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3AT'AJIBHI HOJIOXKEHHSA

MeTta AUCHUILIIHU: O3HAMOMJIEHHS CTYAEHTIB 13 CTHJIICTUYHUMU CHUCTEMaMH
aHTJIACHKOI 1 YKPaTHChKOI MOB Y MOPIBHSJIBHOMY aCHEKTI, iXHIM (PyHKI[IOHYBaHHSM,
OCHOBHUMH KAaTErOpisIMH Ta TMOHATTAMH, a TaKOXX MNPUHIUIAMH H MeEToJaMu
CTHJIICTUYHOTO aHaI3y TEKCTIB XyI0KHBOTO CTHIIIO.

OcCHOBHI 3aBJAHHAMH BUBYEHHS HABYAJIbHOI JTUCHMILIIHM € TAKI:

1) HamaTu CTyAeHTaM CUCTEMAaTH4Hi 3HaHHS MPO CTWIICTUKY SK HAyKy Ta il
Miclle cepell IHIIUX (UIOTOTIYHUX HayK, CXapaKTepu3yBaTH CydYaCHHUH CTaH
CTUJIICTUYHUX CHUCTEMH MOB (QHIJIIHCBKOI Ta YKpaiHChKOi) y MOpPIBHSHHI, & TaKOX
BU3HAUMUTUA MDKIUCUUIUIIHAPHI 3B’SI3KM  TOPIBHSJIBHOI CTUJIICTUKA 3  IHIIUMHU
JIHTBICTUYHUMU HAyKaMU;

2) BUpOOWTH Yy CTYIEHTIB BMIHHS PO3PI3HATH TpaJauLidHI (DYHKIIOHAJIbHI
CTHJI1, TXHI XapaKTePUCTHUKU W OCOOJMBOCTI BIAMOBITHO O KOMYHIKATUBHOI cepu
3aCTOCYBaHHS, a TaKOXX aHaJI3yBaTH JIIHTBOKYJIBTYPOJOTTYHI CKJIaJ0BI OCHOBHHX
CTHJIIB MOBJICHHS,;

3) copusTH PpPO3YMIHHIO cHenudiKd BUKOPHUCTAHHS MOBHHUX PETICTPIB,
BU3HAYATH iXHIO CHTYaTHMBHY 3YMOBJIEHICTh, CTYIiHb ()OPMaIbHOCTI Ta OCHOBHI
dakTopu HhopMyBaHHS;

4) 03HAlOMUTH CTYJICHTIB 3 OCHOBHUM IOHSTIMHHUM aIrapaToM CTHIICTHKHU SK
HayK{, MPOBIIHUMH KOHIICTI{ISIMH Y MpaIsX BUAATHUX YKPaiHCHKUX Ta 3apyODKHUX
JIIHTBICTIB;

5) HaBUMTHU CTYACHTIB 1IeHTU(]IKYBATH EKCIPECHBHI Ta CTHIICTUYHI 3aco0u
MOBHU ¥ CTWJIICTUYHI MPUMOMH, a TAKOXXK BU3HAYATH iXH1 QYHKII y TEKCTax Pi3HUX
CTHIIIB;

6) HAaBYUTH MPAKTUIHOMY BUKOPUCTAHHIO CTHJIICTHYHHUX KaTETOpid y MpoIeci
iHTeprpeTallii XyJZ0KHBOTO TEKCTYy, a TaKoX OMIIIHHUX JOKYMEHTIB, PO3BUHYTH

HaBUYKH ¥ YMIHHS 3A1MCHEHHS CTUIICTUYHOTO aHATI3Y TEKCTY;



7) PO3BUHYTH y CTYACHTIB HABUYKHU KPUTUYHOTO MHUCIICHHS, BMIHHS PO3YMITH
CYTHICTh CTHJIICTUYHUX MPOOJIEM Ta CAMOCTIMHO 3/11IMCHIOBAaTH aHaI13 BUKOPUCTAHHS
CTUJIICTUYHUX 3aC00IB Y TEKCTaX.

B p€3y.]'IBTaTi BHUBYCHHS HaBYAJILHO1L I[I/ICI_II/IHJIiHI/I CTYJCHT IOBMHCH 3HATH.

v 00’€KT, mpeaMeT i 3aBAaHHSA CTHIICTHKH aHITIHCHKOI MOBH, OCHOBHI
MOHSTTS CTWJIICTUKHU; 3B 30K CTHUJIICTUKU 3 (POHETHKOI0, MOpPQOIOTi€lo,
JI€KCUKOJIOTI€I0, CUHTAKCHCOM Ta CEMAaclOJIOTIEI0 SK MDKIUCHUILIIHAPHOIO

HAYKOIO;

v crmemudiky  crwmictHuHOi  audepeHIianii  aHrIiHChKOI  MOBH:
kinacudikamii (QyHKIIOHAIBHUX CTUJIIB AaHTJIIACBKOT MOBH; aHalli3yBaTH

JTIHTBOKYJIBTYPOJIOTTYHY CKJIAJIOBY CTHIIIO;

v winacudikamii MOBHHMX perictpiB; (QYHKI[iOHAT Ta OCOOJMBOCTI

dbopMyBaHHS KOKHOTO PETICTPY;

v/ OCHOBHI TEpMIHM CTHJIICTHYHOT (DOHETHUKHU: ajliTepallisi, acOoHaHC,

OHOMATOMIsl, MUJIO3BYUYHICTb, MOHATTS PUMHU ( il OCHOBH1 BU/M) Ta pUTMY;

v CTWIICTHYHI MPUHOMH BUKOPUCTAHHS MOP(OJOTIYHUX KATErOpii pi3HUX
JacTUH MOBH (IMEHHUKIB, NMPUKMETHHUKIB, 3aliMEHHHKIB, 1€ENMPUKMETHHUKIB,

JECITIB);

v crunicthuHy — auepeHIiaIiio  CIOBHUKOBOTO  CKJIaay  CydYacHOI
AHTJIACHKOT MOBH: CIICIIAIBHUIN JIITEPATypPHHUM CIOBHUK - TEPMiHU, IOCTUYHI
cloBa, apxai3mMu, BapBapu3MH, HEOJOTI3MH, CJEHT, JKaprOHI3MH,

npodecioHaabHI CJI0Ba, AIaJICKTHI CJIOBA, BYJbrapu3MHu;
v/ JleHOTaTHMBHE Ta KOHOTATUBHE 3HAYEHHS CJIOBA;

v OCHOBM CTHJIICTHYHOI ceMaciosioriil: Gpirypu 3amimieHHst (Tpomu); Gpirypu
KUIbKOCTI (TimepOoisia, meio3); ¢irypu sSKocTi (METOHIMIS, CHHEKI0Xa,
nepudpaza, espemusm); meradopa (aHToHOMA3IsI, MEPCOHIPIKAIISA, aIeropis,

eMITeT); IPOHIs;



v rpadiuHi 3acobm CTHITICTHKK (MOJEII CerMeHTalil TEeKCTy; OCOOIMBI

BUIAJKU rpad1yHOi OpraHi3allii TEKCTY);

v 3acobu cuHTakcucy (mo 0a3yloThCS Ha PEAyKIll BHUXIAHOT Mojeni

pEeYeHHsI, Ha 11 eKcIaHCli Ta 3MiH1 MOPSAKY OCHOBHUX KOMITOHEHTIB);

v crwiicThyHi mpuiloMu cHHTakcucy (1o 0a3yloThCs Ha B3aEMOIIl
CUHTAaKCUYHUX CTPYKTYp Y KOHTEKCTI, Ha TpaHchopmalli 3HauYeHHS
CUHTaKCUYHUX CTPYKTYp Ta Ha TpaHcopmalii crnocoO0iB CHUHTAKCUYHOTO

3B’SI3KY);

v OCHOBHI €JIEMEHTH XYI0KHBOTO aHAII3y TEKCTY.

B pe?)y.III)TaTi BHUBYCHH JII/ICIII/IHJ'IiHI/I CTYACHT IIOBUHCH BMIiTH:

v JaTH BHU3HAYEHHS CTUJIICTUKM SK HAyKH, il 3aBAaHb Yy CY4YaCHOMY
JTIHTBICTUYHOMY MPOCTOPI;

v dopMmyntoBaTH MOHATTA  (QYHKLIIOHATBHOTO  CTWIIO, JaTH HOTO
TpaAuIliiHy BHAOBY Kiacudikaimito, 3HATH Tpo crnerudiky BOKaOyIsIpy
BIJIMOBITHO /10 KOHKPETHOTO ()YHKI[IOHATBHOTO CTHIIIO;

v YMITH PO3MOBICTH TPO 3B’SA30K CTHIICTUKHU 3 1HIIMMH JIIHTBICTUYHUMH

HayKkamMH (30KpeMa (OHETHUKOI0, JIEKCUKOJIOTIEID, TI'PaMaTHUKOI0), PO3YMITH

3aBJIaHHS HOBOYTBOPCHHMX MIDKIUCIIUILUTIHAPHUX HAYK;
v PO3PI3HATH PI3HOBUIM MOBH Ta iX 0COOJIMBOCTI,

v BU3HAYATA 1 PO3MEKOBYBATH CTHJIICTUYHI TPHUAOMHU Ta EKCIPECHBHI

3acO0HM MOBH;

v NPaBWIBHO KIacH(]iKyBaTH E€KCIPECHBHI 3aCO0M MOBU Ta CTHIIICTHYHI
NpUifOMA Ha PI3HUX pIiBHIX MOBH ((DOHETHYHOMY, MOP(HOIOTIIHOMY,

JEKCUIHOMY, CHHTAKCUYHOMY ), BUIISATH QYHKIIIT CTUITICTUIHUX TPUHOMIB.
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KoMmniereHTHOCTI Ta pe3yibTaTH HABYAHHS, KOTPI HA0yBalOTh 3100yBayi 0CBITH
BHACJIZIOK BHMBYCHHS HaBYaJIbHOI JAucHuIUIiIHM  (mmpu Ta  3MicT

KOMIIETCHTHOCTEH Ta NMPOIrpPaMHHUX pPe3yJIbTATiB HABYAHHSA BKAa3aHO BIANOBIIHO

o OIII/OHII «Anrailicbka MoBa (mepekian)» (2025-2026).

IlIudp Ta HA3BA KOMIIETEHTHOCTI IIngp Ta Ha3Ba NporpaMHUX
pe3yJbTATIB HABYAHHS
3K 10. 3natHicTh 10 aOCTPaKTHOTO [IPH 2. EdextuBHOo mpamioBat 3
MUCJICHHS, aHaJli3y Ta CUHTE3Y iHpopMmalliero:  go0upaTH  HEOOXITHY

1H(pOpMAaIIiIO 3 PI3HUX JKEpen, 30KpemMa
3 (paxoBOi JITEPATYypH Ta €IEKTPOHHHUX
0as, KPUTUYHO  aHami3yBaTh  H
IHTEprpeTyBaTu 1i, BIOPSIKOBYBATH,
Kiacu(iKyBaTH i CHCTEMaTH3yBaTH.
[IPH 7. Po3ymiTH OCHOBHI mpobiieMu
dbinosorii Ta MaAX0AM 0 iX pPO3B’sI3aHHS
13 3aCTOCYBaHHSM JOIUIBHUX METOJIIB Ta
IHHOBAIL[IHUX IT1IXO0I1B.

[IPH 9. XapakrepusyBaTu JiaJeKTHI Ta
collajIbHI PI3HOBUIU MOB, 10
BUBYAIOTHCH, OIMKCYBATH
COITIOJIIHTBAJIbHY CUTYAITIIO.

[IPH 10. 3natu HOpMHM JiTepaTypHOI
MOBU Ta BMITH iX 3aCTOCOBYBaTH Y
MPaKTUYHIA TISUTBHOCTI.

[TPH 11. 3Hatn npUHIKIM, TEXHOJIOTI] 1
npuiioMu CTBOPCHHS YCHHUX 1
MUCBMOBUX TEKCTIB PI3HUX JKAHPIB 1
CTWIIB JCpKaBHOIO Ta 1HO3EMHOIO
(1HO3eMHUMU ) MOBaMH.

3K 13.  3pmatmicte  mpoBeaenHs | [[PH 16. 3matm # po3ymité OCHOBHI
JOCIIHPKEHBb Ha HAJIGKHOMY PIBHI. MOHSTTS, Teopii Ta KOHIENIii obpaHoi
ditonorivHoi  cmemiamizaii,  yMiTH
3aCTOCOBYBaTH ixX y mnpodeciiHii
ISJIBHOCTI.

CK1.YcBigomieHHs ctpykrypu | [IPH 8. 3natu # po3ymitu cucremy




(p11070r1YHOT HAYKH Ta ii TEOPETUYHUX | MOBH, 3arajibHi BIACTUBOCTI JITEPATYPHU
OCHOB. AK MUCTEUTBA CJOBa, ICTOPII0O MOBH
(MoB) 1 mitepatypu (JliTeparyp), IO
BUBYAIOTHCSI, 1 BMITH 3aCTOCOBYBATH IIi
3HaHHS y NpodeciiiHii TIsITBHOCTI.

[TPH 13. AmnanizyBatu 17}
IHTEpIPETYBaTH TBOPU YKPAiHCHKOI Ta
3apyODKHOI XYyNOXHBO1 JITEpaTypu W
YCHOi HApOJHOT TBOPYOCTi, BHU3HAYATH
ixHro  cnenudiky W Micue B
JiTEpaTypHOMY MpoIieci (BIAMOBIIHO 10
o0OpaHoi criemianizaiiii).

I[TPH 15. 3niiicHIOBaTH JIHTBICTHYHUM,
JITEpaTypO3HaBYUN Ta  CIHEMiaTbHUN
¢uI070r1YHUN  aHami3 TEKCTIB PI3HUX
CTHJIIB 1 )KaHPIB.

CK 3. 3partnicte BukopuctoByBatu B | [IPH 12. AnanmizyBatu MOBHI OJMHHUIIL,
npodeciiHii AiSIbHOCTI 3HAHHA 3 TeOpii | BU3HAUaTH  IXHIO  B3aEMOJMII0  Ta
Ta ICTOP1i MOB, III0 BUBYAIOTHCHI. XapakTepu3yBaTH  MOBHI  sSBHUINA 1

Imponccu, mo X 3YMOBJIOIOTS.

CTPYKTYPA METOJIUYHNUX PEKOMEHJIAIIINA

MeToaudka CKJIamaeThCcs i3 3arallbHUX TOJOXEHb TPO  TUCIUILTIHY
«ITopiBHSATEHA CTHIIICTHKA», OMUCY IJIEH Ta 3aBAaHb METOJWYHUX PEKOMEHJAIIIMH,
KOPOTKMX HOTAaTOK JEKIIMHOro MmaTepialy AUCIUIUTIHKM, TUIAaHy Ta TEOPETUKO-
MPAKTUYHUX 3aBJIaHb JJIA OTIAHYBAaHHS €KCIPECHBHUMHM Ta CTUJIICTUYHHMH 3aco0aMu
Cy4acHO1 aHTJIHCHKOT MOBH (y MOPIBHAHHI 3 YKPAiHCHKOIO MOBOIO); MOKIUKAHHIMU
Ha Bigeomarepiaid (CTBOPEHMMH HOCISIMH MOBH) JUIsl TIOJETTICHHS PO3yMIiHHS
OCHOBHHUX CTWJIICTHYHUX JACQiHINIA Ta iXHBOTO NPAKTUYHOTO BHUKOPUCTAHHS Y
TEKCTax; TMPHUKIAJaMH TECTOBUX 3aBlaHb 3 «[lopiBHSIBHOT  CTHUIICTUKHY;
MPUKJIAaMH TEKTCIB JIJISl CTUIICTUYHOTO aHAJI3Y; TII0CAPi0 OCHOBHUX CTUIICTUIHUX

TEPMIHIB Ta iXHIX Ae(IHIII} Ta CIUCKY BUKOPUCTAHUX T4 PEKOMEHI0BaHUX JIKEped.



PekoMeHnalii € He JMIIE BAXKIUBUM JDKEPEIOM TEOPETUYHUX 3HAHb, a M
MPaKTUYHUM 1HCTPYMEHTOM IS 3aKpIiIUICHHS HABUYOK TMOILIYKYy, aHali3y Ta
3aCTOCYBaHHSl €KCIPECMBHUX 1 CTHJIICTUYHUX 3aco0IB y MPOIECI aHAI3y pPEYEHb,
CJIOBOCTIONYYEHb Ta XYJIOKHIX TEKCTIB. BUKOpPUCTaHHS METONMYHHX PEKOMEHIAIlIN
COPHUSITHUME MIIBUILEHHIO 3arajJlbHOi MOBHOI KOMIETEHTHOCTI CTYIEHTIB Ta iXHBOI
3IaTHOCT1 HE TUIBKH BUIBHO CHUIKYBAaTHUCS aHTIIIMCHKOIO MOBOIO, aje ¥ 3/11MCHIOBAaTH
aJIeKBaTHUW TEpeKyaj] TEeKCTIB PI3HUX CTHJIIB Ta PEricTpiB, OCOOIUBO XYI0XKHBOTO
CIpsIMyBaHHSI.

MEPEJIK TEM JIEKOIMHOT O MATEPIAJIY. KOPOTKI HOTATKH.
IIVIAH TA TIPAKTUYHI 3ABJAHHS 1O CEMIHAPIB. 3ABJIAHHS 1151
CAMOCTIUHOI POBOTH

LECTURE 1
Generalities of Stylistics. The notion of Stylistics. Types of Stylistics.

Connection of stylistics with other branches of linguistics

1. Stylistics begins with broad observations. What exactly is meant by
stylistics? Different forms show up across study areas. One branch ties closely to
grammar, another leans on context. Sometimes it links tightly with phonetics, at
other times drifts toward meaning analysis. Approaches shift depending on focus.
Each version reveals patterns in how language bends to purpose.

One way to look at it — stylistics studies how language expresses ideas
through different tones and forms. It's part of linguistics focused on flair and
function in speech or writing.

2. Oddly enough, "stylistics" didn’t show up in the Oxford English Dictionary
until 1882, labeled as the science of written style, an examination of stylistic traits.
Yet people were already puzzling over style long before that. Ancient thinkers had
begun mulling such questions ages ago. Fancy word patterns? That study dives
into how speech flavors shift across situations. Sometimes it's about flair,

sometimes clarity — depends on the words picked. A closer look shows language
10



can twist meaning in quiet ways. Each choice nudges tone without shouting. What
sticks out is how structure shapes impact behind the scenes.

Communicative (decoding) stylistic sdescribes expressive peculiarities of
certain messages (texts).

Coding stylistics (literary stylistics) deals with individual styles of authors.

Contrastive stylistics investigates stylistic systems of two or more languages
in comparison.

3.Connection of stylistics with other branches of linguistics. From sounds to whole
texts, every part of language gets its own look.

Phonetics takes up speech sounds, while word forms fall under morphology.

Lexicology handles vocabulary, syntax deals with sentence structure instead.

Text linguistics examines how pieces connect beyond single sentences now.

Stylistics splits along these lines too, forming distinct areas of study. Each

branch focuses on just one layer, clear in its purpose. So it goes — specialized
sections covering their own ground. No overlap, just separate paths tracking
different features. One follows another, built around specific concerns naturally.
These divisions shape how analysis unfolds across levels steadily Sound choices
that shape how words feel come alive through patterned voice details.

