seemed to leap -
He must have given the hand. However it was,
Neither refused the meeting. But the hand!

The boy's first outcry was a rueful laugh,

As he swung toward them holding up the hand
Half in appeal, but half as if to keep

The life from spilling. Then the boy saw all-

Since he was old enough to know, big boy

Doing a man's work, though a child at heart

He saw all spoiled. "Don't let him cut my hand off
The doctor, when he comes. Don't let him, sister!
So. But the hand was gone already.

The doctor put him in the dark of ether.

He lay and puffed his lips out with his breath.

And then - the watcher at his pulse took fright.
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No one believed. They listened at his heart.
Little - less - nothing!- and that ended it.

No more to build on there.

And they, since they.

Were not the one dead, turned to their affairs.

Robert Frost (1874-1963)

QUESTIONS

1. How does this poem differ from a newspaper account that might have
dealt with the same incident?

2. To whom does "they" (33) refer? The boy's family? The doctor and
hospital attendants? Casual onlookers? Need we assume that all these people —
whoever they are —turned immediately "to their affairs"? Does the ending of this
poem seem to you callous or merely realistic? Would a more tearful and
sentimental ending have made the poem better or worse?

3. What figure of speech is used in lines 21-22?

Allusions vary widely in the burden put on them by the poet to convey his
meaning. Lord Chesterfield risked his whole meaning on his hearers' recognizing
his allusion. Robert Frost in "Out, Out— " makes his meaning entirely clear even
for the reader who does not recognize the allusion contained in his title. His theme
is the uncertainty and unpredictability of life, which may be accidentally ended at
any moment, and the tragic waste of human potentiality which takes place when
such premature deaths occur. A boy who is already "doing a man's work" and
gives every promise of having a useful life ahead of him is suddenly wiped out.
There seems no rational explanation for either the accident or the death., The only
comment to be made is, "No more to build on there." Frost's title, however, is an
allusion to one of the most famous passages in all English literature, and it offers a
good illustration of how a poet may use allusion not only to reinforce emotion but

also to help define his theme. The passage is that in Macbeth in which Macbeth has
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just been informed of his wife's death. A good many readers will recall the key
phrase, "Out, out, brief candle!" with its underscoring of the tragic brevity and
uncertainty of life that can be snuffed out at any moment. For some readers,
however, the allusion will summon up the whole passage in act V, scene 5, in
which this phrase occurs. Macbeth's words are:

She should have died hereafter; There would have been a time for such a
word. Tomorrow, and to-morrow, and to-morrow Creeps in this petty pace from
day to day To the last syllable of recorded time;

And all our yesterdays have lighted fools The way to dusty death. Out, out,
brief candle! Life's but a walking shadow, a poor player, That struts and frets his
hour upon the stage And then is heard no more. It is a tale Told by an idiot, full of
sound and fury, Signifying nothing.

Macbeth's first words underscore the theme of premature death. The boy
also "should have died hereafter." The rest of the passage, with its marvelous
evocation of the wvanity and meaninglessness of life, expresses neither
Shakespeare's philosophy nor, ultimately, Frost's, but it is Macbeth's philosophy at
the time of his bereavement, and it is likely to express the feelings of us all when
such tragic accidents occur. Life does indeed seem cruel and meaningless, a tale
told by an idiot, signifying nothing, when human life and potentiality are thus
without explanation so suddenly ended.

Allusions vary widely in the number of readers to whom they will be
familiar. The poet, in using an allusion as in using a figure of speech, is always in
danger of not being understood. In appealing powerfully to one reader, he may lose
another reader altogether. But the poet must assume a certain fund of common
experience with his readers. He could not even write about the ocean unless he
could assume that his reader had seen the ocean or pictures of it. In the same way
he will assume a certain common fund of literary experience. He is often justified
in expecting a rather wide range of literary experience in his readers, for the people
who read poetry for pleasure are generally people of good minds and good

education who have read widely. But, obviously, beginning readers will not have
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this range, just as they will not know the meanings of as many words as will
maturer readers. The student ought therefore to be prepared to look up certain
allusions, just as he should be eager to look up in his dictionary the meanings of
unfamiliar words. He will find that every increase in,, knowledge will broaden his

base for understanding both literature and life.

12. THAT NIGHT WHEN JOY BEGAN
That night when joy began
Our narrowest veins to flush,
We waited for the flash

Of morning's levelled gun.

But morning let us pass
And day by day relief
Outgrew his nervous laugh

Grows credulous of peace

As mile by mile is seen

No trespasser's reproach

And love's best glasses reach

No fields but are his own.

W. H. Auden (1907-1973)
QUESTIONS

1. What has been the past experience with love of the two people in the
poem? What is their present experience? What precisely is the tone of the poem?

2. What basic metaphor underlies the poem? Work it out stanza by stanza.
What is "the flash of morning's levelled gun"? Does line 10 mean that no trespasser

reproaches the lovers or that no one reproaches the lovers for being trespassers?
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Does "glasses" (11) refer to spectacles, tumblers, or field glasses? Point out three
personifications.
3. The rime pattern in this poem is intricate and exact. Work it out,

considering alliteration, assonance, and consonance.
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