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CV3 BOIIU

AlpUM THJIIIYHOC OJMMIap y3 2bTHOOpUHH Xa-
Hy3raya KyOpoOK THJIHHUHI pacMHHi-KypUJIHII XHXa-
TUra Kapatub kenagusap. ByHHHr axaMusaTuUra 3bTH-
po3 OGunaupub Oynmalion. AMMO SHAMIMKAA THI HJI-
MHUHUHT PacMUH-KYPHJIMIN TaxXJuad OMIaHTHHA Yek-
na6 KYHUIMIOM TYJAaKOHMH JHCOHHMM TaAKUKOTHHU
I03ara kejaTtupa onamaciaurd aén 6ynu6 konaum. Tun
XaKuga OOBEKTHUB MyJ10Xa3a OPUTHII YHHHT Ma3My-
HUH-3CTETHK XHUXAaTHHHU XaM Haszapjaa TyTraH XxoJjaa,
HYTKHH HMGONAaHMHI TabCHPYAHJIUTHMHH 103ara KejTH-
pamuraH JTHMCOHHH BOCHTalapHHHI TabWMaTHHH, yJIap-
HUHr Oamuuili HYTK Tapkubuaga kacO asTaguraH Ky-
IIMMYya MabHO Ba MabHO Oenrunapu xamiga Ba3uda-
JTapUHU XaM TaxJIMJl KMJIWLII OpKaad MyKaMMana M-
MHH XyJjocanap dpaTUll 3apypaTHHH KeJATHpUO 4MKa-
paau. byHnmail xynm Kuppaau JNHMCOHHMH TaxJuia CTHU-
nuctuka ¢paHUHUHT 103ara Kenuwura cabab 6ynau.

Ywb6y xuTo6ma TUILIYHOCIHMKHHUHI ajJoxXxHia Tal-
KUKOT HyHanumu OYyIMHUII CTUIMCTHKAa Xakuga 6axc
IOpPUTUIAP 9KaH, aBBajJ0, «CTHUJIMCTUKA» CY3HHMHT
naigo OynumM Xakuoa KMCKaya TyXTaJaMH3.

«CTtun» (uHrnusya: style) smgoTuH4Ya «stilos»
cysunaH ojuHran 6ymu0®, Mym cypTtub snaTupatras
TaxTavyaga €3l Y4yH KYJIJIaHWIraH Y4d YTKHp 4ynm-
HH aHIJIaTraH. a3kyp Cy3 JIOTUH THJIHJAJIUTUOAEK
MabHO y3rapumira 3 TyTraHH xojga HadakaT &€3yB
KYpPOJAuHH, Oanku &€3umr ycynuHu, Oa€H Tap3uHH
6unaoupa OGomnarad. Y xeWHHru MmabHocuaa Oapua
OBpyno TuJuUlapura yTras.

Hytk cTuanapu Ba  CTHJIHCTHK  BOCHTalap
XaKuaard TabJIMMOT HOMH OYJIMHUII «CTHJIUCTHKA»
cy3u aca ¢paHnysya «stylistique» MCTHIOXM acocupaa
apatunarai. by cy3 dunonorux ¢daH HoMH cHdaTHOa
HHIJIM3 TUIMAa  «stylistics» Tap3uga KynnaHub
KeJHHaIH.

CtunucTtuka MyaMMojapu KeHMHIH YH HHIIUK-
nap Mo6aliHuAa TaAKUKOTYHJIap 3bTHOOPUHH ¥3HUra
Kynpok TopTu6 kenmokaga. TunmyHociap xam, aja-
OuéTmyHocap XaM CTHJIMCTHKAHM §3 coXxajapura
OHI TagKUKOT OOBEKTH caHaraHjapu Xxoiaga, HJIMHUH
M3aHUIIapUHU Iy HyHanuwm acocuga onaub 6op-
MokJanap. AMMO YyJapHHHI CTHJHCTHKAa XaKHaaru
HyKTau Hasapyapu OUp XHJ 3Mac.

Anabué€TmyHocnap TywyH4YacHaaru CTHJIMCTHKA
amabuii-6aguuii’ HyTK Tapkubmpa KyJUJIaHHUJIagWTraH
Typiau-TyMaH Oaauui-TacBUpUH BOCHTAJapHHUHI 3CTe-



THK Ba3udanapuHu ypraHagu. byHoal TaagKUKOTHHHT
mMakKcaau ywby TacBUDHH BOCHTajJapHHHr y €kH Oy
€3yBUM HXoAHW €xyn anabuit HyHanum Tapkubuna
yTab xenaauraH Ba3udajapdHH, WIYHUHTOEK, Yylap-
HUHr OGaguuil EQrOopJUKHHUHI FOSABUH Ma3MYHH Ouisad
GOFIMK XOJaTUHU MyalssH KHUaulgaH ubopaTuup.

TunmwyHocaap TyllyHYacHaard CTHJIHCTHKA _3ca
MYJIOKOTHHUHT €3Ma Ba OF3aKHM INaK/jJapu Tapkubuna
Ky/JUlaHWJIaAWTraH TypJU-TyMaH TacBHpPHH BOCHTanap
Ba ycayb6bui mnpueMyJapHHUHI XHCCHH-TabCHPHUH BasH-
dbanapuHd TadKUK 3Tagu. byHnal TagKHKOTHHHT
MaKcalM paHro-padr ¢ukp 6a€H_KHJIHII yCYJJapu-
HUHT XMJIOJapU Ba YJapHUHT MYyaHsH HYTK LIapOUTH-
ra BobacTaJUIrMHU aHUKJIaIJaH XaMJa THUJIHHUHI XHC-
XasiXOH Hdomacu YUYYH KYy/JJIaHWJIaOUraH JIEKCHK-
¢pazeonorux OupiaMKIapM MabHO Ba Ba3udanapUHH
TaxJWJ KuiuwpaH ubopataup.

lyngaii xkuaub, TUIHUHT GYHKIMOHAN-ICTETHK
XHxaTura anoxkagop Oyaran Tunmgnocnux HyHanu-
mupard ctuiavctuka xkeuHru 40-50 idun mobGanHuna
KaTTa OTYKJapH4d Kyara KUHpDUTAM. By HAyHanumparu
CTHIMCTHKA JIEKCHMK Ba TpaMMaTHK CHHOHHMMHHA, C¥3-
HUHT CEMaHTHK KYPMJHUIH, THJ TapakKKUETHHUHT Y
éxu 6y Gockuyuia ?‘73 Kyanam KOHYHUATIAapH, THII-
HUHT Ba3ugabud TabakanaHuilM KaOH KaTop MyaM-
MOJIaDHH €4HuIITa KyMakjallaiH.

AMMO THJIIMIYHOCJIIMK HYHATHIIMOArd CTHIMCTHUKA
6unaH anabUETWYHOCAMK HYHaJIUIUUOArH CTHJIUCTH-
Kara typiau ¢aunap cudaruga Kapam TYFpu Oynmai-
oM. Acnuia CTHUJIMCTHKA THIHUHI 3KCIIPECCUB BOCH-
Tajapu yctuga 06axc 0pUTYBuM ¢aH cudaruma Mas-
MyH Ba ycny6 »bTubopH OHgaH y3apo axpaiaMaciup.
Kaiig »Tuirad Ttabkuijgap THJ MaTepHaljlapH CTH-
JMUCTUK TaXJIMJIUHUHI XaM THJIIYHOCIHK, XaM aja-
OUETLIYHOCTHUK Maxcannaﬁnna dhoHaaTaHUIUIIH MYM-
KUHJIUTUHU aHrjiatagud. lHeMak, CTHJIMCTHKA THJINY-
Hociauk OunaH xaM, amabuérmwyHociauk OumaH xaM
yambapyac GOFIUKIHP.

N?anommm HCTEBMOJNAATH THJI CTHJIHCTHK Tax-
aun obbeKTH caHanap dKaH, Tabuuiku ywoby Taxmaua
THJIHUHUT 6agqa XKHUXaTnapd, 4YyHOH4YH, (HOHETHKAcCH,
AyFaT TapkuOH Ba rpaMMaTHK KYPUJHIIMra Jaxt-
Jopaup. bupox crtunuctuka y3 Basudamapd Ba THI
MaTepHajiapura MyHocabGaTu XuxaTjlapuaaH THIHHHT
Ma3Kyp TOMOHJAapUHHUHI Xap KaHCHUCHHHM ajoXxuia
TaAKHK 3Tajurad THJILWIYHOCIHK coXajdapuaaH apk
KHJIadH.

Ymby xurobma vMHrau3 tuau 6yiuvya HXTHCOCTA-
waéTral oaud VYKYB lopTihapu Tajnabamapu TaxCHJIHU



npegMeTd OYIMHII CTHIUCTHKA cgaxm MyaMMoJapH
ycTHIa Cy3 IOPUTHIAp 3KaH, KUTOO OHIaH TaHHIIMIL
tanabanapoa Taxaua KuiaMHaéTtraH Gaguuil acap Mar-
HUura OeuxTHEp, 103aK¥ Tap3ga 3Mac, 6ajlku KYHT Ou-
JlaH OHIJIM paBulga MyHocabatga OYauLI, YHHHT
Tapkubugaru xap OUp (QOHETHK BOCHUTa, TpaMMaTHK

IIakKJ, JIEKCHK Ba (ppa3zeosorux OHUPIUK KYITaHH-
auuIMra 3xTuéTKo%nux OunaH €HOOIIMII MajlaKacuHHU
IWaKJulaHTHpaau. bBynpmaih Mamaka 6ymaxak YKHTYB-
yyrapaa TaxJUJI Ba TaxCHJI Y4YyH Kyjiara OJIMHIaH
Gaguui MaTHOAH XHCCHH TabCHUpIaHHMUI, 3aBKy IMaBK
OJIMII JJa€KAaTUHH OIIMpPAjAH, YITApHUHT SCTETHK IHUIHU-
HU calikajl TONTUpadM, yJapHH acapra nana-napTHII
MyHocabaTtna Oynum KycypumaH Xajoc 3Taau, Oup
cy3 OunaH alrtranga, ynapHUHr Oaguuil _acapHH aT-
pocdnauda Ba YYKyp HAPOK 3THII KOOHIHUATH Ba
MafgaHUATHHH IOKCaJITUpajH.

Crunuctuka OHJIMMH SHTH MaTHUH XonaTr Ba
BasusTaapaa ¢doiganaHunrad JUCOHUN BocHTanap Ba-
3udanapd XxaKkuaa TYFPH, OO0BEKTHB TacaBBYp XOCHI
KUJIMII HUMKOHUATHHU Oepaau. bynpail Ounum, ¥y3
HapbaTtuna, TamabaHUHI CTUJIUCTHK TaxJUI ycCyaja-
pHHHM MyKamMMmal Ba aTpoduinya y3gamITUpub oJMIIH-
HH Tako030 dTagu. Ma3Kyp TaxJIMI acapiaa KyjljaaHui-
raH JIMCOHHH BOCHTalapHU IIYHYaKH KaWa 3THIIAAH,
103aKd TacBupiawgadH ubopar OyamacoaH, YHHUHT
MaKcaid CTHUIMCTHKA (paHUHUHI TAOKMKOT MaB3ylapH
6ynmum OGapua TacBUpPMUH BocHTanap Ba YcayOui
npuemiaap TH3MMM TaOHaTHUHM nyxta y3naWTHPHUO
onub, yHH amanuérna Kyanad 6unum 6unaH yambap-
qyac 60mm(nup.

Kuto6 y3 ongura crunuctuka ¢daHU MyaMMmoJia-
puHH_ 6atadcun Eputub6 Gepum BasHMdaCUHU KyHMai-
o, Ganku YKyB JacTypuia Hasapla TYTHJIraH coar-
nap KaMpoOBH JapaxacHiard MaB3yJlapHMIHHa CHKHK
Tap3ga 3UKp STadu.

_ Myannud KHUTOOHUHr E3MNMINM Ba JYyHE IO3WUHH
KypHUlIHAa Y3JIapUHUHT JOHO MacjaxaTiapHd, KyMak
Ba JabBaTiapu OHNIaH anoxuga XOHOO3NMUK KypcaT-
raH 6up rypyx xalpuxox HHCOHjapra, 4yHoH4YH, Hu-
3oMuil  HoMmupgaru TowmkeHT J[JaBnaT mejgaroruka
YHUBEPCUTETHHHHI pekTOpH, mpogeccop b. F. Konu-
pOBra, YHHUBEPCHTET XOPUXHUH THIap ¢aKyJbTeTH
JekaHu, gouneHt ¢®. P. 3JIMKaeBra, repMaH THIJIapH
xaenpacu poueHtu X. P. Paxumosra, xutob Kynes-
MacCHHH KOMIIBIOTEPAA OKKa K qummna KyMaKiau-
rai ¢axkyabTeT MarHCTpPaHTH )2’ Hocuposra y3u-
HUHT CaMUMUH MUHHaTIOPYUIHTHUHHU OUNaMpanu.



PART I

1. The Object and
the Aims of Stylistics

Stylistics, sometimes called linguostylistics, is a
branch of linguistics which deals with the result of the act
of communication, investigating a system of interrelated
language means which serve a definite aim in commu-
nication. It investigates language potentialities of making
the utterance more effective, paying much attention to the
analysis of stylistic means of the language, of their nature
and functions, their classification and possible
interpretation of the additional meanings they may carry
in a message.

One of the tasks set before stylistics is a thorough stu-
dy of all changes in vocabulary, set phrases, grammatical
constructions, their functions, an evaluation of any brea-
king away from the established norm, and classification of
mistakes and failures in word-coinage.

Stylistics has two separate fields of investigation.

The first field of investigation deals with the sys-
tem of special language means which serve to achieve the
desired effect, called the stylistic means of the language.
The stylistic means of the language can be divided into
expressive means and stylistic devices.

The second field of investigation of stylistics is
certain types of texts, distinguished by different aspects of
communication, called functional styles of the language.

Thus stylistics is a linguistic subject that studies the
system of stylistic devices and expressive means as well
as the functional styles of the language.



2. Expressive Means and
Stylistic Devices

All stylistic means of a language can be divided into
expressive means and stylistic devices.

The expressive means of a language are those
Ehonetic means, morphological forms, means of word-

uilding, and lexical, phraseological and syntactical
forms, all of which function in the language for emotional
or logical intensification of the utterance. These forms are
described in the textbooks of lexicology, stylistics, gram-
mar and various dictionaries. Dictionaries label them as
intensifiers.

In most cases they have corresponding neutral
synonymdus forms.

The most powerful expressive means are phonetic.
Among phonetic expressive means we distinguish such as
pitch, melody, stress, pausation, whispering, and others.

Among the morphological expressive means the use
of the Present Indefinite instead of the Past Indefinite
must be mentioned. This has been acknowledged as a spe-
cial means and is named the Historical Present. In descri-
bing some past event the author uses the present tense,
thus achieving a more vivid expression of the thought.

The use of shall in the second and third person may
also be regarded as an expressive means:

“He shall do 1t”. (I shall make him to do it).

Among word-building means we find forms which
make the utterance more expressive and fresh. The dimi-
nutive suffixes as —y (ie), -let, e.g.: dear — dearie; stream —
streamlet, add some emotional colouring to the words.

At the lexical level there are a great many words with
emotive meaning only, like interjections, words which
have both referential and emotive meaning, words which
retain a twofold meaning: denotative and connotative;
words belonging to special group of literary English or of
non-standard English (poetic, archaic, slang, vulgar, etc).

The same can be said of the set expressions of the
language. Proverbs and sayings serve to make speech
more emphatic.

Here is an example of a proverb used by Dickens in
“Dombey and Son” to make up a simile.



“As the last straw breaks the laden camal’s
back, this Eiece of underground information crus-
hed the sinking spirits of Mrs. Dombey”.

In every-day speech we often hear such a phrase as
“Well, it will only add fuel to the fire” which can be rep-
laced by synonymous neutral expressions, like “It will ma-
ke the situation worse”

At the syntactlcal level there are many synonymous
constructions, where the second in each pair contains em-
phatic elements:

1) I have never seen such a film. Never have
I seen such a film.

2) Mr. Smith came in first. It was Mr Smith
who came in first.

These expressive means are widely used for stylistic
purposes.

The stylistic device is a conscious and inten-
tional literary use of some of the facts of the language
(including expressive means) in which the most essential
features of the language are generalized. Most stylistic de-
vices are regarded as aiming at the further intensification
of the emotional or logical emphasis contained in the cor-
responding expressive means.

Stylistic devices must always have some function in
the text, besides they bring some additional information.
The conce;})ltion that words possess several meanings give
rise to such stylistic devices as metaphor, metonymy, iro-
ny, epithet and others. Thus, a metaphor is a conscious
intentional intensification of semantic properties of a
word:

“Oh, Rain”-said Mor. He enveloped her in a
great embrace. (J.Murdoch)

The dictionary meaning of the verb “envelop” is “to
wrap up, cover on all sides”. The contextual meaning is
“to embrace”.

Other examples:

1. He wants his girl friend to mother him.
(He wants his girl friend to take care of him, to



protect him).
2. The prices will come down soon. (The
prices will be cheaper).

The typical features of proverbs and sayings serve as
the foundation for a stylistic device which is called epig-
ram, i.e. brevity, rhythm and other properties of proverbs:

) 1. A thing of beauty is a joy for ever. (J.Ke-
ets).
2. Sweet is pleasure after pain. (J. Dryden)
3. What the eye does not see, the stomach
does not get upset. (J.K.Jerome)

These phrases are not proverbs, they are the creations
of writers and poets. When such phrases are used in the
text they accumulate great emotive force and function and
easily become a stylistic device.

The same can be said about syntax. The typical
structural features of oral speech - violation of worg or-
der, omission of some parts of the sentence, repetition of
certain words — may be intensified and gain a generalized
status. Such stylistic devices as inversion, parallel
constructions, chiasmus etc. are the result of these stylistic
transformations.

It is important to know that the stylistic use of exp-
ressive means must not necessarily lead to the formation
of a stylistic device. For example, repetition is widely
used in folk songs, c{)oetry and oral speech to make our
speech emotional and expressive, but we can’t say that in
such cases we use a stylistic device:

When the weather is wet
We must not fret.

When the weather is cold
We must not scold.

When the weather is worn
We must not storm...

Thus, expressive means are the facts of the language,
while stylistic devices are the property of the speech. They
are the creation of individuals (writers and poets) and are
based on the peculiarities of existing expressive means of
the language. In short, this is the difference between
expressive means and stylistic devices.



The force of one and the same stylistic device may be
different. In some cases the emotive charge may be very
strong in others it may be weak. Due to the overuse of the
stylistic devices it may become hackneyed, trite and loses
its freshness and brightness:

1) the best pens of the world (metonymy), a
sweet smile (epithet), sly as a fox (simile).
2) With his mousing walk (epithet).

In the first case we have trite stylistic devices, while
in the second - fresh (genuine) stylistic device.

Speaking about stylistic devices we must mention the
cases when two or more expressive means or stylistic de-
vices meet in one utterance. Such clusters of stylistic
devices are called convergence.

I. Questions and Tasks

. What is stylistics?

. What does stylistics investigate?

. What is the task set before stylistics?

. Characterize two fields of investigation of stylistics.

BN =

*
* *

. Into what groups are stylistic means divided?

. What is the cEaracteristic feature of the expressive

means?

. Illustrate examples of expressive means on ditterent

levels of the language?

. What is the linguistic nature of a stylistic device?

What elements of the language are used for stylistic

purposes?

10. What is the difference between expressive means
and stylistic devices? Give illustrations.

11. What is the reason that stylistic devices become
trite? Give examples of trite and genuine stylistic
devices.

12. Explain the process of formation of stylistic con-

vergence.

N-J- ST NV
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II. Make the difference between a neutral and emoti-
onally coloured variant of the following sentences

1. “The girl’s heart sank” The girl’s heart went
down.

2. “The shopping public is getting more “choosey”.
Thedshopping public is getting more careful in choosing

oods.
& f3. “She was shaken with grief”. She was shocked with
grief.

4. “Give every man thine ear and few th{ voice”.
Keep your mouth shut and your ears open. Listen to
everybody but speak to few.

S. “She broke his heart”. She made him very sad.

6. “I was thunder-struck”. I was amazed.

7. “She put all her eggs in one basket”. She risked
everything she had.

8. “I wouldn’t be in your shoes for a thousand po-
und”. I wouldn’t like to be m your position.

' By mawk npod. JI. T. Bo6oxoHosaunur 1995 itunma «YkutyBuu»
HalpUETHAA Yon 3TWIraH «HMHMM3 THIH CTHAHCTHKACH» HOMIH
KHTOOHAAH ONMHMHIH.
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3. Types of Lexical Meaning

A number of stylistic devices are based on the pecu-
liar use of lexical meanings. Therefore it is necessary to
define the types of meanings of words which we meet in
stylistic devices.

Before we start analyzing different meanings of a
word let’s see what is a word. According to the definition
of scientists “A word is a language sign that expresses a
concept by its forms and meanings”. By concept we mean
an abstract or general idea of some phenomenon of
objective reality including the subjective feelings and
emotions of human beings. ,

The meaning of a word is the means by which the
concept is materialized. Both lexical and grammatical
meanings may be polysemantic. This means that a word
may have a number of meanings. The meanings are liable
to change.

When there is a connection between different mean-
ings, we call them shades of meanings, sometimes se-
parate meanings. When the process of breaking away from
the basic meaning has gone so far and we don’t feel any
connection between the meanings, we have different
words —homonyms.

The meanings of a word are the only means of materi-
alizing a concept in language, though some concepts may
be materialized not by means of words but by other signs
— by gestures, mimicry, music, painting, sculpture etc.

Impressions which have born by concepts are called
imagery.

Imagery is mainly produced by the interplay of diffe-
rent meanings.

Among the lexical means we distinguish three types
of meanings, which we call logical, emotive and no-
minal meanings.

a) Logical Meaning

Logical meaning is the exact and definite name of an
object, phenomenon or idea. This meaning is also synony-
mously called denotative, referential or direct
meaning. Let’s see the illustration of the logical meaning
of the following words: “empty” — having nothing inside,
containing nothing. E.g.: an empty box; “fate” — good or
bad luck coming to a person; “moon” - the body which

12



moves round the earth once a month and shines at night by
light reflecting from the sun. E.g.: Scientists have explo-
red the surface of the moon.

Logical meaning may be primary and secondary
(derivative). The above-given examples are primary logi-
cal meanings. The secondary logical meaning of these
words are the following: “empty” — not meaning anything;
“feeling empty” (calloq) — hungry; words “empty of mea-
ning” — meaningless words.

Some stylistic devices are built on the interplay of
primary and secondary logical meanings.

All the meanings fixed by English and American dic-
tionaries. constitute the semantic structure of the
word. The main and the major component of the semantic
structure of the word is its lexical meaning. And meanings
which are not registered in dictionaries but exist in our
speech or written texts are called contextual meanings.
They don't enter the semantic structure of the word and
exist only in a text.

Let us compare meanings of the word “presence” in
the following two sentences:

1. The governer said that he would not allow
the presence of federal troops on the soil of his
state.

2. ...the General has been faced with a prob-
lem as old as France’s presence in Algeria.

In the first sentence the word ‘“presence” means
“...the state of being present”, whereas in the second sen-
tence the meaning of the word expands into “occupation”,
1.e. the seizure and control of an area, especially foreiﬁn
territory, by military forces. The first meaning is the
dictionary meaning of the word. The second meaning is a
contextual one. It lives only in the given text and disap-
pears if the context is altered. However there are definite
reasons to assume when a number of derivative meanings
are given place in dictionaries on the basis of contextual
meanings. When the two meanings clearly co-exist in the
utterance, we say there is an interaction of dictionary and
contextual meanings.

So a dictionary meaning is materialized in the con-
text; a contextual meaning is born in the context. Every
word possesses an enormous potentiality for generating
new meaning.

13



the semantic structure of a word. : “acut” —n; 1) act
of cutting, stroke with a sword, whip etc; result of such a
stroke, a deep cut in the leg, cuts on the face after sha-
ving. 2) reduction in size, amount, length, etc: a cut in pri-
ces (salaries, production). The second meaning of the
word is considered to have derived from contextual mea-
ning.

Many derivative meanings ap%eared and later entered
g

b) Emotive Meaning

The content of the word consists not only of the agg-
regate of lexical meanings. Some additional meanings also
exist in the content of the word. These additional mea-
nings are named in different terms: “emotive meanings”,
“connotative meanings”, “stylistic meanings” etc. These
additional meanings, unlike lexical meanings, do not have
reference directly to the things or phenomena of the objec-
tive reality, but they refer to the feelings and emotions of
the speaker towards these things or to his emotions. These
emotive meanings are fixed in most of dictionaries and are
components of the semantic structure of words as well as
the lexical meanings of these words. E.g.: “I feel so dar-
ned lonely.” (G. Green). The italicized word has no logi-
cal meaning. It has only emotive meaning. Its function is
to reveal the subjective, evaluating attitude of the writer to
things and events spoken of.

Some words with emotive meanings have lost their
logical meaning and function in the language as interjecti-
ons. Such words as “alas”, “oh”, “ah”, “pooh”, “gosh” and
the like have practically no logical meaning at all; words
like “the devil”, “Chnist”, “God”, “goodness gracious”,
etc., are frequently used only in their emotive meaning.
The same can be said about the words bloody, damn and
others.

Many words acquire an emotive meaning only in a de-
finite context. In that case we say that the word has a
contextual emotive meaning. So, even colourless
everyday terms may, in some contexts, acquire unexpected
emotional overtones, as for instance “wall” in this
illustration from a “Midsummer Night’s Dream”:

And thou, O wall, O sweet, O lovely wall,
...Thanks, courteous wall... O wicked wall.

14



Emotive meanings of words play an important role in
stylistics. Writers use the words with emotive meaning for
definite stylistic effects, thus calling the attention of the
reader to the meaning of such words.

The following words have also emotive meanings...

1. Interjections: O! Alas! Hey! Yogh! Gosh!

2. Exclamatory words: Good! Well! Look out! Hur-
rah! Hear, hear! Heavens!

3. Oaths and swear words: Upon my word! The devil!
Christ! God! Goodness gracious! Bloody, damn, bastard!

4. Qualitative and intensifying adjectives and ad-
verbs: awfully, terrible, wonderful, dreadful, fine, fantas-
tic, terrific.

Let us see the following examples:

1. “How horrible unjust of you”, cried Lord
Henry (O. Wilde)

2. “Oh, this is becoming an awful bore for
you... Thank you all the same, it is awfully sweet
of you”. (H. Bates).

The emotive meaning of the italicized words is stron-
ger than the logical meaning and we may say that they ha-
ve lost their logical meaning and retained their emotive
meaning.

Another class of words with emotive meaning has lost
their logical meaning and function in the language as
interjections. Such words as alas, oh, ah, pooh, darn, gosh
and the like have practically no logical meaning at all;
words like the devil, Christ, God, goodness gracious, etc.,
are frequently used only in their emotive meaning. The
same can be said about the words bloody, damn.

There are groups of words in the language in which
emotive meaning prevails. Among them we have such
words as: love, hate, motherland, scoundrel, traitor, hero.

Suffixes having diminutive meanings may also be
treated as adding emotive meaning to words with neutral
logical meaning: cubicle (cube), particle (part), townlet
(town), booklet (book), shirtie (shirt), birdie (bird).

Anything recognizable as having a strong impact on
our senses may be considered as having emotive meaning,
either dictionary or contextual.

The context helps to distinguish if the word is used in
1ts emotive meaning or in its logical meaning.
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¢) Nominal Meaning

Words having nominal meanings are treated as proper
nouns. In order to distinguish the word with a nominal
meaning one must know that it is spelt by a capital letter.
Such words as Longfellow, Black Sea, Smith have nominal
meanings. The logical meaning from which the nominal
meaning originated may in the course of time be forgotten.

Most proper names may be considered as homonyms
of common nouns. For example: Miss Hope (hope), Mrs.
Brown (brown), Miss Sweet (sweet), Browning (pistol).

It must be remembered that the nominal meaning will
always be secondary to the logical meaning.

The process ot development of meaning may go still
further. A nominal meaning may assume a logical meaning
due to certain circumstances. The result is that a logical
meaning takes its origin in a nominal meaning. Some
features of a person which have made him famous are re-
cognized by the society and these features become the ba-
sis for the new logical meaning. E.g.: hooligan — is pro-
bably derived from the name o?a rowdy family (the Ilzish
name Houligan). The verb boycott was first used in 1880
to describe the action of the Land League towards Captain
Boycott, an Irish landlord. The nominal meanings of these
words have now faded away and we perceive only one, the
logical meaning.

I. Questions and Tasks

1. What is a word?

2. Are the lexical and grammatical meanings polyse-
mantic or monosemantic?

3. When do we have-homonyms?

4. Explain the process where the concepts are materia-
lized not by means of words but other signs.

5. What types of lexical meanings are there in the lan-
guage?

6. What is the logical meaning of a word?

7. Speak about the semantic structure of a word.

8. Characterize the primary and secondary (derivative)
- logical meanings. Give 1llustrations.

9. What is contextual meaning?

10. How does the contextual meaning of a word ap-
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11.
12.
13.
14.
15.

16.
17.
18.

pear?

What are the fate of derivative meanings?

What is the essence of emotive meaning?

What is the function of emotive meaning?

In what lexical units emotive meaning is prevailed?
Speak about the words with emotive meaning which
have lost their logical meaning.

On what conceptual principal the nominal meaning
is based?

Explain the cases when proper names become ho-
monyms of common nouns.

What do we mean saying that a logical meamn% ta-
kes its origin in a nominal meaning? Give illus-
trations.

II. State the primary and transferred meanings of the
following words

ahouse A house in the country. A full house. Every

white

die

chair

father

run

2—40

word was heard in all parts of the house. White
house. An ancient tra(fmg house in the city. A
noisy cheerful house. To keep house. To leave
one’s father’s house.

White clouds. White hair. A white elephant.
The white race. White magic. White meat. As
white as snow. White wine. It’s white of you.
White lie.

Die of hunger. Die in one’s bed. The day is dy-
ing. I'm dying to know. His secret died with
him. Die in harness. Die game. Never say die.
Flowers die without water. To die of illness,
desease, grief. To die by violence. To die from
a wound. His fame will never die.

He bought a chair at the furniture store. He was
condemned to the (electric) chair. Please, add-
ress the chair. He will chair the meeting. He
was appointed to the chair of philosophy at the
university.

My father came. Father Murphy came. He was
the father of the idea.

The horse runs. The man runs. The water runs.
The tap runs. His nose runs. The motor runs.
The vine runs over the door. He ran his horse in
the last race. She ran the water into the tub. He
ran his business well.

. - - l.‘;-.')" : '
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charge

He charged the man ten cents for the pencil. He
charged the battery. He charged them to their
duty. He charged it to the man’s account at the
store. The soldiers charged the enemy. The
tanks charged into the fortifications. The judge
charged him with the crime.



PART 1I

STYLISTIC CLASSIFICATION OF THE
ENGLISH VOCABULARY

1. General Considerations

In order to get a clear idea of the vocabulary of any
language, it must be presented as a system, the elements
of which are interconnected, interrelated and yet indepen-
dent.

In accordance with the division of language into lite-
rary and colloquial, the vocabulary of the English langua-
ge consists of three main layers: the literary layer,
the neutral layer and the colloquial layer.
Each of these layers has its own feature. The literary layer
has a bookish character, the colloquial layer has a spoken
character and the neutral layer is deprived of any colou-
ring. It is of universal character: it is unrestricted in its
use. It can be employed in all styles of language.

These three layers have their own classification. The
literary layer has no local or dialectal character.

Within the literary layer we distinguish:
Common literary words;

Terms;

Poetic words;

Archaic words;

Barbarisms and foreign words;
. Neologisms.

AN L WD —

Within the colloquial vocabulary we distingu-
ish:
1. Common colloquial words;
2. Slang;
3. Jargonisms;
4. Professional words;

19



5. Dialectical words;
6. Vulgar words.

The common literary, neutral and common colloquial
words are grouped under the term Standard English
Vocabulary. Other groups in the literary layer are re-

arded as special literary vocabulary and those in col-
oquial are regarded as special colloquial (non-literary)
vocabulary.



2. Neutral, Common Literary and Common
Colloquial Vocabulary

a)N eutral Words

Neutral words, which form the bulk of the English
vocabulary, are used in both literary and colloquial layers.
Neutral words are the main source of synonymy and poly-
semy. Most neutral English words are of monosemantic
character.

Unlike all other groups, the neutral group of words
cannot be considered as having a special stylistic colou-
ring, whereas both literary and col}) oquial words have a
definite stylistic colouring.

b) Common Literary Words

Common literary words are chiefly used in writing
and polished speech. Literary units stand in opposition to
collor?uial units.

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

Colloquial Neutral Literary

Kid Child Infant

Daddy Father Parent

Chap Fellow Associate
Teenager Boy (girl) Youth (maiden)

These synonyms are not only stylistic but ideographic
as vx&ell, i.e. there is slight semantic difference between the
words

There are very few absolute synonyms in any langu-
iage The main distinction between synonyms remains sty-
istic.

Colloquial words are always more emotionally colou-
red than literary ones. The neutral words have no degree
of emotiveness. -

The lines of demarcation between common colloquial
and the neutral on the one hand, and common literary and
neutral, on the other, are blurred.

The neutral vocabulary may be viewed as the invari-
ant of the Standard English vocabulary. Synonyms of neu-
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tral words, both colloquial and literary, have a great deg-
ree of concreteness.

¢) Common Colloquial Words

The essential part of common colloquial words cons-
titutes common neutral vocabulary which is in every day
usage and is the ﬁ)art of Standard English. They may be di-
vided into several groups.

In the first group we have words which change
their phonetic form. Eg. a) word combinations are shor-
tened. E.g. s'long (so long), lemme (let me), gimme (give
me), gonna (going to); b) certain sounds ma{l be omitted:
“im (him), “cos (because), ‘ud (would), ‘ave (have), “eaven
(heaven), yeh (yes).

Here we meet the speech of an uneducated person.
Instead of “can” one uses “kin”, you (yuh), get (git), your
(yer), to (tuh).

The violation of grammar rules is also observed: yuh
gotta lawyers? (have you got a lawyer?), hain't yuh?
1(ha)ven‘t you?), there hain’t no rules (there aren't any ru-
es).

While we speak about the peculiarities of oral speech
special attention should be paid to the children’s speech in
which we have a lot of contracted forms of words. E.g.
Doc (doctor), telly (television), fridge (refrigerator%;
words with diminutive suffixes: beastie (beast), milkie
(milk), kissy (cat), titter (sister).

In the second group we have words which change
their form and meaning. New words (neologisms) may be
formed with the help of suffixes which have negative mea-
ning: noddy — a stupid person, wordling — a person who
talks much, giglet — a girl who laughs in a silly manner.

Nouns may be formed with the help of suffixes which
have positive meaning: dolly — an attractive, fashionably
dressed girl or a young woman, nestling — a bird too yo-
ung to leave the nest.

The following words constitute the third group of
colloquial vocabulary, where words change their meaning
in certain contexts. E.g. He was getting along in years —
(he was growing old), I like his ger up — (I like his way
and manner), Let me know have you come out (let me
know the results).

Here the words *“get”, “come” are not used in their
dictionary meanings, but have changed the meanings and
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acquired new (contextual) meanings.

I. Questions and Tasks

[y

A WwWN

A

. What are the main layers of the English vocabulary?

Characterize each of them.

. Give the classification of the literary layer.
. Enumerate the constituent parts of colloquial

vocabulary.

. What are the constituent parts of Standard English

Vocabulary?
B

What is the linguistic nature of neutral words?

What are the distinctions between neutral words and
other groups of words?

What is the linguistic nature of common literary
words?

Illustrate synonymous words and comment on the re-
lations between them.

. What are common colloquial words?

S

. What groups of common colloquial words do you

know? Characterize each of them presenting illus-

trations.

II. Pay attention to corresponding forms of neutral and
colloquial words and learn the following forms by

heart

Neutral words

Colloquial words

demonstration demo
discoteque disco
tradition trad
pavilion pav
come on c’mon
let me lemme
going to gonna
an old song oldie
ten pounds tenner
a Scotman Scoty
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a small car babble car
don’t know dunno
give me Gimme

III. Compare the neutral and the colloquial modes of
words

Neutral words Colloquial words
whistle catch call
claptrap catchpenny
fellow chap
lump chunk
doctrine doxy
strong husky
falteringl pit-a-pat
disdain?u%, sniffy
father dad
mother mummy
tummy stomach
randmother granny
ather daddy
girl lassie
grandfather gaffer
tobacco baccy
fellow feller
circumstances Circs

IV. Pick out common literary and common colloquial
words and comment on them

1. The heart told me I was going to die in six months.
(I.Shaw)

2. T was the biggest draw in London. All the swells
;:]amt;, to see me... I was the talk of the town. (S. Maug-

am
) 3. Hello, kid! Gee, you look cute, all right. (Th. Drei-
ser

4. I gave him your story in the magazine. He was qui-
te impressed... But he says you’re on the wrong track.
(T.Capote)

5. I was feeling about as cheerio as was possible un-
der the circs when a muffled voice hailed me from the
north-east... (P. G. Wodehouse)

6. “What did Blake say about the pictures of
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Godfrey?”

“About what I expected. He’s pretty sure the man he
tailed was Godfrey, but refuses to positively identify him
from the six. (Br. Halliday)

7. She wasn’t at all what I thought she’d be — some
swell nauihty Society lady that’d scare the life out of
me”. (A.Christie)

8. “Say, what do you think you are doing? Telling.
fortunes or making love?”. (S. Lewis)

9. I read that story twice: Brats and niggers.

10. “I do think the Scandinavian are the heartiest and
best peop ple —

‘Oh, do you think so?” protested Mrs. Jackson Elder.
“My husband says the Svenskas that work in the mill are
perfectly terrible . (S. Lewis)

11. “Big — Hearted Harry. You want to know what I
think? I think you’re nuts. Pure plain crazy. Goofy as a
look. That’s what I think”. (J. Jones)

12. “I met a cousin of yours, Mr. Muskham”.

“Jack?”

“Yes. Last of the dandies. The “dandy”, the
“swell”, the “masher”, the “blood”, the “knut”, and what’s
the last variety called — I never know. By his age Jack be-
longs to the “masher” period, but his cut was always pure
dandy”. (J.Galsworthy)

13. ’'m not going to leave my kids in no nursery.
(M.Spillane)



3. Special Literary Vocabulary
a) Terms

Terms are words denoting notions of special fields of
knowledge. A term is generally very easily coined and
easily accepted; new coinages easily replace out-dated
ones.

Terms are generally associated with a definite branch
of science. Here are some examples: microlinguistics,
phoneme, vocalism, amplitude, charge, antibiotic, penicil-
lin. ,

With the increase of science and technique to satisfy
the growing needs of mankind many words that were once
terms have gradually lost their qualities as terms and have
passed into the common literary vocabulary. This process
ma?' be called *“determinization”. Such words as “radio”,

evision” have long been in common use and their ter-
minological character is no longer evident.

Generally, terms are used in the language of science
but with certain stylistic purpose they may be used in the
language of emotive prose. For example, Cronin used a lot
of medical terms in some of his books. It is done to make
the narration vivid, bright and close to life.

A term has a stylistic function when it is used to cha-
racterize a person through his calling.

It is a well-known fact that terms are monosemantic
and have not any contextual meaning. In most cases they
have a denotational free meaning. But in some situations a
term may have a figurative or emotionally coloured mea-
ning. When it is used in other styles but scientific it may
cease to be a term and becomes an ordinary word. It hap-
pens to the word “atomic” (atomic energy, atomic bomb,
atomic weight) which lost its proEerty of a term and acqu-
1red a metaphorlcal meaning i1n the phrases “atomic age”,

“atomic music”. Compare the above given word combina-
tions with the following word combinations which are
used as scientific terms: atomic energy (energy obtained
as the result of nuclear fission), atomic bomb (bomb of
which the distructive power comes from the release of ato-
mic energy in the shortest possible time).

q 1Here 1s the extract from the novel by Cronin “The Ci-
tadel”:

He sat in his surgery one evening towards
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the end of April. It was nearly nine o’clock when a
young woman entered.

She gazed at him uncertainty...

She puffed off her hands. “It’s my hands...”

He looked at her hands, the palms of which
were covered by reddish dermatitis, rather like
psoriasis. But it was not psoriasis.

“This is rather an uncommon skin condition,
Miss Gramb. It’s no good treating it locally. It’s
due to a blood condition and the only way to get
rid of it by dieting.

c ”“No medicine? No one ever told me that be-
ore.

“I’m telling you now.” He laughed and, tak-
ing his pad, drew out a diet for her, adding also a
list of food which she must absolutely avoid.

In this extract the author uses the following medical
terms as dermatitis (skin disease), psoriasis (a chronic
skin disease) and common literary words which acquire
the status of terms in the text: blood condition, treating,
locally, dieting.

Sometimes terms are used with a satirical function.
Here is an interesting example:

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

“Green eyes, fair skin, pretty figure, famous
frontal development”, Squllls remarked. (Thacke-

ray)

The words “frontal” and “development”, in addition
to their ordinary meaning, have a termlnologlcal aspect,
1.e. they belong both to the common literary stock and to a
special group of literary vocabulary, to the science of ana-
tomy. But here they lose their common aspect and become
purely terminological.

I. Questions and Tasks
1. What are terms? Are they associated with a definite
branch of science?

2. Explain the process of “determinization”. _
3. When are the terms used in the language of emotive
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prose?

4. Are terms polysemantic or monosemantic?

5. When does a term attain a figurative meaning?

6. What are the functions of terms in the language of
science and in the texts of emotive prose?

II. State the nature of the terms in the following pas-
sages and comment on them

1. “...don’t you %o to him for anything more serious
than a pendectomy of the left ear or a strabismus of the
cardiograph”. No one save Kennicott knew exactly what
this ment, but they laughed...(S. Lewis)

2. ...he rode up to the campus, arranged for a room in
the graduate dormitory and went at once to the empty
Physics building, (M. Wilson)

3. “Didn’t you believe that the neutron existed?”

Oh, I believed. To me neutrons were symbols, n with
a mass of m, = 1,008. But until now I never saw them”.
(M. Wilson).

4. “Good”, Abbey said suddenly. He took up a spe-
cimen — it was an aneurism of the ascending oarta — and
began in a friendly manner to question Andrew... “Do you
know anything of the history of aneurism?”

5. He brought his upper and lower lips together, prot-
ruded them forward, and placed them softly against hers in
a movement seen also in the orang-outang but never in the
hippopotamus.

6. “What a fool Rawdon Crawley has been”, Clump
replied, “to go and marry a governess! There was some-
thing about the girl too.”

“Green eyes, fair skin, pretty figure, famous frontal
development”, Squills remarked. (Thackeray)

7. “They’re real!” he murmured. “My God, they are
absolutely real!”

4 Erik turned. “Didn’t you believe that the neutron exis-
ted?”

“Oh, I believed”, Fabermacher shrugged away the
phrase. “To me neutrons were symbols... (M. Wilson)

ITI. Pick out linguistic terms and translate extracts into
your mother tongue

1. In discussing the order of words it is advisable to
treat first of simple sentences and headclauses of compo-
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und sentences, before we take the subordinate clause. The
most important question as to word-order is the relative
position of the subject and the verbal part of the predicate.
The position of the rest of the sentence often depends
upon this. (Cruisinga)

2. The commonest way of making new words i1s by
what is called derivation. We are all familiar with this
method by which a prefix or suffix is added to an alread
existing word, as “coolness” is formed by adding the suf-
fix -ness to “cool”, or in “distrust” dis- is prefixed to
“trust”. Many of these affixes we know to have been origi-
nally reparate words.

Our mind differentiates between the original meaning
and the newly acquired one, so that although it is still only
one word it has two or possibly more specialized mea-
nings. If a friend tells us he will send us a wire, we know
that wire in this case means a telegram; but we also know
that in another context it would mean the metallic fila-
ment. That way is the original sense of it, the other is me-
rely a transferred meaning, originating in the fact that te-
legrams are sent by means of wires. (Wood)

b) Poetic Words

Poetic words are used mainly in poetry. They stand
between terms and archaic words. They are close to terms
because they are monosemantic and they are close to ar-
chaic words because they are out of use. For ex: steed
(horse), woe (sorrow), to behold (to see). Poetic words
claim to be of higher rank.

Not all English poetry makes use of “poeticisms”. In
the history of English literature there were periods, which
were characterized by protests against the use such con-
ventional symbols. The periods of classicism and roman-
ticism were rich in fresh poetic terms. Poeiic words and
expressions were called upon to create the special elevated
atmosphere of poetry.

When used in the text poetic words call on a certain
type of mood. Sometimes they are used to produce a sati-
rical effect. They are said to have emotive meanings. They
colour the utterance with loftiness, but they fail to produce
a genuine feeling of delight, as they are too hackneyed.

The use of Eoetic words does not create the atmosphe-
re of poetry in the true sense. This is probably due to their
very low degree of predictability.
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Poetic words are not freely built. There is however
one means of creating new Foetic words recognized as
productive in present-day English, that is the use of a con-
tracted form of a word instead of the full one, e.g., drear
instead of dreary, scant — scanty.

Sometimes the reverse process leads to the birth of a
poetism, e.g., vasty — vast. “The vasty deep”, i.e. the oce-
an; “paly” — pale.

Poetical words and set expressions make the utterance
understandable only to a limited number of readers. Poeti-
cal language is sometimes called poetical jargon.

I. Questions and Tasks

1. What are poetic words?

2. What is the difference between poetic words and
archaisms?

3. What functions do poetic words fulfil in the text?

II. Copy out poetic words and give their Modern Eng-
lish equivalents

1. Whilome in Albion’s isle there dwelt a youth,
Who ne in virtue’s ways did take delight.
But spent his days in riot most uncouth,
And vex’d with mirth the drowsy ear of night.
Ah, me! In sooth he was a shameless wight,
Sore given to revel and ungodly glee. (Byron)

2. ... Vistas of solemn beauty, where I'd wander
In happy silence, like the clear meander
Through its lone vales. (Keats)

3. T is twice three years of summer tide
Since first among our freres he came
And here it soothes him to abide -
For some dark deed he will not name. (Byron)

4. And if thy hand had skill and strength,
I'd joy to see thee break a lance,
Albeit against my own, perchance. (Byron)

5. But, Haroun! — to my daughter speed:
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And hark - of thine own head take heed -
If thus Zuleika oft takes wing —
Thou seest yon bow — it has a string! (Byron)

6. Last noon beheld them full of lusty life,
Last eve in beauty’s circle proudly day,
The midnight brou%ht the signal — sound of strife,
The morn the marchalling in arms, - the day
Battle’s magnificently — stern arrey! (Byron)

7. Come hither, hither, my little l;)age!
Why dost thou weep and wail?
Or dost thou dread the billow’s rage,
Or tremble at the gale? (Byron)

I1I. Learn the following poetic words by heart

a steed — a horse steepy — steep

welkin — sky aly — pale

vale — valley Either — here
devoirring element - fire billow — wave

quoth — said female — woman
eftsoons — again, soon, arent — father

after ehold - see

drear — dreary woe — SOTTOwW

scant — scanty whilome — sometimes

vasty — vast
IV. Comment on the poetic words

Neutral vocabulary Literary vocabulary

A great crowd come to see A vast concourse was
assembled to witness

Great fire Disastrous conflagration
Man fell Individual precipitated
Began his answer Commenced his rejoinder

V. Pick out poetic words

1. The scheme I would suggest cannot fail of success,
but it has what may seem to you a drawback, sir, in that it
requires a certain financial outlay. (P. G. Wodehouse)

2. “Here she is”, said Quilp... “there is the woman I
ought to have married — there is the beautiful Sarah — the-
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re is the female who has all the charms of her sex and no-
ne of their weakness. Oh, Sally, Sally.” (Dickens)

3. I need the stimulation of good company. He terms
this riff-raff. The plain fact is, I am misunderstood. (D. du
Maurier)

¢) Archaic Words

The word stock of a language is in an increasing state
of change. New words spring up and replace the old ones.
Some words stay in the language a very long time, others
live a short time: they disappear leaving no trace of their
existence.

Thus, words, which are no longer recognizable in
Modern English and which have either dropped out of the
language or have changed in their appearance and they ha-
ve become unrecognizable are called archaic words. So ar-
chaic words are those which are not used now except for
sgecial purpose: thee (Zou), thy (you), thou (you), hath
(has), makest (make), thine (your), methinks (it seems to
me).

In the development of a literary language words un-
dergo changes in their meaning or usage. Sometimes this
process causes the disappearance of the unit from the lan-
guage.

We shall distinguish three stages of aging process
of words. The beginning of the aging process when the
word becomes rarely used. Such words are called obso-
lescent. In the English language these are the pronouns
thou and its forms thee, thy and thine etc.

Among the obsolescent elements of the English voca-
bulary we find the following farms: aforesaid, hereby,
therewith, hereinafternamed.

To the category of obsolescent words belong many
French borrowings: a palfrey (a small horse), garniture
(furniture).

The second group of archaic words are those that
have already gone completely out of use but are still re-
cognized by the English speaking community: methinks (it
.?eems to me), nay (no). These words are called obso-

ete. .

The third group, which may be called archaic
proper, are words which are no longer recognizable in
Modern English, words that were in use in Old English
which have either dropped out of the language or have
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changed in their appearance so much that have become un-
recognizable: troth (faith); a losel (a worthless, lazy fel-
low).

We can find a number of archaic words in the style of
official documents: aforesaid, hereby, therewith.
These words are used here as terms and express the exact
notion of certain phenomena.

Archaic words stand very close to historical words —
names of ancient weapons, types of tools, carriages, and
musical instruments, agricultural implements, which are
no longer in use. E.g. blunderbuss (an old type of gun),
brougham (a closed carriage having one seat). Words of
this type never disappear from the language. They are his-
torical terms and remain as terms referring to the definite
stages in the development of society, though the things
and the phenomena to which they refer have long passed
into oblivion. Historical words have no synonyms, where-
as archaic words have been replaced by modern synonyms.

Archaic words are mostly used in the creation of rea-
listic background to historical novels. The heroes of histo-
rical novels speak the language of the period the writer
and the reader live in, and the skill of the writer is requi-
red to colour the language with such archaic elements.

Walter Scott was a master in creation of a historical
atmosphere. He used the stylistic means that create this
atmosphere with such skill that the heroes of his novels
speak his language.

In accordance with these principles Walter Scott ne-
ver photographs the language of earlier periods; he intro-
duces a few words and expressions more or less obsoles-
c;:fnt in character and this 1s enough to convey the desired
effect.

Besides, archaic words and phrases have other functi-
ons. They are, first of all, frequently to be found in the
style of official documents. In business letters, in legal
language, in diplomatic documents and in all kinds of le-
gal document one can find archaic words. They are emplo-
yed in the poetic style as special terms.

The function of archaic words and constructions in
official documents is terminological in character. They are
used here because they help to maintain that exactness of
expression so necessary in this style.

Archaic words are sometimes used for satirical
purposes. The low predictability of an archaism, when it
appears 1in ordinary speech produces the necessary
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satirical effect. '
In many cases archaic words are used to create eleva-
ted style in poetry.

I. Questions and Tasks

. What is the nature of archaic words?

. Speak about three groups of archaic words.

hat words are called obsolescent?

. What differs the second group from the third?

What is the difference between archaic words and
historisms?

What are the functions of archaic words in the text?
Give Modern English equivalents of archaic words.

II. Pick out the archaic words and forms of words and
give their Modern English equivalents

1. Nay, nothing — only methinks it might satisfy you
that I am trustworthy. (W. Scott)
2. 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)

3. Behold her, single in the field,
Yon solitary Highland Lass!

4. “Why, uncle, thinkest thou I am an infidel, and
would harm those of mine own house?”

“It’s for no harm that I speak, Mike”, answered his
uncle. True, thou art as well gilded as a snake; but for all
that, thou creepest not into my Eden. I will look after mine
F\ée', Mike, and content thee. But how brave thou be’st,
ad!

5. “Maiden”, he said, “thou hast the face of one who
should love her mistress. She hath much need of faithful
service.”

“Get thee gone instantly, or I will call for assistance,
my father must ere this time be returned”.

6. “Nay, my lady”, replied Janet, “if you consult my
Eog_r judgement, it is, methinks, over-gaudy for a graceful
abit.

“Now, if it be no brighter”, said the Countess; “thou
shalt wear it thyself for a penance sake; and I promise thee
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the %old buttons, bemg somewhat massive, will comfort
thy ther, and reconcile him to the cherry -coloured bo-

7. Didst thou not hear the noise?

8. “Thou art the Man! cried Jabes, after a solemn pau-
se. (E. Bronte)

9. The Lord giveth and He takes away, Ridges thought
solemnly. (N. Mayler)

10. If manners maketh man, then manner and groom-
ing maketh poodle. (J. Steinbeck)

11. Sometimes, as I says to some of these here young
fellers that comes in here, we don’t know as much as we
thinks we does.

III. From the words given below, pick out the archaic
words and forms of words and present their modern
equivalents

1. do, dost, does, you, thee, thou, eke, quote, ere, befo-
re, though, maiden, girl, hath, didst, ye, whilom, told, you,
rhymeth, said, thy, thine, steed, quoth.

2.Come hither, hither, my little ‘;)age!

Why dost thou weep and wail

Or dost thou dread the billow’s rage,

Or tremble at the gale?
But dash the tear-drop from thine eye;
Our ship is swift and strong;
Our fleetest falcon scarce can fly
More merrily along.

IV. Comment on the archaic and dialectical words gi-
ven in bold tyge Which of them are in use in Modern
English and why have the rest fallen out of use?

1. If you carry this wench from him, it will break his
heart... If I can win this girl from him, I will win her.
(W.Scott)

2. Ravenswood dispatched Babie to the neighbouring
village to procure the assistance of some females.

3. One of the Lord Keeper’s grooms having saddled
the Master’s steed, they mounted in the courtyard.

4. Ravenswood was at the lady’s bridlerein, guiding
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her horse carefully down the rocky path.

V. Pay attention to the modern equivalents of
archaic words

albeit — although
anon - at once
bade - bid
billow — wave
clad — clothed

didst — did
diest — die
eke — also

ere — before

foe — enemy

haply — perhaps
hearken — listen
hie — haste

hither — here

morn — morning
oft — often
natheless — nevertheless
quoth — said

shalt — shall

troth — truth
spouse — wife
vend — sell

wert — were
whilom - formerly

whit — thing
vernal — spring
yond — there
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VI. Define historisms and translate sentences into
your mother tongue

1. De Bracy blew his horn three times, and the archers
who stood along the wall hastened to lower the drawbrid-
ge and admit them. (W. Scott)

2. Locksley, for such was the name of this yeoman,
readily took part in the archery contest and won the prize.
(W. Scott)

3. A narrow space between these galleries and the
lists was occupied chiefly by the yeomanry and the burg-
hers. (W. Scott)

4. On a platform beyond the Southern entrance were
placed the five magnificent pavilions of the five knights
who were the challengers. (W. Scott)

5. At each of these gates stood two heralds, attended
by six trumpets and a strong body of men-of-arms.
(W.Scott)

- 6. He learned to draw the long bow and shoot a true
arrow. (D. Defoe)

7. Over his shoulder he carried his bow, while at his
side was a quiver for arrows. (D. Defoe)

d) Barbarisms and Foreign Words

In the vocabulary of the English language there is a
considerable layer of words called barbarisms. Barba-
risms are words which came into the English vocabulary
from other languages and have retained their spelling and
pronunciation. They have not been assimilated into the
English language bearing the appearance of a borrowing.
The role foreign borrowings played in the development of
the English literary language is well-known, and the great
majoritly of these borrowed words form part of the English
vocabulary. They have already become facts of the
English language, though they remain on the outskirts of
the literary vocabulary. In many cases they have English
synonyms. E.g. “chic” (stylish), “bon mot” (a clever wit-
ty saying), “adieu” (food-bye), “au revoir”, “pardon”.
These words are included into the English word stock.

There is another group of barbarisms - foreign
w o r d s which does not belong to the English vocabulary.
They are not registered by English dictionaries, though
they are used for certain stylistic purposes. It is very easy
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to recognize them in the text. In printed works foreign
words and phrases are generally italicized. E.g. en bien
(well), allez (come on), mon-sieur (sir), tres bien (very
good), udarnik, kolkhoz.

Many foreign words in English vocabulary fulfil a
terminological function:. Therefore, though they still retain
their foreign appearance, they should not be regarded as
barbarisms. E.g. acidum, allegro, solo, tenor. Unlike bar-
barisms they have no synonyms.

. The stylistic function of barbarisms and foreign
words is to create local colour. Both foreign words and
barbarisms are widely used in various styles of language
with various aims. One of these functions is to supply lo-
cal colour. In “Vanity Fair” Thackeray takes the reader to
a small German town where a boy with a remarkable appe-
tite attracts attention. The author gives a description of the
peculiarities of the German menu. E.g.

“The little boy had a famous appetite, and
consumed schinken, and braten, and kartoffeln,
that did honour to his nation.”

The context leads the reader to understand the italisi-
zed words denoting some kind of food, but exactly what
kind he will learn when he travels in Germany.

Barbarisms and foreign words are most?,y used in the
style of belles-lettres and publicistic style. In belles-lettres
style the author, putting foreign words into the mouth of
his personage, gives the vivid characterization of his hero:

She had said “Au revior!” not *“good-bye!”
(Galsworthy)

Foreign words always arrest the attention of the rea-
der and therefore have a definite stylistic function. Some-
times the skilful use of one or two foreign words will be
sufficient to create the impression of a foreign language.
For example:

“Deutsche Soldaten” — a little while ago, you
received a sample of American strength. (S.Heym)

The two words “Deutsche Soldaten” are sufficient to

create the impression that the speech was made in German
and not in English.
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I. Questions and Tasks

1. What are barbarisms?

2. What is the role of barbarisms in the development of
the vocabulary of the English language?

3. What is the distinction between barbarisms and fore-
ign words? Speak about their functions in emotive

rose.

4. In what functional styles are barbarisms and foreign

words mostly used?

II. Give the English equivalents, state the origin and
stylistic purpose of barbarisms and foreign words

1. She caught herself criticizing his belief that, since
his joke about trying to keep her out of the poorhouse had
once been accepted as admirable humor, it should conti-
nue to be his daily bon mot. (S. Lewis)

2. Then, of course, there ought to be one or two outsi-
ders — just to give the thing a bona fide appearance.
(A.Christie)

3. “Tyree, you got half of the profits!” Dr. Bruce sho-
uted. “You’re my de factor partner”.

“What that de facto mean, Doc?...”