Expressive speech gets its rhythm from careful sound shaping across phrases.
Voice textures build meaning when arranged with purposeful flow. How sounds
connect can shift a message's weight without changing any words. Funny how
grammar shapes up in different ways across speaking styles. A twist here, a bend
there — each form carries flavor unique to its setting. Meaning shifts slightly when
structure plays around like that. Turns out, small changes speak volumes
depending on where they show up. Fancy talk isn’t needed here: words carry
weight beyond their meaning. Some punch harder because they’re fresh, others
feel stale on arrival. Think slang that hits like a shout, or terms so old they echo.
New ones pop up fast, while outdated bits linger like static. Each type lives its own
life in speech — rough around the edges or polished by time. Meaning shifts when

flavor kicks in. Not just how words are picked matters, yet how they’re arranged
11



shapes expression too. What stands out begins not at the start, but when pieces link
In surprising ways. Patterns in sentence flow reveal more than isolated choices
ever could. Sound rhythms carry weight, even if listeners do not name them
outright. Old terms, new slang, harsh tones — each leaves a mark beyond meaning
alone. Structure whispers intent before the message fully lands. Grouped correctly,
phrases build texture without shouting emphasis. Meaning shifts depending on
order, pause, repetition, silence between lines. Fields once separate now overlap
where voice meets form. Word class behavior alters under pressure of artistic aim.
Tone emerges from buildup, never one single cause. Hidden designs surface when
grammar bends toward effect. Emphasis hides in placement, rarely in volume or
bold claims. How things connect often outweighs what was said directly. Even

endings play roles larger than closure - they echo forward.

Questions for self-check

1. Comment on the word “stylistics” and its origin. 2. Describe the establishment
of stylistics as a branch of linguistics. 3. Analyze the domain of stylistic phonetics,
stylistic morphology, stylistic lexicology, and stylistic syntax. 4. What does

contrastive stylistics investigate?

SEMINAR 1

Plan and tasks

Questions for discussion:

1
2
3
4.
5
6

. What is stylistics?

. Tell about the origin of the term.

. When and where did the word firstly appeared in the dictionary?

When was stylistics formed as a separate linguistic discipline?

. What are the types of stylistics? What does each type describe?

. Name the branches of linguistics stylistics is connected with. (Stylistics as well as

... studies...)

12



7. What are the branches stylistics is subdivided into? What does each branch touch
upon?
8. Name the interdisciplinary sciences connected with stylistics. What does each

science study?

INDIVIDUAL WORK 1
Task: study the following information. Talk about the methods of stylistics. Which
method is used when dealing with comparative stylistics?

Methods of stylistics

One way people have long studied style in writing begins with looking closely at
word meanings. It tries to show how certain ways of speaking link up with what
someone wants to express - thoughts, feelings, or beauty in language. These choices
in words connect to the message being shared. The approach watches how tools in

language shape what gets understood.

What lies at the heart of stylistic analysis? The answer often points to the
comparative method. Speakers shape their impact by choosing certain forms when
synonyms exist. Instead of just picking one, they weigh options against each other.
Only through contrast does a particular choice stand out as vivid. Otherwise flat or
dull alternatives highlight its strength. Without such a backdrop, expressiveness

might go unnoticed.

One way to explore style involves swapping a writer's phrases or structures with
different versions, aiming for specific effects (The method of stylistic experiment).
Through such changes, it becomes clear how certain choices shape the character of
their writing. Instead of keeping original forms fixed, alternatives reveal hidden
strengths in expression. These shifts show what works best in tone or rhythm. By
testing options, patterns emerge that highlight unique features. The process uncovers
potential within wordings otherwise overlooked. What results is a clearer picture of
individuality in phrasing.
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Figuring out numbers (the quantitative method) tied to how language works

marks the start of this approach. Through measurements combined with math tools,

patterns emerge — ways words behave in certain contexts stand out clearly. Such

findings help tell apart unique voices or purposes behind different writings. Numbers

pulled from texts shape these insights. Objectivity anchors each result, making

interpretation more grounded than guesswork ever could.

LECTURE 2

The notion of functional style. Style in context

Speaking can show more than just words. A person’s background often slips

through their way of talking. How someone was raised or taught affects how they

speak. Mood colors what comes out of a mouth. Tone might hint at frustration or

joy without naming it. Purpose shapes phrasing, whether urgent or casual. Even

silence between lines holds meaning. Education shows up in word choice and

rhythm. Culture lives inside expressions people pick. Feelings travel along with

sentences, quietly. Intentions peek out in timing and stress.

The most traditionally accepted functional styles are:

the style of official and business communication,

the style of scientific prose,

the publicistic style,
the belletristic style,

the conversational (conversational) style.

v
v
v the newspaper style,
v
v
v

Functional styles, their means and examples

1.Official and Business Style:
Legal documents
Diplomatic communication
Business correspondence
Administrative documents

4. Publicistic Style:
Speeches
Essays
Political writings
Opinion pieces (aemopcvka
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Official reports and instructions
The means of the style are:

— This vocabulary is conservative;

— Legal documents contain a large proportion of formal
and archaic words used in their dictionary meaning;

— In diplomatic and legal documents many words have
Latin and French origin;

— There are a lot of abbreviations and conventional
symbols.

cmamms,)

Reviews (oensoosui
mamepiarn)
The means of the style are:

- a logically precise clear
cut syntax;

- a carefully
thoroughly  thought
selection of words;

- the use of sd and em;
- careful paragraphing;
- intonation full
conviction and persistence;
- consiseness.

and
out

of

2.Scientific Prose Style

Research articles

Theses and dissertations

Textbooks and manuals

Conference papers

Scientific reports
The means of the style are:
Vocabulary: - the use of terms and words used to express a
specialized concept in a given branch of science. Terms are
not necessary. They may be borrowed from ordinary language
but are given a new meaning.

- use of quotations and references;
- use of foot-notes helps to preserve the logical
coherence of ideas.

5. Belletristic (Fiction) Style
Novels
Short stories
Poetry
Drama
Literary essays
The means of the style are:
— genuine imaginative
means and SDs;
— the use of words in its
contextual meaning;
— the individual choice of

vocabulary which reflects
the author's personal
evaluation;

— a peculiar individual

selection of syntax;
— the introduction
elements of other style.

of
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3.Newspaper Style

News reports

Editorials (peoakmopcoki cmammi)
Articles and features (nyonixayis)
Headlines and leads (nepedosuys)
Advertisements

The means of the style are:

- special political and economic terms (e.g. gross
output, president);
- non-term political vocabulary (e.g. public,

progressive );

- newspaper clichés (e.g. vital issue );
- abbreviations (e.g. UNO, NATO);

- neologisms.

Grammatical peculiarities:

- Complex sentences with a developed system
of clauses;

- Verbal
participial);

- Passive Voice;

- Syntectical complexes;
- Specific word-order

constructions (infinitive, gerundial,

6. Conversational (Colloquial)
Style

Everyday dialogues

Informal letters

Chats and social media posts
Personal narratives

Slang and idiomatic expressions

SEMINAR 2

Questions and practical tasks

What is a functional style?

H W o

not appropriate?

Which styles are used in the linguistics today? What does each style depend on?
Why is it important to choose an appropriate style in the linguistics?

The style is appropriate to the context in which it occurs. What can happen if it is

5. Characterize the given passage according to the model and the additional

information given to you:

MODEL: The following extract is from “The Highway Code™:

When approaching a roundabout, watch out for traffic already on it. Take

special care to look out for cyclists or motorcyclists ahead or to the side. Give way

to traffic on your right unless road markings indicate otherwise; but keep moving

if the way is clear (https://www.gov.uk/guidance/the-highway-code)
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v This is writing which makes its points as simply and as clearly as possible.

v The vocabulary is that of everyday life, and in manner it is speaking to a
general reader without trying to make an impression or draw attention to itself
in any way.

v This writing is entirely free of literary effects or decoration.

Practical task 1
Read and translate the passage. Define its style. Explain your reasons.
The New-York Times
Joyce Dopkeen, Barrier-Breaking News Photographer, Dies at 80
In 1973, she was the first woman hired by The New York Times to be a full-time
staff photographer.
By Sam Roberts
Feb. 2, 2023

Joyce Dopkeen, who in 1973 became the first woman to be hired by The New

York Times as a full-time staff photographer, beginning a 35-year career with the
newspaper, died on Tuesday in Rockville, Md. She was 80.

Her death, in a hospital, was caused by heart failure, her brother, Jonathan
Dopkeen, said.

Ms. Dopkeen roamed widely with her camera for The Times, whether
capturing Muhammad Ali squaring off against Joe Frazier, female prison inmates
training puppies to be service dogs, exuberant children enjoying summers in urban

parks, or the aerialist Philippe Petit pausing during an eight-and-a-half minute tiptoe

across the Great Falls gorge in Paterson, N.J., before 30,000 gaping spectators

(https://www.nytimes.com/2023/02/02/business/media/joyce-dopkeen-dead.html)

Practical task 2

Read and translate the passage. Define its style. Explain your reasons.
BENVOLIO Good-morrow, cousin.
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ROMEO Is the day so young?
BENVOLIO But new struck nine.
ROMEO Ay me! sad hours seem long. Was that my father that went hence so fast?
BENVOLIO It was. What sadness lengthens Romeo's hours?
ROMEO Not having that, which, having, makes them short.
BENVOLIO In love?
ROMEO Out--
BENVOLIO Of love?
ROMEO Out of her favour, where | am in love.
BENVOLIO Alas, that love, so gentle in his view, Should be so tyrannous and rough in
proof!
(Shakespeare, W. (2008). Romeo and Juliet. Oxford University Press. (Original work
published 1597)
Practical task 3
Watch and translate the passage. Define its style. Explain your reasons.

Link: https://www.youtube.com/watch?v=p GhgmwY 5s4

INDIVIDUAL WORK 2
Task: study the following information. Define the terms from genetal notions of
stylistics. Why the term “style” is important for the translators?
General notions of stylistics: styles.

What someone writes often shows who they are. A time in history shapes how
words feel. Tone might shift with fashion or belief. How people speak leaks into their
sentences. Schools of thought leave marks on phrasing. Periods stamp rhythms onto
lines. Genre sets loose rules for structure. Expression carries fingerprints of its
moment. Outlook guides choices without saying so.

A single writer’s voice stands out because of choices — word by word, phrase by
phrase — that feel familiar over time. What they pick, how they arrange it, gives their

lines a rhythm only they own. Patterns emerge not through rules but habit, repetition,
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quiet decisions made on the page. These habits let you spot them fast, even without a
name attached. Distinctive turns of speech act like fingerprints across sentences.

A way of using words can have a clear purpose when people talk. This kind is
built from choices that fit together. Each part connects somehow to work toward
something real. The tools used — how sentences form, how words sound — all link on
purpose. Their job? To reach one goal in sharing meaning.

Words can shout without sound. Through sounds, shapes, ways words join,
build, shift, stretch — language pushes thought harder, feeling deeper. Forms
already inside the system sharpen what we say. Emphasis hides in how letters move,
how parts stick together, which phrases linger. Structure does more than hold

meaning — it drives it. Intensity lives in patterns waiting to be used.

LECTURE 3

Classification of functional varieties (registers) of English

A way of speaking that fits a given moment — like class time, prayer, marriage
rites, or seeing a physician — is what people mean by "'register.” Such ways aren’t
separate languages but choices made based on context. How one talks shifts
depending on setting. These variations show up in word choice, rhythm, even how
long sentences get. One scholar, J. Leach, took many such patterns noticed over time

and sorted them into three main kinds:

1. The relationship between speakers. One way people talk depends on how

many are involved, whether they know each other well, and if one holds
more status than the other — this shapes how relaxed, distant, or informal the
exchange feels. When strangers speak, tone shifts differently compared to
friends who share history. A boss speaking to an employee sounds unlike
coworkers chatting during lunch. Familiarity often softens word choice,
while power gaps tighten it. The number of voices in a conversation alters
rhythm too — small groups flow easier than large ones. Tone adapts, never

fixed, always bending under context's weight.
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2. Means of communication. A message moves from sender to receiver using

different paths. One way happens when words appear on paper, like in
magazines or books. Spoken talks carry ideas too, such as speeches or
conversations. Some methods rely on technology, like radio or video
broadcasts. Each path shapes how clearly the idea lands with those who get
it.

3. Social function. A word on its own can do things in society — like saying

hello or offering sympathy. Instead of just sharing facts, it might tell
someone what to do. Messages appear everywhere people interact, showing
up in books or news stories. Legal papers carry them too, shaping rules
through speech acts. Even science relies on language that serves a purpose
beyond explanation. Each time words get used socially, they take on a task.
Whether personal or official, these uses reflect how talk shapes life together.
Classifications of functional varieties (styles) of English were later built on a
similar three-component model:
1) in accordance with the attitude of the speaker to the listener or the writer to the
reader: Rigid (cyBopo-odimiiinmit) — formal (odimiitamit) - neutral/normal
(aewitpanpaUit) — informal (Heodimiitauit) — familiar (paminbsapHumii);
2) in accordance with means of expression (medium): colloquial and book versions;
3) in accordance with subject matter (remaruka moBimomuieHus): the language of
scientific and technical literature, the language of legal documents literature, the

language of legal documents, the language of newspaper reports, etc.

Frozen register in place, this form stays fixed through time — stiff bonds, serious
moments that matter deeply within a group. Think public rituals or formal gatherings
where words repeat like echoes. Structure leans heavy, built on long patterns nobody
changes. Phrases come back again and again, worn smooth by years of use.

Predictable flow marks every line, each phrase shaped by habit more than choice.
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Formal register. Official settings shape how people talk in serious scenarios.
When details matter most, exact words become necessary. Think research papers,
academic books, or classroom materials. Heavy moments call for cautious language
choices. These contexts demand clarity above all else. Precision steps forward where

guessing fades out. Such environments favor structure over casual flow.

Consultative register. Most day-to-day talks at work fit here. These are regular
exchanges, nothing out of the ordinary. Communication happens naturally, without
hidden messages. Think emails about meeting times or quick chats by the printer. The
words used are plain, meant to get things done. No formality needed, just clarity.
Moments like these repeat often across jobs. They build up how people interact every

single day

Casual register. Folks chat like this when they’re kicking back on holiday,
hanging out with buddies, sharing laughs at a show, catching up with family, or

diving into hobbies after school

Intimate register. Folks lean close when talking at home, voices soft between
family or those they hold dear. Conversation flows differently here — slower, warmer,
shaped by shared moments over years. Bonds tighten through small words spoken
often, not grand speeches saved for events. Trust builds in how questions are asked,
not just what's revealed. This way of speaking grows roots in routine gestures, quiet
understandings, half-finished sentences that still make sense. Tone carries more

weight than grammar ever could.

SEMINAR 3
Questions and practical tasks
1. What does the term “register” mean? Define it.
2. Which criteria are used to characterize each register?
3. What is the difference between the formal and informal registers?
4. Name the main registers in English.

21



5. ldentify the registers of the passages given below.

6. provide some more examples of each register

Practical task 1: Characterize the passage given below. Define its register. Explain
your reasons.

During the spring of 1776, colonies, localities, and groups of ordinary
Americans — including New York mechanics, Pennsylvania militiamen, and South
Carolina grand juries — adopted resolutions endorsing independence. These
resolutions encouraged the Continental Congress to appoint a five-member
committee to draft a formal declaration of independence. Thomas Jefferson wrote the
initial draft of this document, which was then edited by other members of the
committee and by Congress as a whole.The most radical idea advanced by the
American revolutionaries was the proposition set forth in the Declaration of
Independence that “all men are created equal, that they are endowed by their Creator
with certain unalienable Rights, that among these are Life, Liberty, and the pursuit of
Happiness.”In 1776, Peter Timothy of Charleston printed this copy of the Declaration
of Independence and brought the news of independence to South Carolina. In doing
so, he risked his life. The son of French Huguenots who arrived in 1731, Timothy
inherited the press after the death of his father. In 1738, he became publisher of
the Gazette of South Carolina.

(Gilder Lehrman Institute of American History. (n.d.). Declaration of Independence,
1776)
Practical task 2
Characterize the passage given below. Define its register. Explain your reasons.

O heavenly Father, you have filled the world with beauty: Open our eyes to
behold your gracious hand in all your works; that, rejoicing in your whole creation,
we may learn to serve you with gladness; for the sake of him through whom all things
were made, your Son Jesus Christ our Lord. Amen.

(Church Publishing. (1979). The Book of Common Prayer. Church

Publishing.)
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Practical task 3
Characterize the passage given below. Define its register. Explain your reasons.
How to Use a Handheld Can Opener
1. “Place the can on a flat countertop”
“Spread the arms of the can opener”
“Line up the two wheels”
“Squeeze the arms together”

“Turn the knob clockwise”

“Safely pry off the 1id”

o g bk~ w D

(Food Network Kitchen. (n.d.). How to use a can opener. Food Network.)

Practical task 4
Watch the video. Define its register. Explain your reasons. Link:
https://galtv.if.ua/video/yakym-bude-berezen-u-2023

INDIVIDUAL WORK 3
Task: study the following information. Name the registers where you can come
across the given words. why is it important for a translator to know about the

neologisms and slang words in English?

1. Neologisms

Word/ Definition/ Example/ Iepexaan/

CaoBo TaymaueHnns IHpuxaan TaymadyeHHs
body mullet | What most people wear on | Business up top, | komIuiekt
Zoom calls: a nice top and, | party down below | omsry, KU
below the waist, underwear or | — that’s what body | BuKOpucToBy€eT
less. mullet means. BCS BUKIIOYHO
st Zoom-
KOH(epeHIIii.
3a3Buyan (S
10CH rapHe
3BEPXY, a

23


https://galtv.if.ua/video/yakym-bude-berezen-u-2023

HYKYE
Outh3HA.

clofficewea
r

clothes that can be worn both
at home and at work.

As we move into
January, many of
us will continue to
work from home
(WFH) or part-
time from the
office. So,
‘clofficewear’
will still be a
popular word in
2022.

Opsr, SIKUH
MOKHA HOCHUTH
SIK BJIOMa, TaK 1
Ha poOOTI

gig worker

a person who  works
temporary jobs typically in
the service sector as an
independent  contractor or
freelancer

Gig workers have
freedoms that
most  full-timers
only dream of:
setting their own
hours,  working
from home, being
their own bosses.

Odpinancep,
TUMYaCOBUM
POOITHHK

infomania

Impairment of concentration ¢
aused by frequent response

to text messages, e-mails, and
other forms

of digital communication.

The problem
of infomania invol
ves more than just
the willingness, or
lack thereof, to
embrace  online
information  and
digital
technologies.

MMOCTIMHUI
TIePETJIsT
HOBHH,
0COOJINBO
MOOLIBHUX
HPUCTPOSIX

Ha

nomophobi
a

Fear or worry at the idea of
being without your phone or
unable to use it.

You know that
nervy anxious
feeling you get
when you can’t
find your phone?
It turns out we’re
all addicts, and
there’s a name for
it. We might be
suffering

from nomophobia.

Homodobis —
MOYYTTS CTPaxXy
1 3aHETTOKOEHHS
y JIIOIUHHA
gyepes
BIICYTHICTb

11 IPUCTPOIO
MOOUILHOTO
3B'S3KY.

screenager

a teenager who
is fully conversant with

and skilled in the use of

Screenager cultur
e, he goes on, is
based on living in

ITiTiTok, SIKHAH
Oarato qyacy
MPOBOJUTH
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https://www.collinsdictionary.com/dictionary/english/teenager
https://www.collinsdictionary.com/dictionary/english/fully
https://www.collinsdictionary.com/dictionary/english/conversant
https://www.collinsdictionary.com/dictionary/english/skilled

computers and
electronic devices

other

the moment, in
going with the
flow and rolling
with the punches.

nepes
KOMIT' FOTEPOM

abo IHITUMH
MPUCTPOSIMHU, a
BIATaK BOJOJIE

IICBHUMUAU
HaBHUYKaMH
BUKOPHUCTAHHA
1HpOopMAaLIITHIX
TEXHOJIOT11.
zoombombi | refers to the unwanted, | One of the biggest | Brpyuanus
ng disruptive intrusion, generally | security ISSUES | HEeMTPOIICHUX
by Internet trolls, into a video- | facing Zoom s | mrozeii, K1
conference call. the  surge  in | BUKIAgaIOThH
"Zoombombing," | moprorpadiuni
when  uninvited | 300paxxeHHsI
attendees  break | abo
into and disrupt | BUKOPHUCTOBYIO
your meeting. Th HEICH3YpHY
JanKy Ha
dpoBsiit
maThopmi

ZOOM mix yac
OHJIaMH
3ycTpiuei

2. Slang words

© 0 N o g B~ L D

Gucci — fashionable or cool

Snack — an attractive person
TT2T — too tired to talk
WYD — what (are) you doing?
YK — you’re kidding

And | oop — surprise, shock or embarrassment

CEO of [something] — someone is the best at something

Meal — someone who looks attractive and appealing

Salty — to be bitter or irritated about something

10.Trash — something that is bad or unacceptable
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LECTURE 4
Difference Between Emotional Means and Stylistic Devices

Both Emotional Means (EM) and Stylistic Devices (SD) contribute to
expressiveness in language, but they serve different functions.

Emotional Means

Definition: Feeling lives inside certain parts of speech, showing up on its own.
Words like sighs or shouts pop into sentences when emotion runs high. Structures
built into grammar carry mood without extra effort. These pieces do not need
decoration to show joy or pain. Instead they arrive already charged — ready to speak
what's felt.

Characteristics:

— Starting mid-thought, these moments just happen without planning.
Rarely needing clever tricks or polished styles, they unfold as they are.
Without warning, simplicity carries them forward. Built on impulse, not
structure, they exist outside strict rules. Usually, effort stays hidden
beneath the surface.

— Surprise shows up fast, like a shout in a quiet room. Joy jumps into the
moment without warning. Anger builds behind the eyes, sharp and
sudden. Excitement hums under the skin, restless and loud.

- Include interjections, exclamatory sentences, and emotionally charged
words.

Examples:

Surprise shows up fast. Oh, look — feelings jump out loud. Too bad sometimes
it stumbles through the door.

Wow, what a gorgeous morning! That kind of sky really lifts your mood.
Sunshine like that tends to spark joy. Bright light fills the air, making everything feel

alive. Such moments grab your attention without trying.
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Words like disaster or fantastic hit hard. Terrible things stick in your mind
more easily. A favorite thing might be called beloved by some. Horrible carries a
heavy charge every time it shows up.

Stylistic Devices Figures of Speech

Definition:

A single word choice can shift how a message lands. Because creativity shapes
expression, certain methods appear again in stories, speeches, even headlines. These
choices take work — crafted on purpose to make language stand out. Not every phrase
aims for flair; only some twist meaning with intent.

Characteristics:

— For look, impact, or effect — chosen on purpose. Sometimes it shapes
how words land. Other times it pulls attention where needed. It can echo
a mood. Or simply fit the rhythm of what's being said. Used because it
works that way.

— Figurative expressions pop up regularly, alongside likenesses drawn
between things. Repetition shows itself in patterns that repeat on
purpose. Comparisons slip in where they’re least expected. Structure
finds a way through repeated turns of phrase.

— Moods aren’t always felt straight away, yet they seep through quietly.
They sit behind scenes without announcing themselves. A shift might
come slow, almost unnoticed until it's already there. Sometimes a quiet
pause does more than a loud moment ever could. What seems neutral on
the surface may still pull something up from below.

Examples:

Metaphor: Beyond sharp, his words cut both ways without warning. A single
phrase could lift then wound, often at once. Not meant to harm, yet they left marks
just the same. Like holding something bright that burns the hand. They gave strength
even while taking it away.

Personification: A hush slipped between the branches as if the breeze had

secrets to share. Trees stood like listeners caught mid-thought. Air moved without
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hurry, brushing leaves into soft murmurs. What seemed silent was actually speaking

in tones too low to name. Each rustle felt like a confession passed hand to hand.
Hyperbole: "I have a million things to do!" (exaggeration for emphasis).

Parallelism: "I came, | saw, | conquered." (creates rhythm and impact).

SEMINAR 4
Questions and practical tasks:
Define Emotional Means.
Define Stylistic Devices.
Discuss the difference between EM and SD.

Provide examples of EM. Which effect they produce?

A A

Provide examples of SD. Which effect they produce?

Practical task 1

Characterize EM and SD below. What effect do they produce according to the

context?
1. "His words were a double-edged sword."
2. "The wind whispered through the trees.”
3. "l can't believe this!" "What a mess!"
4. "l have a million things to do!"
5. "Oh, dear! Oh, dear! | shall be late!"

(Lewis Carroll, "Alice’s Adventures in Wonderland")

6. "The city never sleeps."
7. "This meeting is dragging on forever!"
8. "She is as fierce as a lion in the courtroom."

INDIVIDUAL WORK 4
TASK 1: watch the presentation and be ready to discuss expressive means and
stylistic devices.
Link:
1. https://en.ppt-online.org/492554

28


https://en.ppt-online.org/492554

LECTURE S
Phonetic means of stylistics: English instrumentation and English versification

Phoneme. A single sound can tell one word apart from another. That role
belongs to the smallest piece in how speech works. Unlike parts of grammar or
meaning, this bit shows up just in sound form. It does not carry a separate idea along
with it. One part exists without its partner showing at all.

Sound patterns sort themselves like this:

a) versification,
b) instrumentation

Few ways exist to organize sound when instruments play together. One method
layers tones by stacking them one after another. Another spreads notes out so each
instrument has its own space. A third groups players into sections that shift like
puzzle pieces
—alliteration;

—assonance;
—onomatopoeia.

Alliteration is a deliberate reiterated repetition (6araropazose noBropenHs) of
the same (or acoustically similar) sounds (consonants) and sound combinations. It is
one of the most ancient SD of English poetry
Examples:

— No sweet without some sweat.
— One swallow doesn't make a summer.

Assonance is a deliberate reiterated repetition of the same (or acoustically
similar) vowels in close succession aimed at creating a specific sound and contential
effect.

Examples:

- Twinkle, twinkle, little star, How | wonder what you are. Up above the

world so high, Like a diamond in the sky. (Children's Rhymes)
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We also observe the phenomenon of assonance in English proverbs and sayings,
examples:

— Afriend in need is a friend indeed.

— Good health is above wealth.

— Money lent, money spent.

Onomatopoeia is a combination of speech sounds which aims at imitating
sounds produced in nature (wind, sea, thunder, etc.) by things (machines or tools,

etc.) by people (singing, laughter) and animals.

Direct onomatopoeia is contained in words that imitate natural sounds, as ding-dong,

burr, bang, cuckoo. These words have different degrees of imitative quality.

some more examples:

Indirect onomatopoeia demands some mention of what makes the sound, as rustling

of curtains in the following line:

Example: And the silken, sad, uncertain rustling of each purple curtain.

Rhyme is the repetition of identical or similar terminal sound combination of
words. With regards to the similarity of sounds rhymes can be:

Full rhymes presupposes identity of the vowel sound and the following
consonant sounds in a stressed syllable, including the initial consonant of the second
syllable (in polysyllabic words), we have exact or identical rhymes (tenderly —
slenderly)

Eye - rhyme, where the letters and not the sounds are identical, as in love -
prove, flood - brood, have - grave. Eye - rhyme can only be perceived in the written
Verse.

With the regard to the structure:

Masculine (singular) — the similarity of one stressed final syllable: plain-rain.

Feminine (double) — the similarity of one stressed syllable followed by one

unstressed syllable: daughter — water.
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Triple — the similarity of one stressed syllable followed by two unstressed
syllables: magnanimity (BenmukoaymnicTs) — Sublimity (migaeceHicTs).

Full-double (broken) — made by separate words: bound me — around me.

Rhythm is a regular alternation of similar or equal units of speech. Typical of
prose and poetry.

There are the following rhythmic patterns of verse:

lambus,
dactyl,
amphibrach,
anapaest.

SEMINAR 5
Questions and practical tasks:

What do phonetic means of stylistics deal with?
What is a phoneme?

What is alliteration?

What is assonance?

What is onomatopoeia?

What do you know about rhyme?

What do you know about rhythm?

N o a k~ w b RE

Practical task 1
Characterize phonetic EM and SD below. What effect do they produce according to
the context?

1. Watch video about alliteration https://www.youtube.com/watch?v=y-

koivS_aho and comment on the examples provided
2. Watch video 2 about assonance

https://www.youtube.com/watch?v=cFOlUuDCtwMand and comment on the

examples
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3. Watch video 3 and comment on the examples

https://www.youtube.com/watch?v=JBgMepAcOWQ

Practical task 2
Analyze the following passages as for the phonetic means of stylistics:
a) He clasps the crag with crooked hands;
Close to the sun in lonely lands,
Ringed with the azure world, he stands.
The wrinkled sea beneath him crawls;
He watches from his mountain walls,
And like a thunderbolt he falls.
(Tennyson, A. L. (1851). The Eagle.)
b) 1 wakened on my hot, hard bed,
Upon the pillow lay my head;
Beneath the pillow I could hear
My little watch was ticking clear.
| thought the throbbing of it went
Like my continual discontent.
| thought it said in every tick:
| am so sick, so sick, so sick.
O death, come quick, come quick,
come quick, come quick,
Come quick, come quick,
come quick, come quick!
(Rossetti, C. (1862). The Sick Child. In Goblin Market and Other Poems.)

INDIVIDUAL WORK 5
Task 1
Study the following information. Compare the Devices in both languages. provide
your own examples.

1. Animal Sounds
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Hss-usas — sound of a cat (meow)
I'aB-ras — sound of a dog (woof)
My-my — sound of a cow (moo)
I-ro-ro — sound of a horse (neigh)

Xpro-xpro — sound of a pig (oink)

2. Human Sounds

Amuxm — sound of sneezing (achoo)
I'm-ru — sound of giggling (giggle)
Kxe-kxe — sound of coughing (cough)

oM — sound of a Kkiss

3. Nature Sounds

- Mypxit — rustling of leaves (rustle)

- Byas-oyas — sound of bubbling water (gurgle)

- TI'ypkir — sound of thunder (rumble)

- I3Bin — sound of a bell ringing

4. Mechanical and Impact Sounds

I'yn-rym — sound of knocking (thud)
Hox-mox — sound of high heels (click-clack)
Bax — sound of an explosion (bang)

Ilenects — sound of paper or fabric rustling

Task 2

Rhyme contributes to better memorization of folklore that has long existed

exclusively in oral form. For example, English proverbs and sayings are usually

rhymed. Provide their Ukrainian translation and see whether they also have

rhymes.

A friend in need is a friend indeed.

A stitch in time saves nine.

A little pot is soon hot.

He that mischief hatches, mischief catches.

Man proposes, God disposes.
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LECTURE 6
Stylistic Semasiology. Lexico-Semantic Stylistic Devices. Figures of Substitution.
Figures of Combination

Starting off differently each time, meaning shifts when words meet new
settings. Words take on subtle differences based on how they're shaped by speech or
writing. A single term might carry distinct flavors across varied tones. Context
reshapes what gets understood beyond dictionary definitions. Tone adjusts perception
without changing spelling or form. Style influences interpretation more than structure
sometimes does. Every situation adds layers not found in grammar rules alone.
Stylistic semasiology examines meaning use in language.

1. Lexical Meaning with Stylistic Nuance. A single term can carry more than
just its dictionary definition. Yet it might hint at attitude or setting through subtle
flavor. Take "child" — it sits plainly in the middle, neither warm nor cold. Although
"kid" leans casual, almost like conversation among friends. Instead, "infant™ sounds
clinical, precise, maybe even distant. These shades reveal how speakers feel, judge,
or position themselves socially. Meaning shifts not by what is said, but how it lands.

2.Figurative Meaning. Figurative shifts in words fall under Stylistic
Semasiology’s scope. Meaning stretches when expressions take on new shapes.
Through time, phrases grow beyond their roots. Images twist what words first meant.
Language bends, shaped by creative use. What begins literal often ends suggestive.

This field watches such movement closely.

Metaphor (e.g., time is money)

Metonymy such as the white house announcing

Irony. Funny how words can mean the opposite of what they sound — like
calling a downpour perfect weather.

3. Polysemy and Contextual Meaning. Starts with a single word holding many
roles, where setting shapes how it lands. Think of cold — it might paint winter air, a
sharp stare, or silence between people, each coloring speech differently.

4. Synonymic Choice. Choosing words that mean similar things changes based on

how you're speaking or writing. Take this case:
34



Bold start here. Off we go, marked by a steady opening move. Get things rolling in
everyday talk. A quiet launch sets the scene.
A fresh word pick can shift how something feels. Tone bends depending on which
synonym steps in. Meaning stays close, yet the vibe changes shape. Small swaps
leave big traces behind. One term slips into place instead of another. The result? A
different echo lingers after reading.

5.Emotive and Evaluative Meaning. Feelings and Judgments Behind Words.
Slender feels different than bony — one warms, the other stings. Attitude shifts when
you call someone resolute instead of pigheaded. These tiny weights tip how a
message lands. Tone hides in choices most overlook.

6. Stylistic Semasiology in use

Literary analysis. Starting with words that paint pictures, readers notice how
writers shape feelings through crafted phrases. Not just meaning, but mood matters
when sentences stretch beyond facts. Through metaphors or vivid details, tone takes
form slowly. Instead of plain speech, imagination rises in careful word choices. Style
shows up where emotion meets structure, often without saying it outright.

Translation studies. Working with translation means keeping the style intact
when moving from one language to another.

Language teaching helping learners understand differences between neutral,
formal, and informal vocabulary.

Discourse and media studies. Words in news stories often carry hidden tones.
Yet ads shape feelings without saying much at all. Political talk twists phrases to fit
agendas. Meaning hides between lines more than it sits on them. What gets said

matters less sometimes than how it sounds.

REMINDER!
1. Emotional Means are inherent features of language that naturally express

emotions without requiring additional stylistic modifications. These are words,
interjections, and grammatical structures that directly convey feelings.

Characteristics:
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— Often spontaneous and do not require special literary techniques.

— Express direct emotional states (joy, surprise, anger, excitement).

- Include interjections, exclamatory sentences, and emotionally charged words.

Examples: Interjections: Wow! Oh! Alas! (express emotions directly);
Exclamatory Sentences: "What dreadful weather!" (shows excitement); Emotionally

Loaded Words: "incident," "marvelous" (carry strong emotional weight)

2. Stylistic Devices (Figures of Speech)

Definition:
Stylistic devices are deliberate literary techniques used to enhance the
expressiveness and impact of speech or writing. They require artistic effort and are
often found in literature, rhetoric, and media.

Characteristics:

— Used intentionally for aesthetic, persuasive, or rhetorical effects.

— Often involve figurative language, comparisons, and structured repetition.

— Do not always carry direct emotions but can evoke them indirectly.

Examples: Metaphor: "Time is money." (implies meaning time wasted is lost
income or opportunity); Personification: "The sun kissed my cheeks." (gives human-
like qualities to objects); Hyperbole: "I can eat a horse!" (exaggeration for
emphasis); Parallelism: "He likes swimming, running and cycling.” (creates rhythm

and impact)

3.Figures of Substitution

Figures of substitution are stylistic devices in which one linguistic unit is
replaced by another that is closely related in meaning or association. This
substitution creates expressive, imaginative, or figurative effects in speech and
writing. Instead of naming an object or concept directly, a speaker or writer refers to
it indirectly, inviting the reader to interpret the implied meaning.

Main Types Of Figures Of Substitution
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— Metaphor,

- Metonymy,

- Synecdoche,

— Periphrasis (or Circumlocution),
- Euphemism,

- Antonomasia,

- lrony,

- Hyperbole,

— Litotes,

- Allegory

3.1 A metaphor paints something not by its real traits, yet still shows meaning
clearly. It speaks of actions or things as if they were another, though it's not fact. This
form of expression links concepts through imaginative likening. Instead of stating
facts directly, it suggests similarities subtly. Not literal at all —yet sharpens
understanding just the same. Here are the basics: A thing becomes something else
when we speak in metaphor. It links unlike ideas without saying they’re similar.
Instead of using words such as "like," it declares identity outright. A comparison
hides beneath the surface, not spelled out. This differs from phrases where
resemblance is named directly. Besides appearing alike, they’re linked just to make a
point through contrast. Not really identical, yet treated that way to highlight meaning.
One stands in for the other, though only on purpose, never by nature. A literal take on
metaphor often ends up sounding odd — imagine asking if real sheep, dark-coated or
not, roam among your relatives. When words paint pictures, that happens in poems or

stories — or just when folks spice up how they talk.

Now think about how people talk when school gets tough. Picture late
December, everyone tired, voices low. Someone walks out of an exam room, shakes
their head, says: "That test killed me." Of course they are breathing. No ambulance
needed. But something felt heavy, draining, maybe even brutal. That kind of
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expression isn’t meant to be taken straight. Instead, it paints a feeling using stronger
colors. Words stretch beyond facts to show emotion. You hear these twists all the
time without noticing. A phrase jumps out — not literal, just vivid. Like calling stress
a storm or calling boredom a prison. The mind grabs images to explain inner states.
So when words shift into symbols, meaning hides behind pictures. Truth slips into

disquise, yet still shows through.

Lifeless words sometimes wake up through comparison. Picture one thing as
another, suddenly it feels familiar, less tangled. A sudden image helps thoughts land
without extra weight. Found in stories, on screens, within serious addresses or catchy
lines - these twists show up where you least expect. Spotting them is easy when they
stick like glue to memory.

To sum it up, Metaphors show up in literature, poetry, music, and writing,
but also in speech. If you hear someone say “metaphorically speaking,” it probably

means that you shouldn’t take what they said as the truth, but as more of an idea.

3.2 Metonymy. A name standing in for something nearby in thought. One thing
pointing to another it's tied to. Not what it seems, yet clear enough. A hint instead of
the whole picture. Something known through its neighbor. Picture this — metonymy
works by tapping into links like location, moment, or context, unlike metaphor which
draws on resemblance. It points to something tied indirectly, say an idea linked
through circumstance. Though it feels close, the stand-in isn’t literally a piece of what
it represents. Think of it as borrowing meaning from surroundings without claiming

ownership. What matters is connection, just not one made of parts.

Examples:

The White House Says

The ground is held by royalty.

Ownership rests with the monarch.

The soil answers to the throne.

38



— This territory falls under royal control.

— Authority over it lies with the crown

— Pockets with nothing inside never stop a person. What blocks them is a
mind without thoughts, a heart without feeling. (Norman Vincent Peale).
Pockets with nothing inside show a lack of money. When the mind holds
almost nothing, it reflects unawareness or slow thinking. A heart that
feels little reveals distance, not warmth. What one lacks often mirrors

what others cannot see
There are four major types of metonymy:

— spatial (the connection is that of space). Out there, a vessel stays awake.
Space links things together like that. Inside such distance, sleep doesn’t
land on decks.

— temporal (the connection is that of time). A moment ago might mean
something different now — time links what we say, like calling our era
harsh. Moments tie together when one reflects on how things shift across
years. The cruelty spoken of sticks not just to people but stretches into
how decades feel. When someone labels the age unkind, they pull
seconds into a longer story.

- causal (the connection is that of cause and effect): A twist
unfolds when one thing directly shapes another, like saying she’ll bring
you down. What happens here links straight to what came before — no
detours. Picture a result hanging on a single choice, sharp and clear. That

moment someone speaks, and everything shifts because of it.

3.3 Synecdoche — a piece stands for the entire thing, sometimes it works the
opposite way. Part for whole, or whole naming a part — that happens often. A feature
might represent the full object, just like one element can mean the complete set.
Whole things refer to their pieces too, not only parts standing in for wholes. One

detail speaks for everything, even when it's smaller than what it means
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1. Part used instead of the whole, example:

Facing the task of swinging the long boat around that final morning took
everyone there. Each person had a role when the time came to shift direction. The
group moved together as the moment demanded full attention. What looked simple
needed every single one present. Adjusting course before departure pulled effort from

all sides.
2.Used entire thing rather than just one piece, example:
Troopshalt the drivers (troops = soldiers)
3.Specific term used instead of a general one, example:

Kashmir holds the same place in their hearts as Maui does for others, yet it
carries the chill of Aspen too, while wrapping itself in the quiet luxury once found

only in Palm Springs.