“Papa, it means you are partner in fact and in law”,
Fishbelly told him. (R. Wright)

4. And now the roof had fallen in on him. The first
shock was over, the dust had settled and he could now see
that his whole life was kaput. (J. Braine)

5. “I never sent any telegram. What did it say?”

“I belive it is still on the table la-bas”.

Elize retired, pounced upon it, and brought it to her
mistress in triumph. “Voila, madame!” (A. Christie)

6. When Danny came home from army he learned that
he was a heir and owner of the property. The viejo, that is
the grandfather, had died leaving Danny the two small
houses on the Tortilla Flat. (J. Steinbeck)

7. Yates remained serious. “We have time, Herr Lipp-
mann, to try your schnapps. Are there any German troops
in Neustadt?

“No, Herr Affizier, that’s just what I’ve to tell you.
This morning, four gentlemen in all, we went out of Neus-
tadt to meet the Herren Amerikaner”. (St. Heym)

8. Nevertheless, despite her experience, she hadn’t
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yet reached the stage of thinking all men beastly; though
she could readily sympathize with the state of mind of any
woman driven to utter that particular cri de coeur. (St.
Barstow)

9. It is as well, mon ami, that we have no affairs of
moment on hand. (A. Christie)

III. Pick out barbarisms and foreign words. State their
origin.

1. “Why don’t you like those cousins, Father?”
“What made you think of that?”

“Cela ce voit”. (Galsworthy)

2. She had been charmed. It was so “chic”. (Gals-
worthy)

3. “Deutsche Soldaten - a little while ago, you re-
ceived a sample of American strength. (St.
Heym)

4. He began to speak.

“Achtung! Achtung!”
His voice came surprisingly strong.
“Achtung! Deutsche Soldaten!”

IV. Learn the following barbarisms and foreign words
often encountered in English texts

chic — stylish voila — there you are
bon mot — a clever witty c’est ca — that’s it
saying bien entendu - of

en passant — in passing course

infinitum - infinity allez — come on
benzina — motor boat mon-sieur — Sir

Au revoir — good-bye, so long tres bien — very good
adieu — good-bye si, signor — yes, sir

En bien - well
e) Neologisms

Neologisms appear when there is the need to express
new ideas and notions. If a word is fixed in a dictionary, it
ceases to be a neologism. If a new meaning is recognized
as an element in the semantic structure of a lexical unit, it
ceases to be new and becomes part and parcel of the
general vocabulary.

Every period in the development of language produ-
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ces an enormous number of new words or new meanings
of established words. Most of them do not live long. The
given word or meaning holds only in the given context.

The coining of new words generally arises first of all
with the need to designate new concepts resulting from the
development of science and also witﬁ the need to express
them. When artificial satellite was first launched into the
space by scientists new names appeared in English voca-
bulary: baby-moon, man-mode moon, artificial satellite,
sputnik.

The first type of newly coined words, i.e. those
which designate new-born concepts, may be named termi-
nological coinages or terminological neologisms.

The second type, i.e. words coined because their
creators seek expressive utterance may be named stylis-
tic coinages or stylistic neologisms.

Neologisms are produced in accordance with the exis-
ting productive wor -buildin? models of the English lan-
guage, mainly by means of affixation and word compoun-
ding etc. For example, missileer — a person skilled in mis-
silery or in the launching and control of missiles.

Among new creations those with the suffix -ize seem
to be the most frequent. The suffix -ize gives a shade of
bookishness to new words. For example, villagize, moistu-
rize.

The prefix anti- has given us a number of new words,
which are gradually becoming recognizable as facts of the
English vocabulary, e.g. anti-novelist, anti-hero, anti-
emotion.

There i1s another means of word-building, that is the
bending of two words into one by curtailing the end of the
first components or the beginning of the second. Examples
are numerous: musicomedy (music+comedy), cinemactress
(cinema+actress); avigation (aviation+navigation); smog
(smoke+fog). Such newly coined words are called blends.

Another type of neologism is the nonce-word, i.e. a
word coined to suit one particular occasion. Nonce-words
remain on the outskirts of the literary language. They
rarelﬁ Fass into the language as legitimate units of the
vocabulary.

Here are some of these neologisms which have the
right to be called so because they will always remain
neologisms, 1.e. will never lose their novelty. Eg.: T am
wived in Texas, and mother-in-lawed, and unc?ed, and
aunted, and cousined.
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The past participles mother-in-lawed, uncled, aunted
and cousined are coined for the occasion on the analogy of
wived and can hardly be expected to be registered by
English dictionaries as ordinary English words.

Another example: On the basis “do it yourself” a new
word-combination “Do-it-yourself book™ was created.

Many new coinages disappeared from the language,
leaving no mark of their existence. When they are used in
the written text they produce special stylistic effect. Their
function may be different: to produce a humorous effect,
to make distinct the additional meaning. Eg.:

Some were naked,...others half-naked, jac-
keted or jerseyed.

Here the verbs “jacketed” and “jerseyed” are coined
due to.conversation, which is a productive way of enric-
hing of English vocabulary.

In Modern English new words are also coined by a
means which is very productive in technical literature and
therefore is mostly found in scientific style — by contrac-
tions and abbreviations. E.g. LASER (light amplification
by stimulated emission of radiation); UNESCO (United
E_atic;ns Educational, Scientific and Cultural Organiza-
tions).

Among new coinages of a literary-bookish type we
see a considerable number of words appearing in the pub-
licistic style, mainly in newspaper articles and magazines,
mostly in newspaper headlines. To these belongs the word
Blimp — a name of a well-known English cartoonist. The
name was coined to designate an English colonel famous
for his brutality, ultra-conservatism.

Semantic word-building, that is giving an old word a
new meaning, is rare employed by writers who coin new
words for journalistic purpose.

I. Questions and Tasks

1. What are the motives of producing neologisms? Give
illustrations.

. What are the types of newly coined words?

. What are the ways of producing new words?

. Explain the case of blending otgtwo words.

. Characterize nonce-word. What is the distinction bet-

N h W
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ween a coinage and a nonce-word?

6. Speak about the process when new words are coined
by contractions and abbreviations.

7. In vy)hat functional styles are the neologisms mostly
met?

II. Pick out neologisms formed from existing stems by
means of affixation and translate the sentences' into
your mother tongue

1. I’'ll disown you, I’ll disinherit you, I'll unget you!
And damn me, if ever I call you back again! (R. Sheridan)

2. (She was) ...waiting for something to happen. Or
for everything to un-happen. (T. Howard)

3. His youngness and singlemindedness were obvious
enouEh. (D. Salinger)

. For a heedful of reasons I refuse... (T. Capote)

5. You are becoming tireder and tireder. (E. Heming-
way)

6. I love you mucher. Plenty mucher. (J. Braine)

7. Oh, it was the killingest thing you ever saw. (K.
Amis)

8. Sometimes we are sleepy and fall asleep together in
a corner, sometimes we are very hungry, sometimes we
are a little friﬁhtened, but what is oftenest hard upon us is
the cold. (Dickens)

9. I've been asked to appear in Rostont’s wonderful
fairy ?lay. Wouldn’t it be nice if you Englished it for us?
(J. Kilty)

10. So: I'm not just talented. I'm geniused. (Sh. Dela-
ney)

11. ...the country became his Stepfatherland. (L.Esar)

12. The shopping public is getting more “choosey”.
(P. Berg)

13. Obviously, continuous production must be pre-
planned. (Byron)

14. Some films were good enough to go on attracting
cinema-goers.

15. The televiewer is somewhat unpopular among
sportsmen.

16. She was a young and unbeautiful woman. (L.
Shaw)
ley) 17. She was doing duty of her waitresshood. (T.Hux-
cy

18. It is the middle of a weekday morning with a

43



stateful of sand and mountains around him.

19. His father... installed justly to make little boys
feel littler and stupid boys aware of their stupidity. (J.
Steinbeck) : '

‘720. “Mr. Hamilton, you haven’t any children, have
you?”

“Well, no. And I'm sorry about that. I'm sorriest
about that.” (J. Steinbeck)

21. You’re goddamness boy. (J. Shaw)

22. She is the goddamnest woman I ever saw. (St)

23. There were ladies too... some of whom knew Tril-
by, and thee’d and thou’d with familiar and friendly affec-
tion while others mademoiselle’d her with distant polite-
ness. (G. du Maurier)

24. Mrs. Tribute “my deared” everybody, even things
inanimate. (W. Deeping)

III. Comment on the neologisms formed by means of
composition and translate the sentences

1. In the House of Lords a protest was made by the
Bishop of Chichester against the method of area-bombing.

2. Fighter pilots are being offered nearly £ 200 a
month plus blood-money. A

3. Business men are temped to employ “contact-men”
in an effort to smooth away ogstacles. (%he Times)

4. How many people were engaged in digging gold?
Did you also include women gold-diggers? (P. Berg)

5. He was recommended easy-to-use liquid.

6. All sorts of people were there: the too-fats, the too-
thins and the just-rights.

7. The ack-ack guns started immediately. (P. Berg)

IV. Comment neologisms in connection with word-
building and borrowings

1. Candid camera, beach wagon, crack-down, sit-
down strike, dog-fight, fellow-traveller, heavy-water, the
atomic age, black-out, latch-key-lady, hair-do,

2. ad man, agrobiology, autostrada, bibliofilm

3. chemurgy, cinecamera, microcopy, electrocute

4. commentator, leftist, remiliterize, rightistly, ampu-
tee, adulthood, developmental.
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V. Learn the following neologisms by heart paying
attention to their meaning

a-bomb — atom 6ombacu — atoMHas Gomba

ack-ack — 1. xaBora xapumu; 2. 36HUT apTHJIEPHUSACH —
|. NpOTMBOBO3AYLIHBIN; 2., 3eHUTHAS apTHIIJIEPHUS
black-out - mnapna ToOpTHO KOpPOHFYJNAIITHPHIN —
3aTEMHEHHE

black shirt — kopakyiinaknu, ¢pamuct — yepHopybda-
IIEYHHUK, GamucT

blood-money - pyumMaH caMOn€THHH ypHO TYIIHp-
raHJHK Y4yH XyH TyJall — IpeMHs, BblIaBaemas 3a
YHHYTOXEHHE caMojeTa IPOTUBHHUKA

bottem dollar — oXHpHIrH THHHH — NOCHERHAA KOINEH-
Ka

climate (political) — 103ara xenraH Ba3uAT (CHECHH) —
CloXXHuBIIAsAcs 06CcTaHOBKA (MOJMUTHYECKAsA)
dive-bomber - myHFru6 ydyyBuH OOMOapIAMMOHYH
caMOJI€T — NUKHUpYOIHH 6oMOap IMPOBLIKK

dog-fight — xaBo »aHIu — BO3AyLIHOE Cpa)kKeHHUE

floor — HapX-HaBOHHMHI JHT NACcT Aapa)kacH — CaMblif
HHU3KHH YpOBEHb LIEH

hairdo — npuuyecka, MabiayM LIAKJIra KeITHPHUJITaH
co4Y — MpHYeckKa

oldster — xapus — MOXHIOK YEIOBEK

pre-plan — onaMHAaH peXxanalITHPMOK — 3apaHee
MJIaHUPOBATh

plush up — xynaiTHPMOK, OPTTHPMOK — YBEJIHYHUTh
rightist — YHr (cué€caTna) — npaBhbii (B MOJHUTHKE)
sit-down strike — HII TamIalUHHUHT YTHPHO OJIHII
yCYyJIM — HTalbsgHCKas 3abacToBKa

televiewer — TeneTroMowmabuH — Tene3pUTEINDb

too-fats — yTa Tyna oxammnap — CIHIIKOM TOJCThIE
53000

too-thins — yTa MHrH4YKa ofamiap — CIHLIKOM XYyAble
10U

youngsters — yrui 6ona, yCIUPHH — MaJIb4HK, OHOLIA

VI. Comment on the neologisms and pay attention to
their expressiveness

1. ... she had discovered that some of the groups

were Westernized, and might apply his own standards to

2. The draper’s shop would not only dress you,
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post-office you, linoleum you, rug you and wall-paper
you... but would also bury you and tombstone you.

3. When I was sugared I was hoping to be offered a
cake. (D. Carter)

4. The girl was teaed and tangoed by Anthony
Brown, a rising politician.

S. Our family didn’t know how to house so many
books in the new flat. (D. Carter)

6. The unexpected ups and downs of my career ma-
de me doubt the worth of life (D. Carter)

7. The ifs and buts you repeat all the time are into-
lerable. (D. Carter)



4. Special Colloquial Vocabulary
a) Slang

By slang we mean non-literary words which are used
to create fresh names for some things. Slang used in col-
loquial speech has a great expressive force. It is mostly
ironical words. For the most part slang words sound some-
what vulgar. Slang is nothing but a deviation from the
established norm of the language. No one has yet given a
more or less satisfactory definition of the term. J. B. Gre-
enough and C. L. Kitteridge define slang in these words:
“Slang...is a Eeculiar kind of vagabond language, always
hanging on the outskirts of the speech but continually
forcing its way into the most respectable company” .

Whenever the notation “sl.” appears in a dictionary it
may serve as an indication that the unit presented is non-
literary.

Besides general (standard) slang we distinguish
teenager slang, university (student’s) slang, public school
slang, prison slang, war slang, lawyer’s slang etc.

There are the following slang words for money — be-
ans, lolly, brass, dibs, daughs (compare: in Uzbek for nyn
— skaH); for head — attic, brainpen, hat, nut, upper storey;
for drunk — boozy, cock-eyed, high.

Instead of “good”, excellent” J.Galsworthy used rip-
ping, topping corking, swell, A — 1.

Slang used in colloquial speech has a great expressive
force. For example, “drag” used as a slang denotes every-
thing that is dull, uninteresting, slow and difficult to do.
“it’s a long drag” means a dull and long journey.

The function of slang in the written texts may be the
following: to characterize the speech of the person, to pro-
duce a special impression and humorous effect.

Here are some more examples of slang which have
this effect: bread-basket (the stomach); cradle-snatcher
(an old man who marries a much younger woman); a big
head (a booster); go crackers (go mad); I'll send you an
old-bob (I'll send you a shilling).

The following stylistic layers of words are generally
marked as slang.

! Greenough and Kitteridge. Words and their ways in English Speech. N. -Y.,
1929, p. 55
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1. Words which may be classed as thieves’ cant, like
girt gmoney), dotty (mad), a barker (a gun), to dance (to

ang).

2. Words derived by means of conversion, one of the
most productive means of word-building in present-day
English, are also sometimes classed as slang, for example,
the noun “agent” is considered neutral because it has no
stylistic notation, whereas the verb “to agent” is included
in one of the American dictionaries as slang. It is the same
with such pairs as “alter” — “to alter”, “ancient” (a) -
ancient (n).

3. Abbreviations as rep (reputation), cig (cigarette),
ad (advertisement), sis (sister), ma (mamma) also fall into
the category of slang.

4. Set expressions which are generally used in collo-
quial speech and which are clearly colloquial, are also
marked with the notation slang, e.g. “to go in for”, “in a
way” and others.

5. Improprieties of a morphological and syntactical
character, e.g. “How come”, “I says”, double negatives as
“I don’t know nothing” etc.

6. Any new coinage that has not gained recognition
and therefore has not yet been received into Standard Eng-
lish is qualified as slang.

Many words formerly qualified as slang have now be-
come legitimate units of Standard English. Thus the word
“kid” (child), which was considered slang in the nine-
teenth century, is now a legitimate colloquial unit of the
English literary language.

Slang is nothing but a deviation from the established
norm of the vocabulary of the language. V. V. Vinogradov
writes that one of the tasks set before the branch of lingu-
istic science that is now called stylistics, is a thorough
study of all changes in vocabulary, set phrases, gramma-
tical constructions, their functions, an evaluation of any
breaking away from the established norm, arlld classifica-
tion of mistakes and failures in word coinage.

So broad is the term slang that, accor&-’ing to Eric Par-
tridge, there are many kinds of slang, e.g., Cockney, pub-
lic-house, commercial, society, military, theatrical, parlia-
mentary and others.

There is a general tendency in England and to some

'B.B. Bunorpanos. O kynbType pedn H HelpaBHIbHOM CIOBOYMOTpe6-
neHun. «JIutepatypHas rasera», 1951, 11 nexabps, Ne 146
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extent in the USA to over-estimate the significance of
slang by attaching to it more significance than it deserves.
Slang is regarded as the main point of colloquial speech
and therefore stands above all the laws of grammar. It is
highly praised nowadaﬁ's as “vivid”, “more flexible”,
“more picturesque”, “richer in vocabulary” and so on.

I. Questions and Tasks

1. What is a slang?

2. What slang words do you know besides general
(standard) slang? Give examples.

3. What is the function of slang in written texts? Pre-
sent illustrations.

4. Indicate different stylistic layers which are marked
as slang words.

II. Pick out slang words and translate the extracts into
your mother tongue

1. The young man who had been turning his head
from side to side, became transfixed. “I say!” he said,
“some picture!” (Galsworthy)

2. By George! He was swell...” (Galsworthy)

3. He...thought her father had some “ripping” pictu-
res considering the name Fleur simply topping... (Gals-
worthy)

4. “His name was Swithin.”

“What a corking name!” (Galsworthy)

5. “How’s the boy?”

“A -1, sir.” (Galsworthy)

6. “What is a Sawbones?” inquired Mr. Pickwick, not
quite certain whether it was a live animal or something to
eat.

“What! Don’t you know what a Sawbones is, Sir!” in-
uired Mr. Weller. “I thought everybody know’d as a

awbones was a Surgeon.” (Dickens)

7. “No real sportsman cares for money”, we would
say, borrowing a “pony” if it was no use trying for a
“monkey”. (Galsworthy)

(Pony — 25 pound banknote, monkey — 500 pound
banknote).
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III. Define .the function of slang in the following
examples

Upper storey (head) — meTadopa;
Skirt (girl) — meToHUMUS;

Killin% (astonishing) — runep6ona;
Whistle (flute) — npeymeHslueHHUE;
Clear as mud — HupoHHUs

1. I’ve often thought you’d make a corking good
actress. (Th. Dreiser)

2. When he told me his name was Herbert I nearly
burst out laughing. Fancy calling anyone Herbert. A scre-
am, I call it. ES. Maugham)

3. “George”, she said, “you’re a rotten liar... The part
about the piece of Europe is all bosh”. (A. Christie)

4. She came in one night, plastered, with a sun-
burned man, also plastered... (O. Henry)

5. “That guy just ain’t hep”, Mazzi said decisively.
“He’s as unhep as a box, I can’t stand people who aint
hep”. (J. Jones)

6. Bejees, if you think you can play me for an easy
mark, you’ve come to the wrong house. No one ever
played Harry Hope for a sucker! (O’Henry)

7. It is. But not so much the hope of booze, if you can
believe that. (O’Henry)

8. “I live upstairs”.

The answer seemed to explain enough to relax him.
You got the same layout?

“Much smaller”.

He tapped ash on thc floor. “This is a dum}l). This is
unbelievable. But the kid don’t know how to live even
when she’s got the dough”. (T. Capote)

9. I steered him into a side street where it was dark and
propped him against a wall and gave him a frisk. (O’Henry)

b) Jargonisms

In the non-literary vocabulary of the English language there
1s a group of words that are called jargonisms.

Traditionally jargon is defined as the language difficulty to
understand, because i1t has a bad form and spoken badly. The
vocabulary of jargon are the words existing in the language but
having new meanings.

Jargonisms are of social character. They are not regi-

50



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

There are jargon of thieves and vagabonds, generally
known as can; the jargon of the army, known as military
slang; the jargon o s,tportsmen, the jargon of students, etc.
people who are far from that profession may not under-
stand this jargon. Here are some examples from students
jargon: exam (examination), math (mathematics), trig (tri-
gonometry), ec (economics), a big gun (an important per-
son), an egg (an inexperienced pilot).

Almost any calling has its own jargon. Jargonisms are
a special group within the non-literary layer of words.
Jargonisms easily classified according to the social divi-
sions of the given period.

There 1s common jargon and special professional
jargons. Common jargonisms have gradually lost their
special quality. They belong to all social groups and there-
fore easily understood by everybody. That is why it is dif-
ficult to draw a line between slang and jargon. Slang, con-
trary to jargon, need no translation.

It must be noted that both slang and the various jar-
gons of Great Britain differ from those of the United Sta-
tes and Canada.

Jargonisms, like slang and other group of non-literary
layer, do not always refer to the speech of a given social
Froup, they do not always remain on the outskirts of the
iterary language. There are hundreds of words, once jar-
gonisms or slang, which have become the members of the
English literary language. Thus, the words “kid”, “fun”,
“queer”, bluff”, “humbug”, formerly slang words or jargo-
nisms, are now considered common colloquial. They may
be said to be dejargonized.

Here are some further examples of jargon: such words
as “soup” and “flannel” meaning “breadl” and “cheese” are
scarcely understood by the language community. Therefo-
re they can be classed as jargonisms.

Many of jargon words are based on the use of the
transferred meanings of words: I’ll brain you (I'll break
your head); to put on a bag (to kill); don’t be such a drip
(don’t be such a dull person).

I. Questions and Tasks

1. What are jargonisms?
2. Why do we consider jargonisms to be of social
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character?

3. What is the difference between a common jargon and
a special jargon?

4. Give the distinction between a slang and jargon.

5. Speak about dejargonized process.

II. Classify jargon words to their sphere of usage

a) Militar 1{ jargons — }]]aw -breakers (sea-biscuits), deep
sea turkey (cod-fish), put in a bag (killed), picture-
show (battle action), sewing-machine (machine-

gun);

b) Student jargons — abbreviations:
exam (examination), math (mathematics), trig (tri-
onometry), ec (economics), prof (professor), presy
%res1dent) to cut a lecture (to miss a lecture),
oldle (an old song), tenner (ten pounds), clipper (a
woman conductor who punches a hole in a bus or
train tickets), Scoty (a Scotsman), Welshie (a Wel-
shman), babble car (a small car), legman (a repor-
ter), to bag (to take smb.’s property without permis-
sion but not intending to steal), beak (School-

master), to soft-soap (to flatter).

III. Pick out jargon words and phrases, translate sen-
tences into your mother tongue

1. She came out of her sleep in a nightmare struggle
for breath, her eyes distended in horror, the strangling co-
ugh tearing her again and again...Bart gave her the needle.
(D. Carter)

2. The arrangement was to keep in touch by runners
and by walkie-talkie. (St. Heym)

3. All the men say I'm a good noncom...for I'm fair
and I take my job seriously. (N. Mailer)

4. I think we’ve had enough of the metrop for the
time being and reguire a change. (P. G. Wodehouse)

5. He learned his English as a waiter in Gib. (E.He-
mingway)

6. “How long did they cook you!” Dongere’s stog)Ped
short and looked at him. “How long did they cook you'

“Since eight this morning. Over twelve hours..

“...You didn’t unbutton then? After twelve hours of
it?”
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“Me?... They got a lot of dancing to do before they’ll
get anything out of me”. (T. Howard)

7. But, after all, he knows I’'m preggers. (T. Capote)

8. They have graduated from Ohio State together,
himself with an engineering degree. (J. Jones)

9. Stark bought each one of them the traditional bee a
new noncom always buys. (J. Jones)

10. Me and him were going to do everything together
when we got back to Civvy Street... I’ll work as chippy on
the Colonel’s farm. (A. Wesker)

11. They can’t dun you for bills after seven years, can
they? (A. Christie)

12. I'm here quite often — taking patients to hospitals
for majors and so on. (S. Lewis)

13. I'd have to soft-soap people whom I despised.
(Byron)

¢) Professionalisms

Professional words are such words, which are used in
certain spheres of human activity. They are used in a de-
finite trade, profession or calling by people connected by
common Interests both at work and at home. Profes-
sionalisms are correlated to terms. Terms are coined to no-
minate new concepts that appear in the process of techni-
cal progress and the development of science.

Professional words name a new already-existing con-
cepts, tools and instruments. Professionalisms are special
words in the non-literary layer of the English vocabulary,
whereas terms are a specialized group belonging to the
literary layer of words. Terms, if they are connected with
a field or branch of science or technique well-known to
ordinary people, are easily decoded, Professionalisms ge-
nerally remain in the circulation within a definite commu-
nity.

d The function of professionalisms may be different: to
characterize the speech of a person, to make the descrip-
tion more precise and realistic.

Like terms professionalisms do not allow any poly-
semy, they are monosemantic.

Here are some professionalisms used in different tra-
des: tin-fish (submarine), block-buster (a bomb especially
designed to destroy blocks of big buildings), piper (a
specialist who decorates pastry with the use of a cream-

pipe).
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Some professionalisms, however, like certain terms,
become popular and gradually lose their professional cha-
racter.

Professionalisms should not be mixed up with jargo-
nisms. Like slan% words, professionalisms do not aim at
secrecy. They fulfil a socially useful function in communi-
cation.

Different fields of human activity gave a great num-
ber of professional words. Here are some illustrations of

rofessional words from medicine: a heart man (a cardio-
ogist), red ink (blood), ten bones (fingers), med school
(medical college). In the story by O’Henry called “The
Duel” we get acquainted with two characters who came
from the West to conquer New York. The vocabulary of
the boxing (right-hander, uppercut), as well as other pro-
fessional terms found in the story, like “ring”, “to coun-
ter”, “to clinch” etc help to maintain the atmosphere of
fight, which the story requires.

Professionalisms are used in emotive prose to direct
the natural speech of a character. The skillful use of pro-
fessional words will show the education, breeding, envi-
ronment and psychology of a character. That is why they
are abundantly used to create the speech characterization
in emotive prose.

Some professional words become popular and gradu-
ally lose their professional character.

I. Questions and Tasks

1. What are professional words?

2. What is tlge difference between professionalisms and
terms?

3. Wha{t)t functions do professional words perform in the
text:

4. Illustrate professional words from different fields of
human activity.

5. What is the task of professional words in emotive
prose?

IT. Pick out professional words and translate the sen-
tences into your mother tongue

1. 'm like a navigator on a strange sea without chart
or compass. (J. London)
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2. No good craning of it. Let’s go down. (J.Gals-
worthy)

3. Father Knickerbocker met them at the ferry giving
one a right-hander on the nose and the other an uppercut
with his left just to let them know that fight was on.
(O’Henry)

4. Frank soon picked up all the technicalities of the
situation. A “bull”, Eue learned, was one who bought in an-
ticipation of a higher price to come; and if he was “loa-
ded” up with a “line” of stocks he was said to be “long”.
He sold to “realize” his profit, or if his margins were ex-
hausted he was “wiped out”. A “bear” was one who sold
stocks which most frequently he did not have, in anti-
cipation of a lower price at wgich he could buy and satisfy
his previous sales. He was “short” when he had sold what
he did not own, and he was “covered” when he bought to
satisfy his sales and to realize his profits or to protect
himself against further loss in the case prices advanced
instead of declining. He was in a “corner” when he found
that he could not buy in order to make good the stock he
had borrowed for delivery and the return of which had
been demanded. He was then obliged to settle practically
at a price fixed by these to whom he and other “shorts”
had sold. (Th. Dreiser)

d) Dialectal words

Dialectal words are such non-literary English words,
which are connected with a certain area of region. They
are not the property of the literary English. There is some-
times a difficulty in distinguishing dialectal words from
colloquial words. Some dialectal words have become so
familiar that they are accepted as recognized units of the
standard colloquial English. To these words belong: a lass
(a girl or a beloved girl), a lad (a boy or a young man).
These words belong to Scottish dialect. Many of the words
fixed in dictionaries as dialectal are of Scottish origin.
Among other dialects used for stylistic purposes in lite-
rature is the southern dialect. This dialect has a phonetic
peculiarity that distinguishes it from other dialects. For
example: “volk” (folk), “vound” (found), “zee” (see),
“zinking” (sinking). From Irish came the following dialec-
tal words: hurley (hockey), colleen (a girl). From the nort-
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hern dialectal came words: “to coom” (to come), “sun”
(son). Still these words have not lost their dialectal associ-
ations and therefore are used in literary English with sty-
listic function of characterization.

Of quite a different nature are dialectal words which
are easily recognized as corruptions of Standard English
‘'words. The following words may serve as examples: “hin-
ny” from “honey”; “tittie” apparently from sister, being a
childish corruption of the word%.

It’s quite natural that dialectal words are commonly
used in oral speech and emotive prose and always perform
the function of characterizing a person, his breading and
education through his speech..

Over-abundance of words and phrases of non-literary
English not only makes the reading difficult, but actuall
contaminates the generally accepted norms of the Englisg
language.

Writers use dialectal words which they think will en-
rich the standard English vocabulary. Among words which
are easily understood by the average Englishman are
“maister”, “well”, “enough”, “neathing” and the like,
characteristic of Scottish.

_ Dialectal words, unlike professionalism, are confined
in their use to a definite locality and most of the words
deal with the everyday life of the country.

A few words should be said about Cocknéy, which is
a s;l)ecial dialect of the working class of London. Cockney
dialect is made up of a collection of slang words. For ex-
ample: “cows” is half a note, “poppy” is a slang for
money.

I. Questions and Tasks

1. What are dialectal words?

2. What is the difference between dialectal and colloqu-
ial words?

3. Give examples from several dialects.

4. What is the stylistic function of dialectal words?
Bring some illustrations.

5. Do the dialectal words enrich the Standard English
vocabulary?

6. Speak some words about Cockney.
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II. Pay attention to different dialects of the English
language

Southen dialect: ro 3ee, to 3atisfy, vat, vox inste-
ad of “to see”, “to satisfy”, “fat”, “fox”.

Scotland dialect: stane, bane, raid, instead of
“stone”, “bone”, “road”.

Northen dialect: to coom, sun [sun] instead of “to
come”, “sun”.

Cockney dialect: to sy (to say), to py (to pay),
nah then (now then), menners (manners), thenk you (tﬂank,
you), sittin’ (sitting), standin’ (standing), Enry Iggins
(Henry Higgins), hatmosphere (atmosphere), I comed (I
came), I knowed (1 knew).

II1. Observe the dialectal peculiarities of dialogues in
the following examples

1. I'd like Central Australia. We had a book in there
about it; they sy there’s quite a movement. (Galsworthy)

2. “How much does i1t cost to get out there?”

“A lot more than we can ly hands on, that’s the tro-
uble. But I’ve been thinkin’. England’s about done. The-
re’s to many like me”. (Galsworthy)

3. “By the way, Inspector, did you check up that story
of Ferguson’s?”

“Ferguson?” said the Inspector, in the resentful
accents of a schoolboy burdened with too much
homework.

“Oo, ay, we havena for%lot Ferguson. I went tae
Sparkes of them remembered him weel enough. The lad
doonstairs in the show-room couldna speak with cairtainty
tae the time, but he recognized lEerguson from his
photograph, as havin’ brocht in a magneto on the Monday
afternoon. He said Mr. Saunders wad be the man tae that,
and pit a ca’ through on the house telephone tae Mr. Spar-
kes, an’ he had the young fellow in. Saunders is one o’ the
six I showed him an’ tirned up the entry o’ the magneto in
the day-book”.

“Could he swear to the time Ferguson came in?”

“He wadna charge his memory wi’ the precise minute,
but he had juist come in fra’ his lunch an’ found Ferguson
waitin’ for him. His lunchtime is fra’ 1.30 tae 2.30, but he
was a bit late that day, an’ Ferguson had been waitin’ on
him a wee while. He thinks it wad be about ten minutes
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tae three.”

“That’s just about what Ferguson mad it.”

“Near enough.”

“H’m. That sounds all right. Was that all Saunders
had to say?”

“Ay. Forbye that he said he couldna weel understand
whit had happened tae the magneto. He said it looked as
though some yin had been daein it a wilfu’ damage.” (D.
Sayers) _

4. That’s so, my Lord. I remember having tae du
much the same thing, mony years since. The insurance
folk thocht that the accident wasna a’togither straight-
forwards. We tuk it upon oorselz tae demonstrate that wi’
the wind and tide setti’ as they did, the boat should ha’ be-
en well-away fra’ the shore if they started at the hour they
claimed tae ha’ done. We lost the case, but I’ve never alte-
red my opeenion.” (D. Sayers)

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

IV. State the dialectal words and give their modern
equivalents

Joe: Me neider. If dere’s one ting more’n anudder I
cares nuttin’ about, it’s de sucker game you and Hugo call
de Movement. Reminds me of damn fool argument me and
Mose Porter has de udder night. He’s drunk and I’m drun-
ker. He says, “Socialist and Anarchist, we ought to shoot
dem dead. Dey’s all no-good sons of bitches”. I say,
“Hold on, you talks if Anarchists and socialists was de
same”. “Dey is”, he says, “Dey’s both no-good bastards”.
“No, dey ain’t”; 1 say. “I’ll explain the difference. De
Anarchist he never works. He drinks but he never buys,
and if he do ever get a nickel, he blows it in on bombs,
and he wouldn’t give you nothin’. So go ahead and shoot
him. But de Socialist, sometimes, he’s got a job, and if he

ets ten bucks, he’s bound by his religion to split fifty-
ifty wid you. You say — how about my cut, comrade? And
you gets de five. So you don’t shoot no Socialists while
I’m around. Dat is, not if dey got anything. Of course, if
dey’s broke, den dey’s no-good bastards, too.” (O. Nash)
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e) Vulgar words

Vulgar words are non-standard English words, which
are marEed by a coarseness of speech or expressions,
which are offensive, indecent. They have noting to do
with words in common use nor can they be classed as col-
loquialism.

There are different degrees of vulgar words. Some of
them should not even be fixed in common dictionaries.
They are euphemistically called “four-letter” words. A
lesser degree of vulgarity is presented by words like
damn, bloody, son of a bitch; to hell, a right old bag (an
old woman), a nigger (a black person), and others. These
vulgarisms sometimes appear in euphemistic spelling —
only the initial letter is printed: d — damn, b — bloody.

The function of vulgarisms is almost the same as that
of interjectuions, that is to express strong emotions, main-
ly annoyance, anger. They are not to be found in any style
of speech except emotive prose, and here only in the direct
speech of the characters. They are mostly swear-words
and expressions.

ot every coarse expression should be regarded as a
vulgarism. Coarseness of expression may be in the result
of grammatical mistake, non-standard pronunciation, of
misuse of certain literary words and expressions, from de-
liberate distortion of words. All these improprieties of
speech cannot be regarded as vulgarisms. '

I. Questions and Tasks

What are vulgar words?

How are vulgar word euphemistically called?

What is the stylistic function of vulgar words?
Vulgar words are always used in emotive prose,
aren’t they? Give examples.

Are all the coarse expressions regarded as
vulgarisms?

oo hwbe—

II. Pick out vulgar words and translate sentences into
your mother tongue

1. I’ll hand him that, the old devil. (M. Spillane)

2. “That bastard crosses there every night”, the man
said. (E. Hemingway)

3. Suddenly Persy snatched the letter...
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“Give it to me, you rotten devil”, Peter shouted. “I’ll
kick your big fat belly. I swear I will”. (J. Braine)
4. Look at the son of a bitch down there: pretending
he’s one of the boys today. (J. Jones)
5. How are you, Cartwright? This is the very devil of
a business, you know! The very devil of a business. (A.
Christie)
6. “Poor son of a bitch”, he said. “I feel for him, and
I'm sorry I was bastardly.” (J. Jones)
I'm no damned fool! I couldn’t go on believing fo-
rever that ang was going to change the world. (O’Henry)
at the hell made you take on a job like that?”
“A regrettable necessity for cash. I can assure you
doesn’t suit my temperament.”
Jimmy grinned.
) “Never a hog for regular work, were you?” (A.Chris-
tie
9. “You’ll probably see me at a loss for one to-night.”
“I bet. But you’ll stick to me, won’t you?”
“Like a bloody leech, man.” (K Amis)
10. “Listen, ?'ou son of a bitch”, he said feeling an icy
calm that was a f aming rapture of abandon. (J. Jones)
11. Man, you just a big black bugger. (M. Spillane)

III. Learn the following vulgar words by heart

curse you — damn you

smeller — a nose

son of a bitch — a bad man

a missus — a woman

a right old bag — an old woman

a nigger — a negro

pay-dirt — money

a big black bugger — a scoudrel, a rascal
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PART III

PHONETIC EXPRESSIVE MEANS
AND STYLISTIC DEVICES

General Notes

The stylistic acllpproach to the utterance is not confined
to its structure and sense. The sound of most words taken
separately will have little or no aesthetic value. It is in
combination with other words that a word may acquire a
desired phonetic effect. Thus, different types of sound
combinations may produce certain stylistic effect espe-
cially if they are properly used.

Phonetic expressive means and stylistic device§ are
used for the purpose of producing certain acoustic effect,
giving emphasis to the utterance and arousing emotions in
the reader or the listener.

Euphony is such a combination of words and such an
arrangement of utterance which produces pleasing acous-
tic effect, that is a pleasing effect on the ear.

Euphony is generally achieved by such phonetic sty-
listic devices as alliteration, onomatopoeia, rhythm, rhy-
me. :

The laws of euphony in prose differ form the laws of
euphony in poetry. Thus, alliteration, onomatopoeia, rhy-
thm and rhyme may have different application and diffe-
rent stylistic effect in prose and poetry.

a) Onomatopoeia
Onomatopoeia is a use of words or combinations
of words whose sounds produce an imitation of natural
sound. E.g.:

“And the great pines grown aghast” (Shelley)
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The repetition of the sounds [g] and [r] is aimed at
imitating the sounds of the forest on a stormy night.

There are two varieties of onomatopoeia: direct and
indirect.

Direct onomatopoeia is contained in words that
imitate natural sounds, as ding-dang, bang, cuckoo, mew,
ping-pong and the like. These words have different
degrees of imitative quality.

Onomatopoeia words can be used in a transferred
meaning, as for instance, ding-dong, which represents the
sound of bell’s rung continuously. E.g.: ding-dong strug-
gle.

More examples of such variety of onomatopoeia are
the following. EE to croak — the direct meaning is to
make a deep harsh sound (about frogs and ravens), but in
its transferred meaning it denotes a hoarse human voice.
Its contextual meaning may be: to protest dismally, to pre-
dict evil (“kapkats” in Russian). Note the following exam-
ple: if that child doesn’t stop whining, I'll drown it. In
this sentence “whining” is used as an onomatopoeic word
and means “long-drawn complaining cry or high-pitched
sound made by a miserable dog (uzbek: FUHIIUUMOK).

Indirect onomatopoeia is a combination of so-
unds the aim of which is to make the sound of the utteran-
ce echo of its sense. It is sometimes called “echo-writing”.
E.g.:

“And the silken, sad, uncertain rustling of
each purple curtain” (E. A. Poe)

Here repetition of the sound [s] produces the sound of
the rustling of the curtain.
Onomatopoeic words are divided into the following
roups: 1. Words denoting the sounds of movements:
ang, boom, rustle, hum, crash, whip. 2. Words denoting
sounds appearing in the process of communication: bab-
ble, giggle, grumble, murmur, whisper. 3.Sounds of ani-
mals, birds, insects: huzz, crackle, crow, hiss, moo, mew,
purr, roar. 4. The sound of water: splash. 5. The sound of
metallic things: clinc, tinkle etc.

I. Questions and tasks

1. What is the nature of the stylistic device of onoma-
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topoeia?
2. What groups of onomatopoeic words do you know?
3. Speak about two folded onomatopoeic words. Give
examples to both cases.
4. What is the stylistic function of onomatopoeia?

II. Discuss the following onomatopoeic words and
illustrate equivalents from your mother tongue

1. “I hope it comes and zzzzzz everything before it”.
(D. Wilder)
2. I had only this one year of working without Shhh!
(D. Carter)
3. Cecil was immediately shushed. (H. Lee)
4. “Sh-Sh”.
“But I am whispering”. This continual shushing
annoyed him. (A. Huxleyg
5. The Italian trio... tut-tutted their tongues at me. (T.
Capote)
6. When the hounds of spring are on winter’s traces,
The mother of months in meadow or plain
Fill the shows and windy places
With lisp of leaves and ripple of rain. Swinburn)
7. Silver bells... how they tinkle, tinkle, tinkle
From the bells, bells, bells, bells,
Bells, bells, bells —
From the jingling and the tinkling of the bells.
(Poe)
8. And nearing and clearing,
And falling and crawling and sprawling,
And gleaming and streaming and steaming and
beaming,
And in this way the water comes down at Ladore.
(R. Southey)
b) Alliteration

Alliteration is a phonetic stylistic device which
aims at making a melodic effect to the utterance. It is ba-
sed on the reiteration of initial similar consonant sounds
in close succession, particularly at the beginning of suc-
cessive word. E.g.: And the day is dark and dreary; no
pay, no play; fate and fortune.

Alliteration is generally regarded as a musical accom-
paniment of the authors idea, supporting it with some
vague emotional atmosphere which each reader interprets
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for himself. Thus the repetition of a certain sound prompts
the feeling of anxiety, fear, horror, anguish or all these
feelings simultaneously.

Alliteration is often used in poetry, emotive prose and
the style of mass media (specially headlines) as well as in
proverbs and sayings.

In old English poetry alliteration was one of the basic
rinciples of verse. That is why it is widely used in folk-
ore.

In old English poetry alliteration was one of the basic
principles of verse and considered to be its main charac-
teristic. Each stressed meaningful word in a line had to be-
gin with the same sound or combination of sounds.

The tradition of folklore are stable and alliteration as
a structural device of Old English poems and songs has
shown remarkable continuity. It is frequently used as a
well-tested means not only in verse but in emotive prose,
in newspaper headlines.

In texts alliteration is used to attract the reader’s at-
tention, to make certain parts of the text more prominent:

The place of light, of literacy and learning.
Live and Learn. Look before you leap.

The titles of some books are alliterated:

School for Scandal; Sense and sensibility;
Silver Spoon.

Many proverbs and sayings are built on alliteration:
safe and sound; blind as a bat; neck or
nothing; out of the frying pan into the fire; to rob
Peter to pay Paul.
In English belles-lettres style alliteration is regarded

as an emphatic phonetic means that aims at producing a
strong melodical and emotional effect.

I. Questions and Tasks
1. What is stylistic device of alliteration?

2. In what functional styles is alliteration often used?
3. What is the stylistic function of alliteration?
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4. Give examples to different groups of alliteration.
5. What was the place of alliteration in Old English po-
etry? Indicate the effects of the cases of alliteration.

I1. Discuss the following cases of alliteration

1. Our dreadful matches to delightful measures. (Sha-
kespeare)

2. The day is cold and dark and dreary.

It rains and the wind is never weary. (Longfellow)

3. Both were flushed, fluttered and rumbled by the la-
te scuffle. (Dickens)

4. His wife was shrill, languid, handsome and hor-
rible. (Sc. Fitzgerald)

5. ...he swallowed the hint with a gulp and a gasp and
a grin. (R. Kipling)

6. The wicky, wacky, wocky bird,

He sings a song that can’t be heard...

He sings a song that can’t be heard.

The wicky, wacky, wocky bird.

The wicky, wacky, wocky mouse.

He built himself a little house...

But snug he lived inside his house,

The wicky, wacky, wocky mouse. (N. Mailer)

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

Doubting, dreaming dreams no mortals ever dared
to dream before. (E. Poe)

8. The possessive instinct never stands still. Through
florescence and feud, frosts and fires it follows the laws of
progression. (J. Galsworthy)

9. Gaunt as the ghastliest of glimpses that gleam
through the gloom of the gloaming when ghosts go aghast.
(Swinburne)

¢) Rhyme

Rhyme is the repetition of identical or similar sound
combinations of words.

Rhyming words are generally placed at a regular dis-
tance from each other. In verse they are usually placed at
the end of the corresponding lines. E.g.: say, day, play;
measure, pleasure.

So rhyme is most often used in poetry and performs
different functions. One of the leading functions is to
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make the expressions bright, easy to remember:

It was many and many a year ago,
In a kingdom by the sea,
That a maiden there lived whom you may

know

By the name of Annabel Lee;

And this maiden she lived with no other
thought

Than to love and to be loved by me. (E. A.
Poe)

Here we have the following rhymed words: ago -
know, sea — Lee.

With regard to the similarity of sounds we distinguish
the following types of rhyme:

1) full rhymes — the likeness between the vowel
sound in the last stressed syllables and between all sounds
which follow. E.g.: tenderly— slenderly; finding — binding.

2)incomplete rhymes — they can be divided into
two main groups: vowel rhymes and consonant rhy-
mes. In vowel rhymes the vowels of the syllables in
corresponding words are identical, but the consonants may
be dif?erent as in flesh — fresh. Consonant rhymes, on the
contrary, show concordance in consonants and disparity in
vowels, as in worth — forth, tale — tool, treble — trouble,
flung — lung.

Many proverbs, sayings and epigrams are based on
the use of rhyme:

When the cat’s away, the mice will play
(away — play). Repetition is the mother of tuition
(repetition — tuition).

Modifications in rhyming make one word rhyme with
a combination of words; or two or even three words rhyme
with a corresponding two or three words, as in upon her
honour — won her; bottom — forgot’em — shot him. Such
rhymes are called compound or broken. The peculiari-
ty of rhymes of this type is that the combination of words
is made to sound like one word — a device which gives a
colloquial and sometimes a humorous effect to the utteran-
ce.

Compound rhyme may be set against eye—-rhy-
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me, where the letters and not the sounds are identical, as
in love - prove, flood — brood, have — grave.

Many eye-rhymes are the result of historical changes
in the vowel sounds in certain positions.

The rhymes are arranged in following models.

1. Couplet rhyme — when the first and the second
lines rhyme together. The rhyming scheme is symbolized
as aa:

Away, away, from men and towns,
To the wild wood and the downs. (P.Shelley)

2. Triple rhymes — when all the three lines rhyme
together. The rhyming scheme is aaa.

3. Cross rhyme — when the first and the third, the
second and the fourth lines rhyme together. The rhyming
scheme is abab:

Four seasons fill the measure of the year;
There are four seasons in the mind of man:
He has his lasty Spring, when fancy clear
) Takes in all beauty with an easy span. (J.Ke-
ats

4. Frame rhyme - when the first and the fourth, the
second and the third lines rhyme together. The rhyming
scheme is abba:

Love, faithful love recall’d thee to my mind-
But how could I forget thee? Through what
ower
ven for the least division of an hour.
Have I been so beguiled as to be blind. (W.
Wordstock)

There is still another variety of rhyme which is called
internal rhyme. A lon% line of verse is sometimes bro-
ken into two shorter parts by an internal rhyme:

1) I bring fresh showers for the thirsting
flowers. (Shelley)

2) Once upon a midnight dreary while I
pondered weak and weary. (Poc%
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There are so called rhyme combinations in the
colloquial English. E.g.: harum-scarum (disorganized),
hurry-scurry (great hurry), lovey-dovey (darling), mumbo-
lll‘lmbo (deliberate mystification), namby-pamby (weakly).

he function of these rhymes is to produce a jocular ef-
fect, sometimes to give speech characterization (especially
of chlldren)

The functions of rhyme in poetry are very important:
it signalizes the end of a line and marks the arrangement
of lines into stanzas. Moreover, the most emphatic place
in a poetic line — the end - receives greater prominence.

I. Questions and Tasks

What is the stylistic device of rhyme?

Where are rhyming words placed?

In what functional style is rhyme mostly used?

Describe the functions of rhyme in poetry.

What types of rhyme do we distinguis[}:? Characte-

rize every type of rhyme separately.

Are proverbs, sayings and epigrams based on the use

of rhyme?

What is the nature and the function of compound

(broken) rhyme?

What can you speak about eye-r (;'me?

What are the models of rhyme? Enumerate all the

models and give examples to each of them.

10. What is internal rhyme? Give illustrations of so cal-
led rhyme combinations and tell about their func-
tions. .

11. What is stylistic function of rhyme?

VP N O LAWNe

II. Single out the function of rhyme in the following
pieces of poetry

What does little birdie say,

In her nest at peep of day?

Set me fly, says little birdie,
Mother , let me fly away.
Birdie, rest a little longer,

Till the little wings are stronger,
So she rests a 11tt§ e longer,

Then she flies away.

What does little baby say,
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In her bed at peep of day?
Baby says like little birdie
Let me rise and fly away
Baby , sleep a 11ttﬁ: longer

Till the llttFe limbs are stronger,

If she sleeps a little longer

Baby too shall fly away. (A. Tennyson)

III. State the types of rhyme

1. Dear nature is the kindest mother still,

Though always changing, in her aspect mlld,

From her bare bosom let me take my bill,

Her never-weaned, though not her favoured
child. (Byron)

2. When the lamp is shattered,
The light in the dust lies dead -
When the cloud is scattered,
The rainbow’s glory is shed. (Shelly).

3. The star of Love, all stars above,
Now reigns o’er earth and sky,
And high and low the influence know
But where is Country Guy?

d) Rhythm

Rhythm exists in all spheres of human activity and as-
sumes multifarious form.

The stylistic device of rhythm is a regular alternation
of stressed and unstressed syl%,ables in the utterance. Rhy-
thmical arrangement may be found in prose too but it is an
inconsistent element of poetry:

Sweet and low, sweet and low,

Wind of the western sea,

Low, low, breathe and blow,

Over the rolling waters go. (A. Tennyson)

Rhythm is sometimes used by the author to produce
the destred stylistic effect, whereas in poetry rhythmical
arrangement is constant organic element, a natural out-
come of poetic emotion.
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Poetic rhythm is created by the regular use of stressed
and unstressed syllables or equal poetic lines. The regular
alternations of stressed and unstressed syllables form a
unit — the foot.

There are five basic feet and consequently metres in
English poetry: 1ambus, trochee, dactyl, anapest and amp-
hibrach.

1. Iambus is a foot consisting of one unstressed syl-
lable followed by one stressed syllable:

My soul is dark — oh; quickly string
The harp I yet can brook to here. (Byron)

2. Trochee is a foot consisting of one stressed syllable
followed by one unstressed syllable:

Fare thee well! and if for ever
Still for ever, fare the well. (Byron)

3. Dactil is a foot consisting of one stressed syllable
followed by two unstressed syllables:

Hail to the Chief who in triumph advances!
Honoured and blessed be the ever-green pine!
(W.Scott)

4. Anapest is a foot consistin§ of two unstressed syl-
lables followed by one stressed syliable:

He is gone to the mountain,

He is lost to the torest

Like a summer-dried fountain,

When our need was the sorest. (W. Scott)

5. Amphibrach is a foot consisting of one unstressed
syllable followed by one stressed and one unstressed syl-
lable:

The waters are flashing,

The white hail is dashing,

The lightnings are glancing,

The boar-spray is dancing. (Shelley)

Rhythm in verse as a stylistic device interprets the
beauty of nature, its stillness, helps to intensify the emo-
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tions, especially used in music, dance and poetry.

Rhythmical arrangement may sometimes be found in

prose. Rhythm in prose is also created by more or less re-
gular currence of some similar units of speech, which in
prose are parallel constructions, various kinds of repeti-

tion,

enumeration, polysyndeton or asyndeton. Inversion

usually helps to create a rhythmical arrangement in prose.

E.g.

“It was the best of times, it was the worst of ti-
mes, it was the age of wisdom, it was the age of
foolishness, it was the epoch of belief, it was the
epoch of incredulity, it was the season of Light, it
was the season of Darkness, it was the spring of
hope, it was the winter of despair, we had every-
thing before us, we had nothing about us, we were
all going direct to Heaven, we were all going
direct the other way — in short, the period was so
far like the present period,...” (Dickens)

Rhythmical arrangement in prose generally heightens

the emotional tension of the narration.

I. Questions and Tasks

Ooo~JdON bW N —

. What is the stylistic device of rthythm?
. In what functional styles can rhythmical arrangement

be found?

. How is the poetic rhythm created?
. Speak about the formation of the foot.

hat are basic feet of English poetry? Comment on
every foot. Give illustrations.

. What does rhythm interpret in verse?

. Can rhythmical arrangement be found in prose?
. By what stylistic devices the rhythm is created?
. What is the stylistic function of rhythm?

II. Single out the functions of rhythm in the following
extracts

1. Tiger, tiger, burning bright
In the forest of the hight,
What immortal hand or eye
Dare frame thy fearful symmetry. (W. Blake)
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2. Adieu, adieu! My native shore
Fades o’or the waters blue. (Byron)

3. “Walter, I beseech you to forgive me”, she said,
leaning over him. For fear that he could not bear the pres-
sure she took care not to touch him. “I'm so desperately
sorry for the wrong I did you. I so bitterly regret it”.

He said nothing. He did not seem to hear. She was ob-
liged to insist. It seemed to her strangely that his soul was
a fluttering moth and its wings were heavy with hatred.

“Darling”.

A shadow passed over his wan and sunken face. It
was less than a movement, and yet it gave all the effect of
a terrifying convulsion. She had never used that word to
him before. Perhaps in his dying brain there passed the
thought, confused and difficult?/ grasped, that he had only
heard her use it, a commonplace of her vocabulary, to
dogs, and babies and motorcars. Then something horrible
occurred. She clenched her hands, trying with all her
might to control herself, for she saw two tears run slowly
down his wasted cheeks.

“Oh, my precious, my dear, if you ever loved me — I
know you loved me and I was hateful — I beg you to forgi-
ve me. I’ve no chance now to show my repentance. Have
mercy on me. I beseech you to forgive.”

She stopped. She looked at him, all breathless, wait-
ing passionately for a reply. She saw that he tried to spe-
ak. Her heart gave a great bound.” (S. Maugham)



PART 1V

LEXICAL EXPRESSIVE MEANS AND
STYLISTIC DEVICES

A. Interaction of Different Types of
Lexical Meanings

Words in a context may acquire additional lexical
meanings not fixed in dictionaries, what are called con-
textual meanings. Contextual meaning sometimes de-
viates from the dictionary meaning to such a degree that
the new meaning even becomes tﬁe opposite of the pri-
mary meaning. This is the case when we deal with trans-
ferred meanings.

Transferred meaning is the interaction between
two types of lexical meanings: dictionary and contextual.
The contextual meaning will always depend on the dic-
tionary (logical) meaning to a greater or lesser extent.
When the deviation is very great that it even causes an un-
expected turn in the logical meaning, we register a sty-
listic device. In other words when we witness two
meanings of the word realized simultaneously we are con-
fronted with a stylistic device in which the two meanings
interact.

The transferred meaning of a word may be fixed in
dictionaries as a result of Fong and frequent use of the
word other than in its primary meaning. In this case we re-
gister a derivative meaning of the word. The term trans-

erred is meant to point to the process of the formation
of the derivative meaning. Hence the word transferred
should be used as a term signifying diachronically the de-
velopment of the semantic structure of the word.

When we perceive two meanings of the word simulta-
neously, we are confronted with a stylistic device in which
the two meanings interact.
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. Question and Tasks

. What is contextual meaning.

. Characterize the ways of creation of transferred mea-
ning.

. Wh%t is the difference between logical and contex-
tual logical meanings?
Describe the process of formation of a stylistic devi-
ce.

. What stylistic devices are registered when dictionary
and contextual meanings interact?

. How does the derivative meaning appear?

. Describe the ways of creation of contextual meaning.

. What stylistic devices are registered when dictionary
and contextual meanings interact?

. On what principles are the relations between diffe-

rent types of lexical meanings based?

II. Explain the logic of the transfer of meaning

1.

The wings of a bird, of an aeroplane, of a mill; on

w1n s of joy.

3
4.
5.
6.

he foot of a man, of a hill, of a bed.
The neck of a girl, of a bottle.
Tongues of a flame; the tongue of a boy.
The legs of a dog, of a table.
Tashkent is the heart of our country; My heart is

beating with excitement.
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8.
9.

The mouth of a pot, of a river, of a cave.
A spaceship may be manned by women.
Lady, you are a gentleman!



1. Interaction of Dictionary and Contextual
Logical Meanings

The relation between the dictionary and contextual
logical meanings may be maintained on the principle of
affinity, on that part of proximity, or on opposition. Thus
the stylistic device based on the first principle is meta-
phor, on the second — metonymy and on the third —
irony.

a) Metaphor

A metaphor is the interaction between the logical
and the contextual logical meanings of a word which is
based on a likeness between objects. For example, in the
sentence: “Dear nature is the kindest mother still” Nature
is likened to a Mother; i1.e. the properties of a mother
“nursing, caring for” are imposed on the nature. Thus the
metaphor can be defined as the power of realizing two
lexical meanings simultaneously.

Metaphor can be embodiedyin all the meaningful parts
of speech, in nouns, adjectives, verbs, adverbs, even in
prepositions. E.g.:

“The leaves fell sorrowfully.”

Here it is the adverb that is a metaphor.

The metaphor is a well-known semantic way of buil-
ding new meanings and new words. According to scien-
tists “It is due to the metaphor that each thing seems to ha-
ve its name in language”.

Metaphors are classified according to three aspects:

1) the degree of expressiveness;

2) the structure, i.e. in what linguistic it is presented
or by what part of speech it is expressed;

3) the function, i.e. the role of a stylistic device in
making up an image.

There are different sources where the authors borrow
the material for images. Favourite images in oriental poet-
ry are nightingale, rose, moon, nature, art, war, fairy ta-
les, myths; science may also serve as sources for metap-
horical images. ,

A metaphor is a productive way of building up new
meaning and new words.
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Metaphor may be genuine, that is original, invented
by the writer where the image is quite unexpected, i.e.
unpredictable, or trite or dead, that is hackneyed, often
used in the language. Their predictability 1s apparent.

Genuine metaphors are also called speech metaphors.
They belong to language-in-action. Examples of genuine
metaphors are: the dark “swallowed him; Mrs. Small’s eyes
boiled with excitement; the words seemed to dance. Ge-
nuine metaphors can easﬂy become trite, if they are fre-
quently repeated. Trite metaphors belong to the language-
as-a-system, and are usually fixed in dictionaries, as units
of the language.

In the English language a number of trite metaphors
are widely used. They are time-worn:

to shoot a glance, to break one’s heart, a ray of
hope, flood of tears, shadow of a smile, the salt of
life, a flight of imagination, the leader of the
fame, etc.

The interaction between the logical and contextual
meanings of words in these combinations is dulled cons-
tant use. The stylistic effect of true metaphors is weak.

The following metaphors enriched English phraseo-

logy:

foot of a bed, leg of a chair, head of a nail, to be
in the same boat.

The genuine metaphor, as was mentioned above, is
the expression of writer’s individual vision. It is through
the metaphor that the writer reveals his emotional attitude
towards what he describes.

Sometimes a metaphor is not confined to one image.
Trite metaphors are reestablished. The writer finds it ne-
cessary to prolong the image. He does so by adding a
number of other images, but all these additional images
are linked with the main, central image. Such metaphors
are called sustained orprolonged metaphors:

“The indignant fire, which flashed from his
eyes, did not melt the glasses of his spectacles.”
(Dickens)

In the above example the metaphors “flashed” and
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“melt” are connected with the main image expressed by
the word “fire”. This prolonged image helps Dickens to
achieve exaggeration and to give a touch of humour. This
context refreshes the almost dead metaphor and gives it
second life.