Picture this: when folks in the US hear a location, it brings up images — Maui means
warm beaches under bright skies, Aspen calls to mind snowy slopes and cold air,
while Palm Springs suggests pools, spas, and desert calm. Dropping names like these
skips long explanations because most already link each spot to its well-known vibe.
So saying Kashmir feels like all three at once tells you plenty without piling on

words.

4. A word that stands in for something more precise: generic label swapping

detail, example:

The creature edged nearer. A hush settled as it paused, eyes locked ahead.
Slow steps followed, deliberate but quiet. Something shifted in its stance - curiosity

maybe. Then forward again, closer now than before.

5.Material used instead of the product, example:
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A thin line of metal hung close to her skin. Shiny where the light caught it. Not
a bracelet. Around the throat instead. Yellow like old coins. Heavy only if you

counted every link.

(REMINDER!IClose to: — Metonymy - figurative expression, closely

associated with the subject.

3.4 Periphrasis (also called circumlocution) — a roundabout way of speaking —
that’s what periphrasis means — uses several words where one would do. Rather than
naming something straight on, it paints a picture by highlighting traits or links tied to
the thing itself. This indirect method slips in descriptions instead of clear labels.
From Greek roots, the name hints at circling an idea: "peri" stands for around, while
"phrazein™ points to showing or telling. So, to talk around becomes a kind of verbal

detour.
Examples;

— The City of Lights instead of Paris
— The crown of night takes the place of the silver moon

- A man in a flowing coat stands where a legal expert might be expected.

Periphrasis How It Works and Its Style Impact. Elevation of style. Euphemistic

function. Expressive or humorous effect. Avoidance of repetition.

Style lifts when words take detours. Poets reach for roundabout phrases to shape
something lofty. Fancy writing finds grace in saying things sideways. A grander air

slips in where simple terms might fall short.

A river so wide it feels like a beginning. Its currents move slow, heavy with stories.
Water stretches beyond sight, shaping the land beneath. This is where many streams

meet, becoming something greater. A path carved long ago, still flowing today.
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Softening harsh truths often happens through gentler words. Uncomfortable subjects
slip by easier when phrased differently. Talking around something difficult
sometimes helps people hear it. A lighter term might carry a heavy meaning without

startling anyone. He passed into the ranks of those gone before.

Laughter slips in when descriptions stretch too far. Emphasis grows through
roundabout ways of speaking. lrony tags along if words pile up on purpose. Extra
phrases sometimes make a point sharper. Humor hides where speech takes the long

way.

A drinker finds comfort in liquor like an old pal. Sometimes it sits there waiting, full
of promise. Other times it whispers during quiet moments. It shows up when things

tilt sideways. Not always loud, but present. Always close by, within reach.

One way to skip saying the same thing twice? Swap words out. A longer phrase
steps in just so the rhythm shifts slightly. Repetition fades when different sounds fill

the space. Same idea, fresh shape. Words stretch then settle elsewhere.

3.5 Euphemism. Now here's a softer way to say something rough — it slips in
place of words that might sting. Often, people pick these gentle turns of phrase when
honesty feels too sharp. Not quite the opposite, but dysphemism does show up
nearby, choosing bluntness on purpose. Sometimes laughter hides behind the word
swap; other times, it dresses harm in polite clothing. Truth bends slightly when the

goal isn’t clarity, but comfort — or confusion.

Examples:

Death means crossing over to the opposite shore

Passed away for die;

On the streets for homeless:

Comfort woman for prostitute;
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— Between jobs for unemployed.

A softer word can sometimes act like a roundabout way of saying something —
both work in similar fashion. Truth is, these gentle terms aren’t just fancy speech
tricks; they carry real expression. Many already appear in standard dictionaries,
showing how common they’ve become. While they may sound polished, their roots

lie in everyday talk more than style rules.

Around everyday topics, euphemisms often find their place by slipping in
quietly. Where people avoid blunt terms, these softer words show up more often.
Depending on what they’re used for, patterns begin to appear. One path leads to
health matters, another toward work life. Death sometimes gets wrapped in gentler
phrases. Money conversations shift when polite alternatives take over. Each situation
shapes how a word is softened. Grouping them reveals habits we tend not to notice.
Euphemisms may be classified according to the spheres of their application and
grouped the following way:

1. Religious euphemisms: devil = the dickens, the deuce, old Nick; God = Lord,
Almighty, Heaven, goodness. Yopm = nykasuil, neuucmuil, HeYUCma Cuid, He4ucmull
O0yX, 3aull OyX, auxuil 0yx, Oyx mumu (nimomu), OyxX mMemMHOMU, OYX MU, JTUXULL
YOpHULU, YOpHA CUla, Mou, wo He npomu Houi 32adyseamu, boe = BcesuwHil,
6C€Cl/l]leul/7, meopeyb.

2. Moral euphemisms: to die = to be gone, to expire, to be no more, to depart, to
decease, to go west, to join the majority, to pass away; dead = deceased, departed,
late; a whore = a woman of a certain type; an obscenity (renpuctoiinas Opanb) = a
four-letter word. ITomepmu = Yynokoimucs, cnouumu, gioitimu (v
Kpawui/nomouoiuHu ceim), npecmasumucs, CKIHYUMucs, nimu 00
npaomyie; MEPmMeEUuIl = HNOKIUHUL, HeXCUsull, Oe30UXaHHUl, dpexamu = 2080pumu
Henpasoy, 6ueadysamu, euOymysamu, Ganmaszyeamu, 3a2080p0GAMUCS, KpACmU =
3a6upamu JAUUIKU, 6pamu me, Wo nocaHo Jieacuniv, cmapuﬁ = JIIOOUHA NOXUNIO20

8IKY;, HPOCHUMYMKU = npayieHUKU cghepu CeKCYanbHO20
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00CY208Y8aHHA,; 20PINKaA = 2ipKa, 3115, 3e/leHuti 3Mill, epiuiHa 6004, CKIAHUL 602,
gecenyxa, JHCusuysl, COpokazpaodyCcHa.

3. Medical euphemisms: lunatic asylum = mental hospital, madhouse; idiots =
mentally abnormal, low, medium and high-grade mental
defectives; cripple = invalid; insane = person of unsound
mind. bosrcesinvua/ncuxiampuuna aikapua =0yOouHox Oas  OYUWESHO  XBOPUX,
oHcoemuil OiM; OyPeHb =po3yMo8a Gi0Cmanull, He CHOBHA PO3YMY, He 6CI 800Md,
KJlenKu He sucmavae, mAaxicKo xeopimu = Juxamu Ha J1A0AH.

4. Political euphemisms: starvation =undernourishment; revolt, revolution =

tension; poor people = less fortunate elements; absence of wages and
salaries=delay in  payment; profit=  savings. Cmpaiix =  demoncmpayis
npomecmy, dcedOpaK =  npoxay;, GUZHAMU =6KA3amu Ha  08epi, NONpocumu,

CNpPOBAOUMU, BUPAOUMU, DE3NTAMHO = 3a cnacuobi; OIOHICMb = HeCMamok, CKpyma.

Euphemisms have their antipodes which might be called disphemisms. These are
conspicuously rough, rude and impolite words and word-combinations. The speaker
resorts to disphemisms to express his negative emotions, such as irritation, spite, hate,
scorn, mockery, animosity. Here are some of them:

- to die = to kick the bucket;

- to urinate = to piss;

- a German soldier (W.W.II) = krauthead;

- aNegro = kinky-head;

- to treat someone badly, unfairly = to give someone the finger;

- 00auuys = mopoa, puio, nuka, 6yoxa,

- nomepmu = 00ybimu, 0yba épizamu, 300XHYMu;

epyobiau = xamio.

3.6 Antonomasia. A name might be swapped out for a telling description — that’s
antonomasia. Sometimes it's playful, sometimes grand, but always swaps the real
title. This word traces back to Greece, where "antonomazein™ meant calling someone
by another label. Different naming shows up everywhere, quietly reshaping how we

44



refer. A friend of yours cooks like a pro. You decide to reach out. Say it’s been a
while. Picture walking into their kitchen, smell something warm on the stove. Maybe
they’re stirring a pot, focused. The light hits the counter just right. Words come slow

at first. Then easier. Greet them without thinking too much.
Normal sentence: “Oh, look! Sam’s arrived!”

When someone says, "Oh, look! The great chef has arrived!" they’re not talking
about any famous cook. This phrase uses a special naming trick to tease a friend
who loves cooking. Instead of saying their name, the title points straight to what
makes them stand out. It slips in praise without spelling it out loud. A simple joke,

really — calling him that tells everyone he takes pride in his meals.

A woman talks about someone special. She says he is kind, that spending time
with him feels right. Maybe he could be the one she has waited for. Another way
to say it — imagine calling him by a title instead of a name. Not just any partner,
but something more symbolic. Like saying "I hope he's Mr. Right" without
naming what comes next. Exactly so. Calling someone "Mr. Right" shows how

people use antonomasia without thinking during regular talk.

3.7 Irony (Iponisn). Sure thing happens when someone says one thing but clearly
means another. Tone matters a lot here. The situation shapes how it lands. What
sounds serious might actually be playful. Listeners pick up on hints beyond the words

themselves. Meaning flips depending on delivery.
Examples:

1) Looking at a totaled car and saying: "1¢’s just a small scratch, it'll buff right
out." In The Devil Wears Prada, Miranda Priestly saying: "Oh, don't be silly.
Everyone wants this. Everyone wants to be us.” (While being miserable).

2) Looking at a totaled car and saying: "1t’s just a small scratch, it'll buff right

out.
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3) In The Devil Wears Prada, Miranda Priestly saying: "Oh, don't be silly.

Everyone wants this. Everyone wants to be us.” (While being miserable).

A chuckle slips in when the words play pretend, nudging someone who spots the
twist. That shared wink builds a thread between writer and reader, one that tightens if
you notice what’s really being said. Meaning hides behind grins, poking figures or
habits without pointing fingers. The laugh carries weight, though it floats light at first

glance.

3.8 Hyperbole (I'inepoona). A figure of speech where something is overstated
on purpose, just to make a point stronger. Often it's clearly not real — just stretched to
grab attention. The idea isn’t to deceive but to highlight through bold size or
intensity. Meaning gets amplified by going way beyond literal truth. Truth here
bends, never breaks. Exaggeration wears its fiction openly, like a mask you see right

through.

Examples: "I’ve told you a million times to clean your room!""The suitcase weighed
a ton."In sports: "He ran faster than the speed of light to catch that ball.” "I’ve told

you a million times to clean your room!"

Emotion runs deeper because of it. Picture this: wild visuals pop up, sometimes funny
ones. What the person sees feels twisted by their own mind. Reality bends a little

each time they speak.

3.9 Litotes (/Timoma). A strange kind of downplaying happens when someone
says wWhat something isn’t, just to show what it really is. Instead of exaggerating, it
slips in the truth by denying the opposite. Using two negatives together can actually
highlight a positive idea. It feels odd at first, yet makes sense once heard aloud. This
twist avoids bold claims but still gets the point across. Not bad becomes good through

clever phrasing.

46



Examples: "He is not the brightest bulb in the box." (Meaning: he is quite
unintelligent)."It was not a bad day at all." (Meaning: it was a very good day).One
could say it stood out without trying too hard. "He is not the brightest bulb in the
box." (Meaning: he is quite unintelligent). "It was not a bad day at all." (Meaning: it
was a very good day). One could say it stood out without trying too hard. A quiet
confidence shows up in how it's said. Not shouting, just suggesting. One might notice
how pulling back can speak louder than pushing forward. A raised eyebrow hides
more than a shout ever could. What feels understated today may be remembered

longer tomorrow.

3.10 Allegory (Anezopis). A story might carry a hidden meaning, one that
unfolds through people and actions rather than statements. Hidden beneath the
surface, meanings grow step by step, guided by choices made in the plot. Characters
can stand for beliefs, sometimes without ever naming them outright. Events move
forward, yet they mirror thoughts or values just beyond view. This kind of structure
turns ideas into journeys, built not with explanations but with moments. One idea
flows into another, shaped by what happens on the page. Meaning builds slowly,
carried along by behavior, conflict, resolution. Such storytelling stretches a single

comparison across time, letting it breathe within scenes.
Examples:

— A barn full of creatures begins the tale, yet behind hay bales and hooves lies a
hidden mirror of history. When pigs start scribbling rules on barn walls, power
shifts like weather in late autumn — slow then sudden. One leader chased out,
another rises quieter but sharper. Promises crumble faster than old fences under
rain. What walks on four legs changes its mind, then its shape, almost without
notice. The wind carries speeches that sound fair until dusk falls. By morning,
some eat in chairs while others stand outside, watching through fogged glass.

— A figure carved in copper stands where ideals take shape. Not just metal but a

notion wearing skin. Her torch burns though she does not move. What began as
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iron bones now holds skyward light. She came from another land yet speaks
here still.

— A start too fast might lose the path. Moving calm, step by step, often reaches
further. One raced quick, full of pride. The other moved low, without rush.
Sleep took the swift one mid-way. Quiet effort passed while it dreamed. Finish

came slow —but it did come.

A story can slip past defenses, quietly carrying ideas that might otherwise face
resistance. When hard truths are wrapped in fiction, they tend to stick longer. Hidden
meanings travel well through characters who seem harmless at first glance. Lessons
arrive softly when dressed as tales. Meaning often grows stronger once buried

beneath plot and dialogue.

SEMINAR 6
Questions and practical tasks:

1. Define Stylistic Semasiology, talk about its key aspects.

2. Name the spheres Stylistic Semasiology is applied in.

3. What are Emotional Means in Stylistics? Characterize them, provide
some examples.

4. Define Stylistic Devices, name their characteristic features.

5. What are Figures of Substitution? Name their main types.

6. What is Metaphor? Explain the difference between Metaphor and
Simile.

7. What is Metonymy? Talk about four major types of Metonymy.

8. What is Synecdoche? Provide some examples in English and Ukrainian.

9. What is Periphrasis? Talk about the functions and stylistic effect of
Periphrasis.

10.What is Euphemism? How can Euphemisms be classified? Provide some
examples.

11.What is Antonomasia? Provide some examples.
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12.What is lIrony? Provide some examples.
13.What is Hyperbole? Provide some examples.
14.What is Litotes? Provide some examples.

15.What is Allegory? Provide some examples.

PRACTICAL TASK 1

Analyse the given cases of metaphor _and personification and comment on their
stylistic value:

1. If I was the earth, then Rob 1 (the car) was a huge meteorite knocking me off my
axis, thus heralding in a new ice age. (M.G.)

2. During the next few years Catherine donned an armor of indifference, which she
wore as a shield against the attacks of the other children. When the armor was
pierced, she struck back with a trenchant, caustic wit. (S.S.)

3. He said this very slowly, and the words hung in the air. (J.G.)

4. He nodded quickly, eyes dancing in all directions. (J.G.)

5. “Shut up!” she shouted back, her anger suddenly rising to the surface. (N.S.)

6. Your eyes are the Mediterranean. Your lips ruby jewels. Your skin the smoothest
velvet. (J.C.)

PRACTICAL TASK 2

Organize the following euphemisms into the groups: a) person’s appearance, b)
person’s physical disabilities, c) addictionsooccupations, d) person’s social or
political status:

A crook — morally (ethically) challenged; abortion — near-life experience; alcoholic —
anti-sobriety activist; an immigrant — a newcomer; bald — comb-free, folically
independent, follicularly challenged; blind — photonically non-receptive, visually
challenged; bum — displaced homeowner, homeless person, involuntarily domicile;
clumsy — uniquely coordinated; dead — actuarially mature, biologically challenged,
environmentally correct human, living impaired, metabolically challenged, persons

living with entropy; deaf — visually oriented; dishonest — ethically disoriented;
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housewife — domestic engineer; hunter — animal assassin, bambi butcher, meat
mercenary; prostitute — sex care provider; stupid — differently-brained, intellectually

impaired; the elderly — senior; white American — racially challenged.

PRACTICAL TASK 3

Pick out any examples of synecdoche in the following statements.
* England lost the Ashes in 1997.

* In the estuary there appeared a fleet of fifty sail.

* The Church has declared that abortion is a sin.

* Fifty head of cattle were sold at auction yesterday.

* "You won't find any jokers in this pack."

* Everton scored in extra time to win the Cup.

INDIVIDUAL WORK 6
Study the following semantic groups of metaphors and personifications
accompanied by lists of special cases of metaphors to illustrate them, suggested by
George Lakoff and Mark Johnson in the book “Metaphors We Live By”
THEORIES (and ARGUMENTS) ARE BUILDINGS
Is that the foundation of your theory? The theory needs more support. The
argument is shaky. We need some more facts or the argument will fall apart. The
theory will stand or fall on the strength of that argument. They exploded his latest
theory.
IDEAS ARE FOOD
What he said left a bad taste in my mouth. All this paper has in it are raw facts, half-
baked ideas, and warmed-over theories. I just can’t swallow that claim. That
argument smells fishy. Now there’s a theory you can really sink your teeth into.
That’s food for thought. We don’t need to spoon-feed our students. This is the meaty
part of the paper.
IDEAS ARE PLANTS
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That idea died on the vine. That’s a budding theory. It will take years for that
idea to come to full flower. The seeds of his great ideas were planted in his youth.
She has a fertile imagination. Here’s an idea that I’d like to plant in your mind. He
has a barren mind.

(https://books.google.de/books?id=r6nOY YtxzUoC)

LECTURE 7
Figures of Combination in Stylistics

Figures of Combination are stylistic devices that depend on the arrangement,
interaction, or combination of words, phrases, or ideas within a sentence or text.
Unlike figures of substitution, which replace one element with another, figures of
combination create stylistic effect through how linguistic elements are joined or
contrasted. They often reveal relationships between ideas, intensify emotion, or make

speech more expressive and memorable.

Main Types of Figures of Combination

7.1 A simile works by drawing a clear link between two different things. Think of
it as showing how one thing resembles another. This kind of expression uses words
such as “like” or “as” to make the connection obvious. For instance, saying
something looks like something else brings the image into focus. The structure
usually follows a simple pattern: A mirrors B in some visible way. Possibilities

include things like these:

— A isn’t similar to B;

— B ends up smaller compared to A;

- Aresembles B in every way when it comes to that trait;
- Alooks a lot like B, though not quite the same;

— B looks like A, just as you’d expect once you see them together;
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- B moves the same way A does, just like that. When one acts, the other follows

without delay.
Examples:

- A human's character acts like scent does for petals. (Charles Schwab)

— A person | know acts with quiet honesty.

— Fierce in battle, he moves with the wild energy of a lion.

- Faster than most expect, he moves through water like a creature born to it.

— ="My dad was a mechanic by trade when he was in the Army, When he got the

tools out, he was like a surgeon.”

7.2 Oxymoron. A single oxymoron pairs words that clash in meaning. When more
than one appear, people say either oxymorons or oxymora. Clashing ideas sit side by
side within each phrase. These odd couples of language make contradiction feel

natural. Sometimes they startle, sometimes they stick.
Examples:

A heavy silence sometimes works just like that. Take quiet noise, for example — odd
but clear once you hear it. Sharp dullness fits too, if you think about edges that do not
cut. Even frozen fire slips into place when flames seem stuck. Bitter sweetness? Sure,

when joy tastes like tears.

- Dark light

— Deafening silence
— Living dead

— Open secret

— Virtual reality

Not every oxymoron sticks to adjectives and nouns — sometimes it's a noun that meets

a verb instead: The silence whistles.
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7.3 Antithesis is a figure of speech which presents a contrast of ideas in parallel
structures.

Example: It was the best of times, it was the worst of times.
Something builds step by step when each part grows heavier than the last. Take a line
where weight climbs - not fast but slow - each piece tugging more than before. One
thought drags another forward until the air feels thick. Words stack like stones piling

on silence. The last word lands hardest after everything else has pulled it along.