Metaphors may be sustained not only on the basis of a
trite metaphor. The initial metaphor may be genuine.

The metaphor is often defined as a compressed simile.
But this definition is misleading. These two stylistic devi-
ces are viewed as belonging to two different groups of sty-
listic devices. They are diftgerent in their linguistic nature.

The main function of metaphor is to create images.
Genuine metaphors create fresh images in poetry and emo-
tive prose. Trite metaphors are used as expressive means
in newspapers, articles, in oratorical style and in scientific
language. They help author to make the meaning more
concrete and brighten his writing.

There is constant interaction between genuine and
trite metaphors. Genuine metaphors, if they are good and
can stand the test of time, may, through frequent repeti-
tion, become trite and consequently easily predictable.
Trite metaphors may retain their freshness through the
process of prolongation of the metaphor.

The stylistic function of the metaphor is twofold:

1) to make the author’s thought more concre-
te, define and clear;

2) to reveal the author’s emotional attitude
towards what he describes.

I. Question and Tasks

1. What is the linguistic nature of a stylistic devise of
metaphor?

. According to what aspect a metaphor is classified?

. From what sources do the writers and poets borrow
images for metaphors? '

. Characterize genuine and trite metaphors. Give ex-
amples of such metaphors. A

. What is the reason 0? becoming metaphors trite?

. What are sustained (or prolonged) metaphors?

. What is the main function of the metaphor? Speak
about the part of the context in the creation of the
image through a metaphor.

8. gharacterize the role of writers in creating metap-

Ors.
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9. Do genuine metaphors create bright images in poetry
and emotive prose?

10. Trite metaphors are widely used in newspaper artic-
les and scientific style, aren’t they?

11. What is the stylistic function of metaphor?

II. Define metaphors in the following sentences

1. The machine sitting at that desk was no longer a
man; it was a busy New York broker... (O’Henry)

2. Some books are to be tasted, others swallowed and
some few to be chewed and dlgested (Bacon)

3. “We all want a little patching and repairing from
time to time,” the doctor chirped. (Kipling)

4. The clock had struck, time was bleeding away.
(A.Huxley)

5. There had been rain in the night, and now all the
trees were curtseying to a fresh wind... (A. Huxley)

6. She took a Bible from the shelf, and read; then,
laying it down, thought of the summer days and the bright
spring — time that would come, of the sweet air that would
steal 1n... (Dickens)

7. ...every hour in every day she could wound is pri-.
de. (chkens)

8. “Will he every come down those stairs again?”
This thought lanced Constance’s heart. (A. Bennett)

9. The heat of my room sent me out into the streets.
(T. C%)ote)

Dance music was bellowing from the open door of
the Cadogan’s cottage. (Bark)

11. Money burns a hole in my pocket. (T. Capote)

12. ...The world was tipsy with its own perfections.
(A. Huxley)

ITI. State sustained metaphors in the following
extracts

1. The stethoscope crept over her back. “Cough...
Breathe...” Top, tap. What was he hearing? What was her
lung telling him through the thick envelo (Pe of her flash,
through wall: of her ribs and her shoulders? (D" Carter)

2. The slash of sun on the wall above him slowly
knifes down, cuts across his chest, becomes a coin on the
floor and vanishes. (J. Updike)

3. His countenance beamed with the most sunny
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smiles; lauihter played around his lips, and good-mer-
riment twinkled in his eyes. (Dickens)

4. The music came to him across the now bright, now
dull, slowly burning cigarette of each man’s life, telling
him its ancient secret of all men. (J. Jones)

5. Here and there a Joshua tree stretched out hungry
black arms as though to seize these travelers by night.
(E.D.Biggers)

IV. Pick out the metaphors from the following
word combinations

1. A green bush; a green man; a green apple; green with
envy.

2. ySeeds of a plant; seed of evil.

3. A fruitful tree; a fruitless effort.

4. The root of a tree; the root of a word.

5. A blooming rose; blooming health.

6. A fading or faded flower; fading or faded beauty.

V. Use the following metaphors in sentences of your
own

A sour smile.
Warm sympathy.
A burning wish.
A cold smile

Spirits rise (fall).
One’s heart sinks.
A touching story.
A flight of imagination.
To be shaken with grief.

PSS
LIS

VI. Differentiate between genuine and trite metaphors

I. Swan had taught him much. The great kindly
Swede had taken him under his wing. (E. Ferber)

2. It being his habit not to jump or leap, or make an
upward spring, at anything in life, but to crawl at every-
thing. (Dickens)

3. Then would come six or seven good years when
there might be 20 to25 inches of rain, and the land would
shout with grass. (J. Steinbeck)

4. The laugh in her eyes died out and was replaced by
something else. (M. Spillane)

5. Battle found If)mis way to the Blue morning-room
without difficulty. He was already familiar with the geog-
raphy of the house. (A. Christie)

6. England has two eyes, Oxford and Cambridge.
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They are the two eyes of England, and two intellectual
eyes. (Ch. Taylor)

7. It appears to her that I am for the passing time the
cat of the house, the friend of the family. (Dickens)

8. The waters have closed above you head, and the
world has closed upon you miseries and the misfortunes
for ever. (Dickens)

9. The Face of London was now strangely alte-
red...the voice of Mourning was heard in every street. (D.
Defoe)

10. Mother Nature always blushes before disrobing.
(Y. Esar)

11. Dexter watched from the veranda of the Golf
Club, watched the even overlap of the waters in the little
wind, silver molasses under the harvest moon. Then the
moon held a finger to her lips and the lake became a clear
pool, pole and quite. (Sc. Fitzgerald)

b) Metonymy

Metonymy is a stylistic device based on a different
type of relation between logical and contextual meanings,
a relation based upon the association of contiguity. Thus
the word crown may stand for “king or queen”, cup or
glass for “the drink it contains”. E.g.:

Many ears and eyes were busy with a vision
of the matter of these placards.

Besides their logical meanings the words “cars” and
“eyes” have contextual meanings — that of people. The
interaction of two meanings of these words is based on
close relations objectively existing between the part and
the body itself.

Like metaphors metonymy can be divided into trite
metonymy and genuine metonymy. The examples of
metonf'my given above are traditional. They are derivative
logical meanings and therefore fixed in dictionaries.

In trite metonymy the transferred meaning is
established in the semantic structure of the word as a se-
condary meaning. In the course of time its figurativeness
and emotional colouring fades away. In the result of long
and widely usage they become hackneyed and lose their
vividness. E.g.: “Hands are wanted at the plant”. Here a
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hand is used for “a worker”; Nickel — the coin of the US
and Canada worth 5 cent; “From the cradle to the grave”.
Here cradle stands for “infancy”., grave stands for
“death”.
Here are some examples of trite metonymy:
fifty sails (instead of fifty ships), smiling years (the
spring), to earn one’s bread (means of living), to
live by the pen (by writintg). I get my living by the
sweat of my brow (by difficulty); to succeed to a
crown (to become a king).

If the interrelation between the dictionary and contex-
tual meanings stands out clearly then we can speak about
the expressiveness of metonymy and in this case we have
genuine metonymy. In most traditional metonymies
the contextual meanings are fixed in dictionaries and have
a note — fig.

The expressiveness of metonymy may be different.
Metonymy used in emotive prose is often called contex-
tual and in this case is considered to be genuine and unex-
pected.

Metonymy as a genuine stylistic device is used to
achieve concreteness of description. By giving a specific
detail connected with the phenomenon, the author evokes
a concrete and life-like image and reveals certain feelings
of his own.

In order to decipher the true meaning of a genuine
metonymy a broader context is needed. It 1s necessary to
understand the words in their proper meanings first. Only
then it is possible to grasp the metonymy.

“In the mornin% old Hitler-faced question-
ed me again”. (A.Sillitoe)

Sometimes a genuine metonymy which stresses the
most essential features of the character is so striking and
unusual that the author finds it necessary to give a kind of
explanation:

“Then they came in. Two of them, a man with
long fair moustaches and a silent dark man...
De initely, the moustache and I had nothing in
common”. (D. Lessing)

We have a feature of a man here which catches the
eye, in this case, his appearance: the moustache stands for
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the man himself.

Metonymy established in the language is frequent in
colloquial speech. For example: The whole table was
stirring with impatience. 1.e. the people sitting round the
table were impatient. Green fingers, people who have skill
for growing gardens.

Among trite metonymies we can find those that are
based on very close, common relations of contiguity (pro-
Xximity) between objects:

1. The relations between the creator and his creation.
E.g.: To read Shakespeare. Browning created browning
(pistol).

2. The relations between the containers instead of the
thing contained. E.g.: The hall applauded.

3. The relations between the material and the thing
made of it. E.g.: To be dressed in silk.

4. The relations between the part and a whole. E.g.: 1
have eaten a plate.

5. The relations between the instrument, which the
doer uses in performing the action instead of the action or
the doer himself, as in. E.g.: a). “Well, Mr. Weller”, says
the gentleman, “you’re a very whip, and can do what you
like with your horses, we know”. (Dickens); b). As the
sword is the worst argument that can be used, so should it
be the last. (Byron)

Certainly the types of metonymy are not limited. The-
re are many other types of relations which may serve as a
basis of metonymy.

The stylistic effect of trite metonymies is in most ca-
ses weak.

A metonymy differs from a metaphor by the fact that
a metaphor may be periphrased into a simile by the help of
such words as: as if, so as, like etc. With metonymy you
cannot do so.

The sources where images for metonymy are borro-
wed are quite different: features of a person, names of
writers and poets, names of their books, names of some
instruments, etc.

The expressiveness of metonymy may be different.
Metonymy used in emotive prose is often called contex-
tual and in this case is considered to be genuine and unex-
pected.

Synecdoche is the case when the part of an object
is called instead of the whole. It has given rise to many
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phraseological units: not to lift a foot (do not help when
help 1s needed), under one’s roof (in one’s house).

The functions of metonymy are different. The general
function of metonymy is building up imagery and it main-
ly deals with generalization of concrete objects. Hence
nouns in metonymy are mostly used with the definite ar-
ticle, or without it at all (the definite and zero articles ha-
ve a generalizing function). Besides, metonymy may have
a characterizing function when it is used to make the cha-
racter’s description significant (by mentioning only his hat
and colour).

I. Questions and Tasks

1.What is the linguistic nature of stylistic device of me-
tonymy?

2. Speak about the types of relation which metonymy is
based on? Give examples.

3. In the course of time the figurativeness and emotional
colouring of trite metonymies fade away, don’t they?

4. Characterize trite and original metonymies.

5. What is the difference between a metaphor and meto-
nymy?

6. What are the main sources of metonymy?

7. What is the function of metonymy when used in emo-
tive prose?

8. Whe‘? the metonymy is con51dered genuine (unexpec-
ted)?

9. What is synecdoche?

10. What are the leading functions of metonymy?

II. Differentiate between trite and original metony-
mies

t. ...for every look that passed between them, and
word they spoke, and every card they played, the dwarf
had eyes and ears. (Dickens)

2. Some remarkable pictures in this room, gentlemen.
I am interested in pictures. (Christie)

3.1 get my living by the sweat of my brow. (chkens)

4. Tom and Roger came back to eat an enormous tea
and then played tennis till light failed. (S. Maugham)

5. I hope you will be agle to send your mother some-
thing from time to time, as we can give a roof over head, a
place to sleep and eat but nothing else. (O’Henry)
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6. A watchful Mrs. Snagsby is there too — bone of his
bone, flesh of his flesh, shadow of his shadow. (Dickens)

7. She was a sunny, happy sort of creature. Too fond
of the bottle. (Christie)

8. I never saw him wear a wrist watch. (O’Henry)

9. Many of hearts that throbbed so gaily then, have
ceased to beat; many of the looks that shone so brightly
then, have ceased to glow. (Dickens)

10. I have only one good quality — overwhelming be-
lief in the brains and hearts oct] our nation, our state, our
town. (S. Lewis).

11. He made his way through the perfume and conver-
sation.

12. The man carrying the black Gladstone refused the
help of the Red Caps... Didn’t he look strong enough to
carry a little bag, a Ettle Gladstone like this?... They were
young and looked pretty strong, most of these Red aps...
(O’Henry)

III. Pick out metonymies in the following examples
and explain their function

1. Give every man thine ear and few thy voice. (Sha-
kespeare)

2. She looked out of her window one day and gave
her heart to the grocer’s young man. (O’Henry)

3. The messenger was not long in returning, followed
by a {)air of heavy boots that came bumping along the pas-
sage like boxes. (Dickens)

4. The one in the brown suit gazed at her. Blue suit
grinned, might even have winked. (Priestley)

5. “This”, he said, “was characteristic of England, the
most selfish country which sucked the blood of other co-
untries; destroyed the brains and hearts of Irishmen, Hin-
dus, Egyptians and Burmese. (Galsworthy)

6. Silence on both sides. “Have you lost your tongue,
Jack?”

7. Away they went bravely on their hunt in the gray
dawn of a summer morning, and soon the great dogs gave
joyous tongue to say that they were already on the track of
their quarry.

8. Friends, Romans, countrymen, lend me your ears..
(Shakes eare)

ghe was around her multitudes of violently red
lips, powdered cheeks, cold, hard eyes, self-possessed ar-
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rogant faces, and insolent bosoms. (A. Bennett).

10. The praise...was enthusiastic enough to have deli-
ghted any common writer who earns his living by his
pen... (S. Maugham)

11. He was interested in everybody. His mind was al-
ert, and people asked him to dinner not for old times™ sa-
ke, but because he was worth his salt. (S. Maugham)

IV. Discuss the following cases of metonymy

He is the hope of the family.

She was the pride of her school.

I never read Balzac in the original.
My sister is fond of old China.
The coffee-pot is boiling.

The audience loudly applauded.
He succeeded to the crown.

NonARLNE-

c) Irony

Irony i1s such a case of interaction between logical
and contextual meanings when contextual meaning of the
word becomes the opposite of its logical meaning. Thus
irony is a stylistic device based on the simultaneous reali-
zation of two logical meanings — dictionary and contex-
tual, but these two meanings stand in opposition to each
other. E.g.:

“How nice to cheat your own mother”.

The dictionary meanmg of the word “nice” is opposite
of the contextual meaning “ugly, bad”. Another example:

“It must be delightful to find oneself in a
foreign country without a penny in one’s poc-
ket”.

The contextual meaning of the word “delightful” is
opposite to primary dictionary meaning that is “unple-
asant”.

The word containing the irony is strongly marked by
intonation. It has an emphatic stress and is supplied with a
special melody. In a sentence like “How clever of you!”
where, due to the intonation, the word “clever” conveys a
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sense opposite to its literal signification.

When the above cases of use of the language units ac-
quire generalized status, they become a stylistic device.
When used too often a stylistic device may become trite,
then it stops being stylistic device.

In most cases the sentence suffices to make irony cle-
ar, as in the examples above. In certain cases a much wi-
der context is needed to understand that the word is used
ironically and to perceive its stylistic effect.

Irony may be expressed by any part of speech, most
often by a noun, adjective, adverb.

Irony must not be confused with humour, although
they have very much in common. Humour always causes
laughter. In this respect irony can be likened to humour.
But the function of irony is not to produce a humorous ef-
fect only. In some cases the irony expresses a feeling of
irritation, displeasure, pity or regret.

Richard Altin says, “The effect of irony lies in the
striking disparity between what is said and what is
meant”. This “striking disparity” is achieved through the
intentional interplay of the two meanings, which are in op-
position to each other:

Stoney smiled the sweet smile of an alligator.'
(Steinbeck)

A word used ironically may sometimes express very
subtle, almost imperceptible nuances of meaning:

1. Ilike a parliamentary debate,
Particularly when “tis not too late. (Byron).
2. I like the taxes, when they’re not too many.
(Byron).

In the first line that word like gives only a slight hint
of irony. Parliamentary debates are usually long. The word
debate itself suggests a long discussion. A hint of the
interplay between positive and negative begins with like.

The second use of the word like is definitely ironical.
No one would be expected to like taxes. It is so obvious
that no context is necessary to decode the true meaning of
like. The attribute phrase “when they’re not too many”
strengthens the irony.

! Preface to critical reading. N. =Y., 1956, p. 270
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Irony is generally used to convey a negative meaning.
Therefore only positive concepts are used to convey a ne-
gative meaning. The contextual meaning always conveys
the negation of the positive concepts embodies in the
dictionary meanin%.

In oral speech the main role in recognition of irony
belongs to intonation. Sometimes it is only the situation
that can prompt the use of irony. To mark out ironically
used words in written language such graphic means as
inverted commas and italicized words are used.

The effect of irony largely depends on the unex-
pectedness and seeming lack of logic of a word used by
the author in an incompatible context. The render is fully
aware of the contrast between what is logically expected
and what is said. This contrast, this interaction of the con-
textual and logical meanings of the word often produces a
humorous effect.

Irony may be used to achieve an effect of bitter moc-
kery and sarcasm as well, especially when it concerns so-
me social phenomena.

Sometimes irony is mixed up with sarcasm. Sar-
casm is a bitter or wounding remark, especially ironically
worded. Usually socially or politically aimed irony is also
called sarcasm.

I. Questions and Tasks

1. What is the linguistic nature of the irony?

2. Give examples of the use of positive meanings con-
veying negative notions.

3. Is there any difference between irony and humour?

4. Speak about different functions of irony.

5. What is the function of humour?

6. Speak about gra})hic means which are employed to
mark out ironically used words.

7. It is only the situation that sometimes can prompt
the use of irony, isn’t it?

8. Does the main role in recognition of irony in oral
speech belong to intonation and situation?

9. What is sarcasm?

10. What is the stylistic function of irony?
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II. Pick out ironies in the following sentences and
translate sentences into your mother tongue

1. What a noble illustration of the tender laws of this
iavoured country! — they let the paupers go to sleep! (Dic-

ens) ‘

2. I looked at the first of the Barons. He was eating
salad - taking a whole lettuce leaf on his fork and
absorbing it slowly, rabbit-wise — a fascinating process to
watch. (Mansfield)

3. Henry could get gloriously tipsy on tea and
conversation. (Huxley)

4. He could. walk and run, was full of exact
knowledge about God, and entertained no doubt concer-
ning special Ipartiality of a minor deity called Jesus
towards himself. (Bennett)

S. But every Englishman is born with a certain mira-
culous gower that makes him master of the world... As the
great champion of freedom and national independence he
conquers and annexes half the world and calls it
Colonization. (B. Shaw)

6. “Never mind”, said the stranger, cutting the address
very short, “said enough — no more...”

“This coherent speech was interrupted by the entrance
of the Rochester coachman, to announce that...” (Dickens)

8. I like a parliamentary debate,

Particularly when “tis not too late. (Byron)

9. I like the taxes, when they’re not too many;

I like a seacoal fire, when not too dear;

I like a beef-steak, too as well as any

Have no objection to a pot of beer;

I like the weather, when it is not rainy,

That is I like two months of every year.

And so God save the Regent, Church and King!

Which means that I like all and everything. (Byron)
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2. Interaction of Primary and Derivative
Logical Meanings

Stylistic devices based on the interaction of the pri-
mary and the derivative (secondary) meanings of one and
the same word are very );()opular in English fiction, espe-
cially in that of the XIX century: the highly developed
system of English polysemy and homonymy is one of the
main factors explaining this fact.

a) Polysemy

Derivative logical meanings always retain some se-
mantic ties with the primary meanings and are strongly as-
sociated with them. Most of the derivative logica% mea-
nings fixed in dictionaries are usually shown with the
words they are connected with and are therefore consi-
dered bound logical meanings. The primary and de-
rivative meanings are sometimes called free and bound
meanings respectively, though some of the derivative mea-
nings are not bound in present-day English.

In actual speech polysemy vanishes if the word is
not used deliberately t%r certain stylistic purposes. A con-
text generally materializes one definite meaning. That is
why we state that polysemy vanishes in speech, or lan-
guage-in-action.

Let us analyze the following example:

“Massachusetts was hostile to the American
flag, and she would not allow it to be hoisted on
her State House.”

The word “flag” is used in its primary meaning when
it appears in combination with the verb “to hoist” and in
its derivative (or contextual) meaning in the combination
“was hostile to”.

b) Zeugma and Pun

There are special stylistic devices which make a word
materialize two distinct dictionary meaning. They are
zeugma and the pun.

Zeugma. Simultaneously realization within the same
short context of two meanings of a polysemantic word is
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called zeugma. The semantic relation of meanings of a
word on the one hand literal, and on the other, transferred.
For example:

“It is not linen you are wearing out but human
creature’s life!”

Here the verb “to wear out” is used in its direct mea-
ning (to wear out linen) and in the figurative meaning (to
wear out one’s life) simultaneously.

The stylistic device is particularly favoured in Eng-
lish emotive prose and poetry.

Zeugma is a strong and effective device to maintain
ttlle Eurity of the primary meaning when the two meanings
clash.

Pun. Pun is another stylistic device based on the in-
teraction of two well-known meanings of a word or phra-
se. It 1s difficult to draw a distinction between zeugma and
pun. The only distinguishing feature is that zeugma is
the realization of two meanings with the help of a verb —
direct and indirect. The pun is more indepencfent. Like any
other stylistic device, it must depend on a context. But the
context may be of a more expanded character, sometimes
even as large as a whole work of emotive prose.

Here is an example of a pun where a large context for
1ts realization is used:

“Bow to the board”, said Bumple. Oliver
brushed away two or three tears that were lin-
gering in his eyes; and seeing no board but the
table, fortunately bowed to that. (Mark Twain)

Humorous effect is achieved by the interplay not of
two meanings of one word, but of two words. “Board” as a
group of officials with functions of administration and
“board” as a piece of furniture (a table).

The same happens with the use of prepositions, which
leads to mixing up the attribute with prepositional object.

“Did you hit a woman with the child?
“No, Sir, I hit her with the brick”. (O’Henry)

Sometimes to clear away all doubt, or to focus the
reader's attention on the trick, the author supplies expla-
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nation.

“l was such a lonesome girl until you came”,
she said. “There is not a single man in all this ho-
tel that’s half alive”.

“But I am not a single”, Mr. Topper replied
cautiously.

“Oh, I don’t mean that” she laughed. “And
anyway I hate single men, they always propose
marriage”. (Th. Smith).

Here we see the simultaneous realization of two mea-
-nings of the word “single” (“single”-“bachelor” and
“single”—“one, the lonely”) is cleared away in the process
of narration.

I. Questions and Tasks

1.What is polysemy? What are free and bound logical
meanings?

2. When does the polysemy vanish?

3. A context materializes only one meaning of the word,

doesn’t it?
%

* *

4. How is zeugma created? Characterize the nature of
the stylistic device of zeugma.

5. In what functional styles is zeugma favoured?

6. What is the function of zeugma?

7. What is the nature of pun?

8. What is the difference between zeugma and pun?

9. What interplay is observed in pun when a humorous
effect is achieved?

10. Comment on the case when the explanation is given
to realize the thought.

II. Comment on the words in bold type in the follo-
wing sentences

1. As the time passed he started to set the type for the
little revolutionary sheet they published weekly. (J.Lon-
don)

2. What of that? More unequal matches are made
every day.

3. Taggard sat down too, lit his own pipe, took a she-

91



et of paper and scrawled the words: “Georgie Grebe Arti-
cle” across the top. (J. Galsworthy)

4.1 think I have a right to know why you ask me that.
(Voynich)

5. She was still in her pretty ball dress, her fair hair
hanging on her neck. (Thackeray)

6. Mr. Boffin lighted his pipe and looked with bea-
ming eyes into the opening word before him. (Dickens)

7. Accordingly, mysterious shapes were made of tab-
lc;,ls in the middle of rooms, and covered over with great
sheets.

III. Comment on the different meanings of the word
“one” as used in the following sentences. Translate
the sentences into your mother tongue

1. He lit his pipe, and almost at once began to revolve
the daily problem of how to get a job, and why he had lost
the one he had. (J. Galsworthy)

2. But it is not easy for one to climb up out of the
working class. (J. London)

3. For it is in the nature of a Forsyte to be ignorant
that he is a Forsyte but young Jolyon was well aware of
being one. (J. Galsworthy)

4. One cold, rainy day at the end of April George
Osborne came into the Coffee House, looking very agita-
ted and pale. '

5. He did not utter one word of reproach. (Dickens)

6. To bite off one’s nose in order to spite one’s face.

7. “One minute!” said Soames suddenly, and crossing
the room, he opened a door opposite. (J. Galsworthy)

IV. Comment on the meanings of the words as used in
the following sentences. Translate the sentences into
your mother tongue

1. Everything was very good; we did not spare the
wine. (Dickens)

2. Sir Barnet was proud of making people acquainted
with people. He liked the thing for its own sake, and it
advanced him. (C. Dane)

3. “Don’t cry, Miss Dombey”, said Sir Walter with
enthusiasm. “What a wonderful thing for me that I am
here...” (Dickens).
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4. Logical positivists never talk about “things-in-
themselves” or about the “unknowable”, because they
regard such talk as senseless. (M. Cornforth)

5. This is very bad, for fog is the only thing that can
spoil myl\?lan. (Connan Doyle)

6. “No”, she answered. “I am not! I can’t be. I am no
such thing.”

7. For my sake you are prepared to do this terrible
thing. (O. Wilde)

8. “Well, John. How are things?” (A. Bennett)

9. I quite agree that titles have degraded! The thing is
to make them respectable again.

10. He remember, if he did not get his money, there
was no way for him to go back to Oakland.

11. We had no boots, the snow got into our shoes.

I2. T wanted to get to the ship where I hoped to find
some food.

13. I can perhaps get her talk.

14, You will get into parliament because you want to
get 1nto 1t.

15. I had nothing about me but a knife, a pipe and a
little tobacco in a box.

16. I took some boxes full of bottles of wine.

17. His mother came out and struck him violently a
couple of boxes on the ear.

18. He drew a picture of the town pump with a
prominent citizen passing it hastily.

19. “But that’s at night”, said Mr. Dombey, drawing
his own chair closer to his son’s.

20. They seized the empty ears of corn, drew out the
straw, gathered it under their arms, and cut of the ears.

21. The elephant put one foot continuously on the

bridge.

22. She stood at the foot of the twisted old bed. (P.
Abrahams)

23. She waited at the foot of the stairs. (J.
Galsworthy)

24. He went into Fatty's at the foot of District Six.
(P. Abrahams)

25. The troops, who were to the number of forty, all
well mounted and armed, came to the foot of the rock. I
saw the print of a man’s foot on the sand. (D. Defoe)
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V. Define zeugma and translate extracts into your
mother tongue

1. His looks were starched, but his white neckerchief
was not. (Dickens)
2. “Have you been seeing any sprits?” inquired the
Eld %entleman. “Or taking any?” added Bob Allen. (Dic-
ens
3. “Where did you pick up Dinny, Lawrence?”
“In the street”.
“That sounds improper”. (J. Galsworthy)
4. Jo: I’m going to unpack my bulbs. I wonder where
I can put them.

Helen: I could tell you.

Jo: They’re supposed to be left in a cool,
dark place.

Helen: That’s where we all end up sooner
or later. Still, it’s no use worrying, is it? (Sh.
Delaney)

5. Mr. Su 1g_lins...took his hat and his leave. (Dickens)

6. She had her breakfast and her bath. (S. Maugham)

7. He struck off his pension and his head together.
(Dickens)

8. His disease consisted of spots, bed, honey in spo-
ons, tangerine oranges and a higg temperature. (J. Gals-
worthy)

VI. Pick out pun and translate extracts into your
mother tongue

1. - I am going to give you some good advice.
— Oh! Pray don’t. One should never give a woman
anything that she can’t wear in the evening. (0. Wilde)
2. “Are you going to give me away?” she whispered. I
looked surErised, though I didn’t feel surprised.
“What is there to give away?”
“There’s plenty, and you know it... It worried me
all last night”. (Priestley)
3. — Did you hit a woman with a child?
— No, Sir, I hit her with a brick. (Th. Smith)
4. It rained during match. But it is not only rained
rain, it rained records.
. 5. “I was such a lonesome girl until you came”, she
said.
“There is not a single man in all this hotel that’s
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half alive”.

“But I’'m not a single man”, Mr. Popper replied.

“Oh, I don’t mean that”, she laughed. “And anyway
I hate single men. They always propose marriage”. (Th.
Smith)

‘6. She always glances up, and glances down, and
doesn’t know where to look, but looks all the prettier.
(Dickens)

7. Alg.: ...Besides, your name isn’t Jack at all; It is
Ernest.

Jack: Itisn’t Ernest; it’s Jack.

Alg.: You have always told me it was Ernest. I ha-
ve introduced you to every one as Ernest. You look as if
your name was Ernest. You are the most earnest-looking
person I ever saw in my life. It is perfectly absurd your
saying that your name isn’t Ernest. (O. Wilde)



3. Interaction of Logical and
Emotive Meanings

The emotive meaning or emotional colouring of a
word plays considerable role in stylistics. The emotive
meaning of a word can be clearly understood when we
compare it with its neutral meaning. Stylistic significance
of emotional words and constructions are easily sensed
when they are set against the non-emotional words and
constructions.

a) Interjections

Interjections are words we use when we express
.our feelings strongly and which may be said to exist in the
lan%uage as symbols of human emotions. They express
such feelings as regret, despair, sorrow, woe, surprise,
astonishment etc. They are defined as expressive means of
the language. Emotionally coloured features of inter-
jections become of stylistic device. They exist in language
as conventional symbols of human emotions.

Interjection is not a sentence; it is a word with strong-
emotive meaning.

In traditional grammars the interjection is regarded as
a part of speech as the noun, adjective, verb, etc. Inter-
jection will always manifest a definite attitude of the spea-
ker towards the problem and therefore have intonation.
The intonation with which interjections are pronounced
depends on the sense of the preceding or following sen-
tence. E.g.:

“Oh, where are you going, all you Big
Steamers?” (Kipling)

Interjection “Oh” here precedes a sentence and must
be regarded as a part of it.

Interjections can be divided.into primary and deri-
vative. Primary interjections are generally devoid
of any logical meaning. Derivative interjections
may somewhat retain their logical meaning, though these
meanings are always suppressed be emotive ones. Oh/,
Ah!, Bah!, Pooh!, Gosh!, Hush!, Alas! are primary inter-
jections, though some of them once had logical meaning.

Derivative interjections are Heavens!, Good graci-
ous!, Dear me!, God!, Come on!, Look here!, By the
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Lord!, God knows!, Bless me! and others.

There are a number of adjectives and adverbs which
can also take on the function of interjections. They are
terrible!, awful!, great!, wonderful!, splendid!, fine! etc.
When they are used as interjections they are not used in
their logical dictionary meanings. In most cases they are
used in their emotive meanings as intensifiers.

Interjections like other words in the English
vocabulary bear features of bookish, neutral and
colloquial. Thus oh, ah, bah and others are neutral; alas,
Lo, Hark are bookish; gosh, why, well are colloquial. But
borderline between the three groups is broad. Sometimes
therefore a given interjection may be considered as
bookish by one and as neutral by another scholar or
colloquial by one and neutral by another.

Interjections are direct signals that the utterance is
emotionally charged and insufficient attention to the use
of interjections will deprive a person of a truer
understanding of the writer’s aims.

I. Questions and Tasks

1.How are the stylistic significance of emotional
words and constructions defined?

. What are interjections and what feelings do they
express?

.Characterize different approaches in studying of
interjections.

.How are interjections classified?

.Give examples to primary and derivative inter-
jections.

.S%eak about a number of adjectives and adverbs
which function in some situations as interjections.
Do these words retain their direct meanings when
they are used as interjections?

AN Wk LN

I1. Define the types and functions of interjections

1. Oh, where are you going, all you Big Steamers?
(Kipling)

2. Oh! But he was a tight-fisted hand at the grind-sto-
ne, Scrooge. (Dickens)

3. O, let me, true love, but... (Sonnet 21)
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O, therefore, love be of thyself... (Sonnet 22)

O, no! thy love, though much... (Sonnet 61)
O, fearful meditation... (Sonnet65)
O, if I say, you look... (Sonnet 71)
O, lest your true love... (Sonnet 72)
O, know, sweet love... (Sonnet 76)
Ah, do not, when my heart... (Sonnet 96)

4. “Perhaps he won’t. It’s along arduous road he’s
starting to travel, but it may be that at the end of it he’ll
find w%at he’s seeking.”

“What’s that?”

“Hasn’t it occurred to you? It seems to that in what he
said to you he indicated it pretty plainly, God.”

“God!” She cried. But it was an exclamation of incre-
dulous surprise. Our use of the same word, but in such a
different sense, had comic effect, so that we were obliged
to laugh. But Isabel immediately grew serious again and I
}flelt )in her whole attitude something like fear. (S. Maug-

am

5. “All present life is but an interjection
An “Oh” or “Ah” of joy or misery,
Or a “Ha! Ha!” or “Bah!” — yawn or “Pooh!”
Of which perhaps the latter 1s most true.” (Byron)

b) The Epithet

Epithet is a stylistic device based on the interplay
of emotive and logical meanings in a word, phrase or even
sentence. It shows the individual emotional attitude of the
writer or the speaker towards the object mentioned. E.g.:

“She had a wide, cool, go-to-hell mouth.”

Here a group of epithets helps the writer in a concise
form to express the emotional attitude of a personage tow-
ards an object or phenomenon.

From the point of view compositional structure epith-
ets may be divided into simple, compound and phra-
se-espithets.

imple (one-word) epithets are ordinary adjec-
tives: iron hate, silver hair.

Compound epithets are built like compound ad-
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jectives: heart-burning smile, cat-like eyes, fairy-like
work.

Phrase-epithets are extremely characteristic
of English language. Unlike simple and compound epi-
thets, which may have pre- or post-position, phrase epith-
ets are always placed before the nouns they refer to. They
help not only to reveal the individual view of the author
and his characters but at the same time to do it in a rather
economical manner: a life-and-death struggle; all’s-well-
in-the-end adventures.

Very often such constructions serve to produce a
humorous effect.

Another structural variety of the epithet is the one
which we call reversed epithets. The reversed epithet
is composed of two nouns linked in an of-phrase:

The shadow of a smile; a devil of a job.
Rather often epithets are used in pairs:

“...they all stood safe and sound, hale and
hearty upon the steps.”

Sometimes three, four, five, and even more epithets
are joined in chains. They are called string epithets.
The structural type of string epithets is like enumeration.
These attributes describe the object from different points
of view:

It was an old, musty, fusty, narrow-minded,
clean and bitter room.

Another distributional model is the transferred
epithet. Transferred epithets are ordinary logical attri-
butes generally describing the state of human being by re-
ferring to an inanimated objects. E.g.: sick chamber, sle-
epless pillow, merry hours.

As all the other stylistic devices, epithets gradually
losing their emotive charge become hackneyed. Epithets in
such combinations as bright smile, happy end, lucky chan-
ce can hardly be called original, they are fixed, or traditi-
onal. In folklore one can find a vast quantity of fixed, lan-
iuage epithets as golden hair, sweet smile, dark forest,

right sun etc.

Individual epithets depend on the author’s style and
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his artistic purpose:

“He looked shy and embarrassed and a wild
hope came to me.”

Epithets should not be mixed up with logical attribu-
tes which have the same syntactical function but which do
not convey the subjective attitude of the author towards
the described object. Thus the epithet is markedly subjec-
tive and evaluative. The logical attribute i1s purely objecti-
ve, non-evaluative. For example, in green meadows, white
snow, round table, blue skies and the like, the adjectives
are more logical attributes than eﬁithets. They 1ndicate
those qualities of the objects which may be regarded as
generally recognized. But in wild wind, heart-burning
smile, steel will, cat-like eyes, iron hate, silver hair the
adjectives do not point to inherent qualities of the objects
described. They are subjectively evaluate. Compare:

1. He unlocked the iron gate easily;
2. The iron hate pushed him on again.

Iron in the first case does not depend upon the indivi-
dual outlook of the author, while in the second case iron
qualities anger, i.e. the first example illustrates the logical
attribute and the second presents a genuine epithet.

Epithets may be classified from different standpoints:
semantic and structural. Semantically, epithets may
be divided into two groups: associated and unassoci-
ated.

Associated epithets are those which points to a fea-
ture which is essential to the objects they describe: the
idea expressed in the epithet is inherent in the concept of
the object:

dark forest, careful attention, dark clouds, the red
sunset.

Unassociated epithets are attributes used to cha-
racterize the object by adding a feature not inherent in it.
Such association immediately brings surprising effect,
attracts the reader’s attention:

elegant books, heart-burning smile, voiceless
sands.
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When the link between components is comparatively
close, we say there is a stable word combination. Combi-
nations of this type appear as a result of the frequent use
of certain epithets:

bright face, sweet smile, unearthy beauty, pitch
darkness, deep feeling.

Language epithets have a tendency to become obso-
lescent. That is the fate of many emotional elements in the
language. They gradually lose their emotive charge and
are replaced by new ones which in their turn will be rep-
laced by neologisms.

Thus, the functions of epithets of this kind are to
show the evaluating, subjective attitude of the writer to-
wards the thing described. But for this purpose the author
does not create his own, new, unexpected epithets; he uses
traditional, “language” epithets as they belong to the lan-
guage-as-a-system.

Thus epithets may be divided into language egithets
and speech epithets. An example of speech epithet is:
sleepless bay.

Stylistic function of epithet is to give subjective eva-
luation of thing and notions. In most cases, as it was sta-
ted before, it is the writer’s subjective attitude to what he
describes.

I. Questions and Tasks

1. What is the stylistic device of the epithet?

2. Does the epithet show the individual emotional atti-
tude of the writer or the speaker towards the object
mentioned?

. What structural varieties of epithets do you know?

Comment on every type.

Are reversed epithets a structural variety?

What are string epithets?

Characterize language epithets.

What is the difference between an epithet and a lo-

gical attribute?

. Epithet has an emotional meaning, hasn’t it?

. Do the epithets form fixed word combinations after
the long usage? Present some set expressions
established in the language.

VX NoLs W
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10. What is the way of appearing individual epithets?

11. What is transferred epithet?

12. What are associated and unassociated epithets?

13. What are the widely used morphological catego-
ries of epithets?

14. What are the adjectival epithets expressed by?
Enumerate them.

15. Speak about the nature of string-epithets?

16. What is metaphorical epithet?

17. Characterize reversed epithet.

18. What is the stylistic function of epithet?

II. State epithets and comment on them

1. O, dreamy, gloomy, friendly trees. (Trench)

2. The poor birds and beasts, they have only their
present experience and their individual lives cut off and
shut in. (Wells) .

3. He had egg-like head, and frog-like jaws... (Ches-
terton)

4. The ghost of a smile appeared on Soames’ face.
(Galsworthy)

5. A little man with a puffy say-nothing-to-me or I’'l1-
contradict-you sort of countenance. (Dickens)

6. A “She will” or “She won’t” sort of little person.
(Bennett)

7. “Can’t you tell me what time that game starts to-
day” The girl gave him a lipstickly smile. (Salinger)

III. Classify the following into phrase-epithets and
string-epithets

1. ... alock of hair fell over her eye and she pushed it
back with a tired, end-of-the-day gesture. (J. Braine)

2. He was an old resident of Seaborne, who looked
after penny-in-the-slot machines, on the pier. (Nichols)

3. So think first of her but not in the “I love you so
that nothing will induce me to marry you” fashion. (Gals-
worthy)

4. Dave does a there-I-told-you-so look. (A. Wesker)

5. She gave Mrs. Silburn a you-know-how-men-are
look. (Salinger)

6. She was hopefully, sadly, madly longing for some-
thing better. (Dreiser)

7. The money she had accepted was too soft, green,
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handsome ten-dollar bills. (Dreiser)

8. Jack would have liked to go over and kiss her pure,
polite, earnest, beautiful American forehead. (I. Shaw)

9. Mr. Bodart was the soft, fat, melancholy, depres-
singly hopeful kind. (Lewis)

10. “A nasty, ungrateful, K/ilg-headed, brutish, obsti-
nate, sneaking dog”, exclaimed Mrs. Squeers. (Dickens)

11. She stopped at the door as if she’d been hit or as
if a hundred-mile-an-hour gale had sprung up. (J. Braine)

12. ... the extravagam devil-may-care creatures he
portra%'ed on the stage. (S. Maugham)

13. “A nasty, ungrateful, R/i[g-headed, brutish, obsti-
nate, sneaking dog”, exclaimed Mrs. Squeers. (Dickens)

14. He would sit on the railless porch with the men
when the long, tired, dirty-faced evening rolled down the
narrow valley. (J. Jones)

15. I closed my eyes, smelling the goodness of her
sweat and the sunshine-the-breakfast-room smell of her la-
vender-water. (J. Braine)

16. In the trustful I-know-you-do-it way. (Murdoch)

17. Mr. Scogan suddenly darted out of the house,
crossed the terrace with clockwork rapidity. (A. Huxley)

18. Lester consented to listen, and Mr. Ross blinked
his cat-like eyes and started... (Dreiser)

19. I took my obedient feet away from him marched
up the curved High Street to the Square. (W. Collier)

20. A plump, rosy-cheeked, wholesome apple-faced
young woman. (Dickens)

1. A well-matched, fairy-balanced give-and-take
couple. (Dickens)

IV. Pick out metaphorical epithets

1. The iron hate in Saul pushed him on again. (M.Wil-
son)

2. She had received from her aunt a neat, precise, and
circumstantial letter. (W. Deeping)

3. Maycomb was an old town, but it was a tired old
town when I first knew it. (J. Lindsey)

4. Cecily, ever since I first looked at your wonderful
and incomparable beauty, I have dared to love you wildly,
passionately, devotedly, hopelessly, (O. Wilde)

5. The noon sun is ligEtly up red woundlike stains on
their surface... (A. Miller)

6. He was a thin wiry man with a tobacco-stained
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smile. (T. Howard)

7. There was a waiting silence as the minutes of the
previous hearing were read. (M. Wilson)

8. He drank his orange-juice in long gulps. (I. Shaw)

9. Lottie... retreated at once with her fat little steps to
the safety of her own room. (A. Hutchinson)

10. In imagination he heard his father’s rich and
freshly laugh. (A. Huxley)

¢) Oxymoron

Oxymoron, too, is based on the interaction of logi-
cal and emotive meanings. It presents a combination of
two contrasting ideas. E.g.:

A pleasantly ugly face, a faithful traitor, low
skyscraper, sweet sorrow, horribly beautiful.

The oxymoron reveals the contradictory sides of one
and the same phenomenon. One of its components disclo-
ses some objectively existing features or quality, while the
other one serves to convey the author’s personal attitude
towards the same object.

If the primary meaning of the qualifying word chan-
ges or weakens, the stylistic effect of oxymoron is lost.
This is the case with what were once oxymoronic combi-
nations, as for example: awfully nice, awfully glad, terrib-
ly sorry and the like, where the words “awfully”, “terrib-
ly” have lost their primary logical meaning and are now
used with emotive meaning, only as intensifiers.

Sometimes the tendency to use oxymoron is the mark
of certain literary trends and tastes. There are poets in
search of new shades of meaning in existing words, who
make a point of joining together words of contradictory
meaning. “Two ordinary words may become almost new”,
writes V.V.Vinogradov', “if they are joined for the first ti-
me or used in an unexpected context”. Thus “peopled de-
sert”; “populous solitude” (Bayron) are oxymoronic.

Not every combination of words should be regarded
as oxymoron, because new meanings developed in new
combinations do not necessarily give rise to opposition.

' B. B. Bunorpaznos. Pycckuit a3sik. M., 1938, T. 1, cp. 121 - 122

104



Rather often oxymorons are met within a simile. E.g:
He was gentle as hell.

An oxymoron always exposes the author’s subjective
attitude. In such cases two opposite ideas very naturally
repulse each other, so that a once created oxymoron is
practically never repeated in different contexts and so
does not become trite, always remaining a free combi-
nation.

As soon as an oxymoron gets into circulation it loses
its most characteristic feature of bringing two onosne
ideas together and becomes a phraseological unit. In oxy-
morons “awfully nice”, “pretty bad”, “mighty small” the
first components have actually lost their logical meanings
and are used with emotive meanings as a mere synonym to
“very”, only as intensifiers.

Such traditional combinations have no power to dis-
close the contradictory nature of the described pheno-
menon, which is characteristic of oxymoron, they lose
their styllstlc importance for the writer uses them only in
direct speech of ]i?us personages to characterize them tf))lr
ugh the1r speech.

The stylistic effect is based on the fact that the deno-
tational meaning of the attribute is not entirely lost. If it
had been lost, the word combination would resemble those
attributes with only emotional meaning such as: It’s aw-
fully nice of you, I'm terribly glad.

Oxymoron as a rule has the following structural mo-
dels: adjective + noun, adverb + adjective.

I. Questions and Tasks

What is the linguistic nature of oxymoron?

State the structure of oxymoron.

What is the difference between original and trite
oxymorons?

What is the process of becoming once oxymoronic
combinations traditional units expressing emotive
meanings?

Does an oxymoron always express the author’s sub-
jective attitude?

s the denotational meaning of the attribute lost in
oxymoron?

What is the stylistic function of oxymoron?

What are the structural models of oxymoron?

N

N o on
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II. Pick out oxymorons in the following sentences and
translate the sentences into your mother tongue

1. ...0O loving hate!

O anything of nothing first create.

O heavy lightness! serious vanity!

Mis-shapen chaos of well-seeming forms!
(Shakespeare)

2. His honour rooted in dishonour stood
And faith unfaithful kept him falsely true. (Tenny-
son)

3. The Major again pressed to his blue eyes the tips of
the fingers that were disposed on the ledge of the wheeled
chair with careful carelessness. (Dickens)

4. He was as gentle as hell. (J.Steinbeck)

5.1 got down from the stool and walked to the door in
a silence that was as loud as a ton of coal going down a
chute. (Chandler)

6. He was certain the whites could easily detect his
adoring hatred of them. (R. Wright)

7. The boy was short and squat with the broad ugly
pleasant face of a Temne. (Gr. Green)

8. “Tastes like rotten apples”, said Adam. “Yes, but
remember, Jam Hamilton said like good rotten apples”.
(M. Wilson)

9. The silence as the two men stared at one another
was louder than thunder. (J. Updike)

10. I’ve made up my mind. If you’re wrong, you’re
wrong in the right way. (B. Priestley)

I'l. (attitude towards New York) 1 despise its very
vastness and power. It has the poorest millionaires, the
littlest great men, the haughtiest beggars, the plainest be-
auties, the lowest skyscrapers, the dolefulest pleasures of
any town I ever saw. (O’Henry)

III. Define original and trite oxymorons among the
following sentences

1. “It was you who made me a liar”, she cried silent-
ly. (M. Wilson)

2. The silence as the two men stared at one another
was louder than thunder. (J. Updike)

3. ’ve made up my mind. If you’re wrong, you’re
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wrong in the right way. (B. Priestley)
. She was a damned nice woman, too. (E. Heming-
way)
5. It’s very tender, it’s sweet as hell, the way the wo-
men wear their prettiest thing. (T. Capote)
6. He was concupiscent as a rabgit and gentle as hell.

(Stevenson)
7. It’s the light that makes her this so awfully
beautiful and mysterious. (Th. Dreiser)

8. But why does he speak so kindly, so awfully kind-
ly.

9. At course, it was probably an open secret locally.
(A. Christie)

IV. Learn the following trite oxymorons by heart

1. Sweet pain. 6. The little great men.
2. Gentle poverty. 7. Painful pleasure.

3. Bitter sweet. 8. Low skyscraper.

4. Pretty bad. 9. Sweet sorrow.

5. Frightfully happy. 10. Pleasantly ugly face.
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4. Interaction of Logical and Nominal
Meanings

Antonomasia

Antonomasia is a stylistic device based on the in-
teraction of the logical and nominal meanings of the same
word. As in other stylistic devices based on the interaction
of lexical meanings, the two kinds of meanings must be
realized in the word simultaneously. The realization of on-
ly one meaning does not give a stylistic device.

Antonomasia is mostly used in the belles-lettres sty-
le. Here are some illustrations widely used in emotive pro-
se and drama.

Mr. Sparkish, a dandy, a man who pays too
much care to his clothes and personal appearance
(compare with the adjective “sparkle”); Sir. Fid-
get, a ge;rson 'who moves about restlessly, shows
signs of impatience.

Sometimes capital letters are the only marks of the
use of antonomasia. E.g.: Lord Nobody, Dr. Goodfeel. In
such names the leading characteristic feature of a person
or some event is marked or mentioned.

Antonomasia stands close to epithets. The author
stresses the prominent features of a person and sticks the-
se features to his name: Mr. Sharp, Mr. Backbite, Mr. Ze-
ro. Such names are called token or tell-tale names.
They give information to the reader about the bearer of the
name. Antonomasia points out the leading, most characte-
ristic feature of a person or an event.

Associated with epithets it denotes certain qualities
of a person. Many nicknames of historical or public cha-
racters are based on the use of such characterization. E.g.:
The Iron Duke (the first Duke of Wellington); The Iron
Lady (Margaret Thatcher, the former Prime Minister of
Great Britain).

In Russian and Uzbek literatures this device was em-
ployed by many classic writers. It will suffice to mention
such names as Korobochka, Sobakevich (in Russian) and
Tantiboyvachcha, Zargarov (in Uzbek) to illustrate this
efficient device for characterizing literary heroes. This de-
vice is now falling out of use.

An interesting literary device to emphasize tell-tale
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names is employed by Byron in his “Don Juan” where the
name is followed or preceded by an explanatory remark as
in the following:

“Sir John Pottledeep, the mighty drinker”.
“There was the sage Miss Reading”.
“Sir Henry Silvercup, the great race-winner”

The explanatory words revive the logical meaning of
the proper names thus making more apparent the interplay
of logical and nominal meanings.

Another type of antonomasia is metonymic anto-
nomasia which is based on the relation of contiguity. A
product can be named after the inventor, manufacturer or
after the place where it is produced: Bordeaux (white or
red wine from the Bordeaux region of France). The name
of a painter, writer, sculptor can be used to denote his
work: “A Titian-haired girl”, the reference is made to the
paintings of the world’s greatest Italian painter Titian, wo-
men in his pictures are generally red-haired. “Wall street”,
the chief financial center of the USA; “the White House”,
the US President’s residence and office; “the Pentagon™,
the building where US Army headquarters are placed;
“Downing Street”, street 1n London with official
residences of the Prime Minister, the Government.

We distinguish metaphoric antonomasia which
is usually considered to be a cliché. E.g.: He is a regular
Sherlock Holms — may be said about an observant person;
Romeo and Juliet, young people who love each other.

The significance of antonomasia in belles-lettres style
should not be neglected because it helps to reveal the hid-
den meaning of the story of narration. E.g.: in Shakes-
peare’s “Hamlet” at the end of the play the Prince of Nor-
way, Fortinbrass appears on the stage. The meaning of his
name is significant in interpreting Shakespeare’s concep-
tion. It consists of two words: “fort” and “brass”. The first
word means “a building specially strengthened for mili-
tary defence”, the second word “brass” is a French word
and denotes a “hand”. The implication is that people need
a strong and brave ruler (King) in this country.

Depending on the character of the contextual meaning
there are two types of antonomasia:

1) that based on the interaction between the nominal
and contextual logical meanings;

2) that based on the interaction between the logical
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and contextual nominal meanings.

To the first group we shall refer those cases in which
a proper noun is used for a common noun. Proper name in
this type of an antonomasia expresses some quality
connected with the character of a person whose name is
used: so “Othello” stands for “a jealous person”. “Don Ju-
an” for “amorous”.

When O’Henry says: “Every Caesar has his Brutus”,
using the names of these two well-known  Roman states-
men, he characterizes the relations between his heroes”.

This type of antonomasia is usually trite, for the wri-
ter repeats the well-known, often-mentioned facts. Thro-
ugh long and consistent usage of a proper noun for a com-
mon noun the former may lose its nominal meaning.

In the second type of antonomasia we observe the in-
teraction between the logical and the contextual nominal
meanings, i.e. practically any common noun can be used
as a common name. It is always original. In such cases the
Eerson’s name serves his first characteristics. E.g.: Dic-

ens names the talkative and boastful adventure from “The
Pickwick Papers” Mr. Jingle, creating the association with
the sound produced by a constantly shaking tongue of a
bell. Most often these names-characteristics are used by
humourists and satirists. Here are, for example, some She-
ridan’s personages: Mr. Backbite, Mr. Snake, Mr.
Carefree, etc.

The use of antonomasia is now not confined to the
belles-lettres style. It is often found in publicistic style,
that is in magazine and newspaper articles, in essays and
also in military language.

I. Questions and Tasks

1. Whoat is the nature of stylistic device of antonoma-
sia?

2.1Isn’t it based on the interplay between logical and
nominal meanings of a word? :

3.Describe the case where the logical and nominal
meanings are realized simultaneously.

4. What letters are the only marks of the use of anto-
nomasia? Give illustrations from Uzbek and Rus-
sian literatures where many classic writers emplo-
yed antonomasia.

5. What is the task of token or tell-tale names?
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.-Why does antonomasia stand close to epithets? This
closeness is traced in their nature, isn’t it?
. Why do we call a certain use of antonomasia meto-
nymic?
. What is the characteristic feature of metaphoric
antonomasia?
.In vgl{;at styles of the language is antonomasia often
used?
10. Speak about the function of antonomasia in belles-
lettres style. Give examples.
11. What are the two types of antonomasia? Explain
illustrating examples.
12.Does the person’s name serve his first characte-
ristics?
13.In what functional styles is antonomasia found be-
sides belles-lettres style?

O 00 a9

II. Pic_k out th_e cases of the antonomasia and comment
on their linguistic nature

1. He is the Napoleon of crime. (C. Doyle)

2. So, my dear Simplicity, let me give you a little
respite. (Sheridan)

3. “You’ll be helping that police, I expect”, said Miss
Cochran.

“I was forgetting that you had such a reputation as
Sherlock™. (D. Sayers)

4. Duncan was a rather short, broad, dark-skinned
taciturn Hamlet of a follow with straight black hair. (D. H.
Laurence)

5. Every Caesar has his Brutus. (O’Henry)

6. Oh! I am quite undone! What will become of me?
Now, Mr. Logic — Oh! Mercy, Sir, he is on the stairs...
(Sheridan)

7. Her mother said angrily, “Stop making jokes. I
don’t know what you’ve thinking of. What does Miss
Fancg think she is going to do? (Sheridan)

. ...we sat down at a table with two girls in yellow
and three men, each one introduced to us as Mr. Mumble.
(Sc. Fitzgerald)

9. ...She’d been in a bedroom with one of the young
Italians, Count Something... (I. Shaw)

10. Then there is that appointment with Mrs. What’s-
her-name for her bloody awful wardrobe. (A. Wesker)

11. Mister What’s-her-name’ll be here soon to have a
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look at this squatting chair of his. (A. Wesker)

12. “Rest, my dear, - rest. That’s one of the most
important things. There are three doctors in an illness like
yours”, he laughed in anticipation of his own joke.

“I don’t mean only myself, my partner and the radio-
logist who does your X-rays, the three I'm referring to are
Dr. Rest, Dr. Diet and Dr. Fresh Air.” (D. Carter)

III. Pay attention to the leading features of the perso-
nages characterized by the following “speaking na-
mes”’

1. Mr. Goldfinger; Becky Sharp; Lady Teazle; Jozigh
Surface; Mr. Carefree; Miss Languish; Mr. Backbite; Mr.
Snake; Mr. Credulous; Holiday Golightly; Mr. Butt; Mrs.
Newrich; Mr. Beanhead.
2. Sir John Pottledeep, the mighty drinker.
There was the sage Miss Reading.
There was Dick Dubious, the metaphysician,
Who loved philosophy and a good dinner;
Sir Henry Silvercup, the great race-winner. (Byron)
3. “I say this to our American friends. Mr. Facing-
Both-Ways does not get very far in this world”. (The
Times)
4. 1 suspect that the Noes and Don’t Knows would far
outnumber the Yesses. (The Spectator)
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B. Intensification of a Certain Feature of a
Thing or Phenomenon

Sometimes for a special reason one of the features of
the thing is made the most essential, it is elevated to great-
est importance. Such stylistic devices as simile, perip-
hrasis, euphemism are included into this group.

a) Simile

The intensification of some feature of the concept in
question is realized in a device called simile.

The simile is a stylistic devise expressing a likeness
between different object.

The formal elements of the simile are the followin
conjunctions and adverbs: as, like, as like, such as, as ifg,
seem etc.

The simile is based on the comparison of objects be-
longing to different spheres. Eg.:

Mr. Dombey took it (the hand) as if it were a fish.

We must not confuse ordinary comparison and simile
as a stylistic device which represent two diverse proces-
ses. Comparison implies estimation of two objects
which belong to one class of objects with the purpose of
establishing the sameness or difference. Comparison takes
into consideration all the properties of the two objects.
E.g.: “The boy seems to be as clever as his mother” 1s or-
dinary comparison. “Boy” and “mother” belong to the sa-
me class of objects — human beings.

The nature of simile is to compare two (or several)
objects which belong to different class of objects. Simile
finds one or several ?eatures, which are common to the ob-
jects compared.

The sun was as red as ripe new blood (J.Stein-
beck)

Different features may be compared in simile: the
state, actions, manners.

My heart is like a singing bird; The body was
tensed as a strong leaf of spring.
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A simile consists of three components:
le) 1) What is compared (the subject of a simi-
€);
2) With what the comparison is made (the
object of the simile);
3) The basis of the comparison.
She’s happy as a lark.
I. Subj. basis obj.

Similes enrich English phraseology: like a squirrel in
a cage, to sleep like a log, busy as a bee, blind as a bat.
These phraseological units are trite similes and have beco-
me clichés.

The simile must not be confused with a metaphor,
though they are both based on a likeness between objects:

1. My verses flow like streams.
2. My verses flow in streams.

The linguistic nature of these two stylistic devises is
different. The metaphor is based on the interaction betwe-
en the logical and the contextual logical meanings of a
word, whereas the simile employs a word in its direct
meaning. For this reason they belong to different grou;le
of lexical stylistic devices, though tiey serve Eractical y
the same stylistic purpose, that of producing the desired
effect on the reader:

“Della’s beautiful hair fell about her ripping
and shining like a cascade of brown water...”
(O’Henry)

In a metaphor an ideas is expressed by a word used in
a figurative meaning: “Down rippled the brown cascade of
her hair”. In the first sentence the word “cascade” has re-
tained its direct meaning (waterful), in the second example
it is used in a figurative meaning as a metaphor (wave-like
fall of the hair).

Besides the original similes created by writers the-
re are a great number of so-called traditional similes in the
language, which must be regarded as phraseological units.
The ima%e suggested by such similes is usually trite.