7.4 Climax (Gradation). "It was a lovely city, a beautiful city, a fair city, a
veritable gem (cnpasoicns nepnuna) of a city”. A peak built on logic comes from how
much weight each piece carries, seen through the ideas they hold. Emotional
climax is based on the relative emotional tension produced by words with emotive
meaning, as in the first example with the words 'lovely’, 'beautiful’, ‘fair’: "It was a

lovely city, a beautiful city, a fair city, a veritable gem (cnpaBxHs niepiuHa) of a city”

The order in which things appear reflects what matters most. Take the passage
from Dickens’s “Christmas Carol” — the way details unfold tells you what he values
more. Each element steps forward not just by chance, but by meaning. What stands
last often weighs heaviest. Importance shapes sequence here, quietly guiding the

reader deeper. Here we talk about logical climax.

Nobody ever stopped him in the street | HixTo HikoIM HEe 3ynUHSB HOTO Ha BYJIHIII,
to say, with gladsome looks, 'My dear | mo6 cka3aTu 3 pagicHUM BUDIsaoM: "Miii
Scrooge, how are you? When will you | mobuii  Ckpymk, sk cnpaBu? Komm T
come to see me?' No beggars inquired | mpuiigem nqo mene B rocti? XomeH xedpak
him to bestow a trifle, no children | He mpocuB y HbBOro APIOHUYKH, KOIHA
asked Jiim what it -was o'clock, no | nutuHa He mutana J[>xiMa, KOTpa rOJHMHA,
man or woman ever once in all his life | »xomen 9o0Bik UM *kiHKA KOAHOTO pa3y B

inquired the way to such and such a | )uTTi He TOMIKaBUBCA JOPOTOK [0
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place, of Scrooge. Even the blind | Takoro-to wicus, mo Ckpymxka. Hapithk
men's dogs appeared to know him, | cobaku crmimiiB, 31aBaaocs, 3HaIH HOro i,
and when they saw him coming on, | moGayuBInK, 1[0 BiH HAOIMKAETHCH,
would tug their owners into doorways | TATHyJIM CBOiX rocronapiB 10 IBepei i Ha
and up courts; and then would wag | moaBip's, a mOTiM BHWJISUIM XBOCTaMH, HIOH
their tails, as though they said, 'No | kaxyuu: "Hema oka Kkpamioro, HiK JHXe
eye at all is better than an evil eye, | oko, Temuuii rocrogapio!"

dark master!"™

Climax builds thoughts step by step, each stronger than the last. One idea leads into a
more powerful one, then another even weightier. Stronger points follow weaker ones,
moving upward like steps on a path. The force grows as it goes, never dropping back.

Each part pushes further, gaining strength toward the end.

Out of nowhere, he arrived. Then eyes locked on the scene. Victory followed close
behind.

Snowballing over time adds weight to how things feel or sound. What starts small
grows stronger by simply lasting longer. Feeling builds not in one hit but through
steady repetition. Slow layers do more than sudden spikes ever could.The opposition

emphasizes difference and creates rhythm and balance.

Quantitative climax is an evident increase in the volume of the corresponding
concepts, as in:

"They looked at hundreds of houses; they climbed thousands of stairs; they inspected
innumerable kitchens." (Maugham)

Here the climax is achieved by simple numerical increase. In the following example
climax is materialized by setting side by side concepts of measure and time:

"Little by little, bit by bit, and day by day, and 'year by year the baron got the worst

of some disputed question." (Dickens). “4 smile would come into Mr. Pickwick's face:
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the smile extended into a laugh: the laugh into a roar, and the roar became

general”. (Dickens)

7.5 Anticlimax — a drop in intensity marks what happens when things wind
down instead of building up. Each part that follows feels smaller than the one before
it. Momentum slips as weight fades through the sequence. What seemed urgent now
trails into quiet moments. Importance drains step by step without warning. The
structure leans on letting go rather than holding tight. Tension dissolves because
attention shrinks across phrases.

Examples: What hurts about growing older isn’t the years showing. It’s

carrying the weight of dreams still chasing you like they did at twenty.
A letdown happens when the last part feels less intense or important than what came
before — often it just makes people laugh. Sometimes starting small builds up only to
finish with something plainly smaller. The drop in scale stands out, especially if
earlier parts seemed serious. What matters most is how sudden the shift feels, like
stepping down a stair that isn’t there. It works best when expectations quietly
collapse instead of ending strong

Examples: “Melody stirs something deep, like longing; irritation even, though
that might just be love in disguise now”. (0. Wilde)

“Doolittle speaks up. A mind at work defines him, drawn to politics, maybe faith,

perhaps changing how folks behave — just another pastime, really”. (B. Shaw)

7.6 Zeugma and Pun. A twist in how words connect can surprise readers. One
term fits two roles, yet shifts meaning for each. This structure goes by several names
— zeugma stands out among them. It pairs with different sentence elements while

changing its sense accordingly. Meaning bends depending on what it joins nearby.

Examples: A brim pulled low, then silence filled the room as he stepped out

into the gray afternoon.
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Into pieces went his car — then his heart followed. Not together, but close enough.

One piece at a time, really. After that day, things just didn’t fit right anymore.

Those examples follow grammar rules. Took fits well with hat, also pairs naturally
with leave. Broke works smoothly alongside car, just as it does with heart. Yet these
structures feel oddly wrong at first because they play with how one word can wear
many meanings. Still, that stumble is exactly where their rhythm takes shape. Word
tricks twist meanings or echoes between terms, bringing humor through clever slips.

Sounds bounce off each other while sense splits — laughter hides in that gap.

Example: A boiled egg stands tough to top.

SEMINAR 7
Figures of Combination in Stylistics, questions and practical tasks:
1.  What are Figures of Combination in Stylistics? Name their mane types.
2. What is Simile? Provide some examples.
3. What is Oxymoron? Provide some examples.
4.  What is Antithesis? Provide some examples.
5. What is Climax (gradation)? Provide some examples, name its main
types.
6. What is Anticlimax? Provide some examples.

7. Compare Zeugma and Pun. What is the main difference between them?

INDIVIDUAL WORK 7

Task: Match column A with column B

1) hyperbole a) a stylistic figure which reveals a quite
unexpected substitution of one word for
another, or one concept for another on
the ground of some kind of association

2) understatement b) an utterance which formally shows a
positive or neutral attitude of the speaker
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to the object of conversation but in fact
expresses a negative evaluation of it

3) litotes

c) a variety of periphrasis which is used
to replace an unpleasant word or
expression by a conventionally more
acceptable one

4) metonymy

d) a deliberate underestimation for
emphasis

5) synecdoche

e) an expressive renaming based on
likeness, similarity or affinity (real or
imaginary) of some features of two
different objects

6) periphrasis

f) the use of a proper name for a
common noun; the use of common
nouns or their parts as proper names

7) euphemism

g) ascribing some features and
characteristics of a person to lifeless
objects

8) metaphor

h) a statement in the form of negation
used to weaken positive characteristics
of a thing or person; to convey the
speaker‘s doubts as to the exact value or
significance of the object of speech

9) antonomasia

1) a roundabout way of speaking or
writing

10) personification

J) expressing abstract ideas through
concrete pictures

11) allegory k) a purposeful overstatement or
exaggeration for emphasis

12) allusion I) an attributive word, phrase or even
sentence employed to characterise an
object by giving it subjective evaluation

13) epithet m) a variety of metonymy in which the

part stands for the whole, or the genus —
the species, and vice versa
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14) irony n) an implied or indirect reference to a
person, event, or thing or to a part of
another text

LECTURE 8
STYLISTIC SYNTAX

1. Stylistic Syntax is a branch of stylistics that studies the expressive and
emotive functions of sentence structures. It investigates how the arrangement,
omission, addition, and repetition of syntactic units (words, phrases, and clauses)
can convey more than just their literal meaning. Unlike "Normative Syntax," which

asks: "Is this sentence correct?", Stylistic Syntax asks:

- "Why is this word at the beginning instead of the end?"
- "What is the emotional effect of this sudden pause?"

- "How does this rhythm influence the reader's subconscious?"

2.1 Stylistic Devices Based on Repetition and Structural Identity or the

redundancy of sentence structure

2.1.1 Repetition is the reiteration of recurrence of the word or phrase to
identify specific parts of the sentence. It concerns not only the meaning of the
recurrent pattern but also an abstract syntactical position.

It may be of different structural types: ordinary, framing, catch, and chain

repetition (moorce Oymu piznux cmpykmypHux munie: 36uudaiine, O0OpPAMIICHHS,
nioxonnenns, aanyiocoee nosmopenns.). Repetition contributes to rendering modal
meanings and human emotions, such as certainty, doubt, delight, worry, impatience,

request, invitation, gratefulness, horror, irritation, etc. For example:

/Jlepesa mene uexaioms,
[ naoae 1ucCms Ha CMeNCKY,

I nadaroms 30pi 6 donoti,
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I naoae con y mpasy. (IBan Ipau).
Classification. There are such structural types of repetition as:
1. Consecutive contact repetition of sentence parts and separate sentences, ex.:

— | am wearv. weary, wean of the whole thing!

Never take the rifle again.

Put it back! Put it back! Put it back!

— Tonosa na CONIOMY XUTUMDBCA, XUTUMBCA, XUIUMBCA . ..

2. Anaphora: The repetition of a word or phrase at the beginning of successive
clauses, sentences, or verses. Scheme: (a ...,a...,a...).

Examples:
— Winston Churchill: "We shall fight on the beaches, we shall fight on
the landing grounds, we shall fight in the fields..."”
— Martin Luther King Jr.: "l have a dream that one day... | have a

dream that my four little children...”

Stylistic Effect of Anaphora: it creates a strong rhythmic pulse and a sense
of "growing momentum®. In political oratory, it makes the message memorable and

emotionally overwhelming.

3. Epiphora is the opposite of anaphora. It is the repetition of a word or phrase
at the end of successive clauses or sentences. Scheme: (... a, ... a, ... a)
Examples:
1. "The government of the people, by the people, for the people, shall not
perish from the earth." (Abraham Lincoln).
2. "When | was a child, | spoke as a child, | understood as a child, |
thought as a child."
Stylistic Effect of Epiphora: it places extreme emphasis on the final word, making
the conclusion feel inevitable and heavy. It leaves the listener with one specific "key

idea" ringing in their ears.
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4. Framing or ring repetition is the kind of repetition when the initial part of a

language unit is repeated at the end of this unit. Scheme: (a ..., ... a), for example:

— Poor Mary. How much Jack loved her! What will he do now? I wish it hadn't
happened. Poor Mary.

— A max i 3ua8, wo eu 3ab6yoeme npunecmu knuey. A max i 3Hag!

5. Linking or reduplication (or anadiplosis or catch) repetition is when the final
component of a syntactic structure is repeated at the beginning of a sequential

syntactic structure. Scheme: (...a, a ...), for example:

— It was because of that dreadful occurrence. That dreadful occurrence had

changed it all.

— Cemen wybo6cHys y 6800V, I 8004 WUPOKUMU KPYICKAMU NOOIeNa 6i0 Hb0O2O

Ha3yCcmpid X6UJIAM.

Stylistic functions of repetition are various. Besides emphasizing the most
important 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 the durability of action, and to a lesser degree the emotions following it.

Repetition, deliberately used by the author to better emphasize his sentiments,
should not be mixed with pleonasm - an excessive, uneconomic usage of
unnecessary, extra words, which shows the inability of the writer to express his ideas
in a precise and clear manner. (Pleonasm is derived from a Greek word that means

“excess.” It is a rhetorical device that can be defined as the use of two or more

words (a phrase) to express an idea. These words are redundant, such as in these
examples of pleonasm” “burning fire,” and “black darkness.” Sometimes,
pleonasm is called “tautology,” which is the repetition of words).

Morphological repetition, that is the repetition of a morpheme, is to be included
into the stylistic means, for example, | might as well face facts: good-bye, Susan,
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good-bye a big car, good-bye a big house, good-bye power, good-bye the silly

handsome dreams.

2.1.2 Enumeration is a variety of repetition. It is a repetition of homogeneous
parts of the sentence used to raise the expressiveness and informativeness of speech.
Violation of enumeration norms may lead to comic effect,

— e.g. Hamr cuHpo-x0BTUI mpamnop, sSKui nepegaBaiu sk ectaQeTy 3 pyk
0 pyK KHUSHM ¥ JIbBIB’SIHM, KpUMYaHU W XapKiB’siHU, NmoOyBaB Ha
Mon6nani, Ens0pyci, Manacny. Xi0a 1ie He JoKa3 Halloi €JHOCTi?

— e.g.: He had come near quietly, and he leaned over the wire fence that
protected her flower garden from cattle and dogs and chickens (J.
Steinbeck).

2.1.3 Polysyndeton (much compounded) is opposite to asyndeton and means a
repetition of conjunctions in close succession which are used to connect sentences,
clauses, or words and make the utterance more rhythmical. In most cases the

conjunction and is repeated, as in:

The horizon narrowed and widened, and dipped and rose, and at all times its edge

was jagged with waves that seemed thrust up in points like rocks (S. Crane).

2.1.4 Parenthetical clauses - Parenthesis (from Greek «put in beside») is a word,
phrase or clause put into a sentence which is grammatically complete without the
insertion. The functions of parenthesis are those of exemplification, deliberation, or

reference. Look at these examples of parenthetical expressions:

- Some foods, sugar for example, are not good for us.
- Timothy, who lives near Stonehenge, goes to church regularly.
- Tara, although she comes from a hot climate, hates hot weather.

- Anthony, however, decided not to go.
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~ The planet closest to the sun (ie Mercury) has the most extreme temperature
variations.

—  The 70th anniversary of the D-Day landings (6 June 1944) was attended by
many world leaders.

— The cheetah—the world's fastest land animal—is native to Africa.

~ If they didn't understand you—a qualified teacher—how will they ever

understand me?

2.2 Stylistic Devices Based on the reduction of the sentence structure

Devices Based on Omission. These devices create a sense of speed, urgency, or
informal "closeness."” They force the reader to fill in the gaps mentally.

2.2.1 Ellipsis is the intentional omission of one or more words that are
nevertheless understood from the context. Usually, the subject or the predicate is
missing.

Elliptical sentences are used to reproduce direct speech of characters or make
them informative, unofficial, to impart brevity, fast tempo, sometimes emotional
tension. They may imitate life speech spontaneity, emphasize some texts, and reveal
such speakers' emotions like anxiety, perplexity, delight, impatience, and

vigorousness. Ellipses are an effective means of portraying the protagonist.

Examples:
—  Where did you go? - To the disco.

— Hullo! Who are you?

— The staff.

— Where are the others?

— At the front.

— "Water?" (instead of "Would you like some water?")

— "In the office, silence. In the street, chaos." (omitting "there is")

— From My Fair Lady: "Not a brass farthing!" (omitting "I won't give you...")
Stylistic Effect: It imitates natural speech, adds dynamism, and focuses the reader's

attention on the most important "info-carrying" words.
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It is_essential to differentiate between elliptical sentences and one-member

structures. The problem is that they may look completely homonymous out of
context. For example, the isolated sentence "Dark night" can be treated both as one-
member (non-elliptical) or two-member elliptical structure. What is what becomes
clear only in speech. If a text begins with the sequence of sentences "Dark night.
Strong wind. Loneliness"”, they are obviously one-member, having neither subject nor
predicate. But if the implied subject and predicate can be easily and unambiguously
restored in context, we deal with a two-member elliptical sentence. Thus, in the

example
—Where are the others?
- At the front.

the sentence "At the front" of the above given example is two-member, elliptical, and

extended, its subject they and its predicate are being implied.

2.2.2 A Nominative sentence is a variant of one-member structures: it has
neither subject nor predicate. It is called nominative or nominal because its basic
(head) component is a noun or a noun-like element (gerund, numeral). It is a simple
statement of fact or phenomenon. As in the stylistic load is similar in Ukrainian and
English languages constructions only have in fiction. They create static descriptions.

Classification. There are such structural types of nominative sentences as:

1. Unextended nominative sentences consisting of a single element:
Morning. April. Problems.
2.Extended nominative sentences consisting of the basic component and one or more
words modifying it:
Nice morning. Late April. Horribly great problems.
3.Multicomponent nominative sentences containing two or more basic elements:

Late April and horribly great problems

63



bezmeocnuti  npocmip, 6e3xineuni Hebeca, 6ucnie nmacmeda, O310PKimM

CMPYMOUKIB, NPEeYUCma 6eCHARA 3e1eHb, Nepull Keimu.

Communicative functions. A sequence of nominative sentences makes for
dynamic description of events. Sets of nominative sentences are used to expressively
depict the time of the action, the place of the action, the attendant circumstances of
the action, the participants of the action.

Stylistic assignment of nominative sentences:

a) to create a descriptive contextual introduction in prose works;

b) in the notes of dramatic, dramaturgical works:

«llposecna. Ha y3nicci i Ha eansaéumi 3eneHic nepwiuil JUCH, HPOJICKU MA COH-
mpasay (/1. Ykpainka)

¢) for increasing the dynamism and tension of the situation:

But if they should! If they should guess! The horror! The flight! The exposure! The
police! (Th. Drieser);

') B YKpPaiHChKIi MOBI JiJi1 CTBOPEHHS €()EeKTy MacCOBOCTI:

Kpos, noowcapu, Bci 3na na ceimi, eounu, usapu, Ilexenvnux myx 6esxpaiu pso... |
noser Pum 6aticmpom! (T Lllesuenko);

e) creating a rhythm, a kind of movement, both figurative and phonetic:

Py6ixcue... 3108y nymes... Bonooine... Kabaune... Hapewmi Ceamoge, i KpukHy8

nomse «Cmiu!» (B. Cocropa)

2.2.3 Aposiopesis _is a break in speech while the thought is not completed,

caused by the speaker's inability or unwillingness to speak to finish the utterance (...)

Aposiopesis type: audience-respecting.

This type of aposiopesis does not include details or thoughts which may be offensive
or unpleasant to readers or listeners.

Aposiopesis type: surprising.
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This type of aposiopesis does not give information that the audience wants or expects
to receive. This gains the audience’s interest in the information that will later be
revealed.

Aposiopesis type: emotional.

Similar to emphatic aposiopesis, emotive aposiopesis does not finish a sentence due
to an emotional outburst. This type of aposiopesis does not finish an idea in order to
express that it is beyond description.

Aposiopesis type: transition.

Used mostly in speech-making, the transition aposiopesis (or transitio-aposiopesis )
is used to make a transition from one subject to another. And, in conclusion... Well,
enough of that. Let’s move on to the next point.

2.2.4 Asyndeton is a literary device that excludes conjunctions (and, or,
but, for, nor, so, yet) to add emphasis) “Veni, Vidi, Vici” or “I came, I saw, I
conquered.” Asyndeton makes speech dynamic and expressive. Sometimes it implies
the speaker's haste, nervousness and impatience.

According to the type of transformation of the unmarked syntactical pattern,
the expressive means in English fall into several groups, one of them — from the point
of view of quantitative characteristics of the syntactic structure: we talk about
redundancy/extension of the initial pattern (repetition, enumeration, tautology,

polysyndeton, parenthetical clauses).

2.3 Stylistic Devices Based on violation of the grammatically fixed word order
within a sentence

2.3.1 Inversion is a deliberate reversal of the standard word order in a
sentence. Instead of Subject-Verb-Object, we might see Object-Subject-Verb or
Verb-Subject.

Examples:
1. “Down dropped the breeze, the sails dropped down.” (Coleridge).
2. “Talent, Mr. Micawber has, capital, Mr. Micawber has not.” (Dickens).

3. “In a hole in the ground there lived a hobbit.” (Tolkien).
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Word order is a crucial syntactical problem in many languages. In English it
has peculiarities which have been caused by the concrete and specific way the
language has developed. O. Jespersen states that the English language "...has
developed a tolerably fixed word order which in the great majority of cases shows
without fail what is the Subject of the sentence.” This "tolerably fixed word order™ is
Subject— Verb (Predicate) — Object (S— P —0).

Stylistic inversion in Modern English should not be regarded as a violation of
the norms of standard English. It is only the practical realization of what is potential
in the language itself.

The following patterns of stylistic inversion are most frequently met in both English
prose and English poetry.
1. The object is placed al the beginning of the sentence
2. The attribute is placed after the word it modifies (postposition of the attribute).
This model is often used when there is more than one attribute, for example:
“With fingers weary and worn...” (Thomas Hood)
“Once upon a midnight dreary...” (E. A. Poe)
3. a) The predicative is placed before the subject as in "A good generous prayer it
was." (Mark Twain)
or b) the predicative stands before the link verb and both are placed before the subject
as in
“Rude am I in my speech...” (Shakespeare)
4. The adverbial modifier is placed at the beginning of the sentence, as -in
“Eagerly I wished the morrow.” (Poe)
“My dearest daughter, at your feel I fall.” (Dryden)
“A lone of most extraordinary comparison Miss Tox said it in’. (Dickens)
5. Both modifier and predicate stand before the subject, as in
“In went Mr. Pickwick.” (Dickens)
“Down dropped the breeze...” (Coleridge)

These five models comprise the most common and recognized models of inversion.
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Stylistic Effect: It creates emphasis on the first word of the sentence. It often

lends a poetic, archaic, or formal tone to the text, making it stand out from

everyday "flat" prose.

2. Detachment (Bimoxpemuaennsi) is placing a secondary part of the

sentence (usually an adjective or an adverbial phrase) in a position where it

seems "‘torn away"* from the word it modifies, often set off by commas or dashes.

When placed in a certain syntactic position, a detached sentence component may

seem formally independent of the words it refers to, though the word order may not

be violated and semantic connections between the elements remain strong:

He had been nearly killed, ingloriously, in a jeep accident (I. Show).
| have to beg you for money. Daily (S. Lewis).

There was a world of anticipation in her voice and of confidence too, as she

walked past me on to the terrace (D. du Maurier).

Topinu ceiuku, casanu 8 pywHUKax ikoHu...Ane ye 8i0itiuino, po3manyio pa3om 3
NIAOAHHUMU  OUMAMUY, 30CMABCA...luUle yell 008epuleHUll apXimeKmypHul

eumsip, oys cumehonisn niacmuxu (O. I'onuap).
“Beautiful, she was.” (Instead of "She was beautiful").
“He walked slowly, tired and defeated, towards the house.”

“I saw him, broken.”

Stylistic Effect: It creates a logical and emotional pause. The detached word

gains independent weight, forcing the reader to dwell on that specific quality or

state.

2.4 Stylistic Devices Based on the shifts in syntactic meaning

2.4.1 A rhetorical question is an inquiry that ends in a question mark but is

asked for effect rather than to elicit an answer. It’s often used in persuasive

writing but is also common in everyday conversation. Depending on the context of

the rhetorical question, its purpose may be to emphasize a point, prompt the audience
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to consider a topic, or lend intrigue to an argument. The answer to a rhetorical
question is usually very obvious or the opposite, meaning it can’t be easily
discerned.

Rhetorical questions are broken down into different types that are used to gain
specific outcomes. The different types of rhetorical questions include anthypophora,
epiplexis, and erotesis.

Anthypophora, also known as hypophora, involves asking a question in order

to answer it immediately. As a rhetorical question, it allows one to promptly answer
a question that the audience or speaker wants addressed without giving others an
opportunity to develop a different response or voice opposition.

- Who is impacted by pollution? Everyone.

- What are the signs of spring? New growth, pollen, and rain.

- Why should you believe in me? I'll give you three good reasons . . .

Epiplexis (eninnexcia) is a rhetorical device in which one asks a question in
order to admonish (moxopsitu) rather than receive an answer. This figure of
speech is meant to chide (kapratu, gqokopsaTu) and convert those who either hold an
opposing or neutral perspective on a point.

- Who wouldn’t want to save the whales?

- Can’t you see what’s happening?

- How could you do that?

Erotesis (epome3uc) positions the question in a way that provokes a strong
reaction, either in agreement or rejection. However, this type of rhetorical
question typically provokes a negative response.

- Are you against freedom?

- Am I my brother’s keeper?

- Do you want to lose?

Rhetorical questions are used in various forms of writing and rhetoric. They

can be found in literature and are often used in persuasive writing, like essays,

debates, and speeches of all kinds, whether political or a commencement
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speech.(BctyniHa mpomoBa). They’re also common in everyday conversation as

figures of speech and in marketing advertisements.

Rhetorical question examples:

Literature:

In William Shakespeare’s Romeo and Juliet, Juliet’s soliloquy, in which she reflects

on discovering Romeo’s family name, includes two rhetorical questions:

"Tis but thy name that is my enemy.

Thou art thyself, though not a
Montague.

What’s Montague? It is nor hand,
nor foot,

Nor arm, nor face, nor any other part
Belonging to a man. O, be some
other name!

What’s in a name? That which we
call a rose

By any other name would smell as
sweet.

So Romeo would, were he not
Romeo call’d

Retain that dear perfection which he
owes

Without that title. Romeo, doff thy
name.

And for that name, which is no part
of thee

Take all myself,

"JIuiie TBOE 1M'st € MOIM BOPOTOM.

Tu cam, x04 1 H¢ MOHTETIO.

[Ilo Take MonTerto? Lle He pyka, HE HOTa,

HI pyka, HI 0o0nu4usi, H1 OyJb-fiKa IHIIA
yacTHHA

0 HaJleXuTh JoAauHil. O, Oyap SKUMOCH
IHIIUM IM'sim !

[lo B 1imeni? Te,
TPOSTHJIOXO.

[Tin Oyap-skuM 1HIIMM iM'ssM Taxia O Tak
CaMO COJIOJKO.

Tax 1 Pomeo, sikOu iioro He 3Banu Pomeo.
306epir OW  JOCKOHANICTh, M0 HOMY
HAJIC)KUTh.

be3 nporo imeni. PoMeo, CKMHB CBO€E 1M'S.

I 3a iM's, 1110 HE € YacTHHOIO Tebe.

Binmaii Bcroro cebe.

mo MK Ha3HuBaA€EMO

Juliet uses anthypophora as a rhetorical device when she answers her own
question, What is Montague? with a response describing what Montague is not.
Speeches:

In his 1980 speech, President Ronald Reagan strategically used stacked, rhetorical

epiplexis to amplify ( mocunuTH) his opinion of the prior administration’s results:

“Can anyone look at the record of this administration and say, “Well done”? Can

anyone compare the state of our economy when the Carter administration took office

69



with where we are today and say, “Keep up the good work”? Can anyone look at our

reduced standing in the world today say, “Let’s have four more years of this”?

Everyday communication:
- Why not?

- Who's to say?
- How should I know?
- Who knows?

- What's not to like?

2.5 Stylistic Devices based on peculiararrangement of syntactical constructions
in a sentence

2.5.1 Parallelism - successive clauses or sentences are similarly structured. This
similarity makes it easier for the reader / listener to concentrate on the message.
Example:

- We are bound by ideals that move us beyond our backgrounds, lift us above
our interest, and teach us what it means to be citizens. @

- The mediocre teacher tells, The good teacher explains. The superior teacher
demonstrates. The great teacher inspires. (William A. Ward)

- The mistakes of the fool are known to the world, but not to himself. The
mistakes of the wise man are known to himself, but not to the world. (Charles
Caleb Colton)

- Tell me and I forget. Teach me and | may remember. Involve me and | will
learn. (Benjamin Franklin)

Parallelism is a device which can be encountered not so much in the sentence as in
macro-structures, i.e. SPU =supra [‘sju:pr ] phrasal units (units larger than a sentence)
and the paragraph. The necessary condition in parallel construction is identical, or
similar syntactical structure in 2 or more sentences or parts of a sentence in close

succession.
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- e.g. There were, ... , real silver spoons to stir the tea with, and real china cups

to drink it out of, and plates of the same to hold the cakes and toast in.
(Dickens)

Parallel constructions are often backed by repetition of words (lexical repetition)

and conjunctions and prepositions (polysyndeton). Thus producing a very strong
effect, enchancing the logical, rhythmic, emotive and expressive aspects of the
utterance. Pure parallel construction, however, does not depend on any other kind of
repetition but the repetition of the syntactical design of the sentence.

Parallel constructions can be partial and complete. Partial parallel arrangement is
the repetition of some parts of successive sentences or clauses. Complete parallel
arrangement (also called balance) maintains the principle of identical structures
throughout the corresponding sentences, as in:
e.g."The seeds ye sow —another reaps,

The robes ye weave —another wears,

The arms ye forge —another bears” (P.B. Shelley)
Hanpuknao: “Haciuus, sike 6u cieme, THUUL NONXCUHAE,
Oos12, AKkull mu myeud, iIHWUll HOCUMb,

36poro kyewt - iHwul Hocums ™.

Parallel construction is most frequently used in enumeration.

Parallel construction is used in different styles of writing with slightly different
functions. In the belles-lettres style it carries an emotive function. In the following
example parallelism is backed up by repetition and alliteration making the whole
sentence almost epigrammatical (a witty, often paradoxical remark, concisely
expressed)

“And so, from hour to hour, we ripe and ripe,

And then, from hour to hour we rot and rot.” (Shakespeare)

Parallelism always generates rhythm. Hence it is frequently used in poetry.
Note: When writing, parallelism is a useful device for instructions. Due to the
parallel structure, the reader can concentrate on the message and will immediately

know what to do (see examples below).

71



Example 1 (no parallelism):
— Open the book first.

You must read the text now.

There are pictures in the book—Look at them.

The questions must be answered.
Example 2 (parallelism):

— Open the book.

— Read the text.

— Look at the pictures.

— Answer the questions.

You surely agree that the second instruction is easier to follow (and to
remember) than the first one. The change of structure in the first example is
confusing and distracts the reader from the actual message. It might be okay with
simple messages like the ones we used here. But following more complex
instructions is really hard if they are not in parallel structure.

2.5.2 Chiasmus is a structural figure in which the second half of a statement
reverses the order of the terms in the first half. It is often referred to as “reversed
parallelism.” It is the repetition of a grammatical structure or lexical terms in an
inverted or criss-cross order (A-B structure followed by B-A), i.e. a noun or concept
is followed by a verb or modifier, and then the reverse order is used in the subsequent
clause. It creates a neat, aesthetically pleasing sense of closure and structural
balance. The reversal forces the reader to pause and consider the relationship
between the two parts, often leading to a profound or witty insight. It is highly
effective in political speeches and philosophical statements due to its memorable and
authoritative nature.

Example: “Ask not what your country can do for you—ask what you can do for

your country.”

In such syntactic structures there is a cross order of repeated language units:

The jail might have been the infirmary, the infirmary might have been the jail.

72



Jloou ichyromo 6 uaci, a 4ac icHye 8 n005X.

3. Stylistic Syntax: Sphere of Application
Stylistic syntax is not used everywhere; its application depends heavily on the
Functional Style of the discourse.
1. Public Speaking & Oratory: This is the primary "battleground™ for stylistic syntax.
Application: Using Anaphora, Parallelism, and Chiasmus to make speeches
memorable and persuasive. Examples: In the speeches of Volodymyr Zelenskyy, the
use of Parallelism creates a sense of national unity and historical inevitability:

“We did not betray Ukraine then. We will not betray it now.”
2. Belles-Lettres / Fiction: Authors use syntax to build atmosphere and characterize
the narrator, example: A sudden Ellipsis (omission) can signal that a character is

breathless, dying, or too shocked to speak.

3. Advertising & Media: In the age of TikTok and Instagram, syntax must be
"punchy.”

Application: Asyndeton (omitting conjunctions) and Syntactic Brevity are used to
grab attention quickly, example: Nike's “Just Do It"— a perfect example of

imperative brevity that bypasses logic and speaks directly to action.

4. Translation & Localization (I/lepexnraoosnascmeo). translators must decide
whether to keep the "syntax" of the original or adapt it to the target culture.
Application: When translating Old Hollywood films, a translator might use Inversion

to keep a character sounding "noble" or "old-fashioned" in Ukrainian.

SEMINAR 8
STYLISTIC SYNTAX
PLAN
1. Theoretical part:

1) Talk briefly about:
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— Stylistic Syntax— definition;

— sphere of its application;

2) Name and characterize Devices Based on Repetition and Structural ldentity.

3) Name and characterize Devices Based on Omission and Addition.

4) Name and characterize Devices Based on Arrangement and Contrast.

5) Define and characterize Syntactic Stylistic Devices, describe what effect each
produces (watch videos or read the textbooks).

6) Text Analysis of Syntactic Stylistic Devices: this step examines structural
manipulation — how the arrangement of words, phrases, and clauses creates
rhythm, emphasis, or contrast.

7) Identify Core figures: Systematically scan your story to locate the following
devices, for example: Anaphora: Repetition at the beginning of
clauses. Function: To create rhetorical momentum and emphasis.

When analyzing the story, try to answer the question: Which structural
devices are used to highlight the story's thematic climax or the protagonist's
emotional state?

. Practical task: name the stylistic device and comment on its function in the

sentences

1) It was the season of light, it was the season of darkness.

2) | had walked into that reading-room a happy, healthy man. | crawled out a

decrepit wreck.

3) Gilbert wears fine clothes while I go_in rags.
4) While | am weak from hunger.

5) Denis suffers from overeating.

6) A mami HiNUIMA iHIOL JHI, 31 CBOIMU KJIOMOTaMHM, TypOallisiMu, 31 CBOIMH TIHSAMH
Il MPOCBITKaMH, 31 MUPUM CIIOBOM 1 IpIOHOTOIO JOHOCIB HA TOMY X Tarepi, B

SKUU MOKHA BITMCATH HE3PIBHAHHUN 00pa3 1 )KaJ0 TATIOKH.

7) SIHrOJBCHKUU T'OJIOCOK, Ta YOPTOBA JyMKa.

8) Yes, | came face to face with a lion once. To make things worse, | was alone

and weaponless. First, | tried to hypnotize him looking straight into his
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eyeballs. But it was useless. He kept on crawling towards me. Then | thought
of plunging my arm down his throat, grabbing him by the tail from the inside
and turning him inside out, but it seemed too dangerous. And he kept on
creeping towards me, growling in anticipation. | had to think fast. Meanwhile,
the situation got more and more monotonous with every coming second. And
you know how | escaped the situation. When | became bored enough with the

lion's muzzle, I just left him and went to the other cages.

INDIVIDUAL WORK 8
Task: identify the stylistic device:
1.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. Richard said that he would work his fingers to the bone for Ada, and Ada said
that she would work her fingers to the bone for Richard.
2. 1 wake up and I'm alone, and | walk round the town and I'm alone, and | talk with
people and I'm alone and I look at his face when I'm home and I'm dead.
3. "Where mama?" - "She home".
4. And Fleur ~ charming in her jade-green wrapper - tucked a corner of hef lip behind
a tooth, and went back to her room.
5. A dark gentleman... A very bad manner. In the last degree constrained, reserved,
diffident, troubled.
6. Why do we need refreshment, my friends? Because we are but mortal, because we
are but sinful, because we are but of the earth, because we are not of the air? Can we
fly, my friends? We can not.
7. How have | implored anu begged that man to inquire into Captain's family

connections; how have | urged and entreated him to take some decisive step.
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Lecture 9
Approximate Scheme of Overall Stylistic Analysis of a Fiction Text

1. The text (extract, excerpt, episode, passage, piece, paragraph) under consideration
(analysis) comes from

— (indefinite) a work of literature (novel, story, short story, tale, play, fable,
poem)

— written by ... name of the author, (definite) the book (novel, story, short story,
tale, play, fable, poem)

— ... name of the work ...written by ... name of the author.

2. The author (writer, poet) is famous for (known as an) ...(a bit of information about
the author and his works, style of writing).

3. The extract concerns (is devoted to, deals with) ...

4. The basic theme is ...

5. The central idea of the text is...

6. From the point of view of presentation the text is

— -the Ist- 3rd person narrative;

— rather a description than a narration;

— rather a narration than a description;

— a mixture of narration and description with some a) insertions of direct/
interior/ represented speech; b) lyrical/ critical/ philosophical digression/
retardation/ foreshadowing/ flashbacks to the past.

7. The plot is simple/ complex/ intricate. It centres around ...

8. The setting of the events is realistic/ historical/ fantastic/ exotic/ rural.
9. The span of time the extract covers is (obviously) ...

10. The narrative flow is straight/ complex/ circular/ frame-like.

11.The climax of the plot development is presented in ...

12.The sentence structure is (predominantly)

a) simple;
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b) composite;

c) complicated by the following predicative complexes ..., homogeneous/
heterogeneous enumeration of ... It is aimed at exciting (evoking) a feeling/ an
emotion/ a state of mind/ the sense of being a witness of a particular logical
(complex, confused) philosophical (moral, social) consideration (observation).

13. The text segmentation is realized by the following graphic means: ...

14. The tone of the piece of literature is formal/ semiformal/ informal/ conversational/
casual/ sympathetic/ cheerful/ vigorous/ serious/ humorous/ mock-serious/ lyrical/
dramatic/ excited/ agitated/ passionate/ impassive/ detached/ matter-of-fact/ dry/
impartial/ melancholy/ moralizing/ unemotional/ pathetic/ sarcastic/ ironical/
sneering/ bitter/ reproachful, etc. It becomes obvious owing to:

a) such cases of morphemic foregrounding as repetition of the root.../ the prefix.. ./the
suffix.. ./the inflexion

b) the morphological transposition of...;

c) the following phonetic stylistic phenomenon/ -na:...

15. The direct/ indirect characterization of the person-image/ landscape-image/
animal-image/ object-image ...mention the person/non-person image.. ... is achieved
with a number of stylistic devices.

Thus, thanks to the - associated (unassociated) epithet(s) ...

— metaphor ..., etc. we may perceive the optimistic/ involved/ critical/
contemptuous/ ironical/ cynical, etc. attitude of the narrator/;

— A deliberate exaggeration .../

— an unexpected comparison (simile) .../

— round-about metonymic (metaphoric) way of portraying (exposing, revealing,
enforcing, rendering, bringing out, ridiculing, etc) the positive (negative,
contradictory, complex/ well-rounded) character of... produces the effect of...

16. THE AUTHOR USES THIS STYLISTIC DEVICE

— to stimulate/ stir imagination (to arouse warmth/ affection/ compassion/

delight/ admiration/ dislike/ disgust/ aversion/ resentment/ antipathy, etc.;

— to increase the credibility of the plot;
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— to stimulate the reader to make his own judgement;
— to increase the immediacy and freshness of the impression, etc.

— the author makes use of ... name the stylistic phenomenon {phenomena), etc.

SEMINAR 9
Stylistic Analysis of a Fiction Text

TASK: analyse the 2 passages of the texts in English and Ukrainian (official
translation), pay special attention to the underlined phrases and sentences as
well as words in bold.

English version:

There was not a breath of air moving, nor a sound but that of the surf
booming half a mile away along the beaches and against the rocks outside. A peculiar
stagnant smell hung over the anchorage - a smell of sodden leaves and rotting tree
trunks. | observed the doctor sniffing and sniffing, like someone tasting a bad egg.
"I don't know about treasure,” he said, "but I'll stake my wig there's fever here.” If
the conduct of the men had been alarming in the boat, it became truly threatening
when they had come aboard. They lay about the deck growling together in talk. The
slightest order was received with a black look, and grudgingly and carelessly obeyed.
Even the honest hands must have caught the infection, for there was not one man
aboard to mend another. Mutiny, it was plain, hung over us like a thunder-cloud.