In these traditional similes the names of animals,
plants, natural phenomena are frequently used.
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Strong like a lion, hard as a rock, to twinkle
like a star, busy as a bee, to work like a horse, to
fly like a bird, stubborn as a mule, thirsty as a
camel, slow as a tortoise.

These combinations have ceased to be genuine simi-
les and have become clichés in which the second com-
ponent has become merely an intensifier.

Traditional similes are often employed by writers in
the direct speech of characters, thus individualizing their
speech; and are seldom represented in the author’s narra-
tive.

In the author’s narrative traditional similes are most
often used to stress the highest degree of quality:

1. “It was mournful that her tears began to flow...,
they flew down like rain.” (Dickens)
2. “He sat as still as a stone.” (M. Twain)

The simile usually serves as a means to clearer mea-
ning. By comparing the object the writer makes his des-
cription clearer and more picturesque.

Besides making a narrative more concrete and defini-
te, the simile helps the author to reveal certain feelings of
his own as well.

The stylistic function of simile is 1) imaginative cha-
racterization of a phenomenon and 2) to produce a humo-
rous effect by its unexpectedness. Eg.: A nice old man,
hairless as a boiled onion.

I. Question and Tasks

1. What is the nature of the stylistic device of simile? It
reveals the most essential features of an object (or a
person) doesn’t it?

What is the difference between simile and ordinary

comparison? Give examples.

What are the formal elements of simile?

What features may be compared in simile?

Of what components does the simile consist?

hG1ve the dlftperence between a simile and a metap-
or.

Differentiate traditional and original similes.

Whg)re are the traditional similes employed by wri-

ters?

®N LB L N
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9. Illustrate examples of phraseological units based on
similes and comment on them.
10. What are the stylistic functions of simile?

II. Classify the following into traditional and original
similes

1. “He has a tongue like a sword and a pen like a
dagger”, said the young Roman. (H. Caine)

2. She went on to say that she wanted all her children
absorb the meaning of the words they sang, not just mouth
them, like sil]y-bil%y parrots. (D. Salinger)

3. She was obstinate as a mule, always had been, from
a child. (J. Galsworthy)

4. She has always been as live as a bird. (R.Chandler)

5. “That’s the place where we are to lunch; and by
Jove, there is the boy with the basket, punctual as clock-
work”. (Dickens)

6. He stood immovable like a rock in a torrent.
(J.Reed)

7. He wore a grey double-breasted waistcoat, and his
eyes gleamed like raisins. (Gr. Greene)

III. State the linguistic nature of the simile and define
its formal elements

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

2. His mind went round and round like a squirrel in a
cage, going over the past. (A. Christie)

3. “I'm as sharp”, said Quilp to him at parting, “as a
ferret”. (Dickens)

4. And then in a moment she would come to life and
be as quick and restless as a monkey. (J. Galsworthc{)

5. She was a young woman and she entered like a
windrush. (T. Capote)

6. “Funny how ideas come”, he said afterwards, “like
a flash of lightning.” (S. Maugham)

7. 1 left her laughing. The sound was like a hen
having hiccups. (R. Chandler)

8. He felt like an old book: spine defective, covers
dull, slight foxing, rather shaken copy. (K. Amis)

9. “You’re like the East. One loves it at first sight, or
not at all, and one never knows it any better. (J.Gals-
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worthy)
10. Her startled glance descended like a beam of
light, and settled for a moment on the man’s face. (W.De-

eping)

IV. Pick out the similes and translate the sentences in-
to your mother tongue

1. ...this joy is deep as the sea. (J. K. Jerome)

2. She turned towards him a face, round red and ho-
nest as the setting sun. (A. Huxley)

3. She hit on the commonplace like a hammer driving
a nail into the wall. (S. Maugham)

4. In the dressing room of a small house near New
Gardens Mrs. Philip Raider was gazing at a piece of
pinkish paper in her hand, as if it had been one of these
spiders which she hated. (J. K. Jerome)

5. The escalator carried her away just as a mountain
river carries a flower to the sea. (I. Murdoch)

6. She is as strong as a track ox. (M. Spillane)

V. Define similes in the following é)assages and state
which of them are stock-phrases and which are coined
by the author

1. “Have you had any news of your horse this mor-
ning?”

8 “Yes, Blacksmith says he’s as fit as a fiddle”.

2. “I compliment ye, Mrs. Dartie, you’ve a natural
gift for giving evidence. Steady as a rock...”.

3. “I hope I shall kick the bucket long before I'm as
old as grandfather” he thought:

“Poor old chap, he’s as thin a rail”.
4. “Gecarge is sure he saw her” answered Mrs. Teviot.
“And...”
“He would not know”, interrupted Mrs. Lax.
“He is as blind as a bat...”

5. That June would have trouble with the fellow was
as plain as a pikestaff.

6. Worst of all, he had no hope of shaking her resolu-
tion; she was as obstinate as a mule.

7. “I don’t know what to make of him. I shall never
know what to make of him!... He is unpractical, he has no
Eﬁethod. When he comes here, he suits as glum as a mon-

ey”.
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8. What do we mean when we say that a person is like
a hungry cat, like a fox, like a bull in a china shop, like a
giraffe.

VI. State which of the similes used in the following
sentences become phraseological units and give the
equivalents of these units in your mother tongue

1. He is as beautiful as a weathercock. (O. Wilde)

2. Every tree and every branch was encrusted with
bright and delicate hoarfrost, white and pure as snow.
(Mitford)

3. Look at the moon. How strange the moon seems:
she is like a woman rising from a tomb. She is like a dead
woman. (O. Wilde)

4. My heart is like a singing bird... (Ch. G. Rosetti)

5. She looked at him as uncomprehendingly as a mo-
use might look at a gravestone. (O Brien)

6. It was mournful that her tears began to flow...,
they flew down like a rain. (Dickens)

7. He sat as still as a stone. (M. Twain)

8. She thinks I am as mild as a kitten and as good-na-
tured as the family cow. (J. London)

9. You are as slippery as an eel. (B. Shaw)

10. His hand was as cold as ice. (B. Shaw)

11. She was as lively as a squirrel. (Lawrence)

12. I'm hungry as the devil. (Aldridge)

13. You are as bold as brass. (Dickens)

14. You gave me books to read. But I couldn’t read
them: they were as dull as ditch water. (B. Shaw)

15. I will be silent as the %rave, I swear it. (B. Shaw)

16. He is as mad as a hatter, you know, but quite
harmless, and extremely clever. (B. Shaw)

17. 1 only know the chap is as cool as cucumber. (J.
Galsworthy)

b) Periphrasis

Periphrasis is a word-combination, which is used
instead of the word designating an object. E.g.:

“My son...has been deprived of what can
never be replaced”.
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The periphrasis “What can never be replaced” stands
for the word “mother”. The concept of such renaming of
an object by a phrase is easily understood by the reader
within the given context, the latter being the only code,
which makes the deciphering of the phrase possible.

As a result of frequent repetition periphrasis may be-
come well established in the language as a synonymous
expression for the word generally used to signify the ob-
ject. Such popular word combinations are called tradi-
tional (dictionary, language) periphrasis or periphrastic
synonyms. E.g.:

a gentleman of the robe — a lawyer; the better (fa-
ir) sex — woman, the man in the street — the ordi-
nary person; my better half — my wife; the ship of
the desert — camel.

Traditional (language, dictionary) periphrasis and the
words they stand for are synonyms gy nature, the periph-
rasis being expressed by a word combination. Periph-
rastic synonyms exist in the language in the form of
phraseological units. They are easily understood without
any context, that is why they are not stylistic devices but
merely synonymous expressions.

In contrast to periphrastic synonyms genuine, speech
periphrases as a stylistic device are new nominations of
objects, being the elements of individual style of writers,
which realize the power of language to coin new names
for objects by disclosing some qualities of the objects.

“The hoarse, dull drum would sleep,
And Man be happy yet”. (Byron)

Here periphrasis can only be understood from a larger
context, referring to the concept war. “The hoarse, dull
drum” is a metonymical periphrasis standing for “war”.

To enable the reader to decipher stylistic periphrasis
are very subtle and have aesthetic value. In the following
example the word of address is the key to the periphrasis:

“Papa, love. I am a mother. I have a child
who will soon call Walter by the name by which I
call you”. (Dickens)

Euphemistic periphrasis as a variety of periph-
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rasis is used for one, which seems to be rude or unple-
asant. In contrast to euphemism euphemistic periphrasis is
a stylistic device.

Periphrasis once original but now hackneyed, are of-
ten to be found in newspaper language. Here is an examp-
le of a well-known, traditional periphrasis which has beco-
me established as a periphrastic synonym.

“After only a short time of marriage, he
wasn’t prepared to offer advice to other
youngsters intending to tie the knot”.

Here we have a periphrasis meaning “to marry” (to tie
t};e ;ll(not). It has long been hackneyed and may be called a
cliché.

Stylistic periphrasis can be divided into two groups:
logical and figurative. Logical periphrasis is based
on one of the inherent properties of the ogject described.
For example: instruments of destruction (Dickens) = “pis-
tols”; the most pardonable of human weaknesses (Dic-
kens) = “love”.

Figurative periphrasis is based either on metaphor
or on metonymy. For example: the sky-lamp of the night =
“the moon”. Here the moon is understood by metaphorical
periphrasis “lamp”. Other examples are: the House of the
God = “‘the church”; to enter the house = “to become a
MP”, etc. All these word combinations are synonyms by
nature and became phraseological units. Many of such
word combinations are used in the language of mass
media. Some of them are spread in the language of official
stylc because they have become clichés. Many of them are
based on the use of euphemisms.

This is an example of a string of figurative periphra-
sis:

“Many of the hearts that troubled so gaily
then have ceased to beat; Many of the looks that
shone so brightly then have ceased to glow.”
(Dickens)

Euphemistic periphrasis is a variety of Feriph-
rasis which substitutes a mild, delicate expression for one
which seems to be rude or unpleasant Euphemistic peri-
phrasis has some features in common with euphemism. In
contrast to euphemism euphemistic periphrasis is a stylis-
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tic device. o o
One of the stylistic functions of periphrasis is to pro-
duce a satirical or humorous effect, sarcastic description:

“Come on”, said Miss Hardforth, “has the cat got
your tongue?” = can you speak?; to be snatched up
to the skies = to die.

I. Questions and Tasks

1. What 1s the nature of a stylistic device of periph-
rasis?

.Comment on logical and figurative periphrasis.

. Distribute periphrasis into original and traditional.

.Give examples of periphrasis based on the use of
metaphor and metonymy.

.Is there a distinction between periphrastic syno-
nyms and genuine periphrasis?

. What is the nature of euphemistic periphrasis?

. What 1s the task of stylistic periphrasis? Present
illustrations.

. What is the difference between periphrasis and me-
taphor (metonymy)?

. What is the stylistic function of periphrasis? Illust-
rate examples of periphrasis based on the use of
metaphor and metonymy.

\O [ee] ~1 O\ wn Lo US] &)

II. Distribute the following periphrases into original
and traditional

1. Did you ever see anything in Mr. Pickwick’s man-
ner and conduct towards the opposite sex to induce you to
believe? (Dickens)

2. His arm about her, he led her in and bawled, “Ladi-
es and worser halves, the bride!” (S. Lewis)

3. I was earning barely enough money to keep body
and soul together. (S. Maugham)

4. “] expect you’d like a wash”, Mrs. Thompson said.
“The bathroom’s to the right and the usual offices next to
it”. (J. Braine)

5. He would make some money and then he would co-
me back and marry his dream from Blackwood. (Th.Drei-
ser)
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6. She was still fat; the destroyer of her figure sat at
the head of the table. (A. Bennett)

7. Mr. Mor’s half is still to come.

8. Bill went with him and they returned with a tray of
glasses 51Ehons and other necessaries of life. (A. Christie)

“The way I look at it is this”, he told his wife.

“We ve all of us got a little of the Old Nick in us... The
way I see it, that’s just a kind of energy”. (J. Stembeck)

10. In the left corner, built out into the room, is the
toilet with the sign “This is it” on the door. (0. _Nesh)

11. I am thinking an unmentionable thing about your
mother. (J. Shaw)

III. Translate the sentences into your mother tongue

1. Delia was studying under Resenstock — you know
his repute as a disturber of the piano keys (= a pianist).
(O’Henry)

2. You are my true and honourable wife.
As dear to me as are the ruddy drops.
That visit my sad heart (=blood). (Shakespeare)

3. The two friends returned to their inn: Mr. Winkle
to ruminate on the approaching Struggle, and Mr. Snod-
grass to arrange the weapon of war (=pistols). (Dickens)

4. Mr. Snodgrass bore under his arm the instruments
of destruction (=pistols). (Dickens)

IV. Comment on the periphrasis in the following
sentences

1. “Well! Here is the Police Court. I'm sorry I can’t
spare time to come in. But everybody will be nice to you.
It’s a very human place, if somewhat indelicate... Come
back to tea, if you can. (J. Galsworthy)

2. She was still fat; the destroyer of her figure sat at
the head of the table. (A. Bennett)

3. And then we take a soldier and put murder in his
hands and we say to him... “Go out and kill as many of a
certain kind of classification of your brothers as you can”
(I. Steinbeck)
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4. The villages were full of women who did nothing
but fight against dirt and hunger, and repair the effects of
friction on clothes. (A. Bennett)

¢) Euphemism

Euphemism is a periphrasis, which is used to repla-
ce an unpleasant word or cxprcssion by a more acceptable
one. For example, the word *“to die” has the following eu-
phemisms: to pass away, to expire, to be no more, to de-
part, to join the majority, to cross the bar. So euphemisms
are synonyms of words and phrases which aim at pro-
ducing a deliberately mild effect.

The origin of the term euphemism discloses the aim
of the device very clearly, i.e. speaking well (from Greek:
eu-well, pheme-speaking). Euphemism is sometimes figu-
ratively called “a whitewashing device”. The linguistic
peculiarity of euphemism lies in the fact that every euphe-
mism must call up a define synonym in the mind of the
reader or listener. So instead of saying “to lie” people usu-
ally use such expressions as “to possess a vivid imagina-
tion”, or “to tell stories”; instead of saying “a prostitute or
a whore” the combination of words “a woman of a certain
type” is used. These euphemistic synonyms are Eart of the
language-as-a-system. They have not been freshly inven-
ted. They are expressive means of the language and are to
be found in all good dictionaries. They cannot be regarded
as a stylistic device.

The life of euphemisms is short. They very soon be-
come closely associated with the object named and give
away to a newly-coined words or phrases. We trace
periodic changes in terminology: the mad house; lunatic
asylum; mental hospital; idiots; feeble-minded, low
medium, high grade, mental defectives, persons of un-
sound mind; mentally ill patients. These changes in the
system of nomination are the signposts of progress in the
development of the language.

Euphemisms may be divided into several groups ac-
cording to their spheres of application. The most recogni-
zed are the following: 1) religious, 2) moral, 3) medical,
4) political and 5) parliamentary.

Partly the political euphemisms always delude public
opinion, distort the political events. Instead of saying “a
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liar” in the political sphere we usually come across such
expressions as: terminological inexactitudes; “unemploy-
ment” is called a dismissed worker.

Sometimes facts are distorted with the help of euphe-
mistic expression. Thus the headline in one of the British
newspapers ‘“Tension in Kashmir” was to hide the fact that
there was a real uprising in that area; “Undernourishment
of children in India” stood for “starvation”.

In A.J.Cronin’s novel “The Stars Look Down” one of
the members of Parliament, speaking of the word combi-
nation. “Undernourishment of children in India” says:
“Honourable Members of the House understand the mea-
ning of this polite euphemisms”. By calling undernourish-
ment he discloses the true meaning of the word.

If a euphemism fails to carry along with it the word it
is intended to replace, it is not a euphemism, but a delibe-
rate veiling of the truth.

One and the same word may be periphrased by dif-
ferent euphemisms in different speech situations. E.g.:
The word “lair” in private conversation may have the fol-
lowing euphemisms: untruther, story-teller, fabulist; in
press: dissimulator, misleader, falsier, fabricator etc.

Here is an example of euphemistic phrases used by
Galsworthy in the “Silver Spoon”:

“In private I should merely call him a liar”. In
the Press you should use the words: “Reckless dis-
regard for truth” and in Parliament - that you
regret he “should have been so misinformed”.

In emotive prose euphemisms are usually expressed
by metonymy, metaphor or periphrasis.

One of the stylistic function of euphemisms is to pro-
duce a humorous effect or to distort the truth, to make the
statement milder. E.g.: intoxication — drunkenness, perspi-
ration — sweat.

I. Question and Tasks

1. Describe the nature of a stylistic device of euphe-
mism.

2. What effect do euphemisms produce?

3. Do euphemisms live for a long time?

4. What groups of euphemisms are usually distingui-
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shed?
. What is the function of political euphemisms?
.Illustrate different groups of euphemisms in one and
the same word for different speech situations.
. Are the facts distorted with the help of euphemistic
expressions or not? Illustrate examples.
.By what stylistic devices euphemisms are usually
exEressed in emotive prose?
What is the stylistic function of euphemisms?

O 00 3 v

II. Comment on the euphemisms in the following sen-
tences and translate the extracts into your mother ton-
gue

I. Morning before daylight I slipped into cornfields
and borrowed a watermelon, or a mushmelon, or a pump-
kin, or some new corn, or things of that kind. To borrow
things — the widow said it wasn’t anything but a soft name
for stealing. (M. Twain)

2. But people put on black to remember people when
they’re gone. (Dickens)

3. We were all going direct to Heaven, we were all
going direct the other way (= to hell). (Dickens)

4. I hope “I shall kick the bucket before I'm as old as
grandfather”, he thought. (Galsworthy)

5. I remembered pictures of men in the papers, leav-
ing places like that, and being taken away (being arres-
ted).

6. I never go near the bloody place, or that god-dam-
ned cottage. (D. Maurier)

7. “Is that you?” called Mrs. Van Hopper from the sit-
ting-room; “What in the name of Mike have you been
doin%?”

. “I don’t mind, I like being alone™, I said.
“Do gou, by Jove? What an extraordinary thing”

. Gosh! I wish Freddy hadn’t drunk all the whisky.
(T.Rattigan)

10. “I am the governess”

“Ah, the governess!” he repeated, “deuce take me if I
had not forgotten!

“The governess!”

11. In private I should merely call him a lair. In the
Press you should use the words, “Reckless disregard for
truth and in Parliament-that you regret he “should have
been so misinformed”. (J. Galsworthy)
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III. Pick out euphemisms in the following sentences
and give their ordinary equivalents

1. Her father wrote a letter to Miss Pinkerton recom-
mending the orphan child to her protection, and so
descended to the grave. (Thackeray)

2. Old Timothy; he might go off the hooks at any
moment. (J. Galsworthy)

3. “I hope shall kick the bucket long before I'm as old
as grandfather”, he thought. (J. Galsworthy)

4. Mr. Forsyte has passed away, sir — in his sleep the
doctor says. (J. Galsworthy)

5. Mr. Reed had been dead nine years; it was in this
chamber he breathed his last. (Sh. Bronté)

d) Hyperbole

Hyperbole is a stylistic device based on the interac-
tion between the logical and emotive meanings of the
word. It is deliberate overstatement or exaggeration of
some c%uantity, quality, size, etc., the aim of which is to
intensify one of the features of the object to such a degree
that from the practical point of view the fulfilment of
which is impossible. Both the writer and the reader (or the
speaker and the listener) are fully aware of the delibe-
rateness of the exaggeration. The use of hyperbole shows
the overflow of emotions in the speaker and the listener.

Hyperbole may be expressed in a periphrastic descrip-
tive way. E.g.:

“What I suffer in that way no tongue can tell”
(J. K. Jerome)

“No tongue can tell” means “it is very difficult to
exgress by means of the language”. In this case hyperbole
is based on metonymy (tongue).

Very often hyperbole is used to create humorous or
satirical effect and so to express the author’s attitude to-
wards the described.

Like many stylistic devices, in the result of conti-
nuous usage hyperbole may lose its originality and beco-
mes a unit of the language-as-a-system, i.e. trite.

We constantly use expressions containing hyperbole
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in our everyday sEeech. Such exaggerations are distingui-
shed from a hyperbole as a stylistic device.

I haven’t seen you for ages, I asked him on
my bended knees, You promised it one thousand
times, A thousand pardons, scared to death, I'd
give the world to see him, etc.

Such hyperboles are used in literature in direct speech
to show the emotional state of the personage at the mo-
ment of his uttering the remark.

Hyperbole may be used in combination with other
stylistic devices — hyperbolic similes.

“His mind began to move like lightning.”
Hyperbole may be found in repetition:

“I’d have been out there days ago, days ago”.
(S. Leacock)

In the result of exaggeration sometimes hyperbole en-
larges, while understatement deliberately diminishes the
described object, phenomenon, etc:

“The little woman, for she was of pocket size,
crossed her hands solemnly on her middle”. (Gals-
worthy)

~ Hyperbole is a device which sharpens the readers abi-
lity to make a logical assessment of the utterance.

I. Questions and Tasks

. Characterize the stylistic device of hyperbole.

. What is the distinction between stylistic device of

hy}f)erbole and mere exaggeration?

bDilferentiate the traditional and genuine hyper-
oles.

. Compare hyperbole with understatement.

. What is the stylistic function of hyperbole?

.Hyperbole is based on the use of metonymy,

simile, metaphor, isn’t it? Illustrate examples.
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II. Differentiate between the traditional and the
genuine hyperboles in the following sentences

1. God, I saw it ten times.

2. That’s been a hundred billion times.

3. He’s written barrels of the most marvelous stories.

4. The earth was made for Dombey and Son to trade
in and the sun and the moon were made to give them light.
Rivers and seas were formed to float their ships; winds
blew for or against their enterprises. (Galsworthy

5. What was in him had for thirty thousand such
angers. (M. Wilson)

6. I was thunder-stick.

7. Thanks awfully.

8. She was utterably astonished.

9. There is no stopping people’s tongues.

10. My dear friend, how have you been this century?

III. In the following sentences point out the hyperbole

1. I beg a thousand pardons.

2. I was scared to death.

3.I’d give the world to see you.

4. That’s been said a hundred billion times.

IV. Define hyperboles and comment on them

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

2. A. worn tweed coat on her looked, he always
thought, worth ten times the painful finery of the village
girls. (St. Barstow)

3.1 h?e Cecily, I shall not offend you if I state quite
frankly and openly that you seem to be in every way the
visible persomflcatlon of absolute perfection. (0. Wilde)

4. ...You’ve been a lawyer for fifty years, and that
white-haired lady at your side has eaten over fifty
thousand meals with you. (Th. Wilder)

5. George Lomax, his eyes always protuberant, but
now goggling almost out of his head, stared at the closed
door. (A. Christie)

6. This is Rome. Nobody has kept a secret in Rome
for three thousand years. (I. Shaw)
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7. It’s not a joke, darling. I want you to call him up
and tell him what a genius Fred is. He’s written barrels of
the most marvelous stories. (T. Capote)

8. And as he was capable of giant joy, so did the
harbor huge sorrow, so that when his dog died, the werld
ended. (Steinbeck)

9. ...She has a nose that’s at least three inches too
long. (A. Huxley)

10. John Bidlake feels an oppression in the stomach
after supper: “It must have been that caviar’, he was
thinking. “That beastly caviar”. He violently hated caviar.
Every sturgeon in the Black sea was his personal enemy.
(A. Huxley)

11. TKis boy should not have one penny of my money,
or one crust of my bread, or one grasp of my hand, to save
him from the loftiest gallows in a%l Europe. (Dickens)

12. Those three words “Dombey and son” conveyed
the one idea of Mr. Dombey’s life. The earth was made for
Dombey and Son to trade in, and the sun and the moon
were made to give them light. Rivers and seas were
formed to float their ships; rainbows gave them promise of
fair weather; winds blew for or against their enterprises;
stars and planets circled in their orbits to preserve a
system of which they were the centre. (Dickens)
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C. Stylistic Use of Set Expressions

Alongside with separate words speakers use larger
blocks consisting of more than one word — word combina-
tions functioning as a whole. Word combinations similar
to words are not created in speech but introduced into the
act of communication ready-made. Such word combina-
tions are called set expressions.

Set expressions are contrasted to free phrases and
semi-fixed combinations. In free combinations lin-
guistic factors are chiefly connected with grammatical
properties of words.

A free phrase permits substitution of any of its ele-
ments without semantic change: to cut bread, to cut chee-
se, to eat bread.

In semi-fixed combinations lexico-semantic li-
mits are manifested in restrictions imposed upon types of
words which can be used in a given pattern. For example,
the pattern consisting of the verb go followed by a
preposition and a noun with no article before it is used; go
to school, go to market, go to court.

Set expressions have their own specific features,
which enhanced their stability. These are their euphonic,
imaginative and connotative qualities. Many set expres-
sions are distinctly rhythmical, contain alliteration, rhyme,
imagery, contrast, are based on puns.

No substitution of any elements is possible in the fol-
lowing stereotyped (unchangeable) set expressions:

the man in the street, heads or tails, first night, to
hope for the best, busy as a bee, fuir und squure,
tit for tat, to and fro.

Here no variation and no substitution is possible be-
cause it would destroy the meaning or expressive qualities
of the whole.

These features have always been treated from the po-
int of view of style and expressiveness. E.g.:

“Tommy would come back to her safe and so-
und.” (O’Flaherty).

“Safe and sound” is more reassuring than the synony-

mous word “uninjured”, which could have been used.
These euphonic and connotative qualities also prevent
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substitution for another linguistic reason — any substitu-
tion would destroy the emphatic effect.

There are several types of set expressions which will
be dwelt on in this chapter.

I. Questions and Tasks

1. What 1s a set expression?

. What is typical for set expressions?

. Indicate the distinction between set expressions and
free and semi-fixed combinations.

. What are specific features of set expressions?

What is the difference between a set expression and
a synonymous word? Give an illustration.

i WK

II. Pick out set expressions from the following senten-
ces and state which of them are: 1) fusions, 2) unities,
3) word combinations

1. ...“I"d like to have a day or two in which to think it
over...”

“Why, certainly”, replied Stener. “That’s all right.
Take your time.”

2. It was now that he began to take a keen interest in
objects or art, pictures, tables.

3. But, my lad, you are laughing: is it at me? You had
better grin at you own perverseness. I see, however, you
laugh at the wrong side of your mouth. (Ch. Bronté)

4. Look at him, Amelia dear...Such a bull in a china
shop I never saw. (Thackeray)

5. “Misfortunes never come singly”, said Phelps, smi-
ling, though, it was evident that his adventure had some-
what shaken him.

6. He tired easily'now. No longer could he do a fast
twenty rounds, hammer and tongs, fight, fight, fight, from
gong to gong.

7. It may look hard now but you are going to feel
better about it in the long run. (Th. Dreiser)

8. Lord Saxenden gave her an astonishing nod.

9. She drew a long, shivering sigh at t%e thought of
her peril. -

10. Such a bringing up did not do him all the harm
that might have been anticipated.

11. He sat there polishing the nail of one forefinger
against the back of the other, and chewing the cud of life.
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(Galsworthy)

12. “You painters”, he said, “are better off than most
of us. You can strike your own line. Now if I choose to
treat a case (a sick person) out of the ordinary way and the
patient dies, I’m ruined.” (Galsworthy)

13. June saw she had played a wrong card and broke
down. (Galsworthy)

14. June saw she had played a wrong card and broke
down. (Galsworthy)

15. He took a look at her, she was smiling. (Gals-
worthy)

16. His son, the apple of hlS eyes, fell ill with scarlet
fever. (E. Gaskel)

III. Comment on the use of set expressions

1. By hook or by crook she must and would get him!
(Galsworthy)

2. Soames bit his 11p “God knows!” he said. “She 1s
always saﬁmg something”, but he knew better than God.
(Galswort

3. Mrs Montalini finds herself in a difficult situation,
Miss Nickleby finds herself in no situation at all. (Dic-
kens)

4. “Did you hit a woman with the child?” — “No, Sir, I
hit her with the brick.” (O’Henry)

5. As I look over the audience I see many faces I
should like to shake hands with. (Esar)

6. He who would search for pearls must dive below.
(Dreiser)

a) Cliché

The first type of set expressions is the cliché. A
cliché is generally defined as an expression that has be-
come hackneyed, trlte. It has lost its precise meaning by
constant reiteration; in other words it has become stereo-
typed. It has lost its freshness, the aesthetic generating po-
wer it once had. There is always a contradiction between
what is aimed at and what is actually attained. Examples
of real clichés are:

rosy dreams of youth, astronomical figures, to
break the ice, the irony of fate, etc.
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Most of the widely recognized word combinations
which have been adopted by the language are unjustly
classified as clichés. Debates of this kind proceed from a
wrong notion that the term cliché is used to denote all
stable word combinations, whereas it coined to denote
word combinations which have long lost their novelty and
became trite, but which are used as if they were fresh and
original and so have become irritating to people who are
sensitive to the language they hear and read.

According to American scholar R. Altic, if one word
inevitably invites another, if you read half of the sentence
and know certainly what the other half is, you have
clichés. Some scientists think that everything that is
predictable is a cliché. This opinion is wrong. The set

Yressmns of a ]angua%e are indispensable from its voca-
ary and we cannot label them as cliché. In each case we
must know the aim, the situation in which the phrase was
used. Then we shall know whether it is a cliché or not.
Writers skillfully use the stock of such expressions.

In most cases set expressions are based on the use
metaphor, metonymy, hyperbole, simile, periphrasis, etc.
E.g.:

as busy as a bee, as white as chalk, as like as two
peas (simile), maiden speech, black frost (epithet
and Eerlphrams) fair and Square, by hook or by
croo (rh me), to have one’s head in the clouds, to

pull one s leg (periphrasis), a lame duck, in a
nutshell (metaphor).

I. Questions and Tasks

. What is a cliché?

. Are clichés distinguished as set expressions? Des-
cribe it giving illustrations.

. Are the most w1del>; recognized word combinations
classified as clichés’

. Is every word combination that is predictable is a
cliché?

. On what stylistic devices are clichés based? Present
illustrations where metaphor, metonymy, hyperbole,
simile, periphrasis are the basis of clichés.

wn AW N
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I1. Translate the following clichés into your mother
tongue

ample opportunities;

astronomical figures;

the arms of Morpheus;

consigned to oblivion;

to sleep the sleep of the just;

tender mercies;

consummate art;

consummate skill;

heights of tragedy;
.lofty flight of i1magination;
.to usher in a new age;
.to prove a boon to mankind;
.to pave the way to a bright new world;
.to spell the doom of civilization;
15.the patter of little feet;

16.the whip and carrot policy;

17. buffer zone;

18. statement of policy;

19.the full flush of victory;
20. the patter of rain;
21.part and parcel;
22.the march of science;
23. As the last straw breaks the camel’s back this piece
of underground information crushed the sinking
spirits of Mr. Dombey. (Dickens).
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III. Compose situations by means of the following
clichés

1. on’t mention it; 7. good afternoon;
2. see you again; 8. good evening;
3. you’'re welcome; 9. old boy;

4. yours faithfully, 10. old fellow;

5. yours truly; 11. old girl;

6. good morning; 12. old man (chap).

b) Proverbs and Sayings

The second type of set exgressions are proverbs
and sayings. Proverbs and sayings have linguistic features
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which distinguish them from ordinary sentences.

Proverbs are brief statements which show in a
condensed form the accumulated life experience of the so-
ciety. They are usually short familiar epigrammatic say-
ings, expressive and have generalized meaning. They are
also image bearing. They express the wisdom of the pe-
ople and never lose their freshness and vigour. E.g.:

“Better late than never”; “Out of sight, out of
mind”; “He laughs best, who laughs last”; “A
great ship asks deep waters”.

Proverbs have much in common with set expressions
because their lexical components are also constant, their
meaning is traditional and mostly figurative, and they are
introduced into speech ready-made.

Proverbs and sayings may be handled not in their
fixed, traditional forms but with some modifications. E.g.:

“Marriages are made in Heaven” (a fixed or
traditional form), “Divorces are made in Heaven”
(a modified form), “If war breaks out” (a
traditional form), “If peace breaks out” (a
modified form).

This device is used not only in the belles-lettres style.
Here is an example from a newspaper. E.g.:

“The waters will remain sufflclently troubled for
somebody’s fishing to be profitable” (from “It is
good fishing in troubled waters”).

saying 1is a common phrase differing from
Eroverb in that the thought is not so completely expressed
ere. E.g.:

“To fish in troubled waters”; “To kill two birds
with one stone”; “To teach old dogs new tricks”.

Very often English proverbs and sayings are
alliterated. Euphony and expressiveness are achieved by
the repetition of the same sound in a number of words.
E.g.:

“Cool as a cucumber”; “Good as gold”;
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“Curio-sity killed a cat”.

Usually English proverbs and sayings are rhythmi-
cally arranged and rhymed. E.g.:

“Eat at pleasure, drink with measure”; “A friend
in need is a friend indeed.”

Proverbs and sayings are mostly used by writers in
the direct speed of characters to individualize their spe-
ech, and also as laconic, expressive and emotional ready-
made phrases. They are often used in the speech of cha-
racters and the author’s narrative to clarity and conform
the thought. E.g.:

“In this conflict we are the challengers. You have
the choice of weapons. If you choose scandal,
we’ll take you on at that. No good will come of
washing our dirty linen in public”. (B. Shaw).

Their literal meaning is suppressed by transferred
meaning.

The efficient use of proverbs and sayings will make
both spoken and written language emotional, concrete,
figurative and lively:

“Cat was almost out of the bag when I grabbed
it by its tail and pulled it back™ (the proverb is
“Cat is out of the bag”).

I. Questions and Tasks

1. Are groverbs and sayings the type of set expres-
sions’

What are the characteristic features of proverbs and

sayings?

[llustrate proverbs and sayings based on the use of

metaEhor, metonymy and other stylistic devices.

. Speak about the traditional and modified use of

proverbs and sayings.

. How do proverbs and sayings structurally organized?

. For what purpose do writers use proverbs and

saym%

In what functional styles do proverbs and sayings

often function?
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[I. Give equivalents of the following English proverbs
and sayings in your mother tongue

1. Knowledge is a treasure, but practice is the key to
it.

2. Two heads are better than one.

3. An empty bag cannot stand upright.

4. Better die standing than live kneeling.

5. What we acquire without sweat we give away with-
out regret.

6. No pains, no gains.

7. To stitch in time saves nine.

8. As you saw, you shall mow.

9. A cheerful wife is the joy of live.

10. A faithful friend loves to the end.

11. Truth may be blamed, but never shamed.

12. As the baker, so the buns; as the father, so the
sons.

13. To cut one’s coat according to one’s cloth.

14. A little pot is soon hot.

15. Better late than never.

16. There is no use crying over spilt milk.

17. When the cat’s away, the mice will play.

18. A bird in the hand is worth two in the bush.

III. Compose your own sentences using the following
proverbs

All that glitters is not gold.

All is well that ends well.

Better late than never.

A great ship asks deep waters.

One swallow does not make summer.
Speech is silver, silence is golden.
Tastes differ.

Don’t trouble trouble till trouble troubles you.
First think, then speak.

10. Well begun is half done.

11. Two heads are better than one.

12. A good beginning makes a good ending.
13. East or West, home is best.

14. A good beginning is half the battle.

VOB W —
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c) Epigrams

An epigram is a stylistic device which is very close
to a proverb. The difference between them lies in the fact
that epigrams are created by individuals, famous writers,
poets, scientists, philosophers whom we know, while pro-
verbs are the coinage of the people. In other words, when
using epigrams, we usually make a reference to its author.

Like proverbs epigrams are rhythmically arranged,
sometimes rhymed and alliterated. Their aim is to convey
some generalized idea in a laconic and expressive .form.
Unlike proverbs, ep1§rams have a literary-bookish air that
distinguishes them from proverbs. Brevity is the main
quality of the epigram. A. Chekhov once said that brevity
is the sister of talent.

Epigrams possess a great degree of independence and
therefore, if taken out of the context, will retain the
wholeness of the idea they express.

Epigrams are often confused with aphorisms. It is dif-
ficult to draw a demarcation line between them. Real epig-
rams are true to fact and that is why they win general
recognition and acceptance. But there is no brevity in
aphorisms. They are too long. The following sentence
seems to meet all the necessary requirements of the
epigram: “A thing of beauty is a joy forever”. (Keats). It
is brief, generalizing, witty.

Writers use epigrams to criticize their heros. Somer-
set Maugham is fond of it and many of his novels and sto-
ries abound in epigrams:

1. He that bends shall be made straight.

2. Failure 1s the foundation of success and success 1S
the lurking place of failure.

3. Mighty is he who conquers himself.

There are special dictionaries which are called “Dic-
tionaries of Quotations”. These in fact, are mostly dic-
tionaries of epigrams. What is worth quoting must always
contain generalizing quality and if comes from poetry will
have metre and rhyme. That is whg the works of
Shakespeare, Po;l))e Byron and many other great English
poets are said to be epigrammatic statements.

Proverbs and sayings are used as expressive means of
the language while epigrams constitute the stylistic devi-
ces. Epigrams are literary expressions while proverbs are
utterance of the folk language.
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Epigrams must meet all the necessary requirements of
the proverbs: they must be brief, generalizing, witty. E.g.:

“A little learning is a dangerous thing”. (A.
Pope); A man’s best friend is his own pond
note”. (Cronin); Fame 1is the thirst of
youth™.(Byron)

If one and the same epigram is often used it begins to
lose its brightness, emotive charge and enters the system
of proverbs and sayings. E.g.:

“To be or not to be”. (W. Shakespeare);
“Something is rotten in the state of Denmark”
“Better late than never” (Shakespeare), “A
sound mind in a sound body”.

The epigram in fact is a syntactical whole, tho-
ugh a syntactical whole need not necessarily be epigram-
matic.

As i1s known, poetry is epigrammatic in essence. It al-
ways strives for brevity of expression.

Epigrams form a certain tﬁ'pe of convergence when
thely are used together with other expressive means and

is

stylistic devices.
Simile — Errors, like straws, upon the surface flow.
(J.Dryden)

Repetition — All for one, one for all. (A. Duma)

Litotes — Nothing great was ever achieved without
enthusiasm. (W. Emerson)

Metaphor — Knowledge is a city, to the building of
which every human being brought a stone. (W. Emerson)

Irony — A bank i1s a place where they lend you an
umbrella in fair weather and ask for back when it begins
to rain. (R. Frost) '

Periphrasis — The black flower of civilized society, a
prison. (N. Hawthorn)

Enumeration — Love and business and family and re-
lations are art and patriotism are nothing but shadows of
words when a man’s starving. (O Henry)

I. Questions and Tasks

1. Speak about the stylistic device of epigram.
2. What is the difference between an epigram and a
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proverb? Are there likness between them?

. What do we mean when we say that e %rams meet

all the necessary requirements of provergs

. What happens to an epigram when it is often used in

the language?

. Are there peculiarities between epigrams and apho-

risms?

Why do the writers use epigrams?

Why do typical features of proverbs and sayings

form the background of epigrams?

When do epigrams enter the system of proverbs and

sayings?

Speak about the generalizing function of epigrams.

0. Call the expressive means and stylistic devices to-
gether with which epigrams are used. Give illust-
rations.

II. Define epigrams and translate them into your
mother tongue

1. ... in the days of old men made manners;
Manners now make men. (Byron)
2. A thing of beauty is a joy forever. (Keats)
3. He that bends shall be made straight. (S. Maugham)
4. Failure is the foundation of success and success is
the lurking place of failure. (S. Maugham)
5. Mighty is he who conquers himself. (S. Maugham)
6. To observations which ourselves, we make,
We grow more partial for th® observers sake. (A.Po-
pe)
7. The drying up a single tear has more
Of honest fame, than shedding seas of gore. (By-
ron)
8. Better beans and bacon in peace than cakes and ale
in fear. (Acsop)
gpearances are deceptive. (Acsop)
tudies serve for delight, for ornament, and for
ab111ty (F Bacon)
11. Old wood best to burn, old wine to drink, old fri-
ends to trust, and old authors to read. (F. Bacon)
12. Here is a sight to those who love me, and a smile
to those who hate. (Byron)
13. I recommended you to take care of minutes; for
hours will take care of themselves. (Chesterfield)
14. Wear your learning like watch, in private pocket,
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and do not pull it out and strike it, merely to show that
you have one. (Chesterfield)

15. Cleverness often makes us discontented and
selfish. (A. Emerson)

16. A good laugh is sunshine in a house. (Thackeray)

d) Quotations

A quotation is a repetition of a phrase or statement
from a book, speech and the like.

By repeating a passage in a new environment, we
attach to the utterance an importance which does not exist
in the context. What is quoted must be worth quoting,
since a quotation will inevitably acquire some degree of
generalization. If repeated frequently, it may be recog-
nized as an epigram, if, of course, it has some of the lin-
guistic properties of the latter.

Quotations are usually marked off in the text by
inverted commas (“ ), dashes ( - ), italics or other
graphical means.

They are mostly used accompanied by a reference to
the author of the quotation, unless he is well-known to the
reader or audience. The reference is made either in the
text or in a foot-note and assumes various forms, as for
instance: “As (so and so) has it”; “(So and so) once said
that”...; “Here we quote (so and so)”.

A quotation is the exact reproduction of an actual
utterance made by a certain author.

Utterances, when quoted, undergo a peculiar change.
They are rank and file members of the text they belong to,
merging with other sentences in the text in the most
natural and organic way; when they are quoted, their
si%nificance is heightened and they become different from
other parts of the text.

A quotation is always set against the other sentences
in the text by its greater volume of sense and significance.
The use of quotations presupposes a good knowledge of
the past experience of the nation, its literature and culture.

The stylistic value of a quotation lies mainly in the
fact that it comprises two meanings: the primary mea-
ning, the one which it has in its original surroundings,
and the applicative meaning, i.e. the one which it
acquires in the new context.

Quotations, unlike epigrams, need not necessarily be
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short. A whole paragraph or a long passage may be quoted
if it suits the purpose.
There is an example of the use of a quotation:

Socrates said, our only knowledge was

“To know that nothm%] could be known” a pleasant
Science enough, which levels to an ass

Each man of Wisdom, future, past or present.
(Byron)

Quotations are used as a stylistic device with the aim
of expanding the meaning of the sentence quoted and
setting two meanings one against the other, thus modi-
fying the original meaning. In this quality they are used
mostly in the belles-lettres style. Quotations used in other
styles of speech allow no modifications of meaning.

Quotations are also used in epigraphs. The quotation
in this case possesses great associative power and calls
forth much connotative meaning.

I. Questions and Tasks

. What is a quotation?

. What does a quotation add to the utterance?

. When i1s a quotation recognized as an epigram?

. How are quotations usually marked off in the text?

. Are quotations used accompanied by a reference to
the author?

. What happens to a quotation when its significance is
heightened?

What is the distinction of a quotation against the
other sentences in the text?

What does a quotation acquire in the new context?
What is the aim of use of a quotation?

10. In what functional style is a quotation used?

11. What peculiarities do the quotations possess when
used in epigrams?

Voo N O LA WN—

II. Comment on the following quotations
The Shakespearian quotations:
1. I know a trick worth two of that.

2. A man more sinned against then sinning. (King
Lear) '
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Uneasy lies the head that wears a crown.
(Henry IV)
Frailly, thy name is woman. (Hamlet)
Give every man thy ear, but few thy voice.
(Hamlet)
Something is rotten in the state of Denmark.
(Hamlet)
Brevity is the soul of wit.
The rest is silence.
. Thus conscience does make cowards of us all.
0.There are more things in heaven and earth,
Horatio,
Than are dreamt of in your philosophy.
11.1t out-herods Herod.
12.For to the noble mind.
Rich gifts wax poor when givers prove unkind.
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These quotations from Pope:

13. A little learning is a dangerous thing.
14.To err is human; to forgive, divine.

15. For fools rush in where angels fear to tread.
16. At every word a reputation dies.

17. Who shall decide when doctors disagree?

This quotations belong to the Byron:

18. Newton (that proverb of the mind) alas!
Declared with all his grand discoveries recent
That he himself felt only “like a youth
Picking up shells by the great ocean — Truth.”

19. Ecclesiastes said, “that all is vanity” —

Most modern preachers say the same, or show it
By their examples of the Cristianity...”

e) Allusions

An allusion is a reference, by word or phrase, to a
historical, literary, mythological, biblical facts or to a fact
of everyday life made in the course of speaking or writing.
The use of allusion is based on the accumulated experi-
ence and knowledge of the writer who presupposes a
similar experience and knowledge in the reader. As a rule
no indication of the source is given. This is one of the
notable differences between quotation and allusion.
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Allusions and %uotations may be termed nonce-set expres-
sions because they are used only for the occasion.

Allusion, as has been pointed out, needs no indication
of the source. It is assumed to be known. Therefore most
allusions are made to facts with which the general reader
should be familiar. However allusions are sometimes ma-
de to things and facts which need commentary before they
are understood. To these belongs the allusion-
paradox, for example:

A nephew called Charlie is something I
can’t

Put up with at all since it makes me his
aunt.

The allusion here is made to a well-known play and
later film “Charlie’s Aunt” in which a man is disguised as
a woman.

Sometimes allusion is the only key which is used in
the text to understand the whole meaning of the text.

Allusions are used in different functional styles, but
their function is everywhere the same. The deciphering of
an allusion, however, is not always easy. In newspaper
headlines allusions may be decoded at first glance. E.g.:
“Pie in the sky for Railmen”. (Daily Worker). The most
people in the USA and Britain know thé refrain of the
workers™ song: “You’ll get pie in the sky when you die.”

The use of part of the sentence-refrain implies that
the railmen had been given many promises but nothing at
the present moment. Linguistically the allusion “pie in the
sky” assumes a new meaning — “nothing but promises.”
Through frequency of repetition it may enter the word
stock of the English language as a figurative synonym.

We distinguish two structural types of allusion. The
first type is when allusion is realized through one word
or a word combination. In this case the reference i1s made
to certain famous names, events or facts: Henry VIII, Ann
Boylein, Queen Victoria, Prince Albert, Voterloo.

The second type of allusion is realized through its
interpretation, so to say explanation given in the text.

n the following example the allusion which is based
on a biblical legend, embraces several ideas and may be
called sustained:

And had it been the dove from Noah’s ark
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Returning there from her successful search,

Which in their way that moment chanced to fall,
They would have ate her, olive brance and all.
(Byron)

Byron gives the biblical legend a slightly humorous
interpretation.

Allusions hinting at well-known situations help the
writer to be more explicit and clear. The stylistic function
of allusion is various: either to make comparison, or to
produce a humorous effect.

The stylistic effect of an allusion can be achieved
only if the facts and personages alluded to are well-known
to the reader. E.g.:

“He was the meekest of his sex, the mildest of
little men. He walked as softly as the Ghost in
“Hamlet” and more slowly”. (Dickens)

The allusion to the famous play by Shakespeare is
very expressive. Dickens draws an analogy between a
timid and mild person and the misty and mysterious Ghost
of King in “Hamlet” to produce a humorous effect.

Thus in order to get adequate information about the
use of allusion in the text the reader must be acquainted
with the essence of this allusion, to know the source from
which it was taken:

“He was a perfect Hercules in strength”
(mythology); He has the voice of Orpheus; “the lute
of Apollo.”

Very often allusion is based on the names of histori-
cal places, facts, events, names of people who are connec-
ted with these events. E.g.:

“Caesar of course, had a little place at Val-
ton... also Queen Elizabeth, she was there too.”
(J.K. Jerome)

Here the author mentions the names of fames people:

Caesar, Queen Elizabeth who had once visited a very
small town in England — Valton.
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I. Questions and Tasks

. Characterize the linguistic nature of allusion.
. On what factors are based the use of allusion?
. What is the difference between allusion and
uotation?
o what facts are the allusions made mostly?
In what functional styles are the allusions used?
Give examples where allusions are used in different
functional styles.
. What must the reader do in order to get adequate
information about the use of allusions in the texts?
. What are the structural types of allusion? Present
illustrations of these types of allusion.

® N ous woe

II. Pick out allusions and comment on them

1. “Where is the road now, and its merry incidents of
life! ... old honest pimple-nosed coachment? I wonder
where are they, those good fellows? Is old Welter alive or
dead?” (Thackeray)

2. “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, or with that yet more famous cow that
swallowed Tom Thumb; it had never heard of those
celebrities.” (Dickens)

3. “...Let’s have our deductions; Hasting.”

“Obvious, my dear Watson.” I&uoted lightly,

“She went to the wrong (A. Christie).
(Watson, the confident and foil of Sherlock Holmes, the
hero of the famous stories by Sir Arthur Connan Doyle)

4. The Worcester tea service was to go to Cousin
Emma... (A. Christie). (The tea service made in
Worcester in the West of England, is highly valued).

5. His name, Jack knew was Lavington, and he had
heard vague rumours as to his being a well- known medical
specialist, but as Jack was not a frequenter of Harley
Street, the name has conveyed little or nothing to him. (A.
Chr1st1e) (Harley Street — the famous street in London
where medical clinics of celebrated doctors are located).

6. She is a twentieth century Jane Eyre. (M. Spillane).
(Jane Eyre - the character of the novel by Charlotte
Bronte, 1s famous for her soft and obedient nature).

7.1f you did have her fingerprints, would it help?
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It might, madam. They may be known at the Yard.

This 1sn’t her first job, I'd say. (A. Christie). (The
Yard — Scotland Yard, the Criminal Investigation Depart-
ment of the Metropolitan Police, the Headquarters of the
detection of crime).

f) Decomposition of Set Expressions

The meaning of a phraseological fusion is unders-
tood only from the combination as a whole. The meaning
of the whole cannot be derived from the meaning of the
component parts. E.g.: “To pull somebody’s leg”; “To
have something at one’s finger-tips”.

The stylistic device of decomposition of such set
expressions consists in reviving the independent mea-
nings. In other words it makes each word of the combina-
tion acquire its literal meaning.

The stylistic effect is achieved in the way of viola-
tion of a set expression in the result of its ﬁ)rolongation.
Modified forms of the unit require great skill in handling
them. The inner mechanism of this device lies in the
literal interpretation of the elements of a set expression.
E.g.:

“Little John had been born with a silver spoon
in his mouth which was rather curly and large”.

Adding the attributive clause to “mouth”, Galswor-
thy revives the primary meaning of the word, lost in the
fusion “to be born with the silver spoon in one’s mouth” —
“to be lucky” — and freshens up the whole expression.
Another example:

“... he played second fiddle to her in his
father’s heart. What he played in his mother’s
heart he knew not yet”. ((galsworthy)

“To play second fiddle” means “to be of little im-
portance”, but the writer overlooks the fact and works
with each component of the unit as it were an independent
element.

Very often violation takes place in proverbs and
sayings, most of which are set phrases and fusions:
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“Hard work never killed anyone, but why take a
chance and be its first victom”. (Wodehouse)

Rather often the interaction between the indepen-
dent and phraseological meanings of a word occurs due to
the homogeneous usage of set expression and a free
combination:

“... the outside passengers...remain where they
are, and stamp their feet against the coach to
warm them - looking with longing eyes and red
noses at the bright fire in the inn bar”.
(Dickens)

“To look with longing eyes” is a traditional, while
“to look with red noses” is a free combination. Simulta-
neous realization of both meanings leads to a humorous
effect.

Another case of violation is a combination of two
phraseological units on a semantically false basis:

“They are always biting the hand that lays the
golden eggs”.

A hand cannot lay eggs. So the attachment of one
Fhraseologcal unit to the other with the word “hand” for
ink is wrong and produces a false phraseological coinage.

The above-mentioned cases occur mainly in direct
speech of personages to characterize them through their
speech. The final result achieved is always humorous.

I. Questions and Tasks

1. Are the meaning of phraseological fusions derived

from the meaning of 1ts components?

What?is the purpose of decomposition of set expres-

sions’

Why do the writers try to prolong set expressions?

Indicate all the ways of violation of set expres-

sions.

What effect is achieved in the course of simul-

taneous realization of free and phraseological mea-

nings of word combinations in the text?

6. Speak about the process leading to a false phraseo-
logical coinage.

N AW N
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7. What is the result of violation of set expressions?

II. Discuss the manner in which set expressions are
violated ‘

1. ...You’re incurable, Jimm{. A thousand pounds
in the hand is worth a lot of mythical golds. (A. Christie)

2. It was toward evening, and I saw him on my way
out to dinner. He was arriving in a taxi; the driver helped
him totter into the house with a load of suitcases. That
gave me something to chew on: by Sunday my jaws were
quite tired. (T. Capote)

3. Another person who makes both ends meet is the
infant who sucks his toes. (Y. Esar)

4. The young lady who burst into tears has been put
together again. (Dickens)

5. With your knowledge of Scripture, Dinny, you
might have remembered the camel and the last straw.

6. There is no help for split milk; and Mr. Bunce
could not retire to his own room.

7. Butler was not a philanthropist. He would have
to be approached with a very sizable bird in hand. (Th.
Dreiser)

8. He finds time to have a finger or a foot in most
things that happen round here. (J. Lindsey)

9. Little John was born with a silver spoon in his
mouth which was rather curly and large. (Galsworthy)

10. Dear Adam: Forget not thy servants in the days
of thy prosperity. Charles never spent a dime. He pinched
a dollar until the eagle screamed. (Steinbeck)

III. Give an explanation of the peculiar usage of the
set expressions 1n the following passages

1. Give him my love. I’'ll come at any moment. Try
to make him feel that we admire him for spilling milk.

2. She gave her father a hug, and got into cab with
him, having as many fish to fry with him as he with her. It
became at once a question which would fry them first.

3. I enjoy your lettres. Being fellow-human, we
must really be in the same boat, which is leaking hard.

4. He intended to take an opportunity this afternoon
of speaking to Irene. A word in time saved nine; and now
that she was going to live in the country there was a
chance for her to turn a new leaf.
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5. A simple cold, caught in the room with double
windows...and James was in deep waters.

6. And the old saying came back to him: “A man’s
fate lies in his own heart”. In his own heart! The proof of
the pudding was in the eating — Bossiney had-: still to eat
his pudding.

7. “Jo”, he said, “I should like to hear what sort of
water you’re in. I suppose you're in debt.”

8. The younger woman ashamed of the older
because of her poor grammar, he Irish accent... On the
other hand the old lady was good-natured and good-
hearted.

9. “Why should you worry?”

“I like to put my fingers into pies. Give me a free
hand, and I’ll bring you that appointment.

10. That lady had a hand in most pies, I fancy.
(Galsworthy).

11. Jane, if aid is wanted, I’ll seek it at your hands.



PART V

SYNTACTICAL EXPRESSIVE MEANS AND
STYLISTIC DEVICES

A. General Considerations

It is well known that the study of the sentence and
its types and especially the study of the relations between
different parts of the sentence has had a long history.
Modern grammars have taken under observation the pecu-
liarities of the relations between the members of the
sentence, but the study of units of speech larger than the
sentence is still being neglected by many linguists.

Stylistics takes as the object of its analysis the
expressive means and stylistic Jevices of the language
which are based on some significant structural point in an
utterance, whether it consists of one sentence or a string
of sentences.

The peculiarities of the structural design of senten-
ces certainly have some emotional colouring and that’s
why they are considered stylistic and emotionally colou-
red. In order to understan({ the nature of the emotional
charge of such syntactical structures, we must be aware of
the norm of syntactical usage. By the norm of syntactical
usage we mean the rules of the language according to
which the word combinations, sentences, superphrasal
units, paragraphs and texts constructed.

In present English syntax the notion of the norm is
fixed but any change in the position of the elements of the
sentence may be looked upon as a variant of the received
norm, if this change does not distort the meaning of the
sentence.

It is well known that the English affirmative sen-
tence is viewed as neutral because traditionally it has the
regular word order: subject + predicate + object. Any
change in the traditionally accepted pattern of the English
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sentence produces certain changes of the meaning. For
example, a sudden change in the word order will add some
information if compared with the same neutral sentence.
E.g.:

To her and to no one else was due the glory.
(J.K. Jerome):
The glory was due to her and to no one else.

The beginning and the end of the sentence are the
most important {)arts of utterance. At the beginning of the
sentence the full force of the stress is clearly felt. At the
end of the sentence there is always a pause, after which a
new sentence begins. The authors use this peculiarity of
syntax and place the most important ideas eitEer at the end
or at the beginning of the sentence.

When we speak about syntax we must always
remember about intonation. The role of intonation beco-
mes greater if the syntactical relations are weak.

The emotional charge of syntax originates from the
oral type of speech. The basis may be different in each
case. Sometimes the speaker may be in an agitated state of
mind. In such cases he repeats or omits certain parts of the
utterances (repetition, ellipsis), he may change the word
order of the sentence without changing the essential mea-
ning of the sentence (inversion). The speaker may enume-
rate some details, reasons, causes in order to make his
narration more convincible (enumeration and gradation).
The narration becomes bright and emotional if we oppose
some facts or events (antithesis). Different types of
questions are integral parts of communication (questions-
in-the narrative).

Another source of expressiveness of syntax is
associated with different means of connectives (asynde-
ton, polysyndeton). Finally, we may note a different use of
structural meanings (rhetorical questions and litotes).

We distinguish three groups of syntactical stylistic
devices. The first - stylistic devices established by the
peculiarities of oral type of speech. The second group
of stylistic devices is characterized by the use of different
connectives. The third group of syntactical stylistic
devices is based of the interrelation of structural meaning.

152



B. Problems Concerning the Composition Wider
than the Sentence

a) The Syntactical Whole

The term syntactical whole is used to denote a
larger unit than a sentence. It generally comprises a num-
ber of sentences interdependent structurally and semanti-
cally. Such span of utterance is also characterized by the
fact that it can be extracted from the context without
losing its relative semantic independence. This cannot be
said of the sentence, which, while representing a complete
syntactical unit may lose the quality of independence. A
sentence from the stylistic point of view does not neces-
sarily express one idea. It may express only part of an
idea. Thus the sentence “Guy glanced at his wife’s untou-
ched plate” if taken out of the context will be perceived as
a part of a larger utterance.

Here 1s the complete syntactical whole:

Guy glanced at his wife’s untouched plate.

“If you’ve finished we might stroll down.

I think you ought to be starting”.

She did not answer. She rose from the table. She
went into her room to see that nothing had been
forgotten and then side by side with him walked
down the steps. (S. MaugKam)

So the syntactical whole may be defined as a com-
bination of sentences. Any syntactical whole will lose its
unity if it suffers breaking.

A syntactical whole, though usually a part of the
paragraph, may occupy the whole of the paragraph. In this
case we say that the syntactical whole coincides with the
paragraph.

b) The Paragraph

A paragraph is a term used to name a group of
sentences meaning a distinct portion of written discourse.
}n faci the paragraph as a category is half linguistic, half
ogical.

Paragrth building in the style of official docu-
ments is mainly governed by the particular forms of docu-
ments (charters, pacts, diplomatic documents, business let-
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ters, legal documents).

Paragraph in the belles-lettres and publicistic styles
is strongly affected by the purport of the author. To secure
the desired effect, a writer finds it necessary to give de-
tails and illustrations, to introduce comparisons and cont-
rasts, etc.

The length of a paragraph normally varies from
eight to twelve sentences. The longer the paragraph is, the
more difficult is to follow the purport of the writer. In
newspaper style, however, most paragraphs consist of one
or two or three sentences.

So the paragraph is a compositional device. The
paragraph, from a mere compositional device, turns into a
stylistic one. It discloses the writer’s manner of depicting
the features of the object or phenomenon described. It is
in the para%raph that the main function of the belles-
lettres style becomes most apparent.

The paragraph in some style, such as scientific,
publicistic and some others has atopic sentence, i.e., a
sentence which embodies the main idea of the paragraph
or which may be interpreted as a key-sentence disclosing
the chief thought of the writer. In prose the topic sentence
is placed either at the beginning or at the end of the para-
graph. In the belles-lettres style the topic sentence may be
placed in any part of the paragragh.

It is sometimes impossible to decide which sen-
tence should be regarded as the topic one. Each syntactical
whole of several combined into one paragraph, may have
its own topic sentence or be a topic sentence. In other
wcl)rds, there are no topic sentences in emotive prose as a
rule.
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C. Compositional Patterns of Syntactical
Arrangement

a) Stylistic Inversion

Word order has peculiarities in many languages.
So, the direct word order in Modern English is a well-
known fact for everybody. This word order is considered
to be neutral and deprived of any stylistic information.
But according to the writers aim the word order may be
changed in the sentence after which the emphasis springs
up. Thus the violation of the traditional word order of the
sentence (subject — predicate — object — adverbial modi-
fier) which does not alter the meaning of the sentence only
§iving it an additional emotional colouring is called sty-
istic inversion. For example: “Rude am I in my speech™.
(Shakespeare) — the speech is emphasized.

Stylistic inversion in Modern English should not
regarded as a violation of the norms of standard English.
It 1s only the practical realization of the potential possibi-
lities of the language.

Stylistic inversion is used to single out some parts
of the sentence and sometimes to heighten the emotional
tension.

“Suddenly the door opened and entered the
Baron. Followed a complete and deathlike
silence”. (Mansfield)

Stylistic inversion is realized in the following wide-
ly used patterns:

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

a) a direct object. E.g.: “Poems he wanted to
enjoy”. (0. Wilde);

b) an indirect object. E.g.: “This question he did not
answer”. (O. Wilde); “Talent Mr. Micawber has, capital
Mr. Mircawber has not”. (Dickens);

c) the prepositional object stands before the subject.
E.g.: “Of her father Gertrude knew even less”. (S. Lea-
cock).

2. The attribute is placed after the word it modifies:
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“With fingers weary and worn”. (The Hood)
3. The predicative is placed before the subject:

“And very melancholy work it was; Beautiful
these donkeys were.” (J. Galsworthy)

The predicative is placed before the link verb and
both are placed before the subject.

“Strange is the heart of woman”. (S. Leacock)

4. The adverbial modifier is at the beginning of the
sentence. The subject becomes especially emphatic:

“Among them stood tulips”. (R. Aldington)

5. The modifier and predicate stand before the
subject.

“Down went the heap of struggling men
against”. (H. Wells)

In this case we have an emphatic construction, if
the word order is traditional the construction is unem-
phatic.

6. Simple verbal predicate also serves to lay the
emphatic stress on the subject:

“Came frightful days of snow and rain”. .
London)

7. In compound sentences emphasis can be expres-
sed when subordinate clauses stand at the beginning of the
sentence:

“From some chimney opposite a thin wreathe of
smoke was rising”. (O. Wilde)

These seven models comprise the most common and
recognized models of inversion. No other models of inver-
sion can be. Other forms of inverted word order are consi-
dered violation of the recognized norms of the English
sentence.
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In oral speech it is tly)pical to place the emotionally
dominating elements at the beginning of the utterance:

“Flowers. You wouldn’t believe, madam, the
flowers he used to bring me”. (K. Mansfield)

Any change of the word order changes the
syntactical relations and very often the meaning of the
sentence:

“When a man wants to kill a tiger he calls it
sport, when a tiger wants to kill a man it is
ferocity”.

. In this sentence there is no stylistic inversion, there
is only inverted meaning. Other changes may cause
grammatical and expressive changes:

“Had I known it” (grammatical meaning); “If I
had known it” (expressive meaning); “I had
known it” (neutral).

The speech of characters reflecting the natural
structure of the oral type of speech are not considered a
stylistic device.

The chief stylistic function of inversion is to put
stress on one of the parts of the sentence, which is
significant. It may be done for the sake of emphasis, to
add emotional colouring to the utterance. Therefore,
inversion must be regarded as an expressive means of the
language having typical structural models.

In many cases inversion expresses the velocity, the
swiftness of the described action.

“Bright the carriage looked, sleek the horses
looked, gleaming the harness looked”.(Dickens)

Inversion is often employed in poetry for the sake
of rhyme and rhythm.

Sometimes when inversion is used in emotive prose
it may also produce a certain rhythmic design:

“Uncertain on the brink I stand like ice, and

turn my wistful eyes backwards, where in the
sunlight lies the safe and comfortable land”. (E.
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Vaugh)
I. Questions and Tasks

What is the nature of stylistic inversion?

Is the inversion regarded as a violation of norms of
the English language?

What are the wide spread patterns of inversion?
Enumerate them giving examples.

Where are the emotionally dominating elements of
the }’ltterance placed in employing stylistic inver-
sion?

Does any change of word order change the syntac-
tical relations and the meaning of the sentence?
State the difference between inversion in interro-
gative and affirmative sentences.

What is the main stylistic function of the stylistic
inversion?

For what sake is the inversion employed in poetry?
Give examples of all the cases.

SO S T NG S
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II. Reveal the linguistic nature of inversion. Define
the functions of the stylistic device.

1. Out came the chaise — in went the horses — on
sprung the boys — in got the travellers. (Dickens)

2. Women are not made for attack. Wait they must.
(J. Conrad)

3. Calm and quiet below me in the sun and shade
lay the old house...(Dickens)

4. How have 1 implored and begged that man to
inquire into Captain’s family connections; how have I urg-
ed and entreated him to take some decisive step. (Dickens)

5. And we sang a song about a gypsy’s life and how
delightful a gypsy’s life was. (J. K. Jerome)

6. Scattered about the boat, in dreamy and reposeful
attitudes, lay five fellows. (J. K. Jerome)

7. Into the society came Sonia van der Merne when
her husband had been three years in prison. (M. Spillane)

8. To instruct him was difficult, to have checked
him would have been unthinkable. So Mor continues to be
irritated. (I. Murdoch)

9. Through the window was visible a small piece of
the garden, some trees, and above the trees in the far
distance the tower of the school. In front of demoyte stood
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a table sgread with books and papers. (I. Murdoch)
10. And fast into his perilous gulf of night walked
Bosiney, and fast after him walked George. (Galsworthy)

II1. Indicate the patterns of stylistic inversion

1. Inexpressible was the astonishment of the little
party when they returned to find that Mr. Pickwick had
disappeared. (Dickens)

2. Came frightful days of snow and rain. He did not
know when he made camp, when he broke camp. He
travelled in the night as much as in the day. (J. London)

3. I can’t bear to see him. Over by St. Paul he
stands and there is no money in it... (Galsworthy)

4. During that descent he could remember his father
uite distinctly...but his mother he couldn’t see.
Galsworthy)

5. A good %enerous prayer it was. (M. Twain)

6. Eagerly I wished the morrow. (Poe)

7. My dearest daughter, at your feel I fall. (Dryden)

8. A tone of most extraordinary comparison Miss
Tox said it in. (Dickens)

9. In went Mr. Pickwick. (Dickens)

10. Down dropped the breeze... (Coleridge)

11. Sure am I from what I have heard and from
what I have seen. (Shakespeare)

12. Came another tiny moment, while they waited,
laughing and talking. (Manstield)

b) Detached Constructions

Sometimes one of the secondary parts of the sentence
is placed so that it seems formallyy independent of the
word it logically refers to. Such parts of structures are
called detached. But a detached phrase cannot rise to the
rank of primary of the sentence — it always remains
secondar?' from the semantic point of view, although
ls)tructura ly it possesses all the features of a primary mem-
er.

This isolation is achieved with the help of stress,
commas, dash and even a full stop. In oral speech it is
achieved with the help of intonation. From grammatical
point of view these secondary parts are closely connected
with the primary parts of the sentence:
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1. He did not answer, and sickly white, she
jumped up. (W. Thackeray)

2. For an instant she apprehended him there,
pale, awkward, strong.

‘ Detached constructions stand close to inversion and
ellipsis:

“Nightmares troubled him, waking and
sleeping.”

Different parts of the sentence may be detached. So
1. An attribute may be detached from its head noun:

“Val sought the misty freedom of Green
street, reckless and depressed.” (J. Galsworthy)

2. An adverbial modifier can also be detached:

“Sir Pitt came in first, very much flushed,
and rather unsteady in his gait”.

Detached construction breaks the ordinary word order
in the English sentence and in this way isolates the secon-
dary parts of the sentences. This isolated part, bringing
independence to words and word combinations, becomes
stylistically significant:

“She admired her husband, strong, brave
and victorious”. (W. Thackeray)

Detached constructions give prominence to some
words and help the author to draw the reader’s attention to
a certain detail or circumstance or help the author to em-
phasize his emotional attitude towards what he describes.

The stylistic function of this construction is to bring
emphasis to the idea expressed in the detached part and
thus, to make the image and description brighter and more
emotional.

I. Questions and Tasks

1. What are detached constructions?
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. How is isolation marked in oral speech?

. What are the marks of detached constructions in the
written form of speech?

. Discuss the punctuation used to isolate the detached
members.

. Are the secondary (isolated) parts closely connected

with the primary parts of the sentence in detached

constructions?

What parts of a sentence can be detached?

What happens to the ordinary word order of the

sentence when its secondary part is isolated?

Why does the isolated part of the sentence become

stylistically significant?

Whyqdo the writers like to use detached construc-

tions?

10. What‘)is the stylistic function of detached construc-

tions”

wn AW
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II. Discuss the punctuation used to isolate the detac-
hed members

1. And life would move slowly and excitingly. With
much laughter and much shouting and talking and much
drinking and much fighting. (P. Abrahams)

2. “How do you like the Army?” Mrs. Silsburn asked,
abruptly, conversationally. (D. Salinger)

3. The people are awful this year. You should see
what sits next to us in the dining room. At the next table.
They look as if they drove down 1n a truck. (D. Salinger)

4. 1 have to beg you for money. Daily! (S. Lewis)

. ld§ And he stirred it with his pen — in vain. (K. Mans-
ie

6. Then he looked round at the other dogs, all silent,
grave, dignified. (J. K. Jerome)

7. I watched him gently let down into the water, and
saw him scramble out, sad and wet. (J. K. Jerome)

8: Daylight was dymg, the moon rising, gold behind
the poplars. (J. Galsworthy)

9. “I want.to go” he said, miserable. (Galsworthy)

I11. Define the structural types of the following detac-
hed constructions

1. Smither should choose it for her at the stores — nice
and dappled. (Galsworthy)

11—-40 161



2. It was indeed, to Forsyte eyes, an old house. (Gals-
worthy)

3. And Michael drew in his breath. A sound of sing-
ing came down the water to him, trailing, distant, high and
sweet. It was as if a swan had sung. (Galsworthy)

4. They awe us, these strange stars, so cold, so dear.
(J. K. Jerome)

5. He told her his age, twenty four; his weight, his
place of residence.

c) Parallel Constructions

Constructions formed by the same syntactical pattern,
closely following one another present the stylistic device
of parallelisms. E.g.:

1. Talent Mr. Micawber has, capital Mr. Mic-
awber has not. (Dickens)

2. Nostrils wide, ...his senses picked up some-
thing alien in the atmosphere. Naked body, ...his
dark eyes searched the distance. (Prichard)

Parallel is strongly affects the rhythmical organizati-
on of the paragraph, so it is imminent in oratorical speech:

“The pulsating of Malay camp at night was
everywhere. People sung. People cried. People
fought. People loved. People hated. Others sad.
Others gay. Others with friends. Others lonely. Some
were born. Some died.” (P. Abrahams)

Parallelism can be comfpleted when  the
construction of the second sentence fully copies that of the
first one:

“The sky was dark and gloomy, the air damp and
raw, the streets wet and sloppy.” (Dickens)

The ellipsis in the example is repeated completely.
Parallelism can be partial when only the beginning
or the end of several sentences are structurally similar:

“Men’s talk was better than women’s... Not the state

of the house but the state of the Army. Not the
children next door but the rebels in France. Not what
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broke the china but who broke the treaty. Not what
sBoiled the washing but who spilled the beans...”
(Du Maurier)

Here only the frame of successive sentences remains
unchanged: “not the...but” while the structure of each
separate sentence is independent from its neighbours.

In a vast quantity of cases parallelism is strengthened
by re}Eetition or antithesis.

arallel constructions are used in different styles with
different stylistic functions. In belles-lettres style it car-
ries an emotive function.

It is also used as a means in building up other stylistic
devices, in particular antithesis and climax.

There are two main functions of parallel const-
ructions: semantic and structural. The first constr-
uction imElies either equal semantic significance or oppo-
sition of the repeated parts. The second implies a rhyth-
mical design to the parts of the parallel construction (es-
pecially in poetry). E.g.:

Nothing to see but sights,

Nothing to quench but thirst,

Nothing to have but what we’ve got.

Thus through life we are cursed. (B. King)

Very often parallel constructions are used in folk
songs and nursery rhymes:

Work while you work,
Play while you play,
That’s the way

To be happy and gay!

I. Questions and Tasks

. What is the stylistic device of parallel constructions?
. Are the parallel constructions imminent in-oratorical
speech?
. Classify parallel constructions into complete and
&a}rtial parallelisms.

hat are the structural types of parallel construc-
tions?
What are the functions of parallel constructions in
different functional styles?
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6. What functional style is the parallel construction em-
Eloyed in?

7. Explain the semantic and structural functions of pa-
rallel constructions. What do they imply?

II. Pick out parallel constructions and translate the ex-
tracts into your mother tongue

1. You know I am very greatful to him, don’t you?
You know I feel a true respect for him... don’t
you? (Dickens)

2. If you are sorrowful, let me know why, and be
sorrowful too; if you waste away and are paler and weaker
every day, let me be your nurse and try to comfort you. If
you are poor, let us be poor together; but let me be with
you. (Dickens)

3. What is it? Who is it? When was it? Where was it?
How was it? (Dickens)

4. The coach was waiting, the horses were fresh, the
roads were good, and the driver was willing. (Dickens)

5. ...they all stood, high and dry, safe and sound, hale
and hearty, upon the steps of the Blue Lion. (Dickens)

6. The expression of his face, the movement of his
shoulders, the turn of his spine, the gesture of his hands,
Erobably even the twiddle of his toes, all indicated a half-

umorous apology. (S. Maugham)

7. The sky was dark and gloomy, the air damp and
raw, the streets wet and sloppy. (Dickens)

8. You missed a friend, you know; or you missed a
foe, you know; or you wouldn’t come here, you know.
(Dickens)

9. It’s only an adopted child. One I have told her of
One I'm going to give the name to. (Dickens)

10. Secretly, after night fall, he visited the home of
the Prime Minister. He examined it from top to bottom. He
measured all the doors and windows. He took up the flo-
oring. He inspected the plumbing. He examined the furni-
ture. He found nothing. &eacock

11. Passage after passage did he explore; room after
room did he peep inta... (Dickens)

12. There were...real silver spoons to stir the tea
with, and real china cups to drink it out of, and plates of
the same to hold the cakes and toast in. (Dickens)

164



III. Comment on the parallel constructions

1. The cock is crowing,
The stream is flowing,
The small birds twitter,
The lake doth glitter. (Wordsworth)

2. The seed ye sow, another reaps;
The wealth ye find, another keeps;
The robes ye weave, another wears;
The arms ye forge, another bears. (Shelley)

3. There are so many sons who won’t have anything
to do with their fathers, and so many fathers who won'’t
have anything to do with their sons. (O. Wilde)

4. It was Mr. Squeer’s custom to...make a sort of
report...regarding the relations and friends he had seen,
the news he had heard, the letters he had brought down,
the bills which had been paid, the accounts which had
been unpaid, and so forth. (Dickens)

d) Chiasmus (Reversed Parallel
Constructions)

Chiasmus belongs to the group of stylistic devices
based on the repetition of a syntactical pattern, but it has a
cross order of words and phrases. The structure of two
successive sentences or parts of a sentence may be des-
cribed as reversed parallel construction, the word order of
one of the sentences being inverted as compared to that of
the other, i.e. if the first sentence has a direct word order,
the second sentence has an indirect word order. E.g.:

“They had accepted their failure. Their fate
they couldn’t accept.” (Byron)

Chiasmus has been originated from the emphatic ex-
pression of the spoken language. But in the written type of
speech it is typified and generalized and thus becomes a
stylistic device.

Chiasmus is sometimes achieved by a sudden change
from active voice to passive or vice versa.
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“The register of his burial was signed by the
clergyman, the clerk, the undertaker and the
chief mourner. Scrooge signed it.” (Dickens)

The sudden change in the structure helps to lay stress
on the second part of the utterance. This sudden change
requires a slight pause before the second part.

Chiasmus can appear when there are two successive

. sentences or coordinate parts of a sentence. The structural
design of chiasmus may be different: it appears in a
complex sentence, in a compound sentence or in two
independent sentences.

e must distinguish between lexical and syntac-
tical chiasmus. Here is the example of lexical chias-
mus:

“Experience is the child of Thought and
Thought 1s the child of action.” (A. Pope%.

There is no inversion here. Both parts have the same
direct word order.

Syntactical chiasmus is used to break up parallel
constructions which are monotonous. It brings emphasis
on the second part, the inverted part of the utterance.

Close analysis shows that the first part in chiasmus is
not completed, the reader anticipates the continuation and
this completion of the idea is given in the second part.

“There is a great deal of difference bet-
ween the eager man who wants to read a book,
and the tired man who wants a book to rcad.”
(G. Cherterton)

The stylistic function of chiasmus is to attract the rea-
der’s attention to the most important part of the utterance.

I. Questions and Tasks

1. Whaqt is the nature of the stylistic device of chias-
mus’

2. What is the compositional désign of chiasmus?

3. What is the source from which chiasmus is origi-
nated?

4. Is chiasmus typified and generalized in the written
type of speak?
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. What part of utterance becomes more significant in
chiasmus?

. Explain the structural design of chiasmus.

. Characterize lexical and syntactical chiasmus.

. What is the stylistic function of chiasmus?

e Na U

II. Pick out chiasmus in the following sentences and
state their functions

" 1. I know the world and the world knows me. (Dic-
ens)

2. Mr. Boffin looked full at the man, and the man
looked full at Mr. Boffin. (Dickens)

3. There are so many sons who won’t have anything
to do with their fathers, and so many fathers who won’t
speak to their sons. (O.Wilde)

4. T looked at the gun, and the gun looked at me. (R.
Chandler)

5. Soldiers who never fire a gun and never a shot
fired at them.

6. In the days of old men made the manners;

Manners now make the men. (Byron)

7. His jokes were sermons, and his sermons jokes.
(Byron)

8. It is strange, — but true; for truth is always strange.
(Byron)

‘9. Men are the sport of circumstances, when the
circumstances seem the sport of men. (Byron)

10. Down dropped the breeze,

The sails dropped down. (Coleridge)

11. The jail might have been the infirmary, the infir-
mary might have been the jail... (Dickens)

12. ...the public wants a thing, therefore it is supplied
with it; or the Eublic is supplied with a thing, therefore it
wants it. (Thackeray)

13. I know the world and the world knows me.
(Dickens)

e) Repetition
Repetition as an expressive means of language ser-

ves to emphasize certain statements of the speaker, and so
possesses considerable emotive force. It is employed when
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the speaker is under the stress of strong emotion. E.g.:

Behold Mrs. Boffin...running to Bella and
folding her to her breast with the words: “My
deary, deary, deary girl, that Noddy and me saw
married... My deary, deary, deary wife of John
and mother of his little child! My loving, loving,
bright, bright, pretty, pretty! Welcome to your
house and home, my dear!” (Dickens)

The overflow of Mrs. Boffin’s emotions is shown
through the multiple repetition here.

It is not a single word that can be repeated, but a
word combination and a whole sentence too:

“Stop!” — she cried, “Don’t tell me! I don’t
want to hear; I don’t want to hear what you’ve
come for. I don’t want to hear”. (J. Galsworthy)

The repetition of “I don’t want to hear” is not a
stylistic device; it is a means by which the excited state of
mind of the speaker is shown. This state of mind always
manifests itself through intonation, which is suggested
here by the words “she cried”.

The excited speech 1s always broken, fragmentary,
illogical and that’s why the repetition of some words,
word-combinations and parts of the sentence is quite
natural.

When used as a stylistic device, repetition acquires
quite different functions. It doesn’t aim at making a direct
emotional impact. On the contrary, the stylistic device of
repetition aims at logical emphasis, an enphasis necessary
to fix the attention of the reader on the ﬁey-word of the
utterance:

“For that was it! Ignorant of the long and ste-
althy march of passion; ignorant of how Soames
had watched her, ignorant of Fleur’s reckless
desperation... - ignorant of all this, everybody felt
aggrieved.” (Galsworthy)

We shall mention several main types of repetition,
most frequently occurring in English literature:

1. Anaphora - the repeated word or phrase stands at
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the beginning of each sentence, clause or phrase:

“...good-bye, Susan, ﬁood-bye a big car,
good-bye big house, good-bye power, good-bye
the silly handsome dreams.”

2. Epiphora —'the repeated unit is placed at the end
of consecutive sentences, clauses and phrases:

“Through his brain slowly shifted the things
they had done together. Walking together. Dan-
cing together. Sitting silent together. Watching
people together.” (P. Abrahams)

In these cases repetition has the function of creating
the background against which the preceding statements
become more prominent.

3. Anadiplosis or Catch repetition — the repe-
tition of the same unit at the end of the preceding and the
beginning of the following sentence:

“Failure meant poverty, poverty meant squ-
alor; squalor led in the final stage to stagnation.’

4. Framing orRing repetition — the repetition of
the same unit at the beginning and at the end of the same
sentence. Framing makes the whole utterance more
compact and more complete:

“Poor doll’s dressmaker! How often so drag-
ged down by hands that should have raised her up;
how often so misdirected when losing her way on
the eternal road and asking guidance! Poor, little
doll’s dressmaker!” (Dickens)

It is expressive in poetry and in singling out a para-
graph in prose.

5. Chain repetition — the last word or phrase of
one part of an utterance is repeated at the beginmng of the
next part, thus hooking the two parts together: '

“But two minutes later the sun vanished be-
hind flying cloudy contents, a relative darkness
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descended on the summer afternoon, and rain too
descended — descended in such soaking over-
whelming quantities that...” (I. Murdoch)

6. Root repetition - not the same word, but the
same root is repeated:

1) “The child smiled the smile and laughed
the laughter of contentment.”

2) “Karl Shemmer was a brute, a brutish
brute”. (J. London)

7.Synonym repetition. The nature of this type of
repetition consists in the reiteration of the same notion by
means of various synonyms:

1) “The poetry of earth is never dead; the
poetry of earth is ceasing never”. (J. Keats)

2) “A horrible despair, and at the same time a
sense of release, liberation came over Hermoon;
she fondly seized the yelling, wet child, and
hugged it and soothed it and comforted it in her
encircling beautiful arms.” (A. Bennett)

8. Pleonasm and Tautology stand very close to
synonym repetition. Usually it consists in the repetition of
a part of the sentence (usually the subject), expressed by a
noun, by means of the corresponding pronoun: °

1) “And the books — they stood on the shelf”;
“The wound, it seemed both sore and sad’;

2) “It was a clear starry night, and not a cloud
was to be seen”.

In some cases tautology is considered to be a fault of
style. But in oratory it helps the audience to grasp the
meaning of the utterance.

Not an independent lexical unit is repeated, but a
morpheme, usually the “-ing”, -suffix:

“He now stood before the council: shining
and winking, and gleaming, and twinkling...”

170



The stylistic importance of this kind of repetition can
hardly be argued, for the emotive colouring of the passage
is created through it.

One of the leading functions of repetition is to
intensify the utterance, to bring emphasis into narration.
However, the overuse of repetition may bring sadness,
meditation and thus monotony appears, which is consi-
dered the lack of style.

In poetry repetition performs the rhythmical function.
Among different functions of repetition we distinguish so-
called background function. The stylistic device of this ty-
pe of repetition is to create the background against which
the unrepeated words and word combinations become mo-
re emphatic and thus more important.

Stylistic functions of repetition are various and many-
sided. Besides emphasizing the most imfportant part of the
utterance, rendering the emotions of the speaker or
showing his emotive attitude towards the object described,
it may play a minor stylistic role, showing durability of
action.

Repetition is realized mostly through the twice-

-repeated verb with the conjunction “and” in between:

1) “The water rose and rose”. (Dickens);
2) “The woman talked and talked”.

Like many stylistic devices, repetition is polyfunc-
tional. Every repetition enhances the rhythmical aspect of
the utterance.

I. Questions and Tasks

. What is the stylistic device of repetition?

. What does the repetition express?

. Is the repetition expressin% excited state of mind
considered a stylistic device”

. What kind of repetition becomes a stylistic device?
Give an example where the stylistic device of
repetition brings logical emphasis to a certain part of
the utterance.

. What are the structural types of repetition?

. What is anaphora?

. Explain the cases of epiphora.

. What is the nature of frame (ring) repetition?

SN

O~
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9. Explain -the essence of linking repetition (anadip-
losis). It serves to stress the most important part of
the utterance, doesn’t 1t?

10. Characterize the nature of chain repetition.

11. What is the essence of root repetition?

12. Give a definition of synonym repetition.

13. How is pleonasm (tautology) connected with syno-

nym repetition?

14. Is tautology considered to be a lack of style?

15. What are the stylistic functions of repetition?

II. Point out different types of repetition in the
following extracts

1. ...the photograph of Lotta Lindbeck he tore into
small bits across and across and across. (E. Ferber)

2. I wanted to knock over the table and bit him until
my arm had no more strenith in it, then give him the boot,
give him the boot, give him the boot — I drew a deep
breath... (J. Braine)

3. There seemed to be no escape, no prospect of
freedom. “If I had a thousand pounds”, thought Miss
Fulkes, “a thousand pounds. A thousand pounds”. The
words were magical. “A thousand pounds”. (A. Huxley)

4. One may see by their footprints that they have not
walked arm in arm; and that they have not walked in a
straight track, and that they have walked in a moody
humour. (Dickens)

5. It were better that 'he knew nothing, better for
common sense, better for him, better for me. (Dickens)

6. He sat, still and silent, until his future landlord
accepted his %roposals and brought writing materials to
complete the business. He sat, still and silent, while the
landlord wrote. (Dickens)

7. He ran away from the battle. He was an ordinary
human being that didn’t want to kill or to be killed, so he
ran away from the battle. (St. Heym)

8. If you have anything to say, say it, say it. (Dic-
kens)

9. She unchained, unbolted, and unlocked the door.
(A. Bennett)

10. Laughing, crying, cheering, chaffing, singing, Da-
vid Rossi’s people brought him home in triumph. (H.Cai-
ne)

11. Then deceive her boy! Tell her you found it in the
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street, tell her you won it on a horse race. Deceive her,
deceive her!... (I. Murdoch)

12. You are living on dreams now, dreams of happi-
ness, dreams of freedom. (I. Murdoch)

II. Translate the following extracts into your mother
tongue paying attention to the use of repetition

1. “Stop!” she cried, “Don’t tell me! I don’t want to
hear; I don’t want to hear what you’ve come for. I don’t
want to hear”. (Galsworthy)

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

3. I wake up and I'm alone, and I walk round Warley
and I’m alone, and I talk with people and I'm alone and I
look at his face when I’m home and it’s dead. (J. Braine)

4. ... they took coach and drove westward. Not only
drove westward, but drove into that particular westward
division, which Bella had seen last when she turned her
face from Mr. Boffin’s door. Not only drove into that
particulat division, but drove at last into that very street.
Not only drove into that very street, but stopped at last at
that very house. (Dickens)

5. Mr. Winkle is gone. He must be found, Sam - fo-
und and brought back to me. (Dickens)

6. You know — how brilliant he is, what he should be
doing. And it hurts me. It hurts me every day of my life.
(W. Deeping)

IV. Comment on the use of morpholo§ica1 repetition
according to the place of repeated morphemes

1. ...the gloomy Catherdal of Our Lady...without the
walls, encompassing Paris with dancing, love-making,
wine-drinking, tobacco-smoking, billiard-, card-, and
domino-f)laying...(Dickens)

2. I'm an undersecretary in an underbureou. (L.
Shaw)

3. “You, Sir”, said Snawley, addressing the terrified
Smike, “are an unnatural, ungrateful, unloveable boy.”
(Dickens)

4. We are overbrave and overfearful — we’re kind and
cruel as children. We are overfriendly and at the same
time frightened of strangers... We are oversentimental and
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realistic. (J. Steinbeck) .

5. Gold! Gold! Gold! Gold!

Bright and yellow, hard and cold. (Th. Hood)

6. Scroodge went to bed again, and thought, and
thought, and thought it over and over and over. (Dickens)

7. Never wonder. By means of addition, substruction,
multiplication, and division, settle everything somehow,
and never wonder. (Dickens)

8. With Bewick on my knee, I was then happy: happy
at least in my way. (Ch. Bronte)

9. ...The river, playing round the boat, prattles
strange old tales and secrets, sings low the old child’s
song that it has sung so many thousand years — will sing
so many thousand years — will sing so many thousand
years to come, before its voice grows harsh and old - a
song that we...understand, though we could not tell you in
mere words the story that we listen to. (J. K. Jerome)

10. We were...talking about how bad we were — bad
from a medical point of view I mean, of course. (J.K.Jero-
me)

11. Three fishers went sailing out into the West,

| Out into the West, as the sun went down... (King-
sley)

12. The water rose and rose. (Dickens)

13. The woman talked and talked. (Hutchinson)

V Explain the case of anaphora in the following ex-
tracts.

1. Farewell to the mountains high covered with snow!
Farewell to the straths and green valleys below!
Farewell to the forests and wild-hanging woods!
Farewell to the torrents and loud-pouring floods!

(Burns)

2. For the first time in her life, Louisa had come into
one of the dwellings of the Coketown hands; for the first
time in her life she was face to face with anything like
individuality in connection with them. (Dickens)

3. I might as well face facts: good-bye, Susan, good-

bye a big car, good-bye a big house, good-bye a power,
good-bye the silly handsome dreams. (J. Braine)
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f) Enumeration

Enumeration is a stylistic device by means of
which objects, actions or properties are listed one after an-
other. The list may produce different impression on the re-
ader. Each word is closely associated semantically with
the following and preceding words in the enumeration. It
occurs when these objects belong to one and the same
group of notions. E.g.:

“Harris grew more cheerful. George sugges-
ted meat and fruit pies, cold meat, tomatoes, fruit
and green stuff.” (J.K.Jerome)

All objects enumerated in this sentence belong to the
grou% of notions defining “food”.
here are cases when enumeration is based on the dis-
similarity of notions:

“Throw the lumber over, man! Let your boat
of life be light, packed with only what you need —
a homely home and simple pleasures, one br two
friends worth the name, someone to love and
someone to love you, a cat, a dog, and a pipe or
two, enough drink™. (J. K. Jerome)

From the semantic point of view we distinguish two
types of enumeration: homogeneous and heteroge-
neous. The grouping of quite different notions in one
sentence produces much impression on the reader. In the
example given above the nouns home, pleasure, friends, a
cat, a dog, pipe, drink constitute the heterogeneous
enumeration.

Other parts of speech such as verbs, adjectives, ad-
verbs, participles may easily be used in enumeration:

“The situation must be remedied, and the first
step towards a remedy was to cry. She cried, she
wept, she sobbed, she shrieked, she kicked, she
fought vacancy and silence with her angry fists.
No result. No audience.” (A. Bennett)

In the following example we see the use of different

grammatical forms which constitute enumeration. From
the semantic point of view they denote things which
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belong to different groups of notions:

“For some time now their small house had
been a scene where washing, drying and ironing of
clothes, discovery renovation of suitcases, unfol-
ding of maps and discussion of trains and seat re-
servation and weather, had gone on without inter-
mission until Mor had been obliged to invent ex-
cuses for staying in school”. (I. Murdoch)

The stylistic function of enumeration may be dif-
ferent: it may suggest the rapidly changing impressions of
the scenery. Sometimes enumeration helps to reveal the
inner state of the character’s mind.

I. Questions and Tasks

Characterize the stylistic device of enumeration.
What impression does the enumeration list produce
on the reader?

What are the types of enumeration?

Explain the cases where enumeration is based on si-
milarity or dissimilarity of notions.

What types of enumeration are distinguished from
the semantic point of view? Comment the essence of
such enumeration.

6. What grammatical forms constitute enumeration?

7. What 1s the stylistic function of enumeration?

N FE IS N —

1. Characterize the types of enumeration

1. Famine, despair, cold, thirst and heat had done
Their work on them by turns, and thinn'd them
too... (Byron)

2 F?;:ur’s wisdom in refusing to write to him was pro-
found, for he reached each new place entirely without ho-
pe or fever, and could concentrate immediate attention on
the donkeys and tumbling bells, the priests, beggars, chil-
dren, crowing cocks, sombreros, oldphigh white villages,
goats, olive-trees, greening plains, singing birds in tiny
cages, water-sellers, sunsets, melons, mules, great chur-
ches, pictures, and swimming grey-brown mountains of a
fascinating land. (J. Galswort y%

3. The principle production of these towns... appear
to be soldiers, sailors, Jews, chalk, officers and dock-yard
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men. (Dickens)

4. She had a guide-book, which seemed to her to lack
the atmosphere of an actual decor, and even that did not
cover every tower, fountain, church, column and palace
visible across the piazza. (M. Spillane)

5. There 1s a pleasurable spread on the counters which
I perceive and exploit with a certain detachment, since it
suits with my condition of life. Creams, toothpastes,
combs, and hankies, cotton gloves, scarves, writing-paper,
and crayons, ice-cream, oranges, boxes of tacks. (M.
Spillane)

6. She had written it by hand, sealed it, carried it to
the post office, had bought one postage stamp which she
licked, placed on the envelope, and thumbed firm; she had
then borne the letter to the letter-box and dropped it in.
(M. Spillane)

7. He did indeed look like a young Italian lawyer,
lean, dark, shiny-haired, keen-eyed. (M. Spillane)

g) Suspense (Retardation)

Suspense 1s a compositional device which consists
in deliberate delaying of the thought, postponing its com-
pletion till the end of the utterance. The less imgortant
parts are placed at the beginning of the utterance. Thus the
reader’s attention is held and his interest kept up. E.g.:

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

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

Suspense and climax sometimes go together. In this
case all the information is arranged in the order of grada-
tion.

The device of suspense is especially favoured by ora-
tors. This is due to the influence of intonation which helps
to create the desired atmosphere of expectation and emo-
tional tension.

Suspense always requires long stretches of speech or
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writing. Sometimes the whole of a poem is built on this
stﬁlistlc device, as is the case with Kipling’s poem “If”
where all the eight stanzas consist of if-clause and only
the last two lines constitute the principle clause:

If you can keep your head when all about you

Are losing theirs and blaming it on you,

If you can trust yourself when all men doubt
you

And make allowance for their doubting too,

If you can dream and not make dreams your
master,

If you can think and not make thoughts your
aim,

Yours is the earth everything that’s in it,...

And which is more, you’ll be a Man, my son.

The main purpose of this device is to prepare the
reader for the only logical conclusion of the utterance.

Sometimes the conclusion of the suspended utterance
goes contrary to the expectation and then this stylistic
device is used for humorous effect.

I. Questions and Tasks

1. What is the nature of suspense?

2. Speak about periodic sentences.

3. What happens to the information when suspense and
climax go together?

4. What is the role of intonation in the use of suspense?

5. What is the stylistic function of suspense?

I1. Define the cases of suspense and comment on them

1. Well, you don’t look for much of a voice in a co-
mic song. You don’t expect correct phrasing or voca-
lization. You don’t mind 1f a man does find out, when in
the middle of a note, that he is too high, and comes down
with a jerk. You don’t bother about time. You don’t mind
a man being two bars in front of the accompaniment, and
easing up in the middle of a line to argue it out with the
pianist, and then starting the verse afresh. But you do
expect the words. (J. K. Jerome).
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2. When I have fears that I may cease to be
Before my pen has glean'd my teeming brain
Before high-piled books, in charactery
Hold like ricg garners the fall ripen’d grain
When 1 behold, upon the night’s starr'd face
Huge cloudy symbols of a high romance,
And think that I may never live to trace
Their shadows, with the magic hand of chance,
And when I feel, fair creature of an hour,
That I shall never look upon thee more
Never have relish in the feary power
Of unreflecting love! — then on the shore
Of the wide world I stand alone, and think
Till Love and Fame to nothingness do sink.
(Keats)

3. But, when I had paid for about a dozen chickens
that he (the dog) had killed, and had dragged him,
growling on and kicking, by the scruff of his neck, out of
a hundred and fourteen street fights, and had a dead cat
brought round for my inspection by an irate female who
called me a murderer, and had been summoned by the man
next door but one for having a ferocious dog at large, that
had kept him pinned up in his own tool-shed, afraid to
venture his nose outside the door for over two hours on a
cold night; and had learned that the gardener, unknown to
myself, had won thirty shillings by backing him to kill rats
against time, then I began to think that may be they’d let
him remain on earth for a bit longer, after all. (J. K.
Jerome)

4. “...The day on which I take the hagpiest and best
step of my life — the day on which I shall be a man more
exulting and more enviable than any other man in the
world - the day on which I give Bleak House its little
mistress — shall be next month, then”, said my guardian.
(Dickens)

5. “If you had any part — I don’t say what — in this
attack”, pursued the boy, “or iftyou know anything about
it — I don’t say how much - or if you know who did it — I

o on closer — you did an injury to me that’s never to be
orgiven. (Dickens)

6. I have been accused of bad taste. This has distur-
bed me, not so much for my own sake as for the sake of
criticism in general. (S.Maugham)
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h) Climax (Gradation)

Climax presents a structure in which every successive
sentence or phrase (new concept) is emotionally stronger
or logically more important than the preceding one. E.g.:

1. “For that one instant there was no one else
in the room, in the house, in the world, besides
themselves...” (Wilson)

2. It was a lovely city, a beautiful city, a fair
city.

3. The human heart has hidden treasures,

In secret kept, in silence sealed, —
The thoughts, the hopes, the dreams, the pleasu-
res
Whose charms were broken if revealed.
(Ch.Bronté)

Correspondingly, in the third example each word of
the structural unit coming one after the other (the tho-
ughts, the hopes, the dreams, the Fleasures) is understood
to be more convincing in the revealing the author’s idea.

Such an organization of the utterance creates a gra-
dual intensification of its significance, both the logical
and emotive and attracts the reader’s attention more com-
pletely.

Of course, there are no objective linguistic criteria to
estimate the degree of importance or significance of each
constituent. It is only the analysis of synonym that helps
us to feel the increase.

There is also a case when every successive part of a
climax is expressed by a word presenting a less significant
concept, so that instead of increase there is a certain dec-
rease of logical importance and emotion:

“No tree, no shrub, no blade of grass...that
was not owned”. (Galsworthy)

A gradual increase in significance may be maintained
in three ways; logical, emotional and quantitative.

Logical climax is based on the use of a successive
unit which is stronger than the preceding one from the
point of view of its meaning:
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“Threaten him, imprison him, torture him, kill
him; you will never induce him to betray his
country”. '

The word “kill” is the strongest in meaning among all
these contextual synonyms.

Emotional climax is based on the relative emo-
tional tension produced by words of emotional meaning.

Your son is very ill — seriously ill — despera-
tely ill.

Of course, emotional climax, based on synonymous
words with emotional meaning will cause certain semantic
differences in these words — such is the linguistic nature
of stylistic synonyms, but emotional meaning will be the
prevailing one. Here is another example:

“He was pleased when the child began to
adventure across floors on hand and knees; he was
ﬁratified, when she managed the trick of balancing

erself on two legs; he was delighted when she
first said “ta-ta”, and he was rejoiced when she
recognized him and smiled at him”. (Alan Paton)

Very often every successive member of a climax is a
natural logical consequence of the preceding one:

“l swear to God I never saw the beat of this
winter. More snow, more cold, more sickness,
more death”. (M. Wilson)

Quantitative climax presupposes the use of
hyperbole:

1. “Farmers’ wives who had strength, endu-
rance and energy of locomotives and the appetites
of dinosaurs”. (B. Macdonald)

2. “They looked at hundreds of houses; they
climbed thousands of stairs; they inspected in-
numerable kitchens”. (S. Maugham)

Climax like many other stylistic devices, is a means

by which the author discloses his world outlook.
The main syntactical pattern of climax consists of a
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clause or sentences based on lexical repetition.

The stylistic function of this stylistic device is to
show the importance of things in the utterance, to show
the significance of things described and to show the dyna-
mic development of the same process.

I. Question and Tasks

What is the stylistic device of climax?

How is the degree of emotiveness valued in the

succeeding units of climax?

What is the role of synonyms used in climax?

What ways of increasing the significance are distin-
uished in climax?

ndicate the nature and distribution of the compo-

nents of logical climax.

. Characterize the emotional climax and classify it

according to its structure and the number of its com-
onents.
tate the nature of the increasing entities of quanti-

tative climax.

8. What does the main syntactical pattern of climax

consist of?
9. What is the stylistic function of climax?

~

II. Discuss the nature of the components of logical
climax in the following examples

1. It was a mistake... a blunder... lunacy... (W.Dee-
ping)

2. What I have always said, and what I always shall
say, is, that this ante-post betting is a mistake, an error...
(P. G. Wodehouse)

3. Poor Ferse! Talk about trouble, Dinny - illness, po-
verty, vice, crime. (J. Galsworthy)

4. He was numbed. He wanted to weep, to vomit, to
die, to sink away. (A. Bennett)

5. A storm's coming up. A hurricane. A deluge. (Th.
Wilder)

6. There are drinkers. There are drunkards. There are
al-coholics. But these are only steps down the ladder.
Right down at the bottom...— and man can’t sink any
lower than that. (W. Deeping)

7. “Say yes. If you don’t, I break into tears. I’1l sob.
I’ll moan. I’l?’growl’ . (Th. Smith)
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8. “I swear to God! I never saw the beat of this
winter. More snow, more cold, more sickness, more
death”. (M. Wilson)

9. My nephew, I introduce to you a lady of strong
force of character, my myself; a resolved lady, a stern
lady, a lady who has a will that can break the weak to
powder; a lady without pity, without love... (Dickens)

III. Define different types of climax

1. “You have heard of Jefferson Brick I see, Sir”, said
the Colonel with a smile. “England has heard of Jefferson
Brick. Europe has heard of Jefterson Brick...” (Dickens)

2. Of course it’s important. Incredibly, urgently,
desperately important. (D. Sayers)

3. “I have been so unhappy here, dear brother”,
sobbed _Foor Kate; “so very, very miserable”. (Dickens)

4. The mother was a rather remarkable woman, quite
remarkable in her way. (W. Deeping)

. 5. That’s a nice girl; that’s a very nice girl; a
promising girl! (Dickens)

6. She felt better, immensely better, standing beside
this big old man. (W. Deeping)

7. “I'll smash you. I'll crumble you. I'll powder you.
Go to the devil! (Dickens)

8. “Upon my word and honour, upon my life, upon
my soul, Miss Summerson, as I am a living man, I’ll act
according to your wish!” (Dickens)

9. ...to them boys she is a mother. But she is more
than a mother to them, ten times more. (Dickens)

IV. State the particular use of negative particle in
climax

1. No tree, no shrub, no blade of grass, not a bird of
beast, not even a fish that was not owned. (J. Galsworthy)

2. “Not a word, Sam - not a syllable!” (Dickens)

3. “Fledgeby has not heard of anything.”

“No, there’s not a word of news”, says Lammle.

“Not a particle”, adds Boots.

“Not an atom”, chimes in Brewer. (Dickens)

4. “Be careful”, said Mr. Jingle — “not a look”

“Not a wink”, said Mr. Tupman. -

“Not a syllable — Not a whisper”. (Dickens)
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V. Comment on the different ways of use of climax

1. I am sorry, I am very sorry, I am so extremely
sorry. (Chesterton)

2. “...Golden Dreams” - a very sweet story, singu-
larly sweet; in fact, madam, the critics are saying it is the
sweetest thing that Mr. Slush has done. (Leacock)

3. For that one instant there was no one else in the
room, in the house, in the world, besides themselves...
(Wilson)

4. Billy taunted, resented, and even simply insulted
her. She put up with it because of old times; he was one of
the last remnants of a past life. (M. Spillane)

5. Little by little, bit by bit, and day by day, and year
by year the baron got the worst of some disputed question.
(Dickens)

i) Antithesis

Antithesis is a stylistic device which is based on the
opposition of concepts. There are logical and stylistic
opposition. Logical opposition implies the use of dictio-
nary antonyms, i.e. words that are contrary in meaning to
others: white — black, day — night, long — short, young —
old, etc.

Stylistic opposition is based on relative opposition
which arises out of the context through the expansion of
objectively contrasting pairs, as in:

Youth is lovely, age is lonely,
Youth is fiery, age is frosty. (Longfellow)

Here the objectively contrasted pairs are “youth —
age”, fiery — frosty”. “Lovely” and “lonely” cannot be re-
garded as objectively opposite concepts.

It is not only the semantic aspect which explains the
linguistic nature of antithesis, the structural pattern also
plays an important role. Antithesis is generally moulded in
parallel construction:

“We are young, friend, like the flowers,
You are old, friend, like the tree,

What concern have you with ours?

You are dying, we’re to be

It is very true, I'm dying,

You are roses still in bud...” (J. Mansfield)
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In this poem antithesis is based on the following op-
positions: young — old, flowers — trees, dying — to be; only
the first opposition “young — old” may be considered as
dictionary antonyms, the rest are contextual antonyms,
and bring emphasis to the whole poem.

The use of antithesis built on the contextual antonyms
is clearly seen in the next example:

“They speak like saint and act like devils.
Better to reign in the hell than serve in heaven’.

In this passage antithesis is based on the following
oppositions: saint — devil, to reign — to serve, hell — hea-
ven. These pairs are contextual antonyms, and bring emp-
hasis to the text.

Antithesis often comes with many stylistic devices
such as repetition, parallel construction, epigram and
others:

“If there were no bad people, there would be
good lawyers” (Dickens).

As a rule antithesis displays one of the functions more
clearly than the others. This function will then be the lea-
ding one in the given utterance. An interesting example
where the comparative function is predominant is the mad-
rigal ascribed to Shakespeare.

Crabbed age and youth cannot live together
Youth is full of pleasure, age is full of care;
Youth 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, age is tame:

Age, I do abhore thee, youth, I do adore three;
Oh, my Love, my Love is young!

Here the objectively contrasted pair in “youth” and
“age”. “Pleasure” and “care”, “sport” and “short”... can-
not be regarded as objectively opposite concepts, but due
to contrasting “youth” and *“age”, they display certain
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features which may be counted as antonymical.

In speaking of antithesis we must not confuse it with
contrast. Contrast is usually realized in two or more para-
gra(ljphs, in a story or a novel. Contrast belongs to literature

antithesis is a linguistic device which is realized wit-
hin one or two sentences, at least in one paragraph or a
poem.

There are a number of word combinations which are
built on antonyms, such as: up and down, top and bottom,
inside and outside. Of course, these phrases must not be
confused with antithesis. They may be used to build up
antithesis but separately they do not constitute antithesis.

The following stylistic functions of antithesis are
singled out: making comparison of different objects and
notions, division or separation of several concepts, combi-
ning various objects and notions.

I. Questions and Tasks

1. Characterize antithesis as a stylistic device.

2. Differentiate logical and stylistic opposition.

3. Does the contextual antonym bring emphasis to the
utterance? .

4. What aspects explain the linguistic nature of antithe-
sis?

5. Antithesis is expressed by such stylistic devices as
repetition, parallel construction, epigram and others,
isn’t it?

What is the difference between antithesis and cont-
rast?

. Should we confuse antithesis with word combinati-
ons which are built on antonyms?

. What are the structural types of antithesis?

. What are the stylistic functions of antithesis?

II. Point out antithesis. Characterize stylistic opposi-
tion in antithesis. Define the functlon of antithesis in
emotive prose.

1. ...something significant may come out at last,
which may be criminal or heroic, may be madness or
wisdom. (J. Conrad)

2. Mrs. Nork had a large home and a small husband.
(S. Lewis)

3. It is safer to be married to the man you can be
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hap%y with than to the man you cannot be happy without.
(Y. Esar)

4. In marriage the upkeep of woman is often than the
downfall of man. (Y. Esar)

5. It was the best of times, it was the worst of times,
it was the age of wisdom, it was the age of foolishness, it
was the epoch of belief, it was the epoch of incredulity, it
was the season of Light, it was the season of Darkness, it
was the spring of hope, it was the winter of despair; we
had everything before us, we had nothing before us, we
were all going direct to Heaven, we were all going direct
the other way — in short the period was so far like the
present geriod. (Dickens)

6. They went down to the camp in black, but they
came back to the town in white; they went down to the
camp in ropes, they came back in chains of gold: they
went down to the camp in fetters, but came back with their
steps enlarged under them; they went also to the cam
looking for death, but they came back from thence wit
assurance of life; they went down to the camp with heavy
hearts, but came back with pipes and tabor pFaying before
them. (J. Bunyan)

7. Poor peo?le who can hardly keep themselves have
eight hearty children. Rich old couples, with no one to
leave their money to, die childless. (J. K. Jerome)

8. The mildest-tempered people when on land,
become violent and bloodthirsty when in a boat. (J. K.
Jerome)

9. A saint abroad, and a devil at home. (J. Bunyan)

10. ...in that sweet mood when pleasant thoughts.

Bring sad thoughts to the mind. (Wordswort)

11. The smells of life and richness, the death and

digestion, of decay and birth, burden the air. (Steinbeck)
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D. Particular Ways of Combining Parts
of the Utterance

a) Asyndeton

The connection of sentences, phrases or words with-
out any conjunctions is called a stylistic device of asyn-
deton. Here is a deliberate omission of connectives where
they are expected to be according to the norms of the
literary language.

I insist: it will give me the greatest pleasure, 1
assure you. My car is in the stable: I can get it
round in five minutes. (B. Shaw)

The deliberate omission of “for” before “it will
give...” and “so” before “I can get it...” in above example
helps the author to make each phrase or word sound
independent and significant.

Asyndeton generally creates an effect that the enume-
ration is not completed as in the above example.

Asyndeton also creates a certain rhythmical arran-
gement, usually making the narrative measured and ener-
getic:

She watched them go; she said nothing; it was
not to begin then. (W.Faulkner)

I. Questions and tasks

1. What is the stylistic devise of asyndeton?
2. Define the cases and peculiarities of asyndeton.
3. What does asyndeton create? Give an example.

II. Define the stylistic devise of asyndeton in the
following sentences:

1. The pulsating motion of Malay Camp at night was
everywhere. 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. (P. Abrahams)

2. He yawned, went out to look at the thermometer,
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slammed the door, patted her head, unbuttoned his waist-
coat, yawned, wound the clock, went to look at the furn-
ace, yawned, and clumped upstairs to bed, casually scrat-
ching his thick woolen undershirt.(S. Lewis)

3. Through his brain, slowly, sifted the things they
had done together. Walking together. Dancing together.
Sitting silent together. Watching people together. (P.Ab-
rahams)

4. With these hurried words, Mr. Bob Sawyer pushed
the postboy on one side, jerked his friend into the vehicle,
slammed the door, put up the steps, wafered the bill on the
street-door, locked it, put the key in his pocket, jumped
into the dickey, gave the word for starting...(Dickens)

III. Characterize the nature and the stylistic function
of asyndeton in the following sentences:

1. He notices a slight stain on the window-side rug.
He cannot change it with the other rug, they are a different
size. (A. Christie)

2. Students would have no need to “walk the hospi-
tals” if they have me. I was a hospital in myself. (J. K. Je-
rome)

3. You can’t tell whether you are eating apple-pie or
German sausage, or strawberries and cream. It all seems
che)ese. There i1s too much odour about cheese (J. K. Jero-
me

4. She watched them go; She said nothing; it was not
to begin then. (W. Faulkner)

. Soames turned away; he had an utter disinclination
for talk, like one standing before an open grave, watching
a coffin slowly lowered. (Galsworthy)

b) Polysyndeton

Polysyndeton is the stylistic device of connecting sen-
tences, phrases, syntagms or words by using connectives
(mostly conjunctions and prepositions) before each com-
ponent part. For example:

“And I looked at the piles of plates and cups,

and kettles, and bottles, and jars, and pies, and
stoves, and cakes, and tomatoes.” (J. K. Jerome)
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In this utterance conjunction “and” is wused as
polysyndeton. It stresses the similar nature or close con-
nection between parts of the sentence.

In the following passage from Longfellow’s “The
Song of Hiawather”, there is a repetition both of conjunc-
tions and prepositions:

“Should you ask me whence these stories?
Whence these legends and traditions,

With the odours of the forest,

With the dew, and damp of meadows,
With the curling smoke of wigwams,

With the rushing of great rivers,

With their frequent repetitions,...”

The repetition of conjunctions and other means of
connection makes an utterance more rhythmical. The con-
junctions and other connectives, being generally unstres-
sed elements, when placed before each meaningful mem-
ber becomes the essential requirement of rhythm in verse.
So one of the functions of polysyndeton is a rhythmical
one.

Polysyndeton has a disintegrating function. It combi-
nes homogeneous elements into one whole like enume-
ration. But unlike enumeration, which integrates both
homo-geneous and heterogeneous elements into one
whole, polysyndeton causes each member of a string to
stand apart. Enumeration shows things united; polysyn-
deton shows them isolated.

I. Questions and Tasks

1. What is the stylistic device of polysyndeton?

2. What does polysyndeton stress in the text?

3. With what stylistic device is polysyndeton used?
Give illustrations. -

4. What effect is achieved with the help of polysyn-
deton?

II. State the functions of the following examples of
polysyndeton

1. And they wore their best and more colourful clot-

hes. Red shirts and green shirts and yellow shirts and pink
shirts. (P. Abrahams%
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2. Bella soaped his face and rubbed his hands, and
soaped his face hands and rubbed his face, and splashed
him, and rinsed him and toweled him, until he was red at
beetroot. (Dickens)

3. ...men and women in trousers and rubber coats and
oilcloth aprons come running to clean and cut and plack
and cook and can the fish. The whole street rumbles and

roans and screams and rattles while the silver rivers of
ish pour in out of the boats and boats rise higher and
higher in the water until they are empty.

4. Mr. Richard, or his beautiful cousin, or both, could
sign something, or make over something, or give some
sort of undertaking, or pledge, or bond. (Dickens)

5. George said that in that case we must take a rug,
each, a lamp, some soup, a brush and comb, a tooth-brush
(each), a basin, some tooth-powder, some shaving tackle,
a couple of big towels for bathing. (J. K. Jerome)

. We wanted to hear no more, we caught up the
hammer and bags, and the coats and rugs, and parcels, and
ran. (J. K. Jerome)

7. If little Hans came up here and saw our warm fire,
and our good supper, and our great cask of red whine he
might get envious. (O. Wilde)

8. Should you ask me whence these stories?

Whence these legends and traditions,

With the odours of the forest,

With the dew, and damp of meadows,

With the curling smoke of wigwams,

With the rushing of great rivers,

With their frequent repetitions,... (Longfellow)

III. Pay attention to the repeated conjunctions and the
number of repetitions

1. And the rain descended, and the floods came, and
the winds blew and beat upon the house; and it fell; and
great was the fall of it. (Matthew VII)

2. I had always been a good girl;-and I never offered
to say a word to him; and I don’t owe him nothing; and I
don’t care; and I won’t be put upon; and I have my
feelings the same as anyone else. (Show)

3. He put on his coat and found his mug and plate and
knife and went outside. (J. Aldridge)

4. Be dull and soulless, like a beast of the field —
brainless animal with listless eye, until by any ray of
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fancy, or hope, or fear, or life. (J. K. Jerome)

5. Then Mr. Boffin...sat staring at a little bookcase of
Law Practice and Law Reports, and at a window, and at an
empty blue bag, a stick of sealing-wax, and at a pen, and a
box of wafers, and an apple, and a writing-pad — all very
dusty — and at a number of inky smears and blots, and at
iron box labelled “Harmon Estate”, until Mr. Sightwood
appeared. (Dickens)



E. Peculiar Use of Colloquial
Constructions

a) Ellipsis

The deliberate omission of one or more words in the
sentence for definite stylistic purpose is called the stylistic
device of ellipsis. E.g.:

“The ride did Ma good. Rested her.” (D. Carter)

The second sentence in the above example is ellip-
tical, as the subject of the sentence is omitted.

The omission of some parts of the sentence i1s an ordi-
nary and typical feature of the oral type of speech. In bel-
les-lettres style the peculiarities of the structure of the oral
type of speech are partially reflected in the speech of cha-
racters:

“I’ll see nobody for half an hour, Marcey”, -
“said the boss, “Understand? Nobody at all.” (Man-
sfield).

These are normal syntactical structures in the spoken
language.

The omission of some parts of the sentence in the
above example reflects the informal and careless character
of speech.

Some parts of the sentence may be omitted due to the
excitement of the speaker. Such cases of omission of some
parts of the sentence in the speech of characters reflecting
the natural structure of the oral type of speech are not
considered a stylistic device:

Got a letter? Enjoy your holiday? My best
wishes to your father! Had a good time.

The stylistic device of ellipsis is used in the author’s
narration and in the represented speech to add emotional
colouring or to underline the most important information
of the utterance:

“Serve him right; he should arrange his affairs
better! So any respectable Forsyte.” (J.Galsworthy)
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In the above examﬁle the predicate is omitted and the
reader has to supply what is missing. The stylistic device
of ellipsis makes the sentence laconic and prominent.

The stylistic device of ellipsis used in represented in-
ner speech creates a stylistic effect of the natural abrupt-
ness:

“It would have been a good idea to bring
along one of Doc’s new capsules. Could have gone
into a drug store and asked for a glass of water
and taken one”. (D. Carter)

It is difficult to draw a line of demarcation between
elliptical sentences and one-member sentences.