R. L. Stevenson, «Treasure Island»

Ukrainian version:

/Kooen 3ByK, acoden TIOYB BITEPISI HE TIOPYILYBAIU Mepmeoi muuii. TiUIbKU

3TAJEKY, 3 1HNIOrO KIHIL OCTPOBA, CIOJM JIOJWHAB 2AVXUU WYM RPpUudoio, wio

pozousascsi 06 ckeni. Y TOBITPI YVBCA SKHUUCH 0COOAUBUL, 2HUIUU 3ANAX — 3ANAX

IOPLIOrO JMCTS 1 TPYXJOro JiepeBa. SI MOMITHB, IO JKAp BCE MPUHIOXYEMbCA |

NPUHIOXYEMbCA, HeHaue nepeod Hum 0yJ10 myxne Aiuye.

e He 3Hato, un € TyT ckap0, - npoOypMOTIB BiH, - ajie py4yycs CBO€IO MEPYKOIO,

110 IIPOIIaCHUILIA €.
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[loBeninka KOMaHIU, W40 HENOKoina mMeHe HA WNIORYI, CTana MPIMO-TaKU
3azpo3iuea, KOJIU MU TMOBEPHYJIUCA Ha Kopabenab. MaTpocu BemItaaucs no namtyoi 1

IpO IIOCh THUXO MepeMoBisIMcs. KokeH Haka3 3ycTpiyaJy He3aJ0BOJEHO 1

BUKOHVBAJIM Heoxoue. HaBiTh HAMHATIWHIITN MAaTPOCH 3APA3UIUCA UUM HACHPOEM, 1

HIKOMY OyJI0 3aKJIMKaTH iX 10 nopsanky. HaspiBaB OyHT 1 Lig 3arpo3a HaBUcaia Hajl

HaMH, Haue po3oea xmapa.

[epexnan FOpis Kopenpkoro

INDIVIDUAL WORK 8

Task: Look at the text analyses below (O.Henry. The Last Leaf), assess them
according to the Scheme of Overall Stylistic Analysis of a Fiction Text. Which
information would you add to the second analysis? Which information is
incorrect? Continue the first analysis (The first analysis was provided with the

help of Al, the second one — by the student).
Analysis 1

1. The main events in the author's life that influenced his artist career, his way of
thinking and his style. The story is written by O. Henry. The author is a famous
American writer. He was a popular short story writer during the early twentieth
century. He lived a varied life throughout the South, Honduras, and New York City.
Born during the Civil War, O. Henry faced significant hardships throughout his early
life, including the death of his mother and struggles with his father&#39;s
alcoholism. His literary career began in earnest while he was imprisoned for
embezzlement, where he found the time to write prolifically, crafting tales that often
reflected the human experience in urban settings. O. Henry wrote numerous short
stories while in prison. O. Henry received widespread acclaim because of his
trademark tales of gentle, warm-hearted characters and ironic plot twists at the end of

the story. These iconic plot transitions were soon referred to as “O. Henry Endings.”
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While living in New York, O. Henry was finally free to experience the urban lifestyle

and write about his time in North Carolina, Texas, and his new life in the city.

2. Content of the story

The story describes a young, hard working poor woman, Miss Leeson, she was a
typist and her stay at one of Mrs. Parker's parlours. She rent the cheapest and the
smallest room. The room is located on the top floor and has a skylight. Guests of the
parlor often gathered together in the evenings to chat. One evening, Miss Leeson,
points out a star in the sky and declares she has named it Billy Jackson. Later in the
story the reader finds Miss Leeson in hard times and unable to pay for both rent and
food She returns home to the parlor one day after searching for work. She is weak
from lack of food, which she cannot afford. One of the guests offers to marry her, but
Miss Leeson declines the offer of rescue, staying true to herself. During her stay,
Miss Leeson experiences hard times and is later rescued by a star. An ambulance is
called and a physician whisks Miss Leeson away to the hospital. The reader then
discovers that the physician was able to save Miss Leeson. The basic idea of the story
is exploring despair and hope including poverty, inequality, idealism, and
deliverance. The story highlights the disparity between Miss Leeson’s imaginative

fantasies and the reality of her everyday life.

3. The general character of the text is a narration. The manner of presentation is
objective. From the point of view of the presentation, the text is the 3rd person
narrative. General slant of the text - ironic. In case of description - its close up view,
because there is no wide social or historical overview of society and main events took

place in the boarding house.

4. Characterization of the scene and the time and the protagonist and the
antagonist. The events in the analyzed story happen in New York City, inside a
boarding house. The setting of the events in the given extract is realistic. The story

takes place in the early 20th century, during O. Henry’s time. The main scene is the
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skylight room, a small, attic room with a view of the sky. It is presented in a general
way. It provides a background for a historical and cultural context that contributes to
our understanding of the characters and embodies the theme and symbolizes the
emotional state of the characters. The room reflects poverty, loneliness, and
simplicity, emphasizing the struggles of a young working woman. The boarding
house is described with humor and irony, especially through Mrs. Parker’s
exaggerated pride in her rooms. The characters we meet in the story under analysis
are Mrs. Parker and Mrs. Leeson - the protagonist and the antagonist.

— Miss Leeson is young, poor, but optimistic and proud. Determined to live
independently and pursue her life despite hardships. She represents struggling
urban youth.

— Mrs. Parker is the landlady of the boarding house and serves as a minor
antagonist in “The Skylight Room”. She is characterized primarily by

hersnobbery, greed, and obsession with social class.

4. Style and registers. The story has features of belletristic (fiction) style that is
used in fiction. It is highly expressive, imaginative, and often employs stylistic
devices like metaphors, epithets, and symbolism. There are consultative and casual
registers in the story. Consultative register is used while talking in routine business
relationships. Everyday, routine situations of written and spoken language that do not
have special symbolic meaning. Casual register - private, friendly relations on
vacation, in entertainment, among friends and relatives, and in extracurricular

activities. The roomers use a casual register when they talk about stars.

5. Parts of Speech Analysis: nouns, verbs, adjectives, pronouns, adverbs,
numerals, articles, interjections, their types and the stylistic effects they produce
on the reader.

Nouns

1. winters - concrete, countable, common noun
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2. scorn - abstract noun, uncountable, common noun. Scorn often appears
highlighting the contrast between characters’ attitudes and reality.

3. room-hunter - is a compound word, made by combining two free morphemes, -er
suffix ( someone looking for a room to rent.), concrete, countable, common noun. It
shows the reader the person’s purpose and how people like Miss Leeson hunt for an

affordable room.

Verbs

1. Gasped - is a dynamic action verb showing a sudden, strong reaction.

2. Honk - is a dynamic, onomatopoeic verb that imitates sound; it adds realism,
liveliness, and sometimes humor to the scene.

3. Sighed - dynamic and expressive, that conveys emotional state of the character -
disappointment and fatigue. Adds psychological depth and makes the narration more

intimate and empathetic.

Adjectives

1. hideous, culpable - evaluative adjectives that express strong negative connotation
blame to poverty.

2. dark, bare, little - express the poverty, emotional connotation - negative, they
evoke sadness, loneliness.

3. half-contemptuous - evaluative adjectives (a compound formed by the prefix +
adjective), contemptuous (root adjective) - from contempt + suffix -uous, meaning
disdainful, it expresses partial feeling and the speaker’s attitude to the Mrs main

character, it helps to depict a detailed picture of the mood or atmosphere

Adverbs

1. then, afterward, suddenly - indicate sequence of events, helping readers follow the
plot clearly.

2. hoarsley, loudly - adverbs of manner. They convey physical or emotional strain.

Adds realism to the characters. They also draws attention to speech.
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3. very - intensifies an adjective. It helps convey emotional intensity.

Pronoun

1. You (in the beginning of the text) is used as a generalized (impersonal) pronoun,
not addressing a specific person. It creates reader involvement, as if the reader
experiences the situation personally.

2. her (“her fragile body, her heavy eyelid”) - emphasizes physical weakness of Mrs.
Leeson.

3. who - relative clauses that give more information about a person. It adds detail and

characterization without repeating nouns.

Articles

1. the Skylight room - emphasizes importance or focus of a certain place, contributes
to irony describing Miss Leeson’s modest living conditions.

2. She was a very little girl” - helps the reader see Miss Leeson as one of many

possible working girls rather than a unique symbol at that moment.

Interjection
Then - oh, then - this is an interjection used by the narrator to express hesitation and

emphasis as he describes the situation of the room-hunter.

6. Graphic expressive means as visual or typographical devices used to intensify
meaning, emotion, or tone in the story, ex: punctuation, capitalization, italics,
spacing, paragraphing, repetition, and graphical arrangement.

Dots... Millions of miles. . . . Good-bye, Billy Jackson. - slows the speech,
emphasizing her exhaustion and the emotional weight of her farewell. Fading Voice:
It indicates her wvoice is trailing off, becoming weaker as she sinks into

unconsciousness.
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7. SEMASIOLOGICAL MEANS
Repetition
1 Well, really - adds humor or irony, highlights the character’s personality - for
example, someone fussy, proper, or easily shocked.
Metaphors
1. You looked up as from a well said Miss Leeson - Poverty and confinement —
shows that the small skylight room is dark and cramped. The metaphor
emphasizes how depressing the room feels and reflects Miss Leeson’s
emotional state—Ilonely, trapped, and struggling. It also creates a strong visual
image and adds emotional depth. Helps the reader feel sympathy for the
character.
2. ...
Metonymy
1. Chorus - a single performer or a group that comments on the main action. This
metonymy provides background information, expresses collective emotions, or
offers moral commentary to the audience, separate from the main characters’;
dialogue.
2.
Euphemism
1. The coloured maid - instead of black women.
2. ..
Synechode
1. The state of Miss Leeson’s purse - the condition of her purse (the part) stands
in for her entire economic situation.
2. ..
Periphrasis
1. A dark goblin (Mrs. Parker) - is used to satirize the landlady’s formidable

appearance and her focus on securing rent, even for her worst accommodation.
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Antomasia
Miss Leeson gives the proper name ‘Billy Jackson’ to a specific star she sees from

her window, treating an impersonal celestial body as a personal acquaintance.

8. Syntactic Stylistic Devices
Anaphora
1. Especially Mr. Skidder, who had cast her in his mind for the star part in a
private, romantic (unspoken) drama in real life. And especially Mr. Hoover,
who was forty-five, fat, flush and foolish. And especially very young Mr.
Evans, who set up a... - creates a clear rhythmic pattern and places emphasis
on the specific tenants who held private interests in Miss Leeson.
2.
Parallelism
And when she went out in the morning, instead of working, she went from office to
office and let her heart melt away in the drip of cold refusals transmitted through
insolent office boys. This went on - it creates a sharp, immediate contrast between
‘working’ (the expected, desired activity) and the fruitless ‘going from office to
office’ (the reality of job searching). Her daily routine is a cycle of exhausting,

unrewarding effort.

Asyndeton
1. Tune the pipes to the tragedy of tallow, the bane of bulk, the calamity of
corpulence. Tried out, Falstaff might - this is an example of asyndeton, as the
author omits the expected conjunction ‘and’ between the three parallel noun
phrases. It gives equal weight to all three concepts - tallow, bulk, and
corpulence. It also makes the satirical description of Mr. Hoover sound more

dramatic and judgmental.
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Antithesis
1. The capable young medico, in his white linen coat, ready, active, confident,
with his smooth face half debonair, half grim, danced up the steps.
“eyleraHTHUM, 1 moxMypuid BogHO4ac” - it simplifies complex ideas by
presenting them as polar opposites. This contrast instantly establishes the
complexity of the doctor’s character, showing he possesses both the
professional confidence and the serious gravity required for an emergency.
2. ...
The thematic climax is reached when: Miss Leeson is lying weak and helpless in
the cold skylight room. She believes she has been completely forgotten. Her

loneliness, poverty, and despair reach their highest intensity.

9. Summing up the analysis, one should say that the writer O. Henry brilliantly uses
contrast, symbolism, and expressive syntactic devices such as repetition, parallelism,
metaphors, to convey Miss Leeson’s emotional exhaustion and loneliness, thus

revealing her vulnerable and sensitive nature.

Analysis 2

AHAJII3 TEKCTY HA IIPUKJIAII ICTOPII «OCTAHHIN JIUCT» O.FEHPI

(Crynmentku 1 xkypcy marictpaTypu creniaibHocTi b11 ®@inonoris « AHriiiicbka MOBa

Ta 613Hec-KoMyHikarii» Jlabaz Anacracii)
Stylistic analysis of O. Henry's ‘The last leaf’

The author of this story is O. Henry (William Sydney Porter). He was born in
North California and raised by his aunt who passed to him her knack for writing and
drawing. He's the famous American short story writer, significantly appreciated for
his ironic, witty, surprising and epiphanic endings, that created the term «O. Henry
Endings». The protagonists are common people from urban places with their personal

struggles, ups and downs that usually need someone's assistance to overcome
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challenges. O. Henry uses his prose to build sympathy for his characters, portraying
them from different sides, as passions, fears and dreams. His stories combine serious
thoughts with a masterful representation of painful reality with the need of hope and

willpower to stand strong.
The extract is called «The last leaf».

The title shows the main mystery of the text and the symbolism of the story,
referring to hope, sacrifice and internal fight for life against the short-longing one.
This story belongs to a genre of a short story with some elements of psychological
plot which serves to depict the appreciation of your close surroundings, power of love
and the gift of life itself.

O. Henry is a third-person omniscient narrator, which allows him to reveal the

thoughts and feelings of all the characters, main and background information.

The speech of the characters is devoid of high-flown words, which adds more
realism to the story. The story is built in a descriptive manner using some neutral
word choice, dialogues, particularly between Sue and Johnsy. It is told in simple,
colloquial language and the whole text doesn't seem to be difficult. But the story is
especially marked by colourful descriptions, particularly of the cold, the ivy vine,

pneumonia, and Behrman's particular way of speaking.

The extract is written in a subjective form of presentation with direct speech,

third-person narration and close-up plane. The message is sentimental and ironic.

The main idea of the text is to not give up on your life and always fight for
what matters to you. It suggests that sometimes, simply believing there is a reason to

live is enough to make a difference.

The motivation to write the short story was a pneumonia epidemic in the 20th
century. In general, the author lost many family members due to illnesses that also
could have a deep effect on his perception of recovery. In the story the friendship and

devotion play a significant part for Johnsy, as for him in reality. When Porter
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struggled with accusations and imprisonment, his friends were his only salvation and

hope for bright times.

The short story is written in a belletristic style, in prose. The author combines
it with the colloquial style to create realistic dialogue with more relaxed structure .
O'Henry uses the intimate register to demonstrate close domestic relationships
between characters, the care and devotion to their friends by usage of ‘dear’, such
phrases as ‘I'd rather be here with you’, ‘You are just like a woman!’ that defines the

well-acquaintance of each character and their free form of communication.

The scene takes place in Washington district, Greenwich Village, New York
City, a quaint neighborhood known for its artistic community in the early 20th

century in November. It covers two days.

The story is about a young artist named Johnsy who is fighting a life-
threatening pneumonia and relying her longevity of life on the last leaf seen from her

window.

The main characters of this story are Johnsy, Sue, and Mr. Behrman, where Johnsy
and Sue are friends, and Mr. Behrman is considered to be «the failure in art». As a
friend, Sue hopes that everything will work out and her companion will live, whereas

Behrman takes the fate in his hands and saves the life of a young girl.

Johnsy is shown as an initially hopeful young artist whose optimism is crushed
by illness. She is a prime example of someone who intertwines inner qualities with
nature, psychological turmoils with the psychical ones. Her character is a brilliant

example of the psychic impact of illness and despair, boredom and unenthusiasm.

Sue, Johnsy's roommate, is portrayed as a loyal and caring friend. She is
practical, a hard worker, and desperately tries to keep Johnsy's spirits up. She doesn't

help with words but actions, she's rather practical.

Behrman is the most complex character. He is described as a failure in art and a

drunkard, but his grumpy exterior hides a deeply compassionate and selfless heart.
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He is a brilliant example of self-sacrifice and the power of love. The writer describes
Behrman as someone having a "Satanic" beard and a gruff demeanor, but this is a
facade that hides his immense capacity for kindness. He saw the protection of those
two young artists as his job and realization of vocation. He might have been taken as

a failure in art but his painting saved someone's life.
The plot of this story is as vivid and interesting as the main characters.

The exposition introduces the quaint Greenwich Village and dark times of

striking pneumonia, and the struggling lives of Sue and Johnsy as young artists.

The plot of the story develops gradually. The complication is the arrival of the
"strange, invisible stranger” of pneumonia, which infects Johnsy. This event leads to

her conviction that she will die with the last leaf.

The climax of the action is the moment when Johnsy looks out the window,
counts the falling leaves, realizing there's still one left, which motivates her to leave
the thought of dying behind.

The denouement reveals the heartbreaking truth about Behrman's sacrifice and

his last piece of art, explained by Sue.

Henry's style in "The Last Leaf" blends different types of vocabulary to create
a uniquely realistic tone, characterization, and setting. His writing is noted for its

simplicity and use of common language, balanced by literary devices for effect.

Neutral vocabulary prevails and disposes strong emotional color or stylistic
elevation. This vocabulary forms the bulk of the narrative and dialogue, making the
story easy to read, relatable and clear. Examples: words like street, house, sick,

doctor, leaf, paint, window, friend, girl.
O. Henry frequently juxtaposes formal and informal language:

Colloquial vocabulary consists of informal words, phrases, and expressions
used in ordinary conversation, including American slang common at the time the

story was written, which is a key feature of O. Henry's style, lending his story to have
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a humorous, accessible, and realistic effect, making characters' interactions feel
genuine. Examples: "bosh!" (an exclamation of contempt or nonsense, used by the
doctor), informal dialogue elements, and the general simplicity of the characters'

speech.

Literary vocabulary includes words and phrases typically reserved for formal
writing, or words used for stylistic effect, often creating imagery or an elevated tone.
Examples: The author's use of figurative language, such as personification, often falls
into this category, as well as descriptive adjectives. Referring to the disease as "Mr.
Pneumonia™ and describing him as a "red-fisted, short-breathed old duffer” or "not a

chivalric old gentleman" uses literary personification to describe a clinical term.

Terms and Jargon are specialized vocabulary related to a specific profession,
group, or field of study. The story centers on artists, so it naturally includes terms
related to their profession: paints, paper, painter, studio, canvas, masterpiece, model,
art, Bay of Naples (the subject of a desired painting), and painting materials.
Likewise, the central conflict involves an illness, requiring the use of one key medical

term: Pneumonia, pharmacopoeia, or clinical thermometer.

O. Henry often incorporates idioms, collocations, or colloquial phrases to
reflect natural, conversational speech and to inject humor or emotion. Phrases
reflecting the everyday struggle and emotional stakes: Johnsy's belief that she is
"counting the clock™ (implying waiting for death). Colloquial expressions or brief,
fixed phrases within the dialogue to express feeling, like "All right, dear" or the

doctor's dismissive "Paint?>—bosh!"

The short story is rich with different parts of speech that create a vivid mind
picture of the author's vision. For instance, he uses mostly neutral vocabulary to
demonstrate age and social class of the characters, and for this matter, he prefers
using simple structure, pretty common choice of the words and parts of speech to

create a real image.
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Nouns: chicory salad, bishop sleeves, studio, Pneumonia, East Side, ravager,
maze, ‘places’, gentleman, duffer, efforts, weakness, voice, chance, power, ragtime,
guestion, lady,bedstead, funeral procession, patient, workroom, a pulp, side, house, a

ripple, a window, doctor, a man, Sue, Johnsy, Bay of Naples

Verbs: resulted, called, stalked, strode, filter through, can accomplish, worth,

stopped, lay, smote, had gone, went into, whistling, invited, looking through

Adjectives: congenial, joint, cold, unseen, icy finger — metaphor, narrow and
moss-grown, chivalric, old, red-fisted, short-breathed, a Shaggy, grey eyebrow, a

jew's-sharp twang, Curative, blank, brick
Pronouns: I, she, he, his, her, your, it, you, my, this, nothing
Adverbs: slowly, scarcely, boldly,
Numerals : one out of 10, twice, 50 per cent, one in five chances, one in ten
Connectors: for instance, but, well, so far as, after, then.
Specific combinations of sounds create different speech effects.