One-member sentences are often used to present the
background of the action as in this example:

“Men, palms, red plush seats, while marble
tables, waiters in the aprons. Miss Moss walked
through them all”. (Mansfield)

One-member sentence may be used to heighten the
emotional tension of the narration or to single out the cha-
racter’s or the author’s attitude towards what is happe-
ning.

gThe most widely used patterns of elliptical construc-
tions are the following:

1. The simple verbal predicate is omitted. In English
parallel constructions this omission shows the similar or
opposed nature of the phenomena:

1. His face was rather rugged, the cheeks thin;
2. She had a turn for narrative, I for analysis.

2. Attributive constructions can also be elliptical.
“He told her his age, twenty-four; his weight,
a hundred and forty pounds; his place of resi-
dence, not far away”. (J. Galsworthy)
The deliberate omission of some parts of the sentence

is met in the written type of speech — especially in belles-
lettres style. Very often ellipsis occurs in poetry:
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And all men kill the thing they love,
By all let this be heard,

Some do it with a bitter look,

Some with a flattering word,

The coward does it with a kiss,

The brave man with a sword!

I. Questions and Tasks

1. Speak about the nature of elliptical sentences.

2. What is the difference between ellipsis used in
oral speech and ellipsis used as a stylistic device?

3. What is the difference between elliptical sentences
and one-member sentences?

4. What is the function of ellipsis in the author’s
narrative?

5. What are the widely used patterns of elliptical

6 constructions?

Indicate the most frequent omitted members of
sentences. Illustrate possible cases of the use of
ellipsis in different functional styles.

II. Discuss the functions of elliptical sentences

1. Fast asleep — no passion in the face, no avarice, no
anxiety, no wild desire; all gentle, tranquil, and at piece.
(Dickens)

2. There was only a little round window at the Bitter
Orange Company. No waiting-room — nobody at all except
a girl, who came to the window when Miss Moss knocked,
and said: “Well?” (K. Mansfield)

3. A poor boy... No father, no mother, no anyone.
(Dickens)

4. InsFector Badgworthy in his office. Time, 8.30
am. A tall portly man with a heavy regulation tread.
(Christie)

5. We have never been readers in our family. Stuff.
Idleness. Folly. (Dickens)

6. What a sort of a place is Dufton exactly? A lot of
mills. And a chemical factory. And a Grammar school and
a memorial and a river that runs different colours each
day. And a cinema and fourteen pubs. That’s really all one
can say about it. (J. Braine)

7. What happiness was ours that day, what joy, what
rest, what hope, what gratitude, what bliss! (Dickens)
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8. I have noticed something about it in the papers.
Heard you mention it once or twice, now I come to think
of it. (B. Shaw)

III. State the widely used patterns of ellipsis

1. “Very windy, isn’t it?” said Strachan, when the
silence had lasted some time.
“Very”, said Wimsey.
“But it’s not raining”, persued Strachan...
“Not yet”, said Wimsey.
)“Better than yesterday”, said Strachan... (D.Say-
ers

2. “Our father is dead”.
“I know”.
“How the hell do you know?”
“Station agent told me. How long ago did he die?”
“Bout a month”.
“What of ?”
“Pneumonia”.
“Buried here?”
“No. in Washington...” (J. Steinbeck)

3. A poor boy...no father, no mother, no any one,
(Dickens)

IV. Define the linguistic nature of these elliptical
sentences:

1. Alice (merely): Where is the man I’m going to

marry?
Genevra: Out in the garden.

Alice: (crossing to window): What’s he doing out
there?

Genevra: Annoying Father. (D’Usseau)

2. “T’ll see nobody for half an hour, Marcey” said the
boss, “Understand? Nobody at all”. (Mansfield)

3. Serve him right, he should arrange his affairs
better! So any respective Forsyte. (Galsworthy)

b) Question-in-the-Narrative

Questions, being both structurally and semantically
one of the types of sentences, are asked by one person and
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exrected to be unswered by another. Essentially, questions
belong to the spoken language and presuppose the pre-
sence of an interlocutor, that 1s, they are commonly enco-
untered in dialogue. The questioner is presumed not to
know the answer.

Question-in-the-narrative changes the real nature of a

uestion and turns it into a stylistic device. A question-in-

the-narrative is asked and answered by one and the same
person, usually the author.

It becomes statement with strong emotional impli-
cations. Here is an example from Byron’s “Don Juan™:

“For what is left the poet here?
For Greeks a blush - for Greece a tear”

As seen from the example the question asked, unlike
rhetorical question, do not contain statement. But being
answered by one who knows the answer, it assumes a se-
mi-exclamatory nature.

Sometimes question-in-the-narrative gives the impres-
sion of an intimate talk between the writer and the reader.
E.g.

“Scrooge knew he was dead? Of course he
did. How could it be otherwise? Scrooge and he
were partners for I don’t know how many years”.
(Dickens)

Question-in-the-narrative is very often used in ora-
tory. This explained by one of the leading features of ora-
torical style — to induce the desired reaction to the content
of the speech. Questions here chain the attention of the
listeners to the matter the orator is dealing with and
prevent it from wandering. They also give the listeners
time to absorb what has been said, and prepare for the
next point.

Suestion-in-the-narrative may also remain unanswe-
red as in:

“How long must it go on? How long must we
suffer? Where is the end? What is the end?”
(Norris)

These sentences show a gradual transition to rhetori-
cal questions. There are only hints of the possible ans-
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wers. Indeed, the first and the second questions suggest
that the existing state of affairs should be put an end to.
The third and the fourth questions suggest that the orator
himself could not find a solution to the problem.

I. Questions and Tasks

1. What is the nature of the stylistic device of a
question-in-the-narrative?

2. Does question-in-the-narrative change the nature
of a question?

3. B)éqwhom 1s the question-in-the-narrative answe-
red?

4. Does the question-in-the-narrative asked contain
statement?

5. Where is question-in-the-narrative often used?
Give an illustration to each case.

¢) Represented speech

Represented or reported speech is a stylistic de-
vice combining characteristic features of direct and indi-
rect speech. Introducing represented speech into his
narration the author creates the effect of hero’s immediate
presence and participation. For example:

He saw men working, and sleeping towns suc-
ceeding one another. What a great country
America was! What a great thing to be an artist
here! ...If he could only do it! If %e could only do
it! If he could only stir the whole country so that
his name would be like that of Dore in France or
Vereshchagin in Russia. (Dreiser)

As we see, the morphological structure of the given
example is that of indirect speech. But though the quota-
tion marks are absent and though the structure of the
passage does not indicate the hero’s interference into the
writer’s narration, still there is a certain feature which
enable us to distinguish it from the author’s indirect
speech proper. They stand close to the norms and patterns
of direct speech. See how many exclamatory sentences
there are in the extract: they help to reflect the emotional
state of the hero.
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The writer does not eliminate himself completely
from the narration, but coexists with the personage.

Represented speech can be divided into two uneven
groups: uttered represented speech and unuttered or inner
represented speech.

Uttered Represented Speech

Uttered represented speech is a mental repro-
duction of a once uttered remark or a whole dialogue. For
example:

Old Jolyon was on the alert at once. Wasn’t
the “man of property” going to live in his new
house, then? He never alluded to Soames now but
under this title.

“No”,~ June said — “he was not; she knew that
he was not!”

How did she know?

She could not tell him, but she knew. She
knew nearly for certain. It was most unlikely;
circumstances had changed! (Galsworthy)

The first sentence is the author’s speech. In the
second sentence “Wasn’t the “man...” there is uttered
represented speech: the actual speech must have been
“Isn’t the...”. This sentence is foFlowed by one from the
author: “He never...”. Then again comes uttered repre-
sented speech marked off in inverted commas, which is
not usual. The direct speech “No”, the introductory “June
said” and the following inverted commas make the
sentence half direct half uttered represented speech. The
next sentence “How did she know?” and the following one
are models of uttered represented speech: all the pecu-
liarities of direct speech are preserved, i.e., the repetition
of “She knew”; the colloquial “nearly for certain”, the
absence of any connective between the last two sentences
and finally the mark of exclamation at the end of the
passage. And the tenses and pronouns here show that the
actual utterancedpasses through the authors mouth.

Represented uttered speech is a mental reproduction
of a once uttered remark or even a whole dialogue. E.g.:

“So I’ve come to be servant to you™.
113 (7”
How much do you want?
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“I don’t know. My keep, I suppose”. Yes, she
could cook. Yes, she could wash. Yes, she could
mend, she could darn. She knew how to shop in a
market.” (Du Maurier)

The contents of the last four sentences leaves no
doubt that they are answers to further questions, though
their form - the third person of the pronouns, the change
of the tense, the abolition of quotation marks — clearly
shows that the author turned from direct to represented
speech.

This device is used not only in the belles-lettres style.
It is also efficiently used in newspaper style.

In the modern belles-lettres prose style the speech of
the characters is modelled on natural colloquial patterns.
The device of uttered represented speech enables the
writer to reshape the utterance according to the normal
polite literary usage.

Unuttered or Inner Represented Speech

Unuttered or inner represented speech is in-
comparably larger, it enables the writer to give a fuller
and more complete picture of the hero’s state of mind. For
example:

“To bed then and to sleep. To total darkness.
No thoughts, no dreams, nothing till morning
came — and then the sharp swift torture of waking
life” (Du Maurier)

The writer often resorts to inner represented speech
with the commentary: “he thought”, “he dreamed”, etc.

Inner represented speech, unlike uttered represented
sEeech, expresses feelings, emotions and thoughts of the
character which were not materialized in spoken or written
language. That is why. it abounds in exclamatory words
and phrases, elliptical constructions, breaks and other me-
ans of conveying the feeling and psychological state of the
character. When a person 1s alone with his thoughts and
feelings, he can %ive vent to those strong emotions which
he usually keeps hidden.

_ “His nervousness about this disclosure
irritated him profoundly; she had no business to
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make him feel like that — a wife and a husband
being one person. She had not looked at him once
since they sat down, and he wondered what on
earth she had been thinking about all the time. It
was hard, when a man worked hard as he did,
making money for her — yes and with an ache in
his heart - that she should sit there, looking —
looking as if she saw the walls of the room closing
in. It was enough to make a man get up and leave
the table” (Galsworthy)

The inner speech of Soames Forstyle is here introdu-
ced by two words describing his state of mind — “irritated”
and “wondered”. The colloquial aspect of the language in
which Soames’ thoughts and feeFings are expressed 1is
obvious. He uses colloquial collocations: “she had no
business”, “what on earth”, “like that” and colloquial
constructions: *“yes and with...”, looking — looking as
if...”, and the words used are common colloquial™.

Being a continuation of the author’s speech and that
of the character, inner represented speech fully discloses
the feelings and thoughts of the character, his world
outlook.

Inner represented speech, unlike uttered represented
speech, is usually introduced by verbs of mental percep-
tion as think, meditate, feel, occur (an idea occurred to...),
wonder, ask, tell oneself, understand and the like. For
example:

“Over and over he was asking himself; would
she receive him? would she recognize him? what
should he say to her?” “why weren’t things going
well between them? he wondered”.

The only indication of the transfer from the author’s
speech to inner represented speech is the semicolon which
suggests a longish pause. The emotional tension of the
inner represented speech is enhanced by the emphatic
“these” (in “these children”), by the exclamatory sen-
tences “God bless his soul” and “in the name of all the
saints”. This emotional charge gives an additional .shade
of meaning to the “was sorry” in the author’s statement:
Butler was sorry,. but he was also trying to justify himself
for calling his daughter names.
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[. Questions and Tasks
1. Describe the nature of the stylistic device of rep-
resented speech.
2. What is the distinction between represented spe-
ech and author’s indirect speech proper?
3. fjnté)r7 what groups is the represented speech divi-
ed?
4. What are the characteristic features of uttered rep-
resented speech?
5. What 1s the morphological structure of the uttered
represented speech?
6. What is the stylistic function of uttered represen-
ted speech?
7. What does the inner reEresented speech, unlike
uttered represented speech, express?
8. What is the peculiarity of unuttered represented
speech?
9. Does the inner represented speech disclose the
feelings and thoughts of the character?
10.Isn’t the inner represented speech the monopoly
of belles-lettres style?

II. Classify the following examples of represented
speech into represented inner and represented uttered
speech.

1. She hadn’t wanted to marry him or anyone else, for
what matter, unless it was someone like her father. But
there was no one like her father. No one she had ever
seen. So, oh, well, what’s the diff! You have to get
married some time. (E. Ferber)

2. Then he would bring her back with him to New
York - he, Eugene Witla, already famous in the East.
Already the lure of the big Eastern city was in his mind,
its palaces, its wealth, its fame. It was the great world, its
fame. It was the great world he knew, this side of Paris
and London. He would §0 to it now, shortly. What would
he be there? How great? How soon? So he dreamed. (Th.
Dreiser)

3. Angela looked at him with swimming eyes. He was

really different from anything she had ever known, young,
artistic, imaginative, ambitious. He was going out into a
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world which she had longed for but never hoped to see —
that of art. Here one was telling her of his prospective art
studies, and talking of Paris. W%lat a wonderful thing! (Th.
Dreiser)

4. Oh, love, love! Edward! Edward! Oh, he would
not, could not remain away. She must see him — give him
a chance to explain. She must make him understand that it
was not want of love but fear of life — her father, every-
thing, everybody — that kept her so sensitive, aloof, remo-
te. (Dickens)

5. “So I’ve come to be servant to you”.

“How much do you want?”

“I don’t know. My keep, I suppose.” Yes, she could
cook. Yes, she could wash. Yes, she could mend, she
could darn. She knew how to shop in a market. (Du
Maurier)

6. “Old Jolyon was on the alert at once. Wasn’t the
“man of property” going to live in his new house, then?
He never alluded to Soames now but under this title.

| “No” — June said — “he was not; she knew that he was
not!”

“How did he know?”

She could not tell him, but she knew. She new nearly
for certain. It was most unlikely; circumstances had
changed!”

7. An idea had occurred to Soames. His cousin Jolyon
was Irene’s trustee, the first step would be to go down and
see him at Robin Hill, Robin Hill! The odd — the very odd
feeling those words brought back. Robin Hill — the house
Bosinney had built for him and Irene — the house they had
never lived in — the fatal house! And Jalyon lived there
now! (Galsworthy)

8. He looked at the distant green wall. It would be a
long walk in this rain, and a mufdy one. He was tired and
he was depressed. Anyway, what would they find? Lot of
trees. (J. Jones)

9. And then he laughed at himself. He was getting

nervy set up like everybody else in the house. (A.
Christie)
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10. He kept thinking he would write to her — he had
no other girl acquaintance now; and just before he entered
art schoo% he did this, penning a little note saying that he
remembered so pleasantly their ride; and when was she
coming? (Th. Dreiser)

III. State the functions of represented speech

1. And could he do that? Had he the courage? And would it
all work out satisfactorily if he did? Would Sandra believe him —
once she heard? (Th. Dreiser)

2. June, of course, had not seen this, though not yet
nineteen, she was notorious. Had she not said to Mrs. Soames —
who was always so beautifully dressed — that feathers were
vulgar? Mrs. Soames had actually given up wearing feathers, so
dreadfully outright was dear June! (Galsworthy)

3. ...he was telling her of his prospective art studies, and
talking of Paris. What a wonderful thing! (Dreiser)

4. The girl noted the change for what she deemed the

better. He was so nice now, she thought, S0 white — skinned and
clear — eyed and keen. (Drelser)
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E. Transferred Use of Structural Meaning
a) Rhetorical Questions

The rhetorical question as a stylistic device
presents a statement in the form of a question. There is an
interaction of two structural meanings, that of the question
and of the statement. Both meanings are materialized
simultaneously.

The question is emphatic and mobilizes the attention
of the reader even when the latter is not supposed to ans-
wer anything, i.e. rhetorical question is not intended to
draw an answer, and used for rhetorical effect. For
example:

“Can anybody answer for all the grievances of
the poor in this wicked world?” (Dickens)

The form of a rhetorical question is often negative:

“Who is here so vile that will not love his
country?” (Shakespeare)

Rhetorical questions preserve the intonation of a
question, though sometimes the assertion is so strong that
both the intonation and the punctuation are changed to
those of the exclamatory sentence: *

“Oh! Don’t remember the days of my happy
childhood? How different they are from my
present ignoble state?” (Greenwood)

Both sentences of the above example are pronounced
with the same intonation and have the same punctuation,
though the second one is exclamatory, both by form and
essence, while the first one presents a rhetorical question.

Rhetorical questions are realized in different const-
ructions:

1. Interrogative sentences (general and special
questions).

“Is there such a thing as a happy life” (R.

Aldington). “What can any woman mean to a man
in comparison with his mother?” (R. Aldington)
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2. Interrogative—negative constructions:

“Who has not seen a woman hide the dullness
of a stupid husband? Have I not to wrestle with
my lot?” (W. Thackeray)

3. A rhetorical question contains the modal verb
“should”+“but”:

“Whom should they light but Rebecca and her
husband?”

4. Declarative sentences:

“So i1t was wicked, like being smutty, to fall
happy when you looked at things and read Keats?”
(R. Aldington)

5. Infinitive constructions take part in the building of
rhetorical questions to express indignation:

“A man like Matthew Brodie to return home
at the childish hour of ten o’clock.” (A. Cronin)

The stylistic function of rhetorical questions is to
express doubt, assertion or suggestion. Rhetorical (iuestion
is mainly w#sed in publicistic style and particularly in
oratory, though it is more and more penetrating into other
styles. So, it is widely employed in modern fiction for
depicting the inner state of a personage, his meditations
and reflections.

“There isn’t one of them, Michael thought
staring, unsmiling at their unwelcoming faces, that
I would ever talk to any of them under any other
circumstances. My neighbors. Who picket them?
Where did they come from? What made them so
eager to send their fellow-citizens off to war?”
(Shaw). ‘

It i1s most popular in poetry.
“They come shaking in triumph their long,

green hair;
They come out of the sea and run shouting by

206



the shore.

My heart, have you no wisdom this to
despair?

My love, my love, my love, why have left me
alone?” (J.Joyceg,.

Rhetorical questions are more emotional than state-
ments.

Not seldom rhetorical question can be met in informal
dialogues:

“What the hell have you got to do here? I
didn’t invite you, not me.” (E.Biggers)

Through frequent usage some rhetorical questions be-
come traditional:

“What business is it of yours? What have I to
do with him?”

Such questions usually imply a negative answer and
reflect a strongly antagonistic attitude of the speaker
towards his interlocutor or the subject discussed.

I. Questions and Tasks

1. What is the nature of the stylistic device of rheto-
rical question?

. What 1s the intonation of rhetorical question?

. Is the form of rhetorical question negative or

affirmative?

How does the interplay of two structural meanings

take place in rhetorical questions?

Both structural meanings are materialized simul-

taneously in rhetorical questions, aren’t they?

Is a rhetorical question intended to get an answer?

In what constructions is a rhetorical question rea-

lized? Give illustrations.

In what functional styles are rhetorical questions

mostly used?

th}?t is the stylistic function of a rhetorical ques-

tion:

© 0 Noy L R W
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II. Classify the following rhetorical questions accor-
ding to structural types

1. But what words shall describe the Mississippi, gre-
at father of rivers? (Dickens)

2. Now, who knew for whom the song was really in-
tended? For one? For all? For the potency of love in
everyone and everything, even in the ship’s officers? (D.
Sayers)

3. Have I not had to wrestle with my lot? Have I not
suffered things to be forgiven? (Byron)

. 4. Is there such a tﬁing as a happy life? And if there
is, would it be the most desirable life? (R. Aldington)

5. 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 cannot. Why can we not fly? Is it
because we are calculated to walk? (Dickens)

6. What courage can withstand the everduring and all
besetting terrors of a woman’s tongue? (W. Irving)

7. Wouldn’t we all do better not trying to understand,
acceéating the fact that no human being will ever under-
stand another, not a wife a husband, a lover a mistress, nor
a parent a child? (Gr. Greene)

III. Discuss the nature and functions of the following
rhetorical questions

1. That painter! What business had he to paint a wo-
man so like Vic as that a woman that didn’t mind lyin’
like that! (Galsworthy)

2. “I never see him doing any work there” — continued
Harris, “whenever I go in. He sits behind a bit of glass all
day, trying to look as if he was doing something. What’s
the good of a man behind a bit of glass? I have to work for
my living. Why can’t he work? What use is he there, and
what’s the good of their banks? They take yours money,
and then, when you draw a cheque, they send it back
smeared all over with “No effect”, “Refer to drawer”.
What’s the good of that? That’s the sort of trick they
served me twice last week...” (J. K. Jerome)

3. Did not the Italian Mosico Gazzani sing at my
heart six months at least in vain? (Byron)
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4. Have I not had to wrestle with my lot?
Have I not suffered things to be forgiven? (Byron)

b) Litotes

Litotes is a stylistic device consisting of peculiar
use of negative constructions instead of positive forms. It
is used to diminish the positive meaning. E.g.:

He is no coward — He is a brave man.
He is not a silly man - He is a clever man.

In this case we have intentional restrain which
Produces a stylistic effect. “Not silly” is not equal to
‘clever” although the two constructions are synonymious.
The same can be said about the other pair: “no coward”
and “a brave man”. In both cases the negative construction
is weaker than the affirmative one. But it should be noted
that the negative constructions here have a stronger impact
on the reader than the affirmative ones. The latter have no
additional connotation; the former have. That is why such
constructions are regarded as stylistic devices.

Thus litotes is a deliberate understatement used to
produce a stylistic effect. It is not a pure negation, but a
negation that includes affirmation. Therefore here we may
speak of transference of meaning, i.e., a device with the
help of which two meanings are materialized simul-
taneously: the direct (negative) and transferred (affir-
mative).

The stylistic effect of litotes depends mainly on into-
nation:

1. It troubled him not a little.

2. Mr. Bardell was a man of honour — Mr.
Bardell was a man of his word — Mr. Bardell was
no deceiver... (Dickens)

The negation does not indicate the absence of the
quality mentioned, but suggests the presence of the
opposite quality. In one of the above given examples the
litotes “no deceiver” is clearer and more emphatic because
of the preceding phrases “a man of honour”, “a man of his
word”. Thus like other stylistic devices litotes displays a
simultaneous materialization of two meanings: one
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negative, the other affirmative. This interplay of two
grammatical meaning is keenly felt, that the affirmation
suppresses the negation. The two senses of the litotic
e)f( ression, negative and positive, serve a definite stylistic
effect.

In litotes we have two meanings of quality — positive
and negative. The positive meaning is in opposition to the
negative meaning. The negative part is under double
stress. This double stress helps to overestimate the whole
construction. In usual negative constructions we do not
have double stress and emphasis.

Litotes as a stylistic device must not be mixed up
with logical negation. Sometimes litotes serves to make a
negative statement less categorical.

-Litotes is used in different styles of speech but
official and scientific prose.

I. Questions and Tasks

Characterize the stylistic device of litotes.

Wh?ere does a negative particle “not” stand in lito-
tes?

Two meanings are materialized simultaneously in
litotes, aren’t they?

. What is the difference between litotes and logical
negation? Give examples of both cases.

. In what functional style is litotes mostly used?

. What is the stylistic function of litotes?

AL o

II. Pick out litotes and translate the extracts into your
mother tongue

1. She had a snouty kind of face which was not
completely unpretty. (K. Amis)

2. The idea was not totally erroneous. The thought did
not displease me. (I. Murdoch)

3. Bell understood, not without sympathy, that Queen
had publicly committed himself. (J. Jones)

4. Kirsten said not without dignity: “Too much
talking is unwise”. (A. Christie)

5.1 felt I wouldn’t say no to a cup of tea. (K. Amis)

6. Joe Clegg also looked surprised and possibly not
too pleased. (A. Christie)

7. “How are you feeling, John?”

“Not too bad”. (K. Amis)
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8. The place wasn’t too tidy. (S. Chaplin)

9. I turned to Margaret who wasn’t looking too happy.
(Priestley)

10. “It’s not too bad”, Jack said, vaguely defending
the last ten years. (I. Shaw)

III. Comment on the nature and function of litotes

1. Byrne was not unpleasant. (D. Sayers)

2. Julia was not dissatisfied with herself. (S. Maug-
ham)

3. Mr. Bardell was a man of honour — Mr. Bardell was
a man of his word — Mr. Bardell was no deceiver... (Dic-
kens)

4. In a sharp, determined way her face was not un-
handsome. (A. Huxley)

: 5. He was laughing at Lottie but not unkindly. (A.
Hutchinson)

6. She couldn’t help remembering those last terrible
days in India. Not that she isn’t very happy now, of
course... (B. Priestley)

7. Well, I couldn’t say no: it was too romantic. (T.Ca-
pote)

8. He wasn’t too awful. (E. Waugh)

IV. Discuss the following litotes

1. People used to laugh at them not unkindly.
(Maugham)

2. He is not fool, this Pilon. (Steinbeck)

3. She gave consent not without doubt. (Thackeray)

4. “How slippery it is, Sam”.

“Not an uncommon thing upon ice, sir” replied Mr.

Weller. (Dickens)

5. He is not... uncultured. (Aldridge)

6. He troubled him not a little...

7. He found that this was no easy task.
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PART VI

FUNCTIONAL STYLES OF THE ENGLISH
LANGUAGE

A. Introductory Remarks

Each style of literary language makes use of a group
of language means the interrelation of which is peculiar to
the given style. Each style can be recognized by one or
more leading features. For instance the use of special
terminology is a lexical characteristic of the style of
scientific prose.

A style of language can be defined as a system of co-
ordinated, interrelated and interconditioned language
means intended to fulfil a specific function of communi-
cation and aiming at a definite effect.

Each style is a relatively stable system at the given
stage in the development of the literary language, but it
changes, and sometimes considerably, from one period to
another. Therefore the style of a language is a historical
category. Thus the style of emotive prose actually began
to function as an independent style after the second half of
the 16™ century; the newspaper style budded off from the
- publicistic style; the oratorical style has undergone consi-
derable changes.

The development of each style is predetermined by
the changes in the norms of Standard English.

It is also greatly influenced by changing social condi-
tions, the progress of science and the development of cul-
tural life 1n the country. For instance, the emotive ele-
ments of language were abundantly used in scientific pro-
se in the 18" century. This is ex%lained by the fact that
scientists in many fields used the emotional language
instead of one more logically fprecise and convincing, be-
cause they lacked the scientific data obtainable only by
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deep, prolonged research. With the development of
science and the accumulation of scientific data, emotive
elements gave way to convincing arguments and “stub-
born” facts.

The English literary language has evolved a number
of styles easily distinguishable one from another.

Thus a functional style is a system of interrelated lan-
guage means which serves a definite aim in communi-
cation. It can be regarded as the product of a certain conc-
rete task, set b?' the sender of the message.

Functional style appears mainly in the literary lan-
uage. The peculiar choice of language means within each
unctional style is predetermined by certain aims of com-

munication.

In English literary language we distinguish the fol-
lowing major functional styles:

. The belles-lettres style.

. Publicistic style.

. Newspaper style

. Scientific prose style.

. The style of official documents.

NN —

Each functional style may be characterized by a num-
ber of distinctive features and each functional style may
be subdivided into a number of substyles.

I. Questions and Tasks

. What is the functional style of the language?

. What is the degree of stability of each style?

. Hg)w does the development of each style take pla-
ce?

. In what style of the language is functional style
frequently used?

. What are the major types of functional style?

W ~ LI DI —
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B. The Belles-Lettres Style

The belles-lettres style is a generic term for three sub-
styles:

1. The language of poetry;
2. Emotive prose, or the language of fiction;
3. The language of the drama.

Each of these substyles has certain common features,
typical of the general belles-lettres style. Each of them
also enjoys some individuality.

The purpose of the belles-lettres style, unlike scienti-
fic, is not to prove but only to sug§est a possible interpre-
tation of the phenomens of life by forcing the reader to see
the viewpoint of the writer.

The belles-lettres style has certain linguistic features
which are:

1. Genuine, not trite, imagery, achieved by linguistic
devices.

2. The use of words in contextual and very often in
more than one dictionary meanings.

~ 3. A vocabulary which will reflect to a greater or les-
ser degree the authors personal evaluation of things or
phenomena.

4. A peculiar individual selection of vocabulary and
syntax.

5. The introduction of the typical features of a collo-

uial language to a full degree (in plays) or a lesser one
?in emotive prose) or a slight degree (in poems).

a) Language of Poetry

The first substtyle is verse. Both the syntactical and
se-mantic aspects of the poetic substyle may be defined as
compact. The most important feature of the poetic sub-
style is imagery, which gives rich additional information.
This information is created by specific use of words and
expressions. This information is to be conveyed through
images. Images are mostly built on metaphors, metony-
mies, similes and epithets etc. So the language of poetic
style is rich in stylistic devices: repetition, grammar
constructions, phonetic stylistic devices, etc.

Rhythm and rhyme are immediately distinguishable
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properties of the poetic substyle. The various composi-
tional forms of rhythm and rhyme-are generally studied
under the terms versification or prosody.

English verse, like all verse, emanated from song.

b) Emotive Prose.

In emotive prose imagery is not so rich as in poetry.
The percentage of words with contextual meaning is not
so high as in poetry. There is a combination of sFoken and
written varieties of the language, as there are always two
forms of communication — monologue (the writers spe-
ech) and dialogue (the speech of the characters). 'lPhe
language of the writer conforms to the literary norms of
the given period in the development of the English literary
language. The language of the hero of a novel or a story is
chosen in order to characterize the man himself.

Emotive prose allows the use of elements from all the
other styles as well. Thus we find elements of the
newspaper style, the official style, the style of scientific

rose, but they all are subjected to the If)urposes of the
elles-lettres style. Under the influence of emotive prose
they undergo a kind of transformation. It is rich in repre-
sented speech too.

Emotive prose as a separate form of fiction came into
being rather late in the history of the English literary lan-
guage. It began its existence in the second half of the 15'
century. With the coming of 16" century English emotive
prose progressed rapidly. A great influence on the further
development of the characteristic features of the belles-
lettres style was made by Shakespeare, although he never
wrote prose.

The seventeenth century saw a considerable de-
velopment in emotive prose and in prose as a whole. The
influence of the Bible on English emotive prose is particu-
larly striking in this period.

Eighteenth century emotive prose when compa-
red to that of the seventeenth is in its most essential, lea-
ding features. The history of the English literature of this
period is characterized with such prominent men-of-letters
as Defoe, Swift, Fielding etc. This period is regarded as
the century which formed the emotive prose as a%ranch of
belles-lettres style.

In nineteenth century the general tendency in
English literature to depict the life of English society cal-
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led forth changes in the language. Standard English begins
to absorb elements of the English vocabulary which were
banned in earlier periods from the language of emotive
prose, that is jargonisms, professional words. slang,
dialectal words and vulgarisms, though the latter were
used euphemistically — damn was printed d—; bloody — b-
etc. Illiterate speech finds its expression in emotive prose
by distorting the spelling of words, by using Cockney and
dialectal words; there appears a clear difference between
the speech of the writer and that of his characters.
Language means typical of other styles of literary
language are drawn into the system of expressive means
and stylistic devices of this substyle.

The present-day emotive prose is characterized by
the breaking-up of traditional syntactical designs of the
preceding periods. Not only detatched construction, but
also unexpected wa?'s of combining sentences, especially
the gap-sentence link and other modern syntactical
patterns, are freely introduced into present-day emotive
prose. Its advance 1s very rapid.

¢) Language of the Drama

The language of plays is entirely dialogue. The
author’s speech 1s almost excluded except for the play-
right’s remarks and directions.

But the language of characters is not the exact repro-
duction of the norms of colloquial language. Any variety
of the belles-lettres style will use the norms of the literary
language of the given period. Nevertheless there will be
departures from the established literary norms. But these
departures will never go beyond the boundaries of the
norms, lest the aesthetic aspect of the work should be lost.
It shows that the language of plays is always stylized.

The stylization of colloquial language is one of the
features of plays which at dif(flerent stages in the history of
English drama showed itself in different ways.

In the 16'" century the stylization of a colloquial
language was maintained due to several facts: plays were
written in haste for the companies of actors eagerly wai-
ting for them, and they were written for a wide audience,
most the common people. Plays were staged in public
squares on a raised platform.

The colloquial language of the 16" century therefore
enjoyed freedom and this found its expression in the
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dialogue of plays. The general trends in the developing
literary language were reflected in the wide use of biblical
and mythological allusions, evocative Renaissance tradi-
tions, abundant use of compound epithets.

The influence of Renaissance traditions can be seen in
a rich injection of oaths, curses, swear-words and other
vulgaéisms into the language of the English drama of this

eriod.

P The 16" century plays are mostly written in verse.
The plays of this period therefore were justly called dra-
matic poetry.

Tge revival of drama began in the second half of the
18" century. But the ultimatse shaping of the play as an
independent form of literary work with its own laws of
functionin%, with its own characteristic language features
was actually completed only at the end of the 19" century.

I. Questions and Tasks

1. What is the belles-lettres style?

2. What are the substyles of belles-lettres style?

3. What are the distinctive features of belles-lettres
style?

4. What is the most important feature of a poetic
substyle?

5. On what stylistic devices are images mostly built
in poetry?

6. Speak about  immediately  distinguishable
&rloperties of the poetic substyle?

7. What is the emotive prose characterized by?

8. Speak about two forms of communication in emo-
tive prose.

9. Does emotive prose allow the use of elements

from other styles as well? If the answer is affir-
mative, call those styles. ‘
10. When did emotive prose begin its existance in the
English literary language?
11. Who were the prominent English writers of the
past centuries?
12. Characterize all the periods of development of
English emotive prose.
13. What are the peculiarities of the language of
drama?
14. Speak about departures from the literary norms.
15. Did the colloquial language undergo stylization
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in the sixteenth century?
16. Describe the influence of Renaissance traditions
on the language of plays.

II. Describe the types of belles-lettres style

1. She took a plough and plough’d down
Put clods upon his head;

And they had sworn a solemn oath

John Barleycorn was dead. (R. Burns).

2. 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.

From my wings are shaken the dews that waken
The sweet buds every one,

When rocked to rest on their mother’s breast,

As she dances about the sun. (Shelley).

3. With fingers weary and worn;

With eyelids heavy and red,

A woman sat in unwomanly rags,

Playing her needle and thread, —

Stitch! Stitch! Stitch!

In poverty, hunger and dirt;

And still with a voice of dolorous pitch

She sang the “Song of the Shirst” (T. Hood).

4. “Dinner began in silence; the women facing one
another, and the men.

In silence the soup was finished — excellent, if a little
thick; and fish was brought. In silence it was handed.

Bosinney ventured: “It’s the first spring day.”

Irene echoed softly: “Yes — the first spring day.”

“Spring!” said June: “There isn’t a breach of air!” No
one replied.

TEC fish was taken away, a fine fresh sole from
Dover. And Bilson brought champagne, a bottle swathed
around the neck with white.

Soames said: “You’ll find it dry.”

Cutlets were handed. They were refused by June, and
silence fell. (J. Galsworthy).

5. “Men of England, Heirs of Glory,
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Heroes of unwritten story.
Nurslings of one mighty mother,
Hopes of her, and one another”. (Shelley)

6. Friendship, peculiar boon of heaven,
The noble mind’s delight and pride,

To men and angels only given,

To all the lower world denied. (Johnson).

III. State language means producing necessary stylis-
tic effect in the text

1. “Now Giant Despair had a wife, and her name was
Diffidence; so when he was gone to bed, he told his wife
what he had done, to wit, that he had taken a couple of
prisoners and cast them into his dungeon, for trespassing
on his grounds. Then he asked her also what he had best to
do further to them. So she asked what they were, whence
they came, and whither they were bound, and he told her.
Then she counseled him, that when he arose in the
morning he should beat them without mercy... The next
night she talked with her husband about them further, and
understanding that they were yet alive, did advice him to
counsel them to make away with themselves. So when
morning was come, he goes to them in a surly manner, as
before, and perceiving them to be very sore with the
stripes that he had given them the day before, he told them
that since they were never like to come out of that place,
their only way would be forthwith to make an end of
themselves, either with knife, halter, or poison: for why,
said he, should you choose life, seeing it is attended with
so much bitterness? But they desired him to let them go...
Then did the prisoners consult between themselves,
whether it was best to take his counsel or no, and thus
they began to discourse:

Christian. Brother, said Christian, what shall we
do? The life that we now live is miserable. For my part, I
know not whether it is best to live thus, or die out of hand.
My soul chooseth strangling rather than life, and the grave
is more easy for me than this dungeon! Shall we be ruled
by the giant?

Hope. Indeed our present condition is dreadful...

2. Captain Shotover: Nurse, who is this misgui-
ded and unfortunate young lady?



Nurse: She says Miss Hessy invited her, sir.

Captain Shotover: And had she no friend, no
parents to warn her against my daughter’s invitations?
This is a Fretty sort of house, by heavens! A young and
attractive lady is invited here. Her luggage is left on this
steps, for hours; and she herself is deposited in the poop
and abandoned, tired and starving...” (B. Shaw)

3. “Goldberg: What’s your name now?

Stanley: Joe Shoarp.

Goldberg: Is the number 846 possible or neces-
sary?

Stanley: Neither.

Goldberg: Wrong! Is the number 846 possible or
necessary?

Stanley: Both.” (H. Pinter).
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C. Publicistic Style

Publicistic style of a language may be divided into the
following substyles:

1. Oratorical style;
2. The essay;
3. Articles.

The aim of publicistic style is to exert a deep influ-
ence on public opinion, to convince the reader or the
listener that the interpretation given by the writer or the
speaker is the only correct one and to cause him to accept
thel point of view expressed in the speech, essays or ar-
ticle.

Publicistic style has features in common with the sty-
le of scientific prose, on the one hand, and that of emotive
prose, on the other. An expanded system of connectives
and careful paragraphing makes it similar to scientific
prose. Its emotional appeal is generally achieved by the
use of words with emotive meaning, the use of imagery
and other stylistic devices as in emotive prose; but the sty-
listic devices used in publicistic style are not fresh and ge-
nuine.

Publicicstic style is also characterized by brevity of
expression.

I. Questions and Tasks

1. What is publicistic style? Speak about its aim.

2. Has publicistic style features in common with
other styles?

3. What are the peculiarities of oratorical style?

4. What are the typical features of the spoken variety
of oratorical style?

5. In what cases is oratorical style employed?

6. What stylistic device is regarded as the most typi-
cal of oratorical style? Call other stylistic devices
which are also peculiar to orator

7. What are the obligatory forms ofyopemng oration?

8. Characterize essay. Speak about the role played by
essay during long period of time.

9. What are the peculiarities of the essay?

10. Describe articles of publicistic character and

show their distinction from newspaper and
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scientific ones.

[I. Pick out the elements of publicistic style and com-
ment on them

1. Is there really such a crisis in the art of the novel
that people must write books about it, cry shrilly to attract
attention as you do when you see someone taking a direc-
tion you know must lead them into danger? Yes, most
people Frofessionally concerned are by now agreed that
the English novel is in a sad state, that it has, in fact, lost
direction and purpose. The novel, which above all depends
on the fact tEat it is widely read, is rapidly becoming
unreadable.

Of course, this does not imply a stay-in strike on the
shelves of the tuppenny libraries. More novels are read
today than ever before, but it is the unreadable which is
read. (R.Fox).

2. Beware of political madmen! The Tories are
desperate for a trick to win a General Election. Some think
they have found it in the unhappy industrial situation.
They are baying for the Gt. (Government) to act so that
strikes are brought about and then spring an election in
which they would attack trade unions. The cats are
peeping out of the bags. (Daily Herald).

3. Speech Viscount Simon of the House of Lords:

The nobel and learned Earl, Lord Jowitt, made a
speech of much persuasiveness on the second reading rai-
sing this point, and today as is natural and proper, he has
again presented with his usual skill, and I am sure with the
greatest sincerity, many of the same considerations. I
certainly do not take the view that the argument in this
matter 1s all on the side. One could not possibly say that
when one considers that there is considerable academic
opinion at the present time in favour of this change, and in
view of the fact that there are other countries under the
British Flag, where, 1 understand, there was a change in
the law, to a greater or less degree, in the direction which
the nobel and learned Earl so earnestly recommends to the
House. But just as I am very willing to accept the view
that the case for resisting the noble Earl’s Amendment is
not overwhelming.
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4. “It is high time this people had recovered from the
assions of war. It is high time that counsel were taken
rom statesmen, not demagogues. It is high time the pe-
ople of the North and the South understood each other and
adopted means to inspire confidence in each other. (A.
Hill

5. “Mr. Chairman, Ladies and Gentlemen!

It is indeed a great privilege to address such an audi-
ence as I see before me. At no previous time in the history
of human civilization have greater problems confronted
the ingenuity of man’s intellect than now. Let us look
around us. What do we see on the horizon? What forces
are at work? Under what mist of clouds does the future
stand obscured?

My friends, casting aside the raiment of all human
speech, the test for the solution of all these problems to
which I have just alluded is the cheer and forceful applica-
tion of those laws which have always guided the hand of
man for some faint light for his hopes and aspirations...
We must re-address ourselves to these questions which
press for answer and solution.

What, then, is our duty? Shall we continue to drift?
No! Drifting must stop. We must press onward and
upward toward the ultimate goal to which all must
aspire...

But I cannot conclude my remarks, dear friends,
without touching briefly upon a subject which I know is
steeped in your very consciousness... "

6. “Language most shows a man; speak, that I may
see thee. It springs out of the most parts of us, and is the
image of the parent of it, the mind. No glass renders a
man’s form or likeness so true, as his speech. Nay, it is
likened to a man; and as we consider feature and com-
position in a man, so words in language... Some men are
tall and big, so some language is high and great... Some
are little and dwarfs; so of speech, it is humble and low;
the words are poor and flat... (an essay by Ben Jonson)

a) Oratorical Style

The oratorical style is the oral subdivision of the pub-
licistic style. Persuation is the most obvious purpose of
oratory. '

Direct contact with the listeners permits the combina-

223



tion of the syntactical, lexical and phonetic peculiarities
of both the written and spoken varieties of language.

Oratorical style belongs to the written variety of lan-
guage, though it 1s modified by the oral form of the utter-
ance and the use of gestures. Certain typical features of
the spoken variety of speech are: direct address to the
audience (ladies and gentlemen, honourable member(s),
the use of the 2" person pronoun “you”, etc.), sometimes
contractions (I’ll, won’t, haven’t, isn’t and others) and the
use of colloquial words.

This style is employed in speeches on political and
social problems of the day, in oration and addresses on so-
lemn occasions as public weddings, funerals and jubilees,
in sermons and debates and also in the speeches of counsel
and judges in courts of law.

The speaker often resorts to repetition to enable his
listeners to follow him and retain tlge main points of his
speech.

The following extract from the speech of the Ameri-
can Confederate general 1s an example of anaphoric repe-
tition: “It is high time this people had recovered from the

assions of war. It is high time that counsel were taken
rom statesmen...It 1s high time the people of the North
and the South understood each other and adopted means to
inspire confidence to each other”.

Repetition can be regarded as the most typical stylis-
tic devices of English oratorical style. The speaker resorts
to repetition to persuade the audience, to add weight to his
opinion. Almost any piece of oratory will have parallel
construction, antithesis, suspense, climax, rhetorical ques-
tions. Almost all typical syntactical stylistic devices can
be found in English oratory. Questions are most frequent
because they promote closer contact with the audience.

The change of information breaks the monotony of
the intonation patterns and revives the attention of the lis-
teners.

The desire of the speaker to convince his audience re-
sults in the use of simile and metaphor, but these are tradi-
tional ones, as fresh and genuine stylistic devices may di-
vert the attention of the listeners away from the main po-
ints of the speech.

Epigrams, aphorisms are comparatively rare in ora-
tory, they require the concentrated attention of the liste-
ner.

Special obligatory forms open the oration: My Lords;
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Mr. President; Mr. Chairman; Your Worship; Ladies and
Gentlemen, etc.

At the end of his speech the speaker usually thanks
the audience for their attention by saying: Thank you or
Thank you very much.

b) The Essay

The essay is a literary composition on philosophical,
social, aesthetic or literary subjects. It never goes deep
into the subject, but merely touches upon the surface. N

The essal); wag very popular in the 17" and 18'
centuries. In the 17" century essays were written on topic
connected with morals and ‘ethics, while those of the 18"
century focused attention on political and philosophical
problems.

The 18" century was the great age of essay writing.
The essay became a dominant force in English literature
of this period.

In the 19" century the essay as a literary term gradu-
ally changed into what we now call the journalistic article.

The most characteristic language features of the essay
remain 1) brevity of exEression; 2) the use of the first per-
son singular; 3) a rather expanded use of connectives,
which facilitate the process of grasping of ideas; 4) the
abundant use of emotive words; 5) tge use of similes and
sustained metaphors.

The essay in our days is often biographical; persons,
facts and events are taken from life.

Epigrams, allusions and aphorisms are common in the
essay, for the reader has opportunity to make a careful and
?etailed study both of the content of the utterance and its
orm.

¢) Article

All the features of publicistic style are to be found in
any article. Words of emotive meaning are few in popular
scientific articles. The system of connectives is more ex-
panded here.

The language of political magazine articles differs
little from that of newspaper articles. Bookish words, neo-
logisms, traditional word combinations are more frequent
here than in newspaper articles.

In an article dealing with forthcoming presidential el-
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ections in the USA we find such bookish and high-flown
words as ambivalent, exhilarated, appalled, etc. Humorous
effect is produced by the use of words and phrases as
melancholy, graciously, extending his best wishes, etc.
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D. Newspaper Style

The English newspaper style may be defined as a
system of interrelated lexical, phraseological, grammatical
means, aimed at serving the purpose of informing and
instructing the reader.

Not all the printed matter found in newspapers comes
under the newspaper style. The modern newspaper carries
material of an extremely diverse character. 8n the pages
of a newspaper one finds not only news and comment on
it, but also stories and poems, crossword puzzles, chess
problems, and the like. gince these serve the purpose of
entertaining the reader, they cannot be considered speci-
mens of newspaper style. Nor can articles in special fields,
such as science and technology, art, literature, etc. be
classed as belonging to newspaFer style.

The most concise form of newspaper information is
the headline.

The newspaper also seeks to influence public opinion
on political and other matters.

Editorials, leading articles are characterized by a sub-
jective handling of facts.

To understand the language peculiarities of English
new_spa%er.sty]e it will be sufficient to analyze the fol-
lowing basic newspaper features:

1. Brief news items;

2. The headline;

3. Advertisements and announcements;
4. The editorial.

a) Brief News Items

The function of a brief news item is to inform the rea-
der. It states only facts without giving comments. This is
characterized by the absence of any individuality of ex-
pression and the almost complete lack of emotional colou-
ring.

It goes without saying that the bulk of the vocabulary
used in newspaper writing is neutral and common literary.
But apart from this, newspaper style has its specific voca-
bulary features and is characterized by extensive use of
special political and economic terms, non-term political
vocabulary, newspaper clichés, abbreviations, neologisms,
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verbal constructions, attribute noun groups, syntactical
complexes, specific word orders.

Speaking about neologisms we may state, that neolo-
gisms are very common in newspaper vocabulary. The
newspaper 1s very quick to react to any new development
in the life of society, in science and technology. Neolo-
gisms make their way into the language of the newspaper
very easily. E.g. Sputnik, lunik, etc.

The vocabulary of brief news items is generally
devoid of any emotional colouring.

b) The Headline

The headline is the title given to a news item or a
newspaper article. The main function of the headline is to
inform the reader briefly of what the news is about. Some-
times headlines contain elements of appraisal, i.e. they
show the reporter’s or the paper’s attitude to the facts
reported. English headlines are short and catching. In most
of English and American newspapers sensational head-
lines are quite common.

Headlines contain emotionally coloured words and
phrases. Furthermore, to attract the reader’s attention, he-
adline writers often resort to a deliberate breaking-up set
expressions, in particular fused set expressions, and defor-
mation of special terms.

The basic language peculiarities of headlines lie in
their structure. Syntactically headlines are very short sen-
tences or phrases.

c¢) Advertisements and Announcements

The function of advertisements and announcements is
to inform the reader. There are two basic types of adver-
tisements and announcements in the Modern English
newspaper: classified and non-classified.

n classified advertisements and announcements vari-
ous kinds of information are arranged according to sub-
ject-matter into sections, each bearing an appropriate
name. In The Times, for example, the reader never fails to
find several hundred advertisements and announcements
classified into groups, such as Birth, Marriages, Deaths,
Business Offers, Personal, Farm, etc.

The vocabulary of non-classified advertisements and
announcements is mostly neutral with here and there a
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sprinkling of emotionally coloured words or phrases used
to attract the readers attention. The reader’s attention is
attracted by every possible means: typographical, graphi-
cal and stylistic, both lexical and syntactical.

d) The Editorial

Editorials, like some other types of newspaper artic-
les, bear the stamp of both the newspaper style and publ:-
cistic style.

The function of the editorial is to influence the reader
by giving an interpretation of certain facts. Editorials
comment on the political and other events of the day.
Their purpose is to give the editor’s opinion and inter-
pretation of the news published and suggest to the reader
that it is correct one.

Writers of editorials make an extensive use of emo-
tionally-coloured vocabularl)jl. Alongside political words
and expressions, terms, clichés and abbreviations one can
find colloquial words and expressions, slang and profes-
?ionalisms. They all together enhance the emotional ef-
ect.

Emotional colouring in editorial articles is also achi-
eved with the help of various stylistic devices, both lexical
and syntactical, the use of which is largely traditional.
Editorial abound in trite stylistic means, especially meta-
phors and epithets. For example: international climate, a
price explosion, brutal rule, crazy politics.

Traditional periphrases are also very common in
newspaper editorials, such as Wall Street (American fi-
nancial circles), the Great Powers (the five or six biggest
and strongest states), Downing Street (the British Govern-
ment), etc.

But genuine stylistic means are also frequently used,
which helps the writer of the editorial to bring his idea ho-
me to the reader. Practically any stylistic device may be
found in editorial writing. The emotional force of expres-
sion in the editorial is often enhanced by the use of vari-
ous syntactical stylistic devices. Some editorials abound
in parallel constructions, various types of repetition, rhe-
torical questions and other syntactical stylistic means.

Yet, the role of expressive language means and stylis-
tic devices in the editorial should not be overestimated.
Stylistic devices one comes across in editorials are for the
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most part trite. Original forms of expression and fresh ge-
nuine stylistic means are comparatively rare in newspaper
articles, editorials included.

I. Questions and Tasks

1. What is newspaper style?
2. What materials are included in English and Ame-
rican newspapers?
3. In what forms is the information conveyed in Eng-
lish newspapers?
4. What are the tasks of newspapers?
5. Describe the function of brief news items.
6. What vocabulary is employed in newspaper wri-
ting?
7. What is the degree of employment of neologisms
in newspaper articles?
8. What is the function of a headline?
9. Why do the authors use different emotionally co-
loured words and phrases in headlines?
10. What is the function of advertisements and anno-

uncements?

11. How are advertisements and announcements clas-
sified into?

12. Characterize the editorial.

13. What is the function of the editorial?

14. What vocabulary is employed in the editorial?

15. What is the role of expressive means and stylistic
devices in the editorial?

II. Differentiate the items of newspaper style and
comment on them

1. “Mr. Boyd-Carpenter... said he had been asked
what was meant by the statement in the Speech that the
position of war pensioners and those receiving national
insurance benefits would be kept under close review”.
(The Times).

2. “The condition of Lord Samuel, aged 92, was said
last night to be a “little better”. (The Guardian).

3. “Petrol bomb is believed to have been exploded

against the grave of Cecil Rhodes in the Matopos™. (The
Times).
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4. Mr. Eden, Foreign Secretary, was appointed Chan-
cellor of Blrmmgham University yesterday in succession
of Lord Cecil of Chelwood, who was resigned on grounds
%f age, after having been Chancellor for 26 years. (The

imes).

5. “Such as have settled in new habitations since the
late fire, and desire for the convenience of their corres-
pondence to publish the place of their present abode, or to
give notice of goods lost or found, may repair to the cor-
ner house in B% oomsbury, or on the east side of the great
squire, before the house of the Right Honorable the iord
Treasurer, where there is care taken for the receipt and
publication of such advertisement”. (London Gazetteg.

6. Headlines

1. Dramatic start to new session
Prime minister on limiting the conflict stage can now
be set for real settlement in middle east. (The Times).

2.  Road to ruin opens. British at world
union meeting UN delegates bounced. Arms a
threat to food. Could find no better way. Heard
them protest. (Manchester Guardian).

3. Stop H-bomb test’ call. (Daily Worker)

4. Shame! Shame! Shame! (Daily Worker)

5. God Teachers Like Their Pupils. (The
New York Times)

ECONOMIC NEEDS OF MALTA BIGGER GRANT
SOUGHT
From our correspondent

Malta, Feb. 3

The Prime Minister, Mr. Mintoff, was the chief
speaker at a Malta Labour Party meeting here this morning
‘which purported to give the people the latest information
on the constitutional and economic position of the island.
Mr. Mintoff said that in a few days he would be heading a
deilkegatlon to London for constitutional and economic
talks...

Referring to the recent report of the Civil Service
commission which recommended considerable increase for
non-industrial Government employees, Mr. Mintoff said
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this would not be implemented until industrial workers re-
ceived adequate increments.

The Prime Minister announced that a commission was
in Malta studying the possibilities of retrenchment as well
as of further taxation. He said the commission faced an
exacting task because of conflicting British and Maltese
interests. Mr. Mintoff went on to say that the British
Government had not yet agreed to an economic equiva-
lence between Malta and Britain, and next week’s delega-
tion would see whether Britain was making up her mind.
However, three quarters of integration was “in the bag”,
and if and when 1t was granted, as the Malta Labour Party
wanted it, there would be a general election. This time the
religious issue would not arise, as guarantees would be
embodied in the constitutional instrument before elections
took place. (The Times)

7. The editorial

ANTI-AMERICAN FEELING AMONG
CONSERVATIVES VIGOROUS ACTION SOUGHT TO
MAINTAIN ANGLO-US TIES

From our Political Correspondent

The sudden upsurge of anti-American sentiment
among Conservative M. P.s during the past few days is
one of the most disturbing consequences of the policy of
the intervention in Egypt. The sentiment has been latent
since the early days of the Suez crisis. But only now is it
being given full rein by an important section of the party.
In the motion tabled in the House of Commons on Tues-
day night 110 Conservatives — nearly one third of the
Government’s supporters committed themselves to the
view that the attitude of the United States in the present
emergency “is gravely endangering the Atlantic allian-
ce...” (The Times)

8. Brief news items

“Health Minister Kenneth Robinson made this shock
announcement yesterday in the Commons”. (Daily Mir-

rors)
The condition of Lord Samuel, aged 92, was said last

night to be a “little better”. (The Guardian)
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E. Scientific Prose Style

The first and the most noticeable feature of scientific
prose style is the loigical sequence of utterances. There is a
developed system of connectives in this style.

A second and no less important feature of this style is
the use of terms specific to each given branch of science.
Due to the rapid dissemination of scientific and technical
ideas, particularly in exact sciences, we may observe the
process of “de-terminization”, that is, some scientific and
technical terms begin to circulate outside the narrow field
they belong to begin to develop new meanings. But the
majority of terms do not undergo this process of de-termi-
nization and remain the property of scientific prose. The
necessity to penetrate deeper into the essence of things
and phenomena gives rise to new concepts, which require
new words to name them. Words employed in scientific
prose are mostly used in their primary logical meaning.

Neutral and common literary words used in scientific
prose as terms are followed by an explanation.

A third feature of modern scientific prose is the use
of quotations and references. References have definite
compositional pattern, namely, the name of the writer
referred to, the title of the work quoted, the publishing ho-
use, the place and year it was published, and the page of
the excerpt quoted or referred to.

A fourth feature of scientific style is the frequent use
of foot-notes.

The impersonality of scientific writings can also be
considered a typical feature of this style. Imgersonal pas-
sive constructions are frequently used with the verbs sup-
pose, presume, assume, conclude, point out, infer, etc., as
in “It should be pointed out”, “It must not be assumed”,
“It must be emphasized”, “It can be inferred”, etc.

The passive constructions frequently used in the sci-
entific prose of the exact sciences are not indispensable in
the Humanities.

Emotiveness is not entirely excluded from scientific
prose. Yet in modern scientific. prose such emotional
words as marvelous, wonderful, monstrous, magnificent,
brilliant are very seldom used. At least they are not cons-
tituents of modern scientific style.
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I. Questions and Tasks

1. What are the distinctive features of scientific prose
style? Speak about all of cases.

2. What is the fate of scientific terms when they under-
go de-termination?

3. What impersonal passive constructions are used in
scientific prose?

4. Do scientific prose include emotiveness?

II. Comment on the texts of scientific prose style

1. The process of binding a book comprises a long
series of operations, all requiring a nicety of handling and
judgement to produce a perfect result... The sheets must
be so folded that the leaves come in their proper order and
the pages of type all have the same relative margin. Next,
the sheets are collated, that is, examined to see that they
follow each other in right succession... This work is done:
in a kind of frame, called a sewing press, the sheets being
laid with their backs to a series of four or five upright
cards round which the thread is passed on its way out and
in along the back of each sheet...etc. (H.G.Aldis)

2. Taking English Poetry in the common sense of the
word, as a peculiar form of the language, we find that it
differs from prose mainly in having a regular succession
of accented syllables. In short it possesses metre as its
chief characteristic feature. Every line is divided into so
many feet, composed of short and long syllables arranged
according to certain laws of prosody. With a regular foot-
fall the voice steps or matcl;les along the line. In many
languages syllables have a quantity, which makes them
long or short; but in English poetry that syllable alone is
long on which an accent falls. Poets, therefore, in the use
of that license which they have, or take, sometimes shift
an accent to suit their measure. The inversion of the order
of words, within certain limits, is a necessary consequence
of throwing language into a metrical form. Poetry, then,
differs from prose, in the first place, in having metre; and
as a consequence of this, in adopting an unusual
arrangement of words and phrases... We must have, in
addition to the metrical form, the use of uncommon words
and turns of expressions, to left the language above the
level of written prose. When Thomson describes the
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spring-ploughing, the ox becomes a steer, the plough is
the shining share, and the upturned earth appears in this
serve as the globe. The use of periphrasis here comes lar-
gely to the poet’s aid. (M. Spillane)

3. To cover this aspect of communication engineering
we had to develop a statistical theory of the amount of
information, in which the unit of the amount of informa-
tion was that transmitted as a single decision between
equally probable alternatives. This idea occurred at about
the same time to several writers, among them the
statistician R.A. Fisher, Dr. Shannon of the Bell Telepho-
ne Laboratories, and the author. Fisher’s motive in study-
ing this subject is to be found in classical "statistical
theory; that of Shannon in the problem of coding informa-
tion; and that of the author in the problem of noise and
message in electrical filters. (N. Wiener).
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F. The Style of Official Documents

The style of official documents is not homogeneous
and is represented by the following substyles:

the language of business documents;
the language of legal documents;
the language of diplomacy

the language of military documents.

BN

This style has a definite communicative aim and has
its own system of language and stylistic means. The main
aim of this type of communication in this style of langua-
ge is to reach agreement between two contracting parties.
These parties may be: the state and the citizen, a society
and its members; two or more enterprises; two or more go-
vernments, etc. In other words the aim of communication
in this style of language is to reach agreement between
two contracting parties.

The language of this style has its own system of
clichés, terms and set ex(Fressions by which each substyle
can easily be recognized. For example: I beg to inform
you, the above-mentioned, on behalf, of, Dear Sir, your
obedient servants.

Each of the subdivisions of this style has its own
peculiar terms, phrases and expressions which differ from
the corresponding terms, phrases and expressions of other
variants of this style. Thus in finance we find terms like
extra revenue, taxable capacities, liability to profit tax.
Terms and phrases like fo ratify an agreement, memo-
randum, pact, extra—territorial status, plenipotentiary are
the utterance of diplomacy. In legal language, examples
are: to deal with a case; summary procedure; a body of
judges.

Corresponding abbreviations, conventional symbols
and contractions are widely used in this style. For ex-
ample: M.P. (Member of Parliament), Gvt. (Government),
$ (Dollar), £ (Pound), Ltd. (Limited).

Abbreviations are particularly abundant in military
documents. E.g.: adv. (advance); atk. (attack); obj. (ob-
ject); A/T (anti-tank); ATAS (Air Transport Auxiliary
Service).

Another feature of the style is the use of words in the-
ir logical dictionary meaning. There is no room for words
with contextual meaning or for any kind of simultaneous
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realization of two meanings. Words with emotive meaning
are not used here. In military documents sometimes meta-
horical names are given to mountains, rivers, hills or vil-
ages, but these metaphors are perceived as code signs and
have no aesthetic value. E.g.:

“2.102d. Inf. Div. continues atk. 26 Feb. 45 to
captive objs Spruce Peach and Cherry and pre-
pares to take over objs Plum and Apple after
capture by CCB, 5" armed Div.”

Almost every official document has its own compo-
sitional design and has a definite form. The form of the
document is 1tself informative, as it tells something about
the matter dealt with (a letter, an agreement, an order,
etc.).

I. Questions and Tasks

1. What is the aim of the style of official documents?

2. What are the clichés of the style of official docu-
ments?

3. Give examples of finance and diplomacy used in of-
ficial documents.

4. What abbreviations, conventional symbols and cont-
ractions are widely used in this style?

5. Are the words of official documents used in their di-
rect meaning or in their contextual meaning?

6. How the metaphoric meaning of words used in mili-
tary documents perceived?

7. Speak about the compositional design of official
documents.

II. Analyse and learn the compositional structures of
the following documents

1. Clichés:

I beg to inform you, I beg to move, I second the moti-
on, provisional agenda, the above-mentioned, on behalf
of, private advisory, Dear Sir, We remain, your obedient
servants.

2. Abbreviations:

a) M.P. (Member of Parliament), Gvt (government),
H.M.S. (His Majesty’s Steamship), $ (dollar), £ (pound),
Ltd (Limited).
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b) P.V.P., M.P.C. (Perpetual Vice-President, Member
Pickwick Club); G.C.M.P.C. (General Chairman — Mem-
ber Pickwick Club).

c) D.A.O. (Divisional Ammunition Officer); adv.
(advance); atc (attack); obj. (object). A/T (anti-tank);
ATAS (Air Transport Auxiliary Service).

d) “2.102 d. Inf. Div. Continues atc 26 Feb. 45 to
captive objs Spruce Peach and Cherry and Pregares o take
over objs Plum and Apple after capture by CCB, 5" armd
Div.”

3. A sample of a business letter.

Smith and Sons
25 Main Street
Mhanchester

9" February, 1967

Mr. John Smith

29 Cranbourn Street

London

Dear Sir,

We beg to inform you that by order and for account of
Mr. Julian of Leeds, we have taken the liberty of drawing
Uﬁon you for £ 25 at three months’ date to the order of Mr.
Sharp. We gladly take this opportunity of placing our
services at you disposal, and shall be pleased if you
frequently make use of them.

Respectfully your,
Smith and sons
by Jane Crawford.

HI. Discuss the forms of the following documents and
try to compose your own document on their principles

CHARTER OF THE UNITED NATIONS

“We the People of the United Nations Determined

TO SAVE succeeding generations from the scourge of
war, which twice in our lifetime has brought untold
sorrow to mankind, and

TO REAFFIRM faith in fundamental rights, in the
dignity and worth of the human person, in the equal rights
of men and women and of nations large and smaﬂ, and

TO ESTABLISH conditions under which justice and
respect for the obligations arising from treaties and other
sources of international law can be maintained, and
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TO PROMOTE social progress and better standards
of life in larger freedom,
AND FOR THESE ENDS

TO PRACTICE tolerance and live together in peace
with one another as good neighbours, and

TO UNITE our strength to maintain international
peace and security, and

TO EMPLOY international machinery for the
promotion of the economic and social advancement of all
peoples,

Have . Resolved to Combine OQOur Efforts to
Accomplish These Aims.

Accordingly, our respective Governments, through
re]}:resentatives assembled in the city of San Francisco,
who have exhibited their full powers found to be in good
and due form, have agreed to the present Charter of the
United Nations and go hereby establish an international
organization to be known as the United Nations.”

Invitation to Conference.

The Government of the United States of America, on
behalf of itself and of the Government of the United King-
dom of great Britain and Northern Ireland,... and the Re-
public of China, invites the Government of (name of
-government invited was inserted here) to send represen-
tatives to a Conference of the United Nations to be held on
April 25, 1945, at San Francisco in the United States of
America to prepare a charter for a general international
organization for the maintenance of international peace
and security.

The above-named governments suggest that the
conference consider as affording a basis for such a charter
the proposals for the establishment of a general internatio-
nal organization, which were made public last October as
a result of the Dumbarton Oaks Conference, and which
have now been supplemented by the following provisions
for section C. of CEapter VI...

(Invitation to San Francisco Conference, March 5,
1995).
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Huaraunsua

abandon

abhor
abode

abound
abruptly
absorb

abundant

accumulate

accumula-
ted

addition

adopt

adventure

advisory
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English-Uzbek-Russian

Dictionary
V3i6exua Pycua
Aa
1. apKHMHIMK, Y3HHH 1. HEMPUHYXKAEHHOCTS;

9pKHH TyTHHI; 2. BO3
KeuMoK; Tawmsnab
KETMOK,

Had)paTIaHMOK

Typap XOH; Kapoprox

60i1 (Myn—-kyn) 6ynMok
TycaTdaH
HIMMMOK, HTMOK

MYI—KyJ, TYKHH—COYHH

XKaMFapMoOK

XaMFapuiaraH

1. xywyB; 2. Kywuul,
TYAIUpHULL

OJIMOK, Kabyn KHJIMOK,
Y3NMalUTHPMOK,

CaprysamT, K€EYHPMHUIU

Macllaxar..., Macjaxar
6epyBuM, Maciaxar
fepUIl XyKyKHUra ara
6ynran

2. OTKa3bIBaThCH OT;
MOKHJATh

NUTATh OTBpalEHHE
XKUIKLIE; MECTOMpe-
ObiBaHUe

H300uI0BaTh

BHE3aIlHO

BCAChIBATh, MMOTJIOLIATH
oOuNbHBIA, H306MIYyIO-
LL{UH

HaKaIJHBaTh

HaKOMJEHHbIH
1. cnoxxeHue; 2. Mpu-
6aBieHUe, NOMOTHEHHE

INpUHHUMATH, YCBAHUBATH

MPUKIOYCHHE

coBellaTeJibHbIH,
KOHCYJIbTaTUBHBIN



aesthetic

affect

afford

aggregate

aggrieve

aghast

agitate

akin

alas!

alien

alligator
alliteration
allusion
aloof
alternation

amarous

16—40

ACTE€THKAra OoHa, 3CTE-
THK

TaBCUP 3TMOK, TabCHP
KypcaTMoK
UMKOHMATIa 3ra 6ynmMox

1. 6upra iiurMoK; 2.
6upra fiurunrax; 3.
XaMH

xatha KHIIMOK;
PaHXHUTMOK
noBaupab Komrax,
acaHKHparaH

1. XasXOHNaHTUPMOK;
2. Ky3FaTMOK,
apanamTHPMOK

yXxwai, MOHaHI, SKHH

3BOX!

1. 6eroHa; 2. 4eT 3JUIMK

TolluMaiganaruy
annuTepauus
XaBoJia

(aHya) Hapuia
aJIMalMHUHYB

1. ceBu6 (omux 6ynu6)
KonraH; 2. Myxab6arra
TYynuO-ToraH

3CTETHYECKHH

BO3JE€HCTBOBATH

ObITh B COCTOSHHUH

1. cobupaTh BMecCTE;
2. cobpaHHBbIit BMECTE;
3. COBOKYMHOCTb

orop4arhb, obuxaTh

NOpPaXKEHHBbIH yXKacoM,
oleaoMaeHHbIH

1. BOoNHOBATh; 2. Me-
IIaTh, NEpeMeLIHBaTh

NMOXO0XHH, CXOAHBIH,
6nu3Kui

yBbl!

1. uyxoii; 2. HHOCTpa-
Hell

KamHeapobunka
aniuTepauus

CChUIKa, aJIIO3HA

B CTOPOHE
yepeaoBaHHUE

1. BntoONEeHHBIH;
2. noGOBHbIH
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anadiplosis

anaphora

anncx

anticipate

antithesis

antonoma-
sia

antonym

anxiety

a-1

apology
apostrophe
appal
appraisal
apprecia-
tion
apprehend
apprehen-

sion

apron
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aHadMUIIoCHC, UIUD
(xeTHiu) oyuil

aHacopa

Kywu6 (6bupnamtupub)
106opMoK

KYTMOK; OJIIMHIAH Kypa
6UIMOK, ONAHHIAH
CEe3MOK

aHTHUTE3a, KapaMa —
Kapliu KyHHLI

AHTOHOMA3HUA

aHTOHHUM

6630BTaJ’II/lK, TallBHUIU

6UpHHYH Japaxan,
aBJIo Japaxagaru

aBd 3THIN
anoctpod
KYPKHTMOK
6axona

1oKopu 6axo, MUH-
HaTOOPYHINK
TYHIYHMOK

TYWIYHULI

tdapTyk, newbana

aHAJUIJIOCHUC, NOAXBAT

aHadopa

NMPHUCOCAHHHUTD

0XXHUAaTb; NpEeABHACTD,
Npea4yBCTBOBATH

aHTHUTE3a, NPpOTUBONOC-
TaBJICHHUE

AHTOHOMAa3HusAa

aHTOHHUM

6ecnokoiicTBo, TpeBora

NEpPBOKJIACHBIM,
OTJHUYHBIA

M3BHHEHHE
anoctpod
nyrarb

OLIEHKa

BbICOKAs OLEHKa,
MTPHU3HATENLHOCTD
NMOHUMAaTb

NMOHUMAHHC

¢dhapTyk, nepeJHUK



archaism

archer

archery

arrange-
ment

arrogant
ascribe
aspiration

aspire

assume

assurance

asyndeton

attain

avarice

babble

backbite

apXxausm
KAMOHO4H YK OTYBYH
MepraH

KaMOHUaH YK OTHIU
CAHDBATH

YOI THPULI

KajJOHOUMOF, KHOp-
XaBOCH OanaHp

HUcOaT 6epMOK
MHTHIIMIL

HHTHJIMOK

1. ¥3 3uMMacHura ojiMoK;

2. sramnab (Y¥3MHHKH
KHIHG) 0JIMOK

MIIOHTHPHIN; HHOH-
THpPHLL

GOFTOBUMCHIITUK

3puIIMOK, MyBadak
6yaMoK,

XACUCIIUK
Bb
l.munaupamoxk,
XKHJIAUPAMOK; MHUH-
FUJTAMOK

2.1.upm1mpa1.u, XHUIan-
paul; MHHFUJIAII

FUHOaTyYH

apxausm

CTpEeJIOK M3 JyKa

HUCKYCCTBO CTpeJibObl U3
ayKa

yCTpOHNCTBO

BLICOKOMEDPHBIH,
HaJIMEHHBIH

NMPUMNHUCHIBATH
CTpeMJieHHe
CTPEMHTbCA

npuHuMaTh (Ha cebsa),
NMpUCBaUBaTh

yBepeHHeE; 3aBepeHHe

6eccorosue

JOCTHUTaTh, N06UBaTLCA

CKYMOCTh

1.>xkypuaTb, 60pMOTaTB;

‘2.KypyaHue,

6opMoTaHUe

KIE€BETHHK
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backing

bacon

balance

ballad

barbarism

baron

barrel
bastard
bay
bean

bear

bearer

beat

beetroot

befall

beguile
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Kynab—KyBBaTaaul
OyajiaHTaH €W 4y4yKa
Ty

TyJa mapajyie/ii3M,
TyJla TEHINHK
6annaga
BAPBAapHU3M

1.6apon (deopsan-
NAPHUHE YHBOHU);
2.amep.marHaTt (HMpPHK
teonan €xu kanura-
JINCT)

6ouka

XapoMH
Kypdas, KYITHK
JTOBUSA

1. aiimk; 2. Hapx-
HaBOHH aTaiynab
nacaiTUpyB4YH OGHpxa
4allKOBYHCH

1.coxub, aracu;
2.TaKOHUM 3TYBYH,
KypcaTyByH

1.3ap6a; 2.ypMoK,
OYNIOCIaMOK

KH3HJI4Ya, JIaBJIdTH

py# 6epMok, coaup
6yIMoK

aJljfaMoK

nonaepxKka
0eKOH, KOHYeHad
CBHHas TpyoHHKA

NOJIHBIH napauiejindm

6annana
BapBapH3M

1.6apoH; 2.amep.MmarHat

6ouka
BHeOpauHbIi
3anuB, OyxTa
606

1.MenBenn; 2.6upxeBOi
CMEeKYNAHT, UTpaloLUUit
Ha MOHMXEHHe

l.HocuTenb; 2.moaaTenb,
npeabLIBUTEND

|.ynap; 2.6uTh, KOJIO-
THTh

CBEKJa

cly4aTbes, NpoMc-
XOIHUTh

0OMaHbIBaTh



belles-
lettres style

belly
benefit

beseech

beset

bet

betray

beyond

biblical

bill’

bill*

blade
blind

blink

bliss

Oaguuil agabuéTt cTUIH

KOpHH
Had, ¢oiina

WITHUMOC KHJIMOK,
EJIBOPMOK,

ypab onmok, Kaman
KHIIMOK

l.rapos; 2.rapos
YHAHaMOK

XHEHAT KHJIMOK,
XOHHJIUK KHUIIMOK

HUpoKIa, y30KPOK
Macodana

6ubnusra oun,
6ubnus...

TYMLHYK

1.xucobpakam;
2.aduma, nuakar;
3.KOHYH noiinxacu

THF, TMHCKa

1.xy3u oxu3, xyp;
2.yiinamMaid KWJIMHTaH;
3.KOpOHFH

1.x§3 6unaH WIFaMoK;
2. MWITHIJIAMOK; 3.K¥3
IOMMOK, (6upop
HapcagaH)

poxart-cgaporar

CTHJIb XyJ0XECTBEHHOM
JUTEpATypbl

ny30, XXHBOT
BbIrOaa, Mojb3a

NpPOCHUTH, YMONATH

OKpYXaTb, OCaXAATh

1.mapu; 2.0epxaTb napH

npenaBaTtb, H3MCHATD

BJaJiu, HA paCCTOAIHHUH

OubnencKHH

KJIKOB

1.cuér; 2.aduina,
M1aKaT; 3.3aKOHOMPOEKT

JIE3BHE

l.cnenoii; 2.6e3pac-
CYAHbIH; 3.TEeMHBIH

1.MuraTe; 2.MepuaTh;
3.3akpbiBaTh rnasa (Ha
ymo-n)

O1a)KEeHCTBO
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bloodthirs-
ty

blunder

blur
bloodshed
bold

boon

booze
borderline
bosh
bosom

bound

boundary

branch

brass

brat

breach
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KOHXYp, 30/IUM

1.xymon xarto; 2.Kynon
Xatora myn Kyiimox,
SHITIMLIMOK, HYKTara
ypOJIMACIUK

yuupub TamsaMoK
KOH TYKHII

1.>xacyp; 2.y3MHH KaTTa
TYTaAuTaH; 3.naFan,
cypbet

93ryIuK, KyJalnuk
WYUMIIMK, CIIUPTIH
HYUMJITHK

yerapa, AeMapKauus
YU3UFU

6emabHHU ran, cagcearta
6aFp, WpakK

l.yerapa, xan;
2.00FaHraH

yerapa

l.wox (dapaxmuunz);
2.coxa, TapMoOK; 3.
wysba, 6yn1uM
MHUCH4H SCaJIraH,
MHCC...

ouan. narTa

(KOHYHHU) ©Y3MOK

KpPOBOXaHbIH

l.rpy6as omubka;
2.cnenath rpyoymo
owHOKY; NPOMaxHYTbCH

CTHpaThb
KpOBONPOJIHUTHE

l.cMenwlit; 2.caMo-
yBEpEHHBIH; 3.1ep3KHi;
Harabli

6naro, ynobcteo
BbIMUBKA, CIHPTHOMH
HanuTOK

rpaHyLa; AeMapKau1oOH-
Has JTMHUA

B340p, TYNOCTh

rpyab; cepaua
l.rpanuua, npenen;
2.cBsA3aHHBIN

rpaHvua

1.BeTka (depesa);
2.otpacis; 3. dunuarn,
oTAesIeHUE

MeOHbIH

duaga. TpAnka

HapylueHHe (3akoHa)



brevity
brink
brute

brutish

bud
bugger
bulb
bulk

bull

bump

burden

burgler
buriel

~ ground
butt
butt

calculate

calling

KHCKAIUK
KHPFOK, YEKKa
X4aWBOH, MOJ
1.BaxwnéHa, wadg-
KATcu3; 2.kantaaxm,
ICHNACT
KYpPTaKNaMOK

8yNn. HyCXa

6annoH (uouw), uaHIL

XaNnK OMMAaCHHHUHT
4COCHI KHMCMH

KyTapHILTra OUA, HApPX-
HaBOHHU aTaiinab
OLIUPAAUTAH

YPMOK; JI4T €AUPMOK

l.10K, OFUp WK, OF-
UpUK; 2.I0KJIaMOK,
YPUHTHPMOK

yrpu, Kyndbyzap yrpu
naH MapocHMH
KabpUCTOH

KaTTa 604Ka

l.oTHII MaiigoHu;
2.HULIOH

Cec

l.xucobnamok;
2.XxHcobnaiu

Kach

KpaTKOCTb
Kpa#
XKUBOTHOE, CKOTHHA

1.3BepCKHIi. )KECTOKHH;
2.rnynsli, Tynomn

JaBaTb MOYKH
8yn. THN
6annoH, cocyn

OCHOBHas Macca

NMOBbIWATEAbHBIH, HI-
palolii Ha MOBbIIEHHE

yAapHuTh; YIUHOUTD

1.Howa, O6pems;
2.Harpyxars,
obpeMeHATH

BOP, B3JIOMIIUK
MOXOPOHBI
Knaaouie
Gonbliag 6ouka

l.cTpenbbuuie;
2.MUIIEHB

1 .BBIYUCNATD; 2.BbIYHC-
NneHHne

npodeccus
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camp

campus

capsule

cash

cask

cause

caviar

challenger

chaos

chart

charter

cheering
chew
chiasmus

chime
chute
chirp

clash
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BaKTMHYAJIUK Kapoprox;
KYHHUII XOMH

YHUBEPCHTET EKH
MaKTa6 XOBJIIHMCH €KH
maxapyacu

napaa; Kobuk; karmcyna
1.Hakn myn; 2.myn
KYTHCH

6oukaua

1.3apap eTKa3MoK;
2.YaKHPMOK, YHAaMOK

HKpa, YBHJIAHPHK

6ennamysra gabpBat
3TYBYH, AabBOTap

yTa TapTUOCHU3IIHK,
YaNKaluUTHK

OE€HI'M3 XapHuTacH

1.xapTusa; 2.ycras,
XYKYK

Kapcakjiap
yalHaMoK
XHasM

1. KyHFUPOK; 2.KyH-
FHUPOK XapaHru (0BO3H)

JAapEHHUHT Te3 XOoiun
YUPKHUIIJIAMOK,

TYKHaIIMOK

jlarepb; MpUBa

YHHBEPCHUTETCKUH WIH
WKOJBHBIA ABOp HIH
rOpoAoOK

obonouka; kancyna
1.HanW4YHbIE NEHBIH;
2.0eHeXHUH LUK
60uYeHOK

1 .MpUYHHATD;
2.BbI3bIBATH

UKpa (puilvs)

BbI3bIBAIOILIUIH Ha CO-
pPEBHOBAaHUE, NPETEH-
OEHT

Xaoc

MopcKas KapTa

1.xapTusg; 2.ycras

alMIOOHUCMEHTDI
)KE€BaThb
XHaiMm

l.xonokona; 2.Koao-
KOJIbHBIR 3BOH

CTPEMHHHA
YUpHKaTh

CTONKHYTbLCA



clench

clergyman
climax
clipping
clockwork
clod

clump

cock

coherent

coin

coinage

collate

colloquial
speech

~ word

1. KMCMOK, (Mywmy-
MUHU), FAXUPIATMOK
(muwaapunu);, 2.cukno
YLLTaMOK

PYXOHUH

1. 3HT WKOpH HYKTa;
2. KJIHUMaxc

Kach. razetanaH KupKHO
OJIMHTaH Mapua

coaT MEXaHH3MH
Kecak
rypyxJjiab 3KMOK

CA3He. Ba3UAT COXHOH

MAHTHKAH H34YHJI

1.taHra; 2.(taHra) 3ap6
KHIMOK; 3.9HTH Cc¥3,
ubopa spaTMOK

1.(manea) 3ap6 xunui;
2.9Hru cy3 Ba ubopanap
ApaTHILL

TaKKOCJIaMoK,

COJIHIUTHPMOK

OF3aKH HYTK

OF3daKH JIEKCHKA

1.coxumars (kyaaku,
3y0bl1); 2.Kpernko
nepxaTthb

CBAILUCHHHK, JYXOBHOC
JTHUO

l.Kyn1sMHHaULHOHHBIH
NYHKT; 2.KJIMMaKC

npog. razeTHas Bblpe3Ka

4yacoBOM M&XaHHU3M
KOM 3eMJIH

cakaTb rpynnamu
CA3He. X031UH NOJO-

XKCHHA

JIOTHYECKH nociaeaoBa-
TeNnbHbIH

1.MOHeTa; 2.4€KAHUTB;
3.co3naBaTh HOBbIE
CJIOBa, BhIpAXEHUS

1. yekaHka (Monem);

2.co31aHHe HOBbLIX CJIOB
U BbIpaXxeHUH

CpaBHUBATH, CJIHYATHb

pa3roBopHas peyb

pa3roBopHas J1I€KCHKa
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concise
columb

commit

common-
place

concordan-
ce

Concupis-
cent

condemn
condenced
confident

confine

confirm

conform

confuse

consent
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CUKHK, KUCKaA
Kacb. KOJIOHKd, YCTYH

amainra OWMPMOK (Kyn-
DOK EMOH UWAAPHU)

l.oaaul, cuiixacu
YUKKaH;, 2.000HHITHK,
CHUMKACH YUKKaHIHNK

PO3MIIMK; MYBOQHKIIHK

IIaXBOHWH; IaXBOHUH
xucra 6epunran

KOpaaaMOK
CHKHK

XOHAXOH OyCT
1.4eknaMoK; 2.Kamab

KYIMOK

l.TacauxkJiaMoK;
2.MycTaxKaMj1aMoOK

MYBO(HKIAITHPMOK,
MOCJIaIITHPMOK,
MyBO(HUK KEJIMOK;
MOCJIAIUTHPHIIMOK,

l.XxMXonaT KHIMOK;
2.YHraaaamwTHPMOK

l.po3unuk; 2.pyxcat
6epuLl

C)KaTblH, KpaTKHH
npog. KonoHka; cronbell

l.coBepwiath (4auje
dypHoe)

1.6aHanbHbIH;

2.0aHanbHOCTH

corjacue; COOTBETCTBUE

NOXOTJIHUBBLIH; clano-
CTpacTHBI

OCYXIaTh
CKaTbIH
3aayLlWeBHbIH ApPYT
l.orpaHHYHUBATbD;
2.3aKaw4arTh (8

mopeMy)

l.moaTBEPXKIAATH;
2.yTBEpPXKAATh

corjacoBarb, corJja-
COBaTbLCA

l.cMywaTs; 2.cnyThl-
BaTh

l.cornacue; 2. paspe-
[eHHe



constituent

consumma-
te

contiguity

continuity

contraction

convergen-
ce

convey
convince
convincing

convulsion

coordinate

corner

counsel

l.TapxubHit KMcM;
2.camnos...; 3.cailoBYH

HHUXO0ACHTA €TKA3MOK

€HMa-EHNHK, SAKUHIIUK

1.y3nyKCH3AUK,
aXpaJIMACIIHK;
2.M34YUIIIIHK

KHCKapTHPHULU
(cy3napHu)

6Up XHITHK

(¢puxpru) udona 3TMOK
HIIOHTHPMOK
HILIOHAPIH

TOMHUP TOPTHLLIMLL;
U3TUpOO

1.MyBoduKIaLITUPUITaH
2.6up xun; 3.myBodHK-
NAWTHPMOK; 4.TYFpH
MyHocabaT/IapHU ByXya-
ra KeaTHPMOK

muoic. CaBAOrapJiuK
MaKCdagHAd MOJI XdpHUA
KHJIHLI

l.MacaaxaT; 2.0KJIOBYH;
3. keHraw; 4. Macnaxar
6epMoK

l.cocTaBHAs 4acCThb;
2.130HMpaTeNbHbIH;
3.u36uparens

AOBOAHUTHL MO KOHLA

CMEXHOCTb, OJU3HOCTH

] .HenmpepLIBHOCTD,
Hepa3pbIBHOCTb;
2.mocneoBaTeNbHOCTD

CTsXKeHHe (ca08)

CXOAUMOCTDb

BbIpaXaTb (MblCAb)
ybexxnatb
ybenutenbHbli

Cyaopory, noTpaceHHUe

| .KOOpAMHUPOBAHHbBIN;
2.0/1IMHAKOBbIH;
3.KOOpAHHUPOBATD;
4.ycTaHaBJIWBaTh Mpa-
BUJIbHOE COOTHOHIEHHE

KOM. CKYIKa ToBapa co
COEKYNATUBHbBIMH
uensMu

l.coBeT; 2.aABOKAT;
3.coBeulaHue; 4.cobe-
TOBaTh
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cove

cover

counter
courteous
crab

crabbed

crane

crash

credulous

criminal
croak

crumble

crumple

crust
cumulation
curly

currency
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ca3He. bonakai, AMrUT

1.ypHUHM Komnawl (nya
6unan); 2.ypHHUHH
KOIIaMOK,

TelTaxTa
XyluIMyoMarna, MyJnoiuM
TUPHaMOK

FazabsaHraH, HOpo3Hu

HUKKHJIaHMOK, KH-
AMHYMIHKIAp oJauaa
3caHKUpab KOIMOK

l.TapaknaTtub Tamnab
16opull, Kapc-Kype;
2.xanokar; 3.cHUHHUIL,
6aHkpoT GymuL

J1akMa, UIIOHYBYaH

XHUHOMUH, XUHOITKOPOHA
COBYK Hagac KHJIMOK

MaiinanaMoK, Mnapua-
JIaMOK,

1.23MOK; 2.FUXHMIaH-
MOK,

YBOK,
6uprnamuin
aruiraH

l.nyn MyomamacH;
2.nyn, BajnoTa

CA3H2. MalblH, NapeHb

l.kom. obecrieunTh
nokpsiTHe (dexedcHoe);
2.MoKpbLIBaTh

NpHIaBOK
BEXNUBbIH, YUTHUBBIH
uapanaTh HOITAMH
CepAUTHIH, HEAOBOb-

HbIH

KojebaTbcs, OCTaHAB-
JUBaTLCA Neped Tpya-
HOCTAMH

l.rpoxor, Tpeck;
2.aBapus; 3.kpax,
6aHKpOTCTBO

JIeTKOBEpHLIH, OOBEp-
YUBBIU

NpecTYNHbIH

KapkaThb

KPOUIKTh, pa3apobnaTh

1.MaTb; 2.MATBCA

KOpKa (xaeba)
npUcoeNUHEHUE
HU30THYTBIH

1.neHexHoe obpatie-
HHUe; 2.NEeHrbr'Y, BaNIOTa



curse

curtsey

curtail

cute

dactil

damn

dappled

darn

dart

dashing

dawn

debate

decay

decipher

decode

l.nacdpar, xakopar;
2.1abHATIAMOK,
CYKMIIMOK, CYKHHMOK

TH3 6ykH6 Tab3uM
KMJIMOK,

KHCKApTHPMOK, KECMOK
aKJIIH, JOHO

Dd
DAKTHI

1.HadpaT; 2.1abHAT-
J1aMOK,

OOFJIH, OJIaYHIIOp
Hadpar

l.TammnaMokx, oTMOK;
2.yxnait yuub 6opMox

l.Mapatnu; 2.00B0paK

TOHT NMaiTH, TOHT
€pMuiray nmaur

MyXOKaMa KHJIMOK,
GaxcialiMoK,

| .yupum, aifHuIL;
2.3audnawum, EMOH
XOJaTra TYIIMII -

HHUMaJUTHHHU Tyl yHUO
0JIMOK,

HUMAJIUTHHU TyWyHU6
OJIMOK,

1. npoknsTHe, pyra-
TENbCTBO; 2. NPOKJH-
HaTb, pyraTbcs

aenaTh peBepaHC

COKpawaTb, ype3uBaTh

YMHBIH, OCTPOYMHBIH

JAAKTH]Tb

|.mpoknsaTHe; 2.npo-
KJIMHATh

NATHUCTHIN

INPpOKJIATHE

1.6pocaTs, MeTaTh;
2.MoMYaThCA CTpesioH

l.cTpeMUTENbHBIH;
2.1uxoM

paccBeT, YTPEHHAs 3aps

o6cyxaaTh, AMCKYCCH-
poBaTh

l.rHMeHue, pa3nokeHHue;
2.ocnabneHue, ynaaok

pacmiu¢poBBIBATH

paciingpoBbIBaTDH
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decor

deduction

degrade

deem

deity
delude

demote

deluge
deny
deposit

descend

despair

desperation

detached
construc-
tions
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l.Hakw, ryn; 2.meamp
AeKopauus; MaH3apa

l.afiupuiu, onuiu,
yerupu6 Kosauiu;
2.xynoca, IKyH

€MOHIAIITHPMOK,
€MOHJIALLIMOK

thapas KuIMOK, neb
yinaMox
HNnoxuin

anaaMoK, 4YaJIFUTMOK

JIaBO3MMHHH, JdapaxacCH-
HHU MacallTHPMOK

CYB TOIIKHHH

UHKOD 3TMOK

OMOHaTra KyiMoK,
OMOHATIa TOMILHPMOK

nmacTra TYWIMOK, MacT
TOMOH OOpMOK

l.yMuacusmnuk;
2.yMHACH3N2HMOK,
YMHAHH HYKOTMOK

yinaHMal KWIMHIaH
yi, 6eMynoxa3anuk

AXPpaTHITaH TY3UIMalap

1.opHaMeHT; 2.meamp.
aeKopauus

| .BbIYHTAHHE, YAEPXKaA-
HHe; 2.BbIBOJ, 3aK-
JTIOUYEHUE

yXYAlIaTh, yXyALIaTcs

noJjiaratb, CHHUTATDL

6oxxecTBEHHBIH
ob6MaHbIBaTh, BBOAUTH B

3abnykaeHue

MOHHXATh B HOJIKHOCTH,
3BaHUH

HaBOJAHEHHE

OTpHLATh

KN1acTh, OTAABATh Ha
XpaHeHHe

CNIyCcKaThCs, CXOIHUTh

l.oT4asgsHHe; 2.0THAH-
BaThCs, TEPATH HaAEKAY

6e3pa3paccyncTBo,
besymue

obocobneHHbIe
KOHCTPYKLHU



detection

deuce

deviate

deviation

devoid
dew

dicky

digestion

dime
discontent

discount

disintegra-
te

dismal

TONHUII; HYKONraH
H4pCaHU TOMMIL

HKKHWIHK, HKKH OYKO
(kapmada, domunoda)

Y3UHHU 0IM6 KOYMOK,
yan 6epMoK

y3uHU onubd Koyuul,
yan 6Gepuiu

M4XpYM STUITaH
WYAPUHT, WabHaM

6ekapop, HLIOHYCH3

1.0BKAT Xa3M KWJIHLI;
2.y31alITUPpULH
(6uaumaapru,
gaxkmaapHu)

10 ueHTnM TaHTa
HOPO3UIIHK

1.BekcennapHu xucobra
ONIMIY; KaMaWTUpUITraH
HapX MHUKIOpPH;
2.BeKce/IapHu Xxucobra
OJIMOK; HapXJaH Yerup-
MOK

Tapkubuii KucMmiaapra
6ynmMox

KOPOHTH, I0paKHH
CHUKaAUraH

obHOpyxeHHe

nBoFiKa, ABa ouka (8
Kapme, doMuHo)

OTKJIOHATLCHA, YKIIO-
HATbHCA

OTKJIOHCHHE, YKIIOHCHHUE

JNHUWEHHbIA
poca

HEYCTOWUYHMBBIH,
HeHaJeXHbI

| .nuweBapexue;

2.ycBoeHUE (3HaHul,
dakmos)

moHeTa B 10 UeHTOB
HEZ0BOJIbCTBO

l.yuéT BEekceneit;
CKMIKa; 2.yYUTHIBATh

BeKceJieH; aenarhb
CKHIKY

pa3a€inuTh Ha COCTaB-
HbIC YaCTH

MpauHbIHd, THETYWHH
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disparity

display

dispose

disregard
dissemina-
tion

distort
ditch
dive

diverse

divert

division

dough

downfall

draw

drawbridge

drawl

dreary
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HOTEHIJIHK,
HOMYBOGUKIIHK

1.kyprasma, HaMOWHIN;
2.Kypraamara KyHMoK,
HAMOMHII KMJIMOK

ara 6yIMoOK
9pTUOOPIAH COKHT
KMITHLI, MEHCUMACIHK

TapKaTu

COXTaTAITHPMOK
30BYyp, HyKyp
LI YHFHUMOK

l.xap xun; 2.AMKKATHH
6ynu

JUKKATHH OYIMOK
1.6ynum, Takcumnaau;
2.6ynu6 Gepum; 3.6yn-
UM, 6YIHHMA

oy, aK4da

l.xana; xy4uau Kop
EFUIL; 2.KYYMd. TacJIuM
6ynum

TOPTMOK, CYAPaMOK
KyTapMa (O4WIaJqUraH)
KyMpHK

4y3IMOK (moeyuHu)

KOPOHFH, 3yJIMAT, 3UM-
3UE

HEpPABE€HCTBO, HECCOOT-
BETCTBHUC

1.BbIcTaBKa, MOKa3s;
2.BBICTAJIBAATD,
NMOKa3bIBaTh

pacrnonarars

HEeBHUMaHHe, NpeHeb-
pexxeHue

pacnpocTpaHeHHe

MCKaXaThb
KaHaBa, poB
HBIPATD

1.pa3Hblii; 2.0TBAEYEHHE

OTBJICKATb

l.neneHue, pasaeicHue;
2.pacnpeaeneHHeE;
3.oTaeneHue, oTaEN
JCHBTH, TPOLIH

] .IHBEHD; CHIBbHBIH
CHeronapu; 2.nepem.
najgeHue

TalHTh, BOJIOYHUTH

noabeMHbIH (pa3Bon-
HOit) MocCT

pacTtaruBaHue (38yxka)

MpauHblil; YHBIIbIH



drown
drunkard
dump

dungeon
dwarf

dwelling

earl

echo

eel
ellipsis

emanate

embody

embrace

emotional

~ colou-
ring

4YJYKMOK
NMUEHUCTA

1.6y3ykXxoHa;
2.KaMOKXoOHa; 3.Maiina
TaHra

€pOCTH KaMOKXOHa
naKaHa
yH, Typap Xoi;

HCTHKOMAT XOHH

Ee
rpad

l.akc-cago; Taknum
KHIMII 2.TaKJux
KHJIMOK,

UIOHOAIHK
JTUTIC

YHKMOK, TapKaNMOK;
KeIub YUKMOK

raBIaIaHTHPMOK ;
XOHMaHTHPMOK; y3uAa
MyXaccaM 3TMOK

KY4YOKJIaMOK; KYy-
YOKJIaLIMOK

XHUC-TYHFYNH

XUC-TYiHFy GYEFU

~ meaning XHC-TYHFyIH MabHO

17—40

TOHYTb
nbpAHULIA

l.npuToH; 2.TIOpEMa;
3.MeNbKasg MOHETA;

noa3eMHas TIOpbMa
KapJuK

JAOM, XXHIHIUE,
MECTOXHUTENBCTBO

rpad

l. 3x0; noapaxaHHe;
2.noxpaxathb

yrops
3NIUINC

HCXOAUTb, IPOHCXOAHUTH

BOILJIOWATh, OJIULIC-
TBOPATH; COAEPKATD

oGuuMaTh (cA)

IMOLUMOHANBbHBIHU

3MOLIMOHAbHAA
okpacka

IMOLHOHAJIBHOC
3Ha4YCHHC
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employee

embrace

encompass

encrust

endurance

enhance

enlarge

entity

entrust

enumera-
tion
envelope
enviable
envious
environ-
ment
epigram

Epigramma
tic sentence
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XU3MATYH

1.Ky4oKj1aMOK,
KY4OKJIalLIMOK;
2.KHpPUTMOK, Kampab
OJIMOK,

TeBaparuHu ypab oiMok

Kobuk (mapna) 6uinan
KOIlJIaMOK

6aprOLITHIHK

1.xaétra TaTOUK 3TMOK;
aMajra OMLWPMOK; 2.
Ky4aHTHPMOK, OIIMPMOK

KEHTalMTHPMOK,
KEHraiiMOoK;
KYMaiTUPMOK

1.60pnuk; 2.MOXHAT

HIIOHMOK, HILIOHHO
TOMIIKHPMOK

CaHal

KOHBEpT, ypaM
XxaBac YHFoTaguraH
XacafHU Ky3Faiiauran

aTpod MyXHT

CCHTCHLHA, XHKMaAT

XHKMaTiu ubopanap

clyxauuit

1.06HuMaTh (c9);
2.BKJIOYaTh, OXBAThI-
BaTh

OKpY>XaTh

NMOKpPBIBATH KOpKOﬁ

BBIHOCJIHBOCTb

|.BOnnamark B XKU3Hb;
peann3oBaTh;
2.ycUNUBaTh, MOBLILIATH

pacuiUpaTh (c); yBeJIHU-
4YUBaTh

1.6bITHE; 2.CYIIHOCTD

BBEPATHb, IOPY4aTh

MEPEHHUCIIEHHUE

KOHBepT, 06&pTKka
3aBUOHbBIH
3aBHCTIHBBIA

OKpYyXatollas cpena

CCHTCHIINA

CCHTCHLINA



epithet
essence
ethics
evil

evocative

evoke

evolve

excitement

executive

exert

exhilarate

expand

expire

expose

expressive
means

extract

SMHUTET
MOXHAT

aTHKa

€BY3JIHK

3cra CONyBYM, XOTHpala
KeJTHPYBYH

YaKUpPMOK, YHFOTMOK
PHBOXJIAHTHPMOK,

YCTHPMOK

XasXoHNaHUII, 6e30B-
TaJlaHUII

l.uxpous; 2.€¢pnamuu

TapaHI KWJIMOK,
KYyYaHTHPMOK
BaKTHH YOF KHJIMOK,
XOHJIAHTHPMOK,
KEHralTHPMOK
l.lamTH KeTMOK;
2.YAMOK

KYUMOK (Kkypea3maea,

comysea)
TabCHpYaH BOCHUTA
l.cyrypu6 Tammamok

(muwnu); 2.9uKapu6
OJIMOK. (VKHU)

3MUTET
CYUIHOCTH
3THKa
3710

BOCKpeEIIAKLHi B

TnaMATH

BbI3bIBaTh, MpoOyxKaaTh

pa3BepThIBATH, MPO-
OyxaaTb

BOB6y)KHCHHe, BOJTHEHHE

| . MCONBLHUTENBHBIH;
2.MOMOLIHHUK

HampAraThb

BECCNIHUTDH, OXKXHUBIATH

pacIiupaTh

1.BBIABIXATh; 2.yMHpaTh

BBLICTABNATh (Hanokas,
Ha npodaxcy)

BBIpa3UTENLHOE
CpPencTBO

l.yganate (3y6);
H3BJIEKATH (nya10)
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extravagant

exult

facilitate

fade away

faithful
falcon

fare

fascinate

ferocious

ferocity

ferry

fetter

feud
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ucpodrap, 6exyna capd
KWJIYBYH

IIOMJIaHMOK,, TaHTaHa
KHIMOK

Ff

€HTMJUTalITHPMOK,
€paaMilallIMOK

acTa-CeKMH HYKOJIMOK,
CYHMOK

HILOHYJIH, COOHK
JIOUMH

Ay XaKW; HYJI Hapxu

MagTyH KHJIMOK, y3Hra
acup KWIMOK (Hueoxu
bunan)

Kaxp¥ KaTTHK,
magKaTcHs

KaxXpH KaTTHKJHK,
waKaTCU3INK

1.(Hapuzu momonza)
YTKa3ub kyiuu;
2.mapoMm

1.pl. xM1I1aH; 3aHXHP;

2 KHIIaHJIaMOK,

AYUIMaHJIUK KHIIMOK,
XKaHXajJaJlallMoOK

pacTo4 HTeNbHBIHA

JIHKOBATb, TOPIKECTBO-
BaTh

obneryaTh, coneldcTBO-
BaTh

MNOCTENEHHO HCYE3aTh;
yracathb

BEpHBIH, peaHHbIN
COKOI

[j1aTa 3a Mpoe3a;
CTOUMOCTD Mpoe3aa

0YapOBLIBATh; 3a4apo-
BbIBaTh (8321200M)

CBUpEIbIi, JKECTOKHH

CBHPENOCTB, XKECTO-
KOCTB

l.mepernpasa; 2.mapom

1.pl. xkaHpanbl, OKOBHI;
2.3aKOBbIBAaTh (€@
Kaundanst)

BpaXKaoBaTb, CCOPHTLCA



fidget
fiery

filament

flatter

flooring
florescence

flush

flutter

focus

foe
folklore
foil

foot
footprint

forge

forgive

forthco-
ming

HOTHHY, acabuii
l.ananranu, xu3ub (uyr
6yaub) TypraH; 2.anaHr-
anaHu6 Typran (ky3
xakuda)

ToMa, HN

XymoMan (THIEF-
JIJaMaJIMK) KHJIMOK

noJl KHJIMII
ryjulam

6upnaH Kumn-Kusapub
(éHHO) KeTMOK

l.ypMok (xKanomaapu
6unan),
2.XasAX OHJIaHMOK,

6up epra TYIiaMok,
OHp Xoiira TYImIaHMOK
AyLIMaH

thonskiop

1.M30aH amawITUPMOK;
2.6apboa KUIMOK
(pescanaphu)

TypoK

aJloMaT, H3, OEK H3H

COXTAJIAlUTUPMOK,
KaHGaKHJ’IaIHTHpMOK

TYHOXHJOaH YTMOK

Kerycu

6ecnoKkoiHbIH, HEPBHBIH

].orHeHHBIH, packaieH-
Hblii; 2.cBepkaroUH (0
2nasax)

BOJIOKHO, HHUTB

JILCTHUTb

HacTHUN1Ka MNoJIOB
LBETCHHUC

BCMBIXHYTb, NOKPACHETb

1.0bITb (KpbiabAMU);
2.BOJMHOBATHCHA

coCcpenoTO4YUBATh (CH )

Bpar
donbknop

1.cOuBaTth co cinena;
2.cpblBaTh (nAaHbl)

cTona
ciaela, oTnedyaTokKk HOrM

¢dbabpukoBath, noaxie-
JIbIBATH,

npouiaTth

npeaCcTOSIUH A
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fortifica-
tion

framing

frequenter

frequently

fret

frisk
frog
fusty

gait
gale

gallows

garner

gasp

gaunt

generate
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HCTEXKOM

(pacmHu) poMra conui

Te3-Te3 TawpHo
6ylopub Typagurat,
KyHZa-uyHaa

T€3-T€3, AOUMO

6e30BTa KHJIMOK,
6€30BTanaHMoOK; 030p
6epMOK, a3HAT YEKMOK
CA3H2. TAHTHUMOK
6aka
GUYUMHU 3CKHpraH

Gg
KaJlaM TaujaaMokK

l.iuTopM (nypTaHa);
2.6MpnaH KaxKaxa
oTHI

aop

1.ranna oMbopu;
2.oM6opra rFanna
TYKMOK

1.1MMHUKHE KOJIMOK;
2.xuitHanu6 Hadac
OJIHII

OpMK, KMITHPHK

TYFAMPMOK, KeJITHPHO
YMKapMOK,

yKpeIJieHHe

obpaMieHue

YacCTbIH MOCETUTEND,
3aBcermaran

4acCToO, MOCTOAHHO

GecrokouTh (c1);
MYYHUTBH (CH)

cn3xe. o6BICKUBATD
JAATYLIKA

CTapOMOJHBIA

MmoxojagkKa

l.Top™M; 2.B3pEIB
X0XO0Ta

BHCeE/IMLA

1.xne6rorii ambap;
2.cchIlaTh 3€pHO B
ambap

1.3aapIxaThca; 2. 3a-
TpyAHEHHOE IbIXaHHE

XyIoH, TOWHH

MnopoXxnaTb, MPOH3BO-
ANTH



ghostly
giant

giggle

give in

~ away

gleam

glean

glimpse
gloam
gloom
glum
goofy
grab
gradual
grant

graphic
means

grasp

yarymai, JaxwaTiu
OEeBKOMAT
1.xMKHpnaMoK;

2. KMKHpJal

€H 6epMoK

l.aTaiinab KWIMHMaraH
COTKUHIHK; 2.ap30H
€KM TeKWHra GepuiaraH
Mo

1.xupa €rny, HYp; 2.HYp
COYMOK, MHIT-MHIT
3TMOK

1.Tepu6 onunran 6up
XaBy4 HOH; 2.0010K
TEPMOK

MUNTUII20 KYpUHHIM
FUpa-lLHpa

3UM-3Hi, KOPOHFYJIHK
3ynMart 6ocraH, KOpOHFY
3CH MacT, TEHTaK
yLUUIAMOK, TYTMOK
acTa-ceKMH

(kpedum, xkap3) 6epMOK
rpauK BocHTa
l.yaHranna6 yumnamox;

2.cukub yunam; 3.Ty-
LWIYHHII; TYIWIYHUO eTull

CTpallHbIH; y)KACHBIN
BETHKaH

] . XMXHKaThb; 2. XUXH-
KaHbe

yCTynaTh, CAaBaThCA

1.HenpeHaMepeHHOE
npeaaTeNbCTRBO;
2.ToBap, OTAAHHBIN
JelIeBO HIH AapOM

1.cnabwlit cBET, NyY;
2.CBETHThCH, MepLATh

1.ropcts noao6paHHoOro
3epHa; 2.moabupartsh
KOJIOCbs

MeNbKaHue, npobneck
CYMepKH

Mpak, TEMHOTa
MpayHbI#

rnynbld

XBaTaTh, 3aXBAThIBaTh
NOCTENeHHbL

NpefoCTaBNATh (3aeM,
Kkpedum)
rpaduyeckoe cpeacTBO

1.cxBaTrIBaTh; 2.CXa-
THe; 3.NOHUMaHHUE,
CXBaTbIBaHHE
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gratitude

grin

groan

growl

grumble

gulf

gulp

guy

hackneyed

hail

halter
hanky

harbour
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MHHHaATAOPYHIIHK

| .TUIIMHY FHYHUPII-
aTMOK, 3axapxaHfaa
KHJIMOK; 2.THpXalHIl

MHTpaMOK, OFHp Hagac
OJIMOK

l. TyHFUILIAMOK,
BaiicaMoK; 2.TyH-
FUJIIaul, BaKcall

1.Balicam; 2.BalicaMoK

1.nenrus kyptasu;
2.XapIuK

l.ouky3nuk OunaH
IOTMOK,;, 2. KaTTa
KYJITYM

amep.0F3. AUTHT,
bomakai

Hh

yaiiHanraH, cuiKacu
YUKKaH

1.Tabpukiamok; 2.
OTHHH aiTHG Yaxkup-
MOK

XaJIKaJH apKoH
Kyl pyMoinda
1.6anmaprox; 2.naHrap

TallllaMoK (bandap2ox-
da); 3.6oummnaHa

6maromapHocTh

1.ckanuts 3y6sI; ycMe-
XaTbCA; 2.yCMeLIKa

CTOHATb, TAXKECIJIO
B3bIXATh

1.pbIyaTh, BOpYaTh;
2.pblyaHHe, BOpYaHHE

1.BopuaHnmue; 2.B0p4aTh

1.Mopcko¥ 3a/HB;
2.nponacTth

1. xagHo riotath;, 2.
60/BbIIOH [NIOTOK

amep.pa3ze. apeHs,
Manblii

U36uThIM, GaHANBHBIR

1.mpUBETCTBOBATH;
2.0KJIHKATh

BEpeBKa C neTjei
HOCOBO#H IJ1aTOK
1. raBaHp; 2.cTaThb Ha

sKOpb (6 eaganu);
3.y6exuuie



harsh

harum-
scarum

haste

hatter

headline
heap
hearty

heaven

height

hense

hep

herald

heteroge-
neous

high-flown

hint

hoar-frost
hoarse

hog

Kyron, aaran

CHTHJITAK, MYJIOXa3aCH3

Mo, MOMHITHII

l.wngama (Tukuu)
ycTacH; 2.mnanadypy

raseTra capJjiaBxacH
yloM, Ty (Hapcaaap)
I0pakAaH KHJIMHaIWTaH,
caMHMHﬁ_

OCMOH, KYK
1.6anannnuk, danax;
2.Tenanux

6uHObapuH

c13H2. GUPOP HapcaHH
6unMoK; 6upop Hapca
6unaH TaHum 6YIMOK

XapyH, yAan4u

6up xua O6ynmaran, xap
XM Typaaru

6anang, 6anmaHANapBO3

l.mama; 2.11aMa KuI-
MOK

KUpOB, 6ynaypyk
XUpHIITAraH

8yne. TYHFU3

rpyOslit, pe3kuii
JIETKOMBICJIEHHBIH,
6e3paccyaHbli
crelka

l.wasnHBIA MacTep:
2.npoaaseu wWaAn

ra3eTHbIH 3aroJ0BOK
rpyna, kyua (eeweti)

cepacuHbIH, HCKPEHHHUH

Hebo, Hebeca

1.BbicOTa, BbILLIHHA,
2.BO3BBIILIEHHOCTD

CIed0BATEJIBHO

CA3H2.3HAKOLIMIA YTO-I1.;
3HaKOMBIH ¢ UeM-I1.

repaib, Nnpe€aABCTEHHHK

HEOAHOPOIHbBIH,
pasnu4Hblf

BBICOKH M, BBICOKOMNap-
HBbIH

l.HaMek; 2.HaMeKaThb

HHEN, U3IMOPO3b
XPpHILIbIHA

6yne. CBUHbA
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hoist

horrible

hostile

homoge-
neous
hound
hurricane

hurry-
scurry

hyperbole

ignobe
image
imagery
impatience

Imperso-
nality

implement

implication

impose
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1. (6aiipoxHu, eaxanuu)

KyTapMoOK; 2. 10K
KyTapruy
AaxIWaTiH, KYpKUHYIH

AYUIMAaHJIHK PyXHAaru;
HOOYCTOHa pyxaard

6up Typmaru

TO3H
noByia, 6ypoH

IWOLHIHHY Tap3aa,
womub-numud

runepbona

pasui, nacTkail
obpas3
06pa3nuiIuK
cabpcusnux

XOJMUCIIHUK, Oerapasiink

1.xypost; 6yIoM; XHX03;

2.6axapMoK

TarMabHO, TyY0 MabHO;
WYKH (SLIHPUHTaH)
MabHO

KY4JM TaaccypoT KoJ-
OUPMOK

l.moagHUMaTs (ghaae,
napyc); 2.moaAbEMHHUK

Y>KaCHBI, CTpaluHbIH

Bpa)xaeOHbIH; HEnpHs-
TeJIbCKHH

ONHODPOLHBIH

rodHyas cobaka
yparaH
BTOPOMNAX, Ha CKOPYIO

PYKY

runep6oa

NOANBIN, HU3KHH
ob6pas
obpa3HocThb
HeTeprneHue

OecnpUCcTpacTHOCTD

1.opyaue; npuHaaIex-
HOCTb; 2.BBIHOJIHATD

NMOATEKCT, UMITIJIUKaLUA

MPOU3BOAMTH CHIIBHOE
BreYaT/ieHHe



improper

improriety

incompa-
tible

incompre-
hensible

inconsis-
tent

incredibly

incredulity
incredulous
increment
incurable
indignation

Indispen-
sable

induce
indiscrimi-
nality

inevitable

infirmary

TYFpH KelMaHaHWraH,
HOTYFpH

HOYPHH

O6Up BakToa MaBXYH
6yna onMainuraH

TYLIyHapCcH3, aKJira
CHUFMaMauraH

6up BakToa MaBXYH
6yyia auMaiauras,
KapaMa-KapliH

akJ 6GoBap KuJIMaiauraH
(Falipu Tabuuii) napa-
xana

HIUOHMACIHUK
MUIOHHUO OynMaiinuraH
JapoMaf; ycHll
Ty3aJIMalauraH
Kaxp—ra3ab

3apypHii, MaxOypuil,
HcTUcHora cabab 6yma
onMaiauraH

YHAAMOK, AabBaT 3TMOK

6edapx

MykKappap

uruoxoHa, la3apet
(xapbuti Kucmaap
Kowudazau wugoxona)

HENMOAXOIALIHHI,
HENpaBJIMbHbIH

HEYMECTHbI il

HECOBMECTHUMBIN

HEMOHATHBIH,
HEMOCTHXKHMBIH

HECOBMECTHMBIH,
NMpOTUBOPEUYMBLIA

HEBEPOATHO

HEJOBEPYHUBOCTH
HEAOBEPYUBHIH
npHOLIAL; IPUPOCTH
HEU3NeHUMBIH
HEroJoBaHHE

HeoOX0oAUMBIH, 0053a-
TeJIbHBIH, HE AOMYyC-
KallHH HCKAKUEHUS

no®yxaaTh, CKIOHATH

6e3 pasnuuns

HeU30eXHbI

GONbHH ua, nasapeTr
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influence

ingenuity

inherent

insect

insist

insolent
inspire
insult
insurance

interact

interaction

intercondi-
tion

interjection

interlocu-
tor

internal

interpret
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TabCHP

TONKHPJIHK; HDOHOJIHK

y3ura xoc, omaTt 6ynraH

xauopar, KypT—
KyMypcKa.

tanab xkunub Typub
OJIMOK; TacAMKJIaMOK

cypbet

HIXOMJIAaHTUPMOK

l.xakopat; 2.xakopat
KHIIMOK,

CyFypTa, CyFypTajaul

6up—6upura TabcUp
yTKa3MoK (KypcaTMOK)

6up-Oupura Tabcup
yTKa3ui (xypcaruu)

6up-6MpPHHH TaKo30
KWIHLI
YHIOB

cyxbartaoiu

HYKH

l.mapxgaMoxK, TYLIYH-
Tupub 6epMmok; 2.(or3a-
KH) TapXHMa KHJIMOK

BJIMSHHE
H300peTaTeIbHOCTD;
OCTPOYMHE

NpHCYLIUiA, CBOHCT-

BEHHBIH

HaCeKOMOC

HacTaHWBaTh; YTBEPXK-
IaTh

Harabii
BJIOXHOBJIATH

1.ockopbneHue;
2.0ckopOnAThH

CTpaxOoBaHHe

B3aMMOOENCTBOBATL

B3aUMoJeiiCTBHE

B3au00yClUBICHHUC LD

MEXKIAOMETHE

cobeceqHHUK

BHYTPECHHU#H

1.ToNkoBaTh, 06BsAC-
HATH; 2.MepeBOIHUTH
(ycTHO)



interrelate
intolerable
introduc-
tion
inversion

irate

irony

italic
jerk

jokular

keen
kick
killing

label

lack

y3apo MyHocabartaa
6V MoK

TOKAaT KWUaub 6yin-
Madaura”

KHpHILI

HHBeEpcHUs

6agxaxy, razabra
MHHTaH

KMHOA
Kach. KypcHsB...
Ji

KYpHUTMOK (eYwum 6a
w.K.)

Xa3UJIOMY3, LIyX,

KYBHOK
Kk
YTKHP, KY4IH
TETIMOK,
cA3He. axonub,
axabnaHapiu
L1

1.€pnuk, aTHKETKa; 2.
€pIUK ENMUUITHPMOK

KaM4YHJIIHK CE3IMOK

COOTHOCHUTBCH
HEBBLIMOCHMBIH

BB€ONEHHE

HHBEpPCHA

THEBHbIH, pa3rHeBaHHbIH

MpOHHUA

npog. KypCcHBHbLIN

BARAHUTB (MACO U m.n.)

IIYTJIHUBBI, UTPUBBIH,

BeceNbIH

OCTpBblil, CHIIbHBIA
yAapHuTh HOTO#

CA3H2. YAUBUTEIbHBIH,
H3YMUTENbHBIH

1. Apakik, 3STHKETKa,
2. HaKJIe€UuBaTh APJbIKH

HUCIBITBIBATb HEAO-
CTaToOK
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lame

languid
languish
lark
lavender

layout

leak

lean

ledge

leech

legitimate
lettuce

liable

liability
liberty
licence
lightning

limb

line
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1. OKCOK, YYNoOK;
2.Malub KHIMOK

XOHCH3, HUMXOH
3anduiamiMoK
Typran

o4y ObuHacdma paHr

Habop, KOMIUIEKT;
napTus, TYpyX

oKHO ¥TMOK, OKMOK

QHralIMoOK, 3THJIMOK

TYpTHO YHUKKaH XOH

gyae. KOHXYp; TabMarup

KOHYHH
cajaT-J1aTykK

Max0yp 6ynraH,
Max0yp...

MaxOypusT, Kap3
030JTHK

pyXcaTHoMa, JUUEeH3Hd
4aKMOK,

1. ab30 (mananune);
2.0F3. Tamnra Kup-
Maiaurad (KyJIoFd
KaTTHK) Oona

kac6. Monnap TYpKyMHU;
6upTanai MaxcynoT

1. xpomoii; 2.43yBEeUUTH

BAJIBIHA, O€3>XKH3HEHHBIH
cnabeTs

’)KaBOPOHOK
61eNHO-TUNOBBII LBET

Habop, KOMIUTEKT;
napTHs

IaBaTh Te4b, MpOTEKaTh
HaKJOHATHCA, Haru-
6aThcA

BBICTYII

8y/A2. KpOBONMILA;
BLIMOTAaTEJIb

3aKOHHBIH

canaT-1aTyk

0043aHHBIA

0043aTeNbCTBO, JONT
csobona

paspelleHHe, THLEeH3Hs
MOJIHUSA

1.unen (mena); 2.pase.
HEeNoCyUIHbIiH pe6eHok

npoghecc. napTud
TOBapoOB; CepHUs U3AeJIUN



lipstick
lisp
listless
literary
word
litotes
load up
local

colouring

locate

long-drawn

lovey-
lovey
lumber

lunacy

lure

lurking
place

madrigal

nab6yEK
COKOBJIAaHMOK
CYJIFUH

agabui JekcHuka

JHUTOTA
npogecc. YKJIaHMOK

MaxajUIii OyEK

XOHNalIMOK,

XONTAalITUPMOK

XagjaH OpTHK 4y3MIHO
KeTraH

4a3U3UM, CEBIrHIHUM

KepaKcH3 Hapcajnap

PYXHUH KacaJluK,
XHUHHUIUK

KH3UKTUpAagHIraH Hapca,
XaBACHH KEJNTHDHILU

Maxcuil xoii; GomnaHa

Mm

mMagpuran (uwespui

JHCaHp)

rybHas nomana
LIeneNsBHTh
BAJIbIN

JIUTEpaTypHas JIEKCHKa

AUTOTA
npogecc. rpy3uThcs

MECTHBIH KOJOPHUT

ycTpauBaThCH,
NMoCEJAThCA

CJIMLLIKOM 3aTSAHYB-
wukcs

aoporoi, MoOGUMbIH

HEHYXXHBLI€ BCLUH

NCHUX03, NOMELIATENb-
CTBO

cobnasH; cobmazHUTENb-
HOCTh

MOTaEHHOE MECTO;
y6exuiue

Maapuran
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macrocon-
text

malt

manifest

margin

marrow

marvelous

mass media

meadow

meditation

merge

message
metaphor

prolon-
ged~

metonymy

misguided
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MAaKpPOKOHTEKCT, KE€HI
KOHTEKCT

YHOIUPHUO STHYMITAH
Oyroon

l.ounk-oHAHH Kypcart-
MOK, HaMOEH KMJIMOK;
2.nanun 6ynu6 xusmar
KHJIMOK,

xach. 1.3axupa; 2.pa-
poMan

l.yprox; 2.ap, paduka

axonub, xyma cos

oMMaBHH ax6opoT
BOCHTAacCH

Maiicazop

thUKp OpUTHL,
MyJioXa3a KMJIMII

1.1uMMoOK; 2.6upnam-
TUPMOK, GUpra KyLIMOK

ax6opoT, xabap
meTadopa

KEHrauTUpHUIraH
MeTadopa

METOHHMUA

aJljlaHraH

MaKpOKOHTEKCT

coon

l.1BHO MOKa3bIBAThH,
NpOSBIATH; 2.CIYKHUTh
JI0Ka3aTeIbCTBOM

npogecc. 1.3anac;
2.npubsbLib

1.ToBapum; 2.cynpyr,
cyrnpyra

YAUBUTENBHBIHN, 1y-
JeCHBIHR

CPeACTBO MaccoBOH
nHopmaLuu

nyr

Pa3sMBIILJICHHE

l.mornomarse; 2.ciau-
BaTh, COEJIMHATH

coob1eHHe
MeTtadopa

pacnpocTpaHeHHas
MeTtadopa

METOHHUMHA

oOMaHyTHIH



microcon-
text

mildest-
tempered
miserable
mislead
misterious
misty
moan

modify

monkey
(500 pound
bank-note)

moral

morgue

morn

mortal

moth

mould

mount

mourner

18—40

MHUKPOKOHTECKT, TOp
KOHTEKCT

I0BOI

asgHYaM; 6ebaxT
YaJIFUTMOK

cupiu, Maxduii
6ynytnu

1.MHrpam; 2.MHrpaMox

l.maknuHu y3rap-
THPMOK; 2.aHHKJIaMOK

casne. 500 pyHTaH
GaHKHOTa

o006, axJoK

kac6. 1. MabaymoTnap
6ynumu, apxus; 2.Mopr,
JIHKXOHa

no3m. TOHT

1.ynumm MyKappap
6ynraH; 2.xaJoKaT/IH

1.kananak; 2. Kys

sAcaMoOK; aHjo3a 6yiiuua
scaMoK

KYTapHUIMOK

1.napH Mapocumuaa
HIITHPOK 3TaéTraH
KHIIK; 2.WUFUYM, TY-
AHja

MHKPOKOHTEKCT

KpPOTKHH

JKaJTKHH; HECYAaTCHBIH
BBECTH B 3abnyxaeHue
TaMHCTBEHHBIH
o0GnouHbli

1.cTOH; 2.CTOHATH

| .BHIOHU3MEHATD,
2.onpenensaTh

ca3ne. 500 ¢pyHT
6aHKHOT

Mopalb, NOY4Y€HHUE

profess. 1.cnpaBO4YHBIA
OTHEeN, apXuB; 2. MOpr

noam. yTpo

1.cMepTHBIi; 2. cMep-
TenbHbIA

1.MoTBIIEK, 2.MOJIb
¢opMoBaTh; nenath no
wabnoHy
NOoJHUMAThCA

l.mpucyTCcTBYIHH Ha
NOXOpOHax; 2.MjaaKaib-
UIHK
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muffle

mug

multifa-
rious
multipli-

cation

mumbo-
jumbo

murmur

musty
mythical
mytholo-

gical

nasty

neckerchief

neck or
nothing

neologism

nervy
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1.ypab6 (6ypxab) kyii-
MOK; 2. SWIMTHIMaHIH-
raH Kunub KyiMokK

l.xkpyxKka; 2.xynoa.
TypK, Gawmapa

TYpJIH-TYMaH,
KynTapMOKJIH
KynadTHupuu,

OpTTHpHII

6yT, caHaMm

l.munaupai, FyBUI-
Jaw; 2. MUHIIUPaAMOK;
LIMBUPIIAMOK,

9CKHMpraH
apcoHaBui

MHOIOTHK

KHUpPKaHY

1.6yiiuHra Tawmaiigurad
pyMmon; 2.0yppa, mapdg

€ NOHFMM YHKaIH, €
4YaHIMM, TaBaKkKall
KHJIMOK,

HCOJIOTHU3M

acabuil, xasgsXKoOHIH

1.3akyTbIBaTh; 2. 3arny-
waTh

1.kpyxka; 2.epy6. Mmop-
Ja; pblao

pa3Hoobpa3HbIil, MHO-
FOCTOPOHHBIH
YMHOJXEHHE, YBEJH-

YCHHUE

159100}

1 .KypuaHHe, XKYyxKa-
HHUE; 2.KypyaTh; Wwen-
TaTh

ycTapenbli
MUbUYECKUH

MudoNoruyeckuit

OTBpaTHTeﬂbelﬁ

1.11ekHbIH NJIATOK;
2.KochblHKa, wapd

MaH UJIHU Nporani;
BCTaBHUTL BCC Ha KapTy

HCOJIOTH3M

HEPBHbIH, BO30OYXIEH-
HBI



nicety

nickname

nimble

nonce-
word

notable
notation

notorious

numb

oath

obit

oblige

Be ~d to

oblivion

KyAa aHUKIHK,
NyXTalHK

1.n1akab; 2.1aKab
KYHMOK

4aKKOH, 3M4HII,
yanabypoH

OKKa3HoHam cy3;
Ma3Kyp HYTKUH Xxoiat
YYYHTHMHaA scaJifaH cy3

TAHUKJIH, MALIXYp
Oenry (amoMar) THU3UMM

my06xanu myxpar
KO30HTraH, aciuaa
ap3uMaiauraH

l.yBymu6 xonras;
2.yBymu6 KoJHIITa
cabab 6ynmok

Oo

KacaM, OHT

l.xoTUpnalwl XU3MaTH,
XOTHpAALl MapoCHMH;
2.ynuMm XxakKuaga xabap
6epuiu

3MMMacHra IoKJIaMoK,
Max6yp KHIMOK

Max6yp 6§nmox

acnaH YuKapub (yHy-
TH6) r06opu

TOYHOCTb, NYHKTYa/lb-
HOCTBb

1.npo3Buine; 2.0aBaTh
Npo3BHILE

NPOBOPHBIA, WYCTPHIN

OKKa3HOHaJlbHOE CJIOBO;
cJIoBo, 00pa3oBaHHOE
TOABKO MUl IAHHOTO
ciyyas

BHUAHBIN, BblAAIOWIHUHACH

cucteMa ob6o3HaueHUs

NpecnoByThIA

1 .oHeMenblit; 2.Bbi3bl-
BaTh OHEMEHHE HUIIH
OKOYEeHEeHHE

KJdaTBa, npucsra

| .moMHHanbHag cnyxoba,
NOMHHaJbHBIH 00paa;
2.coobleHre 0 CMEPTH

06436l BaTh, 3aCTaBJIATH

6bITh 00A3aHHBIM

3abBeHHE
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obscure

obsolescent

obsolete

obvious

occur

odour
oilcloth

olive

onomato-
poeia

organic

oralge

outcome

outright

outsider

outskirts
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KOPOHFH, HOAHHK

3CKUpaETraH,
HCTEeBbMOJAaH YHKAETraH

9CKHpraH, HCTECBMOJIIaH
YHKKaH

OYHK-OMAUH KYpHHHO
TypraH, OLIKOpa

1.coaup 6ynmox, 103
6epMoOK; 2.Musra
KEJIMOK

XHa

KJIe€HKa

1.3aliTyH (dapaxmu éa
Megacu); 2.3alTyH
MeBacHIaH OJIMHaJHraH

TOBYIUTa TaKJIHI

OpraHHK, THPHK
l.anenbcuH; 2.TYK
capUK ‘
HaTHXa

1.TyFpH, OYHUK-OUIUH;
2.0YMKYacHra,
TYFpUOAAH-TYFPHU

6eroHa (ogam)

yekka, atpod, Laxap-
HUHT MapxasjaH y30K
KHCMU

MpayYHbIH, HEACHBIA

ycTapeBalolIHii, BBIXO-
JOAWHHA U3 ynotpeo-
neHus

yCTapenbli, Bbille AU
u3 ynotpebaeHus

OYEBUAHBIH, ACHBIHN

1.MMeTh MeCTO, CI1y-
yaTscs; 2.MPUXOAUTE Ha

M
3anax
KJIe€HKa

1.onuBa; 2.01UBKOBBIHA

3BYyKOIMOJpaxaHHe

OpraHMYeckuit
l.anenbeun; 2.0paH-
JKEBBIH

pe3ynabTat

1.npsaMo#, OTKPBITHIH;
2.0TKpBITO, IPAMO

NOCTOPOHHUH (4eNoBEK)

OKpaHuHa, NpeaMecThe
(ropopna)



overesti-
mate

overhan-
ging

overtone

overuse

overwhel-
ming

owe

oxymoron

pact

paragraph

parallelism

partial

passion
passiona-
tely

pat

yTa 1okopu 6axoiaMoK

ocunub Tymub TypraH

ALIMPHH HILOpa

xafgaH 3u€R ¢oiina-
JaHMIL, CYHHCTEDBMOJ
KHJIMLI

1.ynkaH; 2.akcap,
aKcapuaT

Kap3nop 6yaMoK,
Kap3ra olIMox

OKCXOMOPOH
Pp

l.mayka; TOM; TYIyH;

ypam; 2.6upop Hapcara

KoHnaMok

1.a63an; 2.maparpad,
OYHKT

napauiesu3M
1.xy3buil; 2.rapasryii;
3.KyHrun Kyiras,
MOHHI

aXTHpOC, Myxabbar
XKOH-Xaxg OunaH,
acTOHHAUN
l.enxacura xoxu6

Kyiuur; 2.emxacura
ypu6 (xoku6) Kyimox

OUHCHHUBATH CIUUIKOM
BbBICOKO

HaBHCAIOLIHH

CKPbITbl€ HAMEKH

Ype3MepPHOE HCIOb-
30BaHHe, 3710ynoTpetd-
neHue

1.orpoMHbiit; 2.noaas-
JSAOUHA

OBITH JOIKHBIM,
3a70/KaTh

OKCHOMOpPOH

1.mauka; Kuna; ysein;
cBA3Ka; 2.yKJaJablBaTh

l.a63aw; 2.naparpad,
NMyHKT

napanji€jinu3Mm

l.4acTH4HBIH; 2.1IpHC-
TpacTHbIH; 3.HepaBHO-
Ay HbIA

cTpacTh; 11000Bb

CTPacTHO

l.noxnonbiBaHue;
2.XJonatb, NMOXJOMNbI-
BaTh
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pearl

peep

peet
perspira-
tion

perceive

periphrasis
personifi-
cation

persuade

perilous
persuasive
persuation
perverse-

ness

piazza

pick up

pier

pikestaff
pimple
pinch
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MapBapMA JOHacH, Oyp

YyFypJlallinul,
YHpKUILIALI

acape. ced

Kyu4. Tep TYKHIU

HApPOK 3TMOK, Kabyn
KHJIMOK
nepudpas

XOHNTaHTHPpHII

HIIOHTUPMOK, KYHAMP-
MOK,

xaB(u, KaaTuc
HLIOHAPIN
HUIOHTHUPHUII

yXapluK, Kacapiuk

1.6030p MaipoHH;
2.alBOH

Tepub (HuFub) oIMOK
TYJKHHKalTapruy,
TYJIKUHHUHT OJIAWHH
TYCYBYH

xacca, aco

6yxama

YUMYH, YUMYHIIALI

KEMUYIXKXHHa, XKEMYYT

YHpHKAHbE

Jcape. cerd

nepeH. NOTCHHUE

BOCNIpUHHUMATH

nepudpas

OJIMLIETBOpPEHHUE

y6exxaaTh, yropapuBaTh

ONMacCHBbIH, pUCKOBAHHBIH
yOeauTeNnbHEIH
ybexnaeHHe

HECrOBOPYHBOCTh

1.6a3apHas nnowans;
2.BepaHpa
noabupare, NOOAHUMATH

MOJI, BOJIHOJIOM

nocox
NPBIIYHK

LIIHITOK



pinkish
pitch

pity

plack

plain
plenipoten-
tiary
plumbing

pimple
pig-headed

planner

plastered

plough

polysynde-
ton

ponder

pony (25
pound
bank-note)

4ATUPryJiCHMOH

GanmaHanuK (oxameHuHe,
mosyuHuHe)

l.paxM-11aBKAT, paxM-
QUIUTHK; 2.paXM KHII-
MOK, XaMIapaluK
6unaupMoK

Maiijla MUC TaHra
1. TeXHCAUK; 2.04YHK-
OHAMH, TYLlyHAapJIH

MYXTOP Bakui

BOZOMpPOBOATra AOUP
HiIap, BOXONPOBOX
6yxama, XxycHbysap
6edaxm, TeHTax,

Kaiicap

l.yu3makam; 2.pexa
Ty3yBYH

CA3He. MACT

1.mayr; 2.(ep) xa-
HAaMoOK, LIyarop
KHJIMOK,

MOJIMCHHAETOH, KN
GOFTOBYHIIHK

NyxTa yHIaMokK, 4yKyp
MyJjl0Xa3za KMJIMOK,

ca3ne. noHu (25 dyn-
TIHK 6aHKHOTA)

pO30BaThbIH

BbICOTA (MoHa, 38yKa)

1.>xaocTh, COXKaNEHHUE;
2.xanets, cobo-
Ne3HOBATH

M¢EJIKasa M€aHasa MOHETa

I.paBHMHA, 2.ACHBIH,
MOHATBIHA

NMONHOMOYHBIH npeacra-
BUTECJIb

BOJONPOBOAHOE AEJO,
BOAOTIPOBOJ
npsill, YTOpb
TYNoO#, rnynslid, ynps-

MBI

l.4epTexHHK; 2.MnaHo-
BHK

C/13H2. TIbAHBIH

l.mnyr; 2.maxaThb

NMOJIUCHHACTOH, MHO-
roCOK3HUEC

061yMBIBaTh, pa3Mblill-
nATH

ca3He. noHU (6aHKHOTA
CTOUMOCTHIO 25

¢yHTOB)
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poplar

populous

potch

portly

portray

poison
pound note

pratle

predetermi
ne

predict

predictabi-
lity

predomi-
nent

presume
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Tepak

KYN KHIIWIHK, OfaMH
Kyn, axOJIUHHUHT
KYTUTUTH

6MpOBHUHI MYJIKUTa
TaXO0BY3 KHJIMOK,
YFPHUHYA OBYHIIHUK
6uaH WYFYJIIaHMOK

Tyna, TynagaH Keiras,

6apBacTa

CypaT YH3MOK

3axap
0aHKHOTA

1.Tunu yuka 6GoinaraH
00JIaHHHTI HOAHHK TalH;
2. 6OFIaHMLICH3 (LUHP-
HH) TalmMpMOK

OoJIAMHAAH XaJl KHJIHO
KYyHAMOK; onauHOaH bei-
FHIIaMOK,

OJNIIUHIAH aHTMOK,
6alopaT KIWIMOK

OJNIIUHAAH aWTHO
6epuu, Gamopar
KWIHL

Ky yupaiIuraH;
YCTYHJIMK KHMJIaIuraH

TaxMHUH (¢apa3) KuiI-
MOK, 3XTHMOJ TYTMOK

TOMNOJIb

MHOTOJIIOAHBIN, TYC-
TOHACEJIEHHbIHN

BTOPraTbCs B Yy>KHe
BllaJeHUs, 3aHUMATBCA
6pakoHbEPCTBOM

MOJIHBIA, JOPOAHBIH

nucaTth (pUCOBaTh)
noprper

AN

f6aHkHOTa

1. neneTsh; 2.1€eneTarTh

npeapelarts, Apegon-

PE€ACAATH

npeackKasaThb

npeacka3syeMocTh

npeobnagatomui

npeamnojarars,
AOINYyCKaTh



presuppose

priest
profound

promising

previous

promote

promt

prop

prospect

protuberant

provisional

pub
puff

pulsating

pump

TaxMHH (dapas)
KHJIMOK, 3XTHMOI
TYTMOK,

PYXOHHH

4yKYp

HCTUKOOMH (KeaXxaru)
MOpJoK, UCTUKOOMITH
WIrapuru, aBBaJI'H
1.€épnamnalmMoK;

2.yHBOHHHH KJTapMOK

l.Teanuk 6unan
6ynaauran; Te3 6ynud
yTaguraH; 2.y#FOTMOK

ca3ne. (Aesopra) Takab
(kucub) KYHMOK;
anabunu GepMox
HcTHK6ON

l.xaBapuK, OJQHHI4
6ypTu6 uuKKaH;
2.MUCJIH HYK, TEHICU3
BaKTJIM, MyYBaKKaT
oanUi pecTopaH,
NHBOXOHA

l.earun (wamon) ac-
HIIH; 2.XapCHIIaMoK
ypub TypMok (mwpak

xakuoda)

l.Hacoc; 2.Hacoc 6HmaH
(cye, ea3) YMKAapMOK

npeamnojarars,
nonyckKaTb

CBSAILEHHUK
riay6okui

MHOroo0eaomui,
MepCneKTHBHBIN

npenslAyIiHi, TPeXHHH

l.coneficTBOBaTH;
2.MOBHIIIATE B UHHE

1.6bICTpBIi; CPOYHBIH;
2.nobyxnathb

cA3He. noaAnupath (K
CTeHe)

NnepCrieKTHBa

1. BBIYKABIHM, BBICTY-
Malouui Bnepen;
2. BIAAKOLIHIHCSH

BpEeMEHHbIH

TpaKTHp, MUBHAA
l.xyHoBeHue (gempa);
2.MBIXTETh

nyJabCUPOBAHHE

l.Hacoc; 2.HaKayMBaHHe
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pumpkin

purple

purport

quarry

quench

question
in ~

quotation

quiver

radiologist

rank

KantadaxMm, KanroHIH-
MOF oJlaM
KHPMHU3H, TYK KHU3UI

paHr

1.MaBHO, Ma3MyH;
2.Ha3apia TYTMOK,
aHIaTMOK

Qq

Kapbep (ouuk, caés
KOH)

GOCMOK (HYaHKOKHU),
Yy4HPMOK (0406HU)

Macalia, MyaMMo

MyXOKaMa KHJIHHaETraH
(macaaa)

uutara (Mamu nap-
yacu), LATaTa OJIMII,
LMTaTa KeJATHPHIU

KaJTHPOK

Rr

paguosor (paduoakxmue
Modda 6unan dasoaosqu

epauy)

YHBOH, MapTaba

~ and file zomnuii Tapxu6d onnui
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BaKHJLJIap

T1yMNbli, CAMOAOBOJIb-
HBIH YeNOoBeEK

MyprypHbIH, TEMHO-
KpacHBIH UBET

1.cMbIc, cofepxaHue;
2.moxpa3yMeBarhb,
03Ha4aThb

Kapbep

YTOJATD (dHcaxcdy),
TYWHUTDb (020Hb)

BoMnpoc; npo6iaemMa

oGcyxaaeMeblil (sonpoc)

uarara, UHTHPOBAHHE

APOXb

panuoior

3BaHHE, YHH

l.psnoBoii cocTas;
2.psaoBhIe NIpecTa-
BUTEJH



rail’
rail’
raiment
rainbow

raise

rapture

rattle

raven

raw

realize
~ a profit

reap

reassure

rebel

receipt

reckless

CYKMOK, CYKHHMOK
naHxapa, TYCHK
noam. capno, nuboc
KaMaJjiak

1.6uHO KHIMOK,
THKJaMOK; 2.JCTHUPMOK,
ETHIITHPMOK,

3aBK-1IaBK, TaXCHH

1.rymb6ypnamoxk;
2.anxupamok; 3.cyk-
MOK, XasXOHra COJIMOK
KY3FyH

XOM; ulIoB Gepun-
MaraH

amajira OIIMPMOK
napoMajl KypMOK
ypMoOK; kyuma.
KHUIMMIINIa spaa
6upop HaTuxara

3PHIUMOK

TacaJlJIu 6epa)1uraH,
HIIOHAPJIH

1 .Ky3FONIOHYH, HCEHUM;
2.MC&H KyTapMOK

1.xabyn xunuw; 2.
KBHUTaHLHUA

yilaMail KWIHHTaH

pyrat(cs)
nepuna; orpaaa
nosm. onesiHue

panyra

l.moAHUMAaTh, BO3 /-
BHMIaTh; 2.BbIPALYHBATD

BOCTOPT, BOCXHUICHHE
1.rpoxortarts; 2.601TaTh;

3.pyraTb, BOJIHOBATh

BOPOH -

chlpoii, HeobpaboTaH-
HbIH

OCYLIECTBHUTD
MONYYUThb NPUOBLIBL

)KaTb, nepeH. NoXXKUHaThb

YTELIUTENbHBIH, yOe-
AUTENbHbIA

l.moBcTaHew, GYHTOB-
WHK; 2.BOCCTaBaTh

l.mony4yeHue; 2.KBUTaH-
uus

6e3paccynHbIi
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reconcile

reed

reference

regard

regret

rein

reiteration

relish

remarkable
remnant

remote

reparate

repentance

repetition

1.Mypocara KeaTHpPMOK,
ApalITHPMOK; 2.MOC-
JalITUPMOK

HIaKapKaMHIl, KdMHII

1.(ra) TagHuu; 2....6u-
JNaH MyHocabatna 6yi-
MOK

I.xypMarT; HyKTau
Hazap; 2. ...ne6 xu-
cobyaMoK

l.adcycnanuul,
NylaiiMoOH KHJIUUI;
2.adcycaaHMOK,
NnymaiMoOH KHJIMOK

XHIIOB, TU3TUH; KY4YMa.
XHWJIOBNab TypyBYM Kyd,
H430paT KHJIYBUH

TaKpopJaul
1.(éxumau) TabM;
MaMHYHHUAT; 2.MaMHYH
6¥IMOK

axoiuob

KOJIIHK

l.y3okmaru, y3ox
XoHaaru; 2.HUMXOH

YPHUHHM KOILIAMOK

adcycnaHul; nyliaii-
MOH 6ynum

TaKpop; TaKkpopJall

l.npumepsTH;
2.cornacoBbiBaTh

TPOCTHHUK, KaMbllll

l.cchika (Ha); 2.cooT-
HOCHTCH C

1.yBaxkeHHe; BIrJIAA;
2.CYUUTATEH

1.coxaneHue, packas-
HHe; 2.COXaJETh,
packauBaThbcA

MOBOJ, BOXIKA; NepeH.
y34a, KOHTPOJIb

NOBTOpPEeHHE

1.(npusmmustii) BKyc;
YIAOBONBCTBHE; 2. MO-
JYYUTH YROBOJBCTBHE

3aMeyaTesibHbti
OCTaToOK

l.oThaneHHbI#; yeau-
HEHHBIH; 2.cnabblit

BO3MELIATH

pPacCKasHHE; COXAJIEHHUE

MOBTOP, NOBTOPEHHUE



anapho-
ric~

root ~

catch ~
reporter

reposeful

represented
speech

uttered ~
unutte-

red or
inner ~

reproach
repulse
reputation

repute

resemble

resent

residence

resign

aHaOpHK TaKpop

HUIAHU3HUHI TaKpOpJaHHU-
mu

Haub oNMll (KeTHLL)
LIapXJIOBYH

1.TUHY, ocoliHlITa;
2.THHYJIAHTHPYBYH

6unBocUTa XyuyHpMa
HYTK

Tyna GuiBocHTa
KyuupMa HYTK

HOTYNna €KH HYKH
6unBocuTa Kyuyupma
HYTK

TabHa KWJIHLI, KOpaaall
pag KHJIMOK

o6py, 3pTUGOP

1.06py, apTHGOP;
2...0e6 xucobnaMmok,
thapa3 KMJIMOK

yxwawm 6yIMoK,
yX11aMOK,

Fa3abu KeJIMoK,
pPaHXHMOK

HCTHKOMAT XOH,
K4pOprox

HcTebdora YNKMOK

aHadopHUeCcKHit NOBTOP

KOPHEBOH MOBTOP

noaxsaT
KOMEHTAaTop

1.cOKOHHBII;
2.ycnakauBalHUH

HecoOCTBEHHO-MpAMas
peyb

noJiHasi COOCTBEHHO-
npsmas peub

HEMNoJIHAs HJIH BHYT-
pEeHHAS HECOOCTBEHHO —
npsMas pedb

ynpek, OCY>KIAEHHE
OTBEpraTh
penyTauus

l.penyTaunus; 2.c41uTaTh;
nojiarath

OBbITH MOXOXHM

HEroaoBaTh, obGuxaThCH

MECTOXHUTEJILCTBO,
PE3UACHLIHA

YXOOUTb B OTCTABKY
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resist
resolve

resort

respectable

respite

restless
restrain

retain

retreat

retrench-
ment

reveal

revenue
revival
revive

revolve

rhyme

broken~
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KapLUHINK KypcaTMOK
Kapop, HHAT, MaKcan

HIIra COJIMOK, MY-
pPOXaaT KHJIMOK

BUXIOHJIH, XypMaTra
ca3oBop

KeHWHra cypuui;
HatdacHH pocTiaam

HOTHHY
yupam, 6apaow 6epuiu
1.ymnab KoIMoK;

2.caxJjab KOJMOK

1. opxara YyeKMHMIL; 2.
opKara 4eKHHMOK

XxapaxatjlapHH
(MaTHHH) KHCKap-
THPHLI; TeXall

l.omwKOp KWIMOK; 2.
aHMKJIaMOK, MYyalsH
KHTMOK,

napomagp
THKJIALl, THKJIAHHLI
XOHJIAHTHUPMOK
HUKp KUIMOK, MY-
710Xxa3a IOPUTMOK
xKodus

ynama xodus

CONPOTHUBIATLCA
pelieHHe; HaMepeHue

npuberats, o6pamarbscs

NMOpAAOYHBIH, MOYTEH-
HBbIH

OTCTpPOUYKA, NepeabllIKa

6ecnokoiHbIA
caoepXUBaHUe
1.ymepxHBaTh; 2.cOX-

pPaHATE

l.otcTynnenwue;
2.0TCTyMnaTh

COKpallleHHe pacxoa0B
(TexcTa); 3KOHOMMUS

1.06Hapy:KHBaTb;
2.0TKpHIBaTh

noxon
BO3pPOXOEHHUE
OXHBJIATH

pa3MbILLIATE; 06Aay-
MBIBATh

pucdma

cocTaBHas pupma



couplet~

Cross~

famini-
ne~

mascu-
line~

ring~
rhyming
scheme
rhythm

rhythmic
modifiers

ride

righthan-
der

rinse
ripping
ripple

roar

Xyt Kodus
KaTop opanab ke-
JanuraH Kodus

YPFy WI€bpHIl caTpHHUHT
OXMpHAAH MKKHHYH OY-
FHHIa TylIaJHraH
Kous

. YPFy WIebpHH CAaTpHUHT

OXUPHUTH OYFUHHTA
TyllaguraH Kodus

XaJIKACHMOH Kotus
Kotus (kodusnau)
KOJMHITH

pUTM

PUTM LIAKJIMHH
y3rapTupanuras
OMMJLTap

1.(om, swmax éxu ee-
Aocunedda) 10pHUILL,
cailp KMJIHIL; 2.yJIOB-
Ha wopHIl

yHT Kynna 3apba Gepui

YaHMOK
axXoHub
TYJIKUHCHUMOH (cou)

1.6YKHpHIL; WIOBKHH
coNMMU; 2.YKUPMOK,

6akupmok; rymo6yp-

JIaMOK,

napHas pudpma

nepekpecTHas pudmMa

XKeHcKas pudpma

My>XcKas pudpMma

KoJbLeBas pudpma

cxeMa pudMOBKH

pUTM

MOAU(pUKaTOPbl pHTMA

1.e3na, nporynka (8ep-
XOM UAU Ha 8eaocunede);
2.exaTb BEPXOM

yaap npaBoi pykoH

MoJOCKaTh
BEJUKONENHbIH
BONTHHUCTHOCTD (8010C)

1.péB; wiyM; 2.peBeTh,
opaT; rpoxoTaTh
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rock
rope

rowdy

ruddy

rug

rugged

rumble

ruminate

rumour

rustle

rustle

rushing

sage
saint
sarcasm

satire
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KOs, TOF XHUHCH
apKOH, I0FOH YMJIBUP

1.6e30pH, XaHXaakKalu;
2.ceplLIOBKHH, acOB

KHPMHU3H, KHU3HI
1.3cku nuboc;
2.runamya
KeCHJITaH, HOTeKHC
1.rym6ypnam;
2.rym6ypnaMok

l.cakuy yalHaMOK;
2.cpukpAaH (HUATHAAH)
K,aﬁTMOK,; MYyJiO0Xa3a
IOPUTMOK,

MHUILI-MHII, OBO3a

1.xymmokKH; coana;
Kymos; 2.KHluIoKaa
HCTHKOMAT KUJYBYH,
JEXKOH

l.mutupnam; 2.mu-
TUPJIaMOK, LIWIAHPaMOK

l..uuanaTiam, Ky4iu;
2. XYIIKHH

Ss
JIIOHO, aKJIu
MyKanaac, WIOXHiM
4YYUK KHHOSA, NHUYHHT

caTHupa, XaXBHA

cKalla; ropHas nopoja
BEepEeBKa, KaHaT
l.xynuraH, CKaHIanHuCT;
2.1yMHbIH, OyHHbIH
PYMSHBIH, KpacHbIH
l.cTapas onexna;
2.KOBpHK

U3pe3aHHbIi, HEPOBHBIH
l.rpoMbIxaHue;

2.rpoMbIXaTh

l.>)KkeBaThb JKBauKy;
2.pa3nyMbIBaTh; pas-
MBILIATD

CJIyX, MOJiBa

l.cenbckuii; npocToi;
rpy6blii; 2.1epeBeHCKHIH
)KUTENb, KPECTbAHHH

1.wmenect; 2.11ypiuaTs,
LesecTaThb

l.cTpeMuTeNbHbIM,
CHJIbHBIN; 2.0)KHUBJIEH-
HbIH

MYIpbIH, YMHBIH
CBATOM
capkasMm

caTupa



sawbones

scatter

scirt
scoundrel
scratch
scraw

scream

scruff

scuffle

seacoal

second

seizure
sensitive
sew
sermon

shatter

shed

sheet

19—40

CHUHHKYH-TabHUb

coun6 6opMOK,
COYMOK, YIOKTHPMOK

ca3ne. xu3 6Gona
pasui, abnax
THPHaJraH XoH
ouan. YMM30p

CA3H2. FOAT KYJTHIH,
yTa KyATMJIH OfaM

rapaaH, 6yiuH

1. MywITaamuiu;
2. MYLWITJIALLIMOK

Jycape. HakKld nynl

KyJ11aMoK, €paam
KHJIMOK

6ocub (srannab) onumiu
TabCHpYaH

THKMOK

xyTba

CHHAUPHG YHII-yHN
KHJIMOK,, LIaldoK KHIUG
KyHMOK

afiBOH, LIHUHIMOH,
oM60pxoHa

1. 6er, caxuda; 2. ru-

nog

KOCTOMNpPaB-XHPYpT

pa3bpackiBaTh, pacii-
BHIPATB, pacchilnaTh

CA3He. NEeByLUKA
Heroaai, noaney
LHapanuHa

duan. n€pH

CA3H2. YMOpa, YMOPH-
TE€JbHO CMELIHOHR
YyeJloBeK

3arpuBok

1. npaka; 2. apaTbcs

Hape. HAJTUYHBIE NEHTH

noaa€ep>xKUBaTh, MOMO-
raTtb

3axBaT
YYBCTBUTEIHBIH
IMUTh
NpoONoBeEab

pa36busaTh Bapebesryu,
pacuiarsiBaTh

HaBec, capai

1. cTpanuua; 2. yexon
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short

shrill

shrub

sift

sight

signpoint

simultane-
ously

simile

singularity

sink

slam

slip
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1. 6upoic. HapX-HaBOHHU
aTainab macalTHPYBYH;
2. mudc. KOIJIaMacH3
COTHJIaNUTaH

1. KyWwId, KyJ0KHU
TemajguraH; 2. KaTTHK
6aKUpMOK

Tyn, 6yTa

1. a3;maMoK, 3naKgaH

(ranBUpOaH) YTKa3MOK;
2. cuHYUKNa® TeKIHup-
MOK (TagKHK KHUJIMOK)

KypHull KOOHUIHATH,
KYpHMII; XyPHHHUII

KypcaTHlll IIOCTH

6up BakTAa

6aguuii Mykosca

FapUOAAUMIHNK, y3ura
XOCIHK, ¥3Ura Xoc Xy-
CyCHUSAT

1. omrxoHa pakoOBHHacH;

2. 4yKMOK

1. KapcUIIaTMOK;
SIIMKHH TaKHI1aTHO
énMoK; 2. KapcHJaTHIL
(3uuKHu)

l. Toiiumi; xarora #yn
Kyiul, YKHU XaTo
OTHII;, 2. TOMMOK

1.6upxc. urparoiu¥ Ha
MOHHMXXEHHE;
2.xom.mpojarolHics
6e3 MoKpeITHS

1.pe3kuit, MpOH3UTEND-
HBIH; 2. IPOH3UTENBHO
KpHYaTh

KYCT, KyCTapHHK

l.mpoceuBaTh, OTCEHU-
BaTh; 2.TUITEJIbHO
HCCIIE0BaTh

3peHue, Nnojie 3peHus;
BH]L

yKa3aTeJbHbIH NOCT

ONHOBPEMEHHO

XYNOXECTBEHHOC CpaB-
HCHHC

CTPaHHOCTb, 0CODEH-
HOCTB; cBoeoOpasuc;
cneuupUYHOCTH

1 .KyXOHHas paKoBHHa;
2. TOHYTH

1. Xx70MnaTe; 3aXJOMNaTh;
2. xnomnauee (deepeil)

1. ckonpxeHue;, omub-
Ka, IpoMax; 2. CKOJb-
3UTH



sloppy

sludge
sly

smash

smear

smutty
snake
sneak

sneaking

snug

soap

sob

sole

solemn

solitude

HaM Ba JIOH; JIOH
cayparaH

1. noii; 2. noiika

1. myroMbup; 2. aiiép;

3. abnax

l.cuapupun (uduwnu),
2. TOp-MOp KWIHIL
(Oywmannu); xapob
KMJTH L

1. nor; 2.cypkaMok,
udaoc KHIMOK

udnoc, YHpKHH

HJIOH

1. kypkoK; 2. ruitbarun
1. pa3ui, KypKoK; 2.

Maxgpuit

1. mHHaM XOii;
2. wmMHaM, Kynal

l.coByH; 2. coByHJIaMOK

1. xyurpa6 iiufnaum; 2.
XxyHrpab HUFIaMOK

1. Targapm; 2. buTra,
SroHa

TaHTaHaJlInu

1. énFU3NHK, ENFU3
smanl; 2. KapoBCH3
KOJMIL

MOKPpBI H TPA3HBIH;
3a6pBI3raHHbI rPpA3BIO
I. rpass; 2. ocafok
1.xuTpsbiii; 2.1yKaBbIi;

3. koBapHBIA

1. 6utbe (nocydet);
2. pasrpoM (Henpus-
mens);, pasopeHue

1. nATHO; 2. Ma3arTh,
rnaykaTthb

rpA3HbIA
3mes
I. Tpyc; 2. CTUIETHHK

1.moanblil, TPYCIUBBLIH;
2. TalHBIH

1. yIOTHOe MecTedKo; 2.
YIOTHBIH, yO0OHBIH

1. MbJIO; 2. HAMBLJIUBATh
1. ppinaHue; 2. ppIAaTh
1. nonolBa; 2.00HH,

€ JMHCTBEHHbI I

TOp)KeCTBEHHBIH
1. yeauHeHnue, onqHHO-

4yecTBO; 2.3a0pouIeH-
HOCTb
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solution

some

sonnet
sore

span

sparkle

specimen

spider

spine

spirit

spite

splash

spot

sprinkle

spring up

squalor
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XaJl KHIria

CA3He. ablO Aapaxanard,
KYHTWI1garujaex

COHET
XacTa

KHCKa Macoda; opalMK
(eaxm)

1. sanTupalu, apkvpaul;
2. 4aKHaMOK, sipKHpab
KYPHHMOK

HaMyHa

YpruMuak

YMYPTKa TOFOHa

1. XoH, pyXx; 2. cOHUpT

KacgaH (Kacama-
KacQJIMKKa) KMJIMOK

1. ToMuuman; wanorn-
faul; 2. cauypaMok,
ca4ypaTMOK

1. nor; 2. xoii, MaHcab,
Basuda

CENMMOK, COYMOK

Kenub 4MKMOK, maiigo
6y1MoK

KalloKJIHK

peuwieHne

CA3H2. OTAHUYHBIN, YTO
Hago

COHET
6onbHOM

KOPOTKO€ pacCTOsHHE;
NPOMEXYTOK (8pemeHu)

1. 6bneck, cBepkaHHe; 2.
CBEPKaTb, HCKPUTBCS

obpaselr
nayk
MO3BOHOYHLIH ¢T0a0

1. nywa, oyx;
2. cniupT

J€naTpb Ha3lno

1. 6pbI3ry; MIECK;
2. 6pbi3raTbes

1. marHo; 2. MecTo,
IOJIKHOCTh

6pbl3FaTb; nochinaTb

BO3HHUKATh, MOABJIATHCA

HHUILIETA



squatting

squire

stab

stagnation
stamp
standpoint
stanza

starched

starve

stealing
stealthy
steamer

steep

steer

stereotype

TH33aHH OYKHO
pocnaMoK

I[TIOMCIUYHK, 3aMHHIOD

l.canuuw (nuvokHu); 2.
CaH4YMOK (nu4ox)

TYPFYHJIMK

MyXp, T§pTbypyak Myxp
HYKTaW Hasap

caTp

1. oxop Gepuiran;

2.3ypMa-3ypaKkH, COBYK

03U6-Ty3u6 yIMoOK, oy
KOJNAMPHO cHIUTaCHHHU
KYPHUTMOK

YFPHIIHK

Max¢}Hii, SIHPHH

KeMa

6olnaaH OLIMPMOK,
KyMHUG 1060pMoK

aMajl KHJIMOK

CUHKACHHH YHKApMOK,
cHiiKanamTHpPMOK, OHp
Konunra coaub KyuMok

NnpruceaaHue

NMOMEIIHUK

1.ynap (Hooxcom);
2.ynaputhb (HoxcoMm)

3acTOM

neyarth, WITaMN
TOYKa 3peHHUs
cTpoga

| .HakpaxMaeHHBbI;
2.HaTAHYTBIH, X0JIOA-

HbIH ’

YMHpaTh OT HCTOLUCHHA,
MOPHUTB roj1oaoM

BOPOBCTBO
TaiHbIA, CKPBITBIH
napoxon

NOrpyXaTh

cJ1eA0BaTh
nenatb U3OUTBIM, NMpPH-

AaBaThb Wa6JOHHOCTS,
npeBpalaTh B CTaHAApT
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stern

stick
stitch
stock-

phrase

stout
strangle

strath

straw

strike off

strive

stroll

sturgeon

stylistic

device
genuine ~

trite ~
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tanabyaH, KaTTUKKYI,
6epaxm

EnMUIING KOJIMOK
YOK

KJulle, cuikKacH
yuKKaH ubopa

KY4IH, MapAOHaBop
6yFMOK

napé€ okub yraguraH
KeHI TOF BOAMWHCH

MMOXOJI, COMOH
Kecu0 TaluiaMok
(kuauu, 6oama 3apbu
bunan)

YPHHMOK; KypalIMOK
aiinanu6 (ToMolua
Kuiub) 10pMoK,
caHnpokJjab opMok

aceTp (6aaux)

CTHJIUCTUK ITpDHUEM

6apxaét CTUIHCTHK
npHeM

CHHKa CTUJIHCTHK
npHuem

CTpOTrui, CYpOBLIH

NPUKIECUBATLCA
CTCXKOK

KIuie

CHJIBHBIH, OTBaXXHBIN
OYWHUTh

LIMpoKas ropHas 10-
AHHa C MpOoTeKawleH
o Hel pekoi

cojoma
oTpyOuTh (ydapom meua,
monopa)

cTapaTbcs; 60poTbCs
nporyJjiuBaThCs,
Opoauts

oceTp

CTHUJTUCTHYECKHUH NpHUEM
OpMIMHAJIbHBIA CTHIHC-
THYECKUI npUeM

CTepThI# CTUICUTHYEC-
KUH npUem



subject

substruc-
tion

sucker

suffice

sunburned

sunken

~ cheeks

suppress

surgeon
surly

suspense
sustained

~ metaphor

swathe
swear

swell

1.6yicyHras, Kapam;
2.6yiicynaupMmox, Tobe
KMJIMOK,

aiiupuu, onu

OHa CYTH OF3HJAAH
KeTMaraH; TeKMHXYp,
XapOMTaMOK,

KOHUKTHPMOK,
KOHIHPMOK

oprobna xopaitran

yyku6 (6oTuO) KeTraH;
YYKHK

00THK 103

Ky4y OuinaH GocMOK,
60CcTHPMOK

Xappox

XyHrpaiiraH, garan
peTapaauus

NaBOM 3TraH (3TajuraH)

(kaifiTa) XOHJaHraH
MeTadopa

6UHT 6MaH GOFIaMOK,
KacaM HYMOK

ca3He. onudrarap-
YHJIHK KHJIMOK

] .MOAYMHEHHBIH; MON-
BEPXKAHHBIN; 2.NO0UHK-
HATH

BLIYUTAHHE

MOJIOKOCOC; Mapas3urT,
TyHesanel

yAOBIETBOPATH

3aropensli

3aTOHYBUWIHH; BMaJbIi

BMajbl€ MICKH

nonaBJAThb

Xupypr
YIPIOMBbI#, rpy6biii
perapaauus
ONUTENbHBIH

pa3BépHyTas MeTadopa

OuUHTOBATH
KIACTbCA

CA3HZ. BAXKHHNYATH
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synonym

contex-
tual~

tabor

taciturn

tack

tackle

tame

tangerine

tap

taunt

taxable

taxation
teazle

teem

thumb
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CHHOHHUM

KOHTEKCTYyall CHHOHUM

Tt

KH4YUKpoK GapabaH

KaMramn, HHaaMac

KHoONKa (6ocma mux);
MHX4Ya

1. 6yoM, alwe;
2. (Yuun4uHuHe)
AYIUHH TYCMOK

1. XxoHaku, Kyira
ypratwiras; 2.Kyiara

ypraTMoK, ypratMokK
MaHIapUH

1. BoponmpoBOA, XpaH;
2. CeKMH yPMOK,

TAKHJJIATMOK

Macxapa KHJIMOK

COJIMKKA TOPTHIHIIH
J03UM OyiraH

COJIMKKa TOPTHLUI
NaxMOKJIaMOK

MYI-K¥1 OyIMOK

6ocub 3uunamok (bow
bapmox 6usan)

CHHOHHUM

KOHTEKCTyaj bHbIH
CUHOHHM

He6onblok 6apabaH

MOJTYAJIMBBIH, THXHH

KHOMNKAa; rBO3JAHK

1. npuHagnexHocTH; 2.
610KUpOBaTh (UzpoKa)

1. pyuHoH, npupy4deH-
HBbIH; 2. mpUpyH4aTh,
I peccHpoBaTh

MaHJapUH

1. BoponpoBox, kpaH; 2.
JIETKO YJAapHTh, CTYKaTh

HacMcEUIKa

nojJiexauuii ob6aoxe-
HHIO HaJlOrOM

o0J10)KeHHe HalloroM
BOpCOBaTh

u3006unoBaTe (vem-1.)

YMATB



tickle

~d to
death

tintinabu-
lation

tiny

tomb
tombstone

tool-shed
topic

~ sen-

tence
topping
torrent
totter
towel

tower

trace

XYPCaHAYMIHUK yJallHLI

Kynaupub HYaruHH
Y3MOK

KYHFUPOK XapaHTH
Xyla KM4YMK, MUTTUTHHA

Kabp
Kabproi

ac606-yckyHanap
capoitu

npeaMeT, MaB3y
a03aUHHHT acocHi
Ma3MyHHHH udona

S3TYBYH XKYMJia

YCTYHJIMK KMJIyBYH;
nabnabanu

OKHM

1. HOTyFpH Kagam
TauaamokK; 2.4yankanub
I0PMOK, '

COYHK

1. MuHOpa; BHUIKA; 2.
I0Kcanub TypMox

M3; yHYa KaTTa
6ynMaraH MUKAOP

JOCTaBAATb YAOBOJICT-
BHE

YMOPHTBb K020-1. CO
cMexy

3BOH KOJIOKOJIOB

OoYeHb MaJIeHbKHH,
KpOUIECYHBIH

Moruia
HaaArpoGHBIH KaMeHb

capai Ons MHCTPYMEH-
TOB

npeaMmeT, TEMa

npeokKeHHe, BbIpa-
Xamllee OCHOBHYIO
Mblcib ab3ala

rJ1aBEeHTCTBYIOIHH;
BEJTHKOJIENMHBIH

MOTOK

1. MATH HEBEPHBIMHU
maraMH; 2.1aTaThCca

MOJIOTEHLC

1. 6amHs, BbIIIKA,;
2. BBICHUThCH

cnen; HeboablLOE
KOJHYECTBO
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trail
tranquil
tranquility
transfixed

transition

tread

trend

trespass

trick

triumph

trochee

truck

trumpet

trustee

tumble

tuppeny
(twopenny)
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u3Ma-u3 60pub TONMMOK;
CyApaMOK,

ocoiyuITa

OCOMHIITANIHK

Xxaiipataa KonraH
yTKa3ull; y3rapTHpHUII

1. xkagaM TamJam; 2.
NOFOHa (3UHANOAHUHZ)

MOMHJLITHK

1. 6GHpOBHHHI 3TAIHK
XYKYKHHH 6y3MoK; 2.
CYHHCTEBMOJI KHIIMOK

1.MyFoMOUpNUK, anfoB;
2. Xasun, W{XIHK

l.TaHTaHa; 2. TaHaTaHa
KHMJIMOK; 3. TaHTaHa
KHIyBYH

xopeit
0K MallHHAacH; apaBayda
(XaMMOAHUKU)

1.1py6a (xapuaicumon
mycuxa acbobu); 2.Tpy-
6a (kapHaH) 4YanMoK

BacHuH

1. Aiukunmox; 2. Oy-
Manab TyLIMoK

HKKH TI€HCJIN 4YaKa

BBICIIC2XKHBATB, BOJO-
YHUTHCA

CNOKOHHBIH
CHOKOUNCTBHE
OLIEJIOMIIEHHbIH
nepeBoJi; H3MEHEHHE

1. noxonaka; 2. CTyleHb-
Ka (necmuuysy)

TCHACHUIHUA

1. HapywaTh yyKo0€
NpaBo BJIaJIeHHS;
2. 3noynotpebaaTs

1 .xuTpocTts, o6MaH;
2.11yTKa, WanocThb

1. Tpuyma@; 2. Top-
KE€CTBOBATh; 3.TOPXKECT-
BYIOLUHMH

xopei

TPY30BHUK; TeJIEXKKa
(Hocuaviyuka)

1. Tpyba; 2. Tpy6uThH

OneKyH

l.nmageHue; 2. ynacTs,
CKaTHThCA

IBYXI1E€HCOBBIH



tweed

~ coat

twiddle

twinkle

typsy

unbolted

uncompre-
hensive

under-
ground

undersecre-
tary

understate-
ment

undertaker

undone

uneven

TBHI (Mamo)

TBHAOAH THKHWHJITaH
naabTo

6ypaMoK, alJlaHTUPMOK
(6emakcad)

1.MUAT-MUAT 3THW, 2.
MHJIT-MHJT 3TMOK,
MUJITHUIIJIAMOK,

KUTTaK UYHO oJiraH,
6up 03 MacT

Uu

cypMa 3yiadiuH 6unaH
€nuamaraH; o4yuK

TOPPOK, YEKJaHTraH

1. ep octh; 2. Maxdmi,
SIHPHUH

Ba3zup ypuHOocapu €KH
€plaMuHCH

KU4YpanTHpHULI

nacgH Glopocu coxubu

l.aManra omupuiIMaraH;
2. xanok (Hobynm) xKui-
HHraH

6upnex (6apasbap)
aMac

TBHA

najabToO W3 TBHAA

BEPTETb, KPYTHTD
(6ecuenvro)
1. MepuaHue; 2. Mep-

aTh, MUTaTh

MOABBLINHBUIHH

He 3anepThlil Ha 3aCOB;
OTKPBITbIH

HeoOHPHBIH, OrpaHH-
YeHHBIH

1 .nmoaseMHuslit; 2.Taki-
Hbl#i, MOAMOJbHBIH

3aMECTHUTC/Ib HIIH
MOMOUIHHK MHHHUCTpA

rpeyMeHblIEHHE

BJIajie/el] MOXOPOHHOIO
61opo

1. HecnenaHHBIIL;

2. nory6neHHBbIH

HEPOBHBIH

299



unpack

unhpredicta-
bility

upkept

uppercut

upper sto-
rey

upright

uprising

upsurge
~ of anger

urgently

usher

utterance

vague

variety

300

1.0un6 onmox (ypoB-
IaH, AIYHKEAH);
2.10KHU TYLUMPMOK

ONAHHOaH alTHO
(6amopaTt xuauod)
OynMaciuk

tamnab xyiunraH,
KapoBCH3

nactaaH 3apba 6epui
(6okc)

ca3xe. 6o

1. Ty¥pu; 2. xanon

1. xyTapunum, YHKHLI
(xyéw); 2. yiikynaH
TypHull; 3. KY3FOJIOH;
4. KyTapwiul

TYJKUH

XaxJl TYIKHHH

KaTbUil cypbaTda; yTa
3apyp

l.mBeiinap, nap6oH;
2.6UneT COTYBYH;
3.6omnab xMpMoK
(3anea, xonaea)

¢ukp, udoaa
Vv

HOAHHUK, MyXMaJ, XHpa

1.XxHIMa-XHIIHK;
2.xaTop, KYMYHIUK

1. pacnakoBbLIBaTh;
2. pasrpyxartb

HEIMpEeACKAa3yeMOCThb

3abpolueHHbIH, 6e3
npUcMoOTpa

yaap cHu3y (6okc)

CAJHe. TONNOBA

1. npaMoit; 2. yecTHBIH

1.Bocxon (coanuya);
2.BCTaBaHHE C [MOCTENH;
3.BoccTaHue;

4. noabpeM

BOJIHa

BOJIHA THEBA

HacTOATeJbHO; KpaiiHe
HeobX0auMo

1. wBekuap; 2. 6unerép;

3. BBOOAMTH (6 3a4, 8
KOMHamy)

BeickazbiBaHue
HeonpeaeNeHHbIH,
CMYTHBIH, HEACHBIH

1..pa3HooGpasue; 2.pan,
MHOXE€CTBO



vary

vehicle

veil

vent

venture
verse

vice
vigor

vine

volume

vomit

violent

wacky

wafer

wan

wean

1. y3rapMok, TadoBYyT
KHJIMOK; 2.XHJIMa-
XML THPHIL
(ughoda) Bocutacu

1. énuHYHK, Yoaup,
napaHxH; 2.mapaa

¥3 XHCCHETHra 3pkK
6epMoOK

TaBaKKajl KHJIMOK
HWEBPUAT, ALIBOP

1. HyKCOH, EBY3NnHK; 2.
KaM4HJIHK

Ky4

TOK HOBJACH

1. xunm; 2. xaxM; 3.
K Y IKHITITHK

l.xaiig xuauw (KycHi)
Aapaura 4aJiuHMoK; 2.
KycHlll, Kail KHJIMIL

KaTTHK Fa3abiaHran,
pyxH Tywu6 keTraH

W w

KantacgaxM, HIIOHYCH3

BasiH

paHrd yuraH, XoJjAaH
TOlraH

KYKpakaaH alMpMOK;

1. U3MeHATHCH,
pacXoOMuThCH;
2.pa3Hoo0pa3uTh
CPENCTBO (8bipadceHus)
1. nokpeiBano, yaapa,

napaH»a; 2.3aHaBHC

[aTh BBIXOJ CBOMM
YyBCTBOM

PHMCKOBaTh

Mo33Usd, CTHXH
1.mopok, 310; 2. HEAO-
CTaToK

cuna
BHHOTpaJHad J103a

1. ToM; 2. oObeMm;
3. MHOTOTOMHBIH

1. cTpanate pBOTOM; 2.
pBOTa

SPOCTHBIH, OTYasAHHHIH

HEpa3yMHBIH;
HeHaJeXHbii

Badns

GreIHBIi; U3HYPEHHBIH

OTHHUMAaTh OT IPYAH;
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weary

weathcock

wedding

whine

whip

whisper

whispering

whistle
whither
widow

wigwam

wild

wind
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Xanmoc 3TMOK (éMOH
odamaapdaH)

1.yapyaraH, TOJMKK4H,
3epHUKap/i; 2.TOJIHUK-
THPMOK,

¢hrorep (IaMOJHHHT
HYHaAIMIIM B4 TE3JIMTH-
HU KypcaTaguras,
aHMKJafaurad ac6o6)

TV

IOpaKHH 33aJHraH
YHHKHPHK
OBO3

l.XHIMYUH; KaMuu; 2.
XUNYUH OunaH
caBalaMoK

1. muBupan;
2. WMBHPJIAMOK

l.muuBupnam; 2.¢puck-
thacon, MUIL-MHUII
caane. dueita

nosm. Kaih romon 6upap
6cBa XOTUH

BurBaM (Ilumonuti Ame-
puKa uHoeeynapurure
ymoscumon kyabacu)

€BBOIIH, acOB; KyTHpraH

1. mamoxn; 2. acMoK; 3.
ypanMok, ypaMoxk; 4.
6ypaMmok (coamnu)

OTy4aThb (om epedHux
npugbIMOK)

1. ycTanslit, yTOMJIEeH-
HbIi{, YTOMHUTENBHBIH; 2.
YTOMJIATH

¢darorep

cBaapba

’anoOHBIN BU3I

1. XIBICT; KHYT;
2. XJiecTaThb

1. wénor; 2. WenrarTh

1. wenor; 2. 3710CI0BHE,
cnyx

ca3ne. dueita

nosm. Kysa uuér

BIOBa

BUI'BaM

nUKuit, 6yiHBbI;
B30€eIeHHHBIH

1.BeTep; 2.BUTHCH;
3.06MaTHIBATHCA;
4. 3aBOAUTD (4acwi)



wing

wink

wipe out
wistful
wit
witness
wound

wreathe

wrestle

yawn

yeoman

zeugma

1. KaHoT; 2. dnuren
(acocuii yi énuea
Kypunean 6uno); 3. pl.
meamp. caxHajaru €H
JeKopauus

1. Ky3 KucHuU; 2. Ky3
KHUCMOK; K¥3 YYHPMOK

HYK KHIMOK

yH4aH, Mabloc

aKJ, 3aKoBaT

ryBox (moxun) GyIMoK
Xapoxart

1. TYKHMOK; 2. 4yHup-
MaMoK

1. KypawmMoK;
2. Kypam, Kypaluil

Yy
1. acHam; 2. 3cHaMoOK

ypraxon depMmep,
KHYUK 3aMMHIOP

Zz

3€BIrma

I.xpbLsi0; 2.¢pnurens
(doma); 3.pl.meamp.
KYJIUCBI

1. Moprasnue; 2. Mop-
raTh, MHraTh

YHHUYTOXATh
3ayMYMBBIH, TPyCTHBIH
YM, OCTPOYMHHE

ObITh CBUAETENIEM

paHa

1. cnnerars; 2. 06BU-

BaTh

1. 6opotbes; 2. 60pbba

1. 3eBoTa; 2. 3eBaTh

¢depMep cpennelt pykn,
MEJIKHi 3eMIIeBOeneN

3€Brma
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12.

13.
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