Alliteration: something to tell, you white mouse, she said; Mr. Behrman died

of pneumonia today in hospital.
Assonanse: | have something to tell you, white mouse,' she said. Mr.

Behrman died of pneumonia today in hospital. He was ill only two days. The janitor
found him on the morning of the first day in his room downstairs helpless with pain.
His shoes and clothing were wet through and icy cold. They couldn't imagine where
he had been on such a dreadful night. And then they found a lantern, still lighted,
and a ladder that had been dragged from its place, and some scattered brushes, and
a palette with green and yellow colours mixed on it, and - look out the window, dear,
at the last ivy leaf on the wall. Didn't you wonder why it never fluttered or moved
when the wind blew? Ah, darling, it's Behrman's masterpiece - he painted it there
the night that the last leaf fell?
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The interesting thing is that the author demonstrates the defect of Behrman's
speech with the help of phonetic misspellings: ‘Vass! Is dere people in de world mit
der foolishness to die because leafs dey drop off from a confounded vine? | haf not

heard of such a thing. Vy do you allow dot silly pusiness to come in der prain of her?’

Graphic stylistic devices make the text more expressive and dynamic, often
reflecting spoken intonation and emotional nuance in written form. The author
doesn’t use many of them but he creates a rhythm and a tone of the text by creating

short sentences and a particular choice of stylistic devices.

O. Henry's figures of speech add depth, emotion, and impact to his writing,
creating vivid imagery, engaging readers, building tone, emphasizing ideas and

symbolic means, and subtly guiding perception.

Personification: The streets have run crazy and broken themselves into small

stripes called “places”, Mr.Pneumonia

Metaphor: unseen stranger, called pneumonia, stalked about the colony,
touching one here and there with his icy finger. This ravager strode boldly, smiting
his victims by score. (+personification). The ties that bound her to friendship and to

earth were loosed.

Irony: is the man worth-but, no, doctor, there is the nothing of this kind. If you
will get her to ask one question about the new winter sleeves, | will promise you a

one-in five chances for her, instead of one in ten.

Simile: that's almost as good as the chances we had in NY. | want to go sailing

down, down like one of those poor, tired leaves. Light and fragile as a leaf herself.
Oxymoron: she ordered, in whisper.

Antithesis: for the rest, he was a fierce little old man who scoffed terribly at
softness in anyone, and who regarded himself as a special mastiff-in-waiting to
protect the two young artists in the studio above (+the day wore away). It made my
head hurt to count them. But now it's easy.
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Climax (Gradation) (video): I'm tired of waiting. I'm Tired of thinking. | want
to lose hold on everything, and go sailing down, down, just like one of those poor

little leaves.

Anticlimax: She can sell the editor man with it, and buy port wine for her sick

child, and pork chops for her greedy self.
Zeugma and Pun : put one arm around her, pillows and all.
Parallelism: I'm tired of waiting. I'm tired of thinking.

Polysyndeton: twelve, she said, and a little later 11, and then 10, and 9, and

then 8, and 7 almost together.

Asyndeton: five what? Leaves. On the ivy vine. When the last one go, i must

go too. I've known that for three days.
Euphemism: go on this mysterious far journey.

Hyperbole: Mr.Berhman, with his red eyes streaming, shouted his condemn

and derision for such idiotic imaginings.
Sarcasm: you're like all women.

Anaphora: I'm tired of waiting. I'm tired of thinking. | want to turn loose my
hold on everything..." The repetition of "I'm tired of..." emphasizes her profound,

self-pitying exhaustion.

Epistrophe: When the last one falls, | must go, too," or the general idea that
she will die when the leaf falls). The repetition of the word or the idea of the fall

reinforces her morbid fixation.
Ellipsis: Leaves. On the ivy vine.
Paraphrasis: when the last one falls, | must go too. I've known that for 3 days.

All in all, stylistic devices and figures of combination create the rhythm, emotional

force and emphasis on the important parts of the text.
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In conclusion, O. Henry is a brilliant author who portrays a real life with its
mayhem, turmoils, falls, loss of hope and need of other people who help you rise up
again, fight with your demons and problems. He uses a range of stylistic devices and
figures of combination to depict a real life of his protagonists, create a true-to-life
atmosphere for the readers that can commiserate over their pain and fear, and become
the part of the story. The concoction of neutral vocabulary, metaphorical and
symbolic means of communication intertwine into the situation which feels common,
familiar and cannot leave no one unfazed, making others rethink their life and death

stance.
VOCABULARY FROM THE TEXT
Chicory — nukopiit

Bishop sleeves — full sleeves on a garment, gathered at the shoulder and then cuffed

at the wrist, pykaBa enuckona (pykaBa-JiXTapHKH )

Congenial — pleasant or agreeable because of a similar personality, tastes, or interests;

suited to one's needs or nature.
Ravager — a person or thing that causes extensive damage, destruction, or ruin.

Smite by scores — to strike or afflict with great force and in large numbers,

3HUIYBATH JAECATKaMU (COTHSIMH), Bpa’KaTH MacOBO
A mite — xpuxTa, IpiOHUIIA, KNI (K KOMaxa)

Pharmacopoeia — an official publication containing a list of medicinal drugs with

their effects and directions for their use, papmakomnes
A pulp — a soft, wet, shapeless mass of material, MsKOTb, KallIKa, I[CJLTIOI03a

Ripple — a small wave or series of waves on the surface of water, caused by an object

or the wind, OpmKi, XBIIISICTHIA pyX
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A ragtime melody is played with accents on beats that are not typically accented. It
was primarily written for the piano, with a steady, march-like rhythm in the left hand

and a lively, syncopated melody in the right hand.
Imp — a mischievous devil or sprite; a mischievous child, woptens, Oicens, myctyH

Daub — to smear or spread a substance messily onto a surface, Ma3rokaTu, JimUTH (3

TJIMHH)

Den — the lair or resting place of a wild animal; a small, comfortable room in a house

used for relaxing, nirBo, 6apuir, HoOpa; KaO1HET, 3aTUIIIHA KIMHATA

Ivy vine — muror

Prowl /'pravl/ — xpactucs

Gable — b

Pewter /'pju:to/ — omoBo

Chafe — posrupatu rub (a part of the body) to restore warmth or sensation
Squatty /'skwa:.ti/ — short and thick

Ravager — pyitHiBHUK

Moss — mox

Smite — Bmaputh, be strongly attracted to someone or something (with)
Zephyrs 'zefo’ — west wind, a gentle breeze

Duffer — an incompetent or clumsy person

Shaggy — konutatuit

Mercury — pTyTh

Twang — a noise like that of a tight string being quickly pulled and released

A pulp — a soft, wet, shapeless mass of material
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A monocle — a single eyeglass, kept in position by the muscles around the eye
Gnarl —a rough or twisted lump on a tree or piece of wood

Decay at the roots — rauTH 3 KOpiHHS

Crumbling bricks — usually the result of water damage

Goosey — easily upset by a sudden, playful prod in the backside

Broth — a thin soup, often with vegetables or rice in it

Mastiff — macTud

Juniper berries — sutiBenb

Confounded — confused, perplexed

Pose — to cause something, especially a problem or difficulty

TEXTS FOR STYLISTIC ANALYSIS
BLOCK OF UKRAINIAN TEXTS
TEXT 1

The sea was one of Conrad’s perpetual obsessions — a living, breathing creature that
neither forgave nor forgot. That evening, it lay stretched like a sheet of hammered
silver beneath a sky bruised purple and gold, the horizon a thin, trembling wound
between two eternities. The wind, warm and insistent as a whispered secret, carried
the smell of brine and distance, of storms brewing somewhere beyond the edge of the
known world.

Waves gathered themselves slowly, with the patient deliberation of ancient
thoughts, before crashing against the hull in bursts of cold, white fury. The ship
groaned under their assault — an old, tired giant bracing itself against the merciless
indifference of the ocean. Every timber shuddered, every rope sang a mournful,
tuneless lament that rose and fell with the rolling darkness.
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And yet there was beauty in it — terrible, magnificent beauty. The kind that does
not comfort but overwhelms, that does not invite but commands. The sea cared
nothing for the men who sailed it; it was sublime precisely because it was pitiless,
majestic because it was mute.

(Joseph Conrad. “The Nigger of the 'Narcissus”)
BOOK
TEXT 2

The forest at dusk was a cathedral of shadows and sighs, where the great oaks
stood like ancient priests wrapped in robes of lichen and moss. Light fell in thin,
golden daggers through the canopy — luminous and short-lived, drowning in the soft
green darkness below. The air was thick with the perfume of decay and renewal, that
curious marriage of death and life that only wild, untouched places know.

Twigs snapped underfoot with brittle confessions. Somewhere above, an unseen
bird released a long, melancholy note — a sound so pure it seemed almost to hurt, to
press against the ribs and hollow out a space inside the chest. The trees leaned
together overhead, their branches intertwined like clasped hands, conspiring in the
language of the very old.

To walk in such a forest was to feel simultaneously tiny and eternal — a fleeting
shadow crossing ground that had outlasted empires. The darkness was not threatening
but solemn, draped over everything like a benediction, as though the trees themselves
were conferring a quiet blessing on the small, bewildered creatures passing through.

(Thomas Hardy. “The Woodlanders”)

BOOK
TEXT 3

She moved through rooms the way music moves through air — effortlessly,
filling every corner without seeming to try. Her face was one of those rare faces that
cannot be possessed by a single expression; it shifted constantly, like water catching
different lights, now melancholy, now amused, now radiant with a joy so fragile it
seemed it might shatter at any moment. There was something about her that made

men forget what they had been about to say.
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Her voice was the strangest thing — low and unhurried, carrying within it the
promise of things left unspoken. When she laughed, the sound curled through the
room like cigarette smoke in still air, intimate and vanishing all at once. She wore
happiness the way some women wear perfume: lightly, a suggestion rather than a
declaration, something you noticed only after she had already left.

And yet beneath the brilliance there was a sadness she kept polished and hidden,
like a mirror turned to face the wall. She was one of those dazzling people who are, at
their core, quietly, magnificently alone — beautiful in the way a lighthouse is
beautiful, casting light for others while remaining fixed in its own darkness.

(F. Scott Fitzgerald. “The Great Gatsby”)

BOOK

TEXT 4

The storm descended on the moors without apology or warning — a sudden and
absolute sovereign claiming dominion over the grey, shivering land. Lightning split
the sky in two with the violence of a mind breaking, and the thunder that followed
was not a sound so much as a presence, a vast, invisible force pressing down on
everything below. The heather bent and writhed in the wind like something in pain.

Rain came not in drops but in torrents, solid and merciless, hammering the earth
as though it bore some ancient grudge against it. Rivulets became streams, streams
became furious brown rivers, and the whole moor turned liquid and treacherous
beneath the assault of the sky. Every hollow filled, every path dissolved, and the
world contracted to the space between two heartbeats.

And through it all, the moors endured — sullen, dark, magnificent in their
suffering. There was something almost human about them in moments like this,
something that suggested they welcomed the storm, that the violence was not an
Imposition but a homecoming. As if the land and the sky, in their fury, were finally
speaking the same language.

(Emily Bronté. “Wuthering Heights”)
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TEXT 5

London at midnight was a living creature that had turned its back on the sun and
learned to breathe fog. The gas lamps burned with a feverish, yellowish light that
illuminated nothing so much as the swirling darkness around them, casting grotesque
shadows on the cobblestones below. The Thames was a black mirror, broken and
restless, carrying the reflected lights of the city downstream like burning debris.

In the narrow streets, the city exhaled the accumulated breath of a million lives —
coal smoke and river mud, roasting chestnuts and unwashed wool, the sharp iron tang
of poverty sharpened against the sweeter corruption of wealth. Footsteps echoed
between the close-pressed buildings, muffled and distorted, so that a single walker
sounded like a procession, a procession like an army.

And yet, even in this grimy, magnificent darkness, there was something that
could only be called life — insistent, irrepressible, refusing to be extinguished. A
child's laugh from an upper window. The golden rectangle of a tavern door swinging
open to release warmth and noise into the cold. London was ugly and wondrous,
brutal and tender, a contradiction that somehow resolved itself into something
unmistakably, overwhelmingly alive.

(Charles Dickens. “Bleak House”)

BOOK

TEXT 6

The garden in October had taken on that peculiar beauty which belongs entirely
to things in the act of fading — the roses, blowsy and unashamed in their over-
ripeness, scattered petals that lay on the damp earth like discarded letters. The dahlias
burned their last, defiant colours against the thinning air, and the apple trees, half-
stripped by wind and gravity, held their remaining fruit like thoughts a mind is

reluctant to release.
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Light came horizontally now, the sun having lost its ambition for height, and
everything it touched was gilded at the edges — the dew on cobwebs, the yellowing
leaves, the cats sleeping in patches of warmth that shrank and moved as the hours
passed. The smell of the season was complicated: woodsmoke and rot and
chrysanthemums, the cold sweetness of windfalls lying forgotten in long grass.

To sit in such a garden was to be returned, briefly and without ceremony, to
something essential and wordless. Time moved differently here — slower, or perhaps
simply more honestly, measured not in minutes but in the angle of the light, in the
gradual, inevitable journey from bud to blossom to bright, oblivious decay.

(Virginia Woolf.  “To the Lighthouse”)

BOOK

TEXT 7

Everything about him was old except his eyes, and they were the same colour as
the sea -clear and undefeated, carrying in their depths the particular brightness of a
man who has looked at hard things for a long time and has not looked away. His
hands were like maps of a country that had known great weather: the knuckles
scarred and swollen, the skin brown and cracked as old leather left too long in the
sun.

He moved slowly now, with the deliberate economy of someone who has
learned that strength is finite and must be spent wisely. But in that slowness there was
a kind of dignity — the unhurried confidence of a man who has made his terms with
time and accepted them without bitterness. He was tired in the way that mountains
are tired: deeply, grandly, without any desire to be otherwise.

When he smiled, the network of lines in his face rearranged themselves into an
expression of such uncomplicated warmth that it seemed impossible he had ever
known cruelty. He was one of those rare people whose age read not as diminishment
but as accumulation — each year added to him rather than taken away, so that what

remained was not less but more: distilled, concentrated, essential.
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(Ernest Hemingway. “The Old Man and the Sea”)
BOOK

TEXT 8

The Mississippi in summer was a mile-wide world unto itself — brown and slow
and impossibly vast, carrying in its indifferent current the silt of a thousand storms,
the debris of a hundred towns, the secrets of the whole long country it drained. It did
not hurry. It had nowhere to be and all the time there was to get there, and it moved
with the serene self-possession of something that has outlasted everything that has
tried to stop it.

At dusk, the river turned molten - copper and rose and deep orange — as though
the sun were dissolving into it rather than setting behind it. Herons stood at the
margins like patient philosophers, and the surface dimpled constantly with the
attentions of unseen fish. Now and then a flatboat or a steamer would pass, its wake
spreading outward in slow, deliberate V’s until it reached the banks and died in
silence.

To float upon it was to be free of everything that kept a person small and worried
on the solid shore. The river had no opinions about who you were or where you came
from. It only asked that you trust the current and watch for snags, and in return it
offered you the whole enormous sky and the sound of water speaking to itself in a
language older than words.

(Mark Twain. “Adventures of Huckleberry Finn”)

BOOK

TEXT 9

Snow was general all over Ireland. It was falling softly upon the dark mutinous
Shannon waves and, farther westward, softly falling into the dark mutinous Shannon
waves and, farther westward, softly falling into the dark mutinous Shannon waves. It

was falling too upon every part of the lonely churchyard where Michael Furey lay
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buried. It lay thickly drifted on the crooked crosses and headstones, on the spears of
the little gate, on the barren thorns.

His soul swooned slowly as he heard the snow falling faintly through the
universe and faintly falling, like the descent of their last end, upon all the living and
the dead. The air of the room chilled his shoulders. He stretched himself cautiously
along under the sheets and lay down beside his wife. One by one, they were all
becoming shades.

Better pass boldly into that other world, in the full glory of some passion, than
fade and wither dismally with age. The snow lay over everything — white and still and
absolute — a vast, impartial shroud that made no distinction between the quick and the
dead, between the remembered and the forgotten, between love requited and love that
had burned itself out unrequited in the darkness.

(James Joyce. “The Dead”)

BOOK

TEXT 10

The desert is not a landscape - it is a state of mind. Here, beneath a sky so blue it
seems almost aggressive in its intensity, the eye is offered everything and nothing:
dunes that roll like frozen waves toward a horizon that recedes forever, the pale gold
of sand that shifts and whispers under a wind that carries no moisture and no mercy.
The silence is not an absence but a presence - thick, inhabited, ancient.

At noon, the sun does not illuminate but interrogates, stripping away shadow and
pretence alike, revealing the essential bones of the land. Rocks that have stood since
before memory cast shadows sharp as accusations. The heat rises in visible waves,
bending light, making the distant shimmer and dissolve, so that mirages bloom and
fade like thoughts the mind refuses to hold. Everything that is not necessary has been
burned away.

And yet, at night, the desert reveals its hidden tenderness. The stars appear in
numbers the city sky never allows — not scattered but crowded, luminous and close,
breathing overhead with something that resembles warmth. The cold arrives swiftly,
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implacably, and in it there is a clarity that feels like honesty — as though the desert,
having spent the day in its merciless truth-telling, offers the night as a kind of
consolation.

(Antoine de Saint-Exupéry. “Wind, Sand and Stars”)
BOOK
TEXT 11

The mountain had no patience for sentimentality. It rose from the valley floor in
a series of brutal, magnificent gestures — granite faces scarred by ice and time,
snowfields that blinded in the morning sun and turned to grey iron at dusk. The wind
at altitude was not a wind but a force, a constant, purposeful pressure that leaned
against everything vertical and would not relent. Even the trees, twisted and flattened
by decades of this argument, had lost the argument and grown horizontal, as though
bowing to an authority they could not resist.

To climb it was to learn, slowly and painfully, what the body was and was not.
Each step at altitude cost twice what it cost below - the lungs laboured for air that
kept retreating, the muscles burned with a cold, specific fire, and the mind, stripped
of its usual comforts, became stripped also of its usual pretensions. The mountain
reduced everything to the necessary: the next step, the next breath, the next metre of
vertical.

At the summit, if you were lucky enough and strong enough to reach it, the
world spread out beneath you in a panorama so vast it silenced every ambition and
answered every question with another question. You were nowhere and everywhere —
a single, temporary point on a turning earth, alive for a moment in an immensity that
would continue, magnificently indifferent, long after you had descended back into the
warmth and smallness of your ordinary life.

(Jack London. “The Call of the Wild”)

BOOK
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TEXT 12

The morning arrived with the tentative hopefulness of something newly born —
pale, uncertain, trembling at its own edges. Mist lay in the hollows of the fields like
the slow exhalation of a sleeping earth, and through it, the new grass burned with an
almost aggressive greenness, that particular green which belongs only to April, which

Is almost too alive, too insistent, to be looked at directly.

Birds had been singing since before light, tuning the world back into itself after
the long silence of winter. Their voices were extravagant and various — a cascade of
sound that seemed to have no ceiling, pouring upward into a sky that was lightening
from grey to rose to the pure, reckless blue of a day that intended to be splendid.
Somewhere a cuckoo called, and the sound fell through the morning air like a coin

dropped into still water.

To be outside in it was to feel the season working on you from the inside —
something loosening, unlocking, some stiffness in the spirit that winter had laid there
beginning to relent. The air smelled of wet earth and blossom, of things growing
toward the light with a determination that was almost moral, a refusal to remain
buried that felt, in the softness and brightness of that particular morning, like the most

important lesson the world had ever offered.

(D.H. Lawrence. “Sons and Lovers”)

BOOK

TEXT 13

The child moved through the adult world with the particular confidence of those
who have not yet been taught to doubt themselves — quick and certain, carrying about
them that atmosphere of absolute present-tense living that grown people spend the
rest of their lives trying to recover. His eyes were everything: enormous, dark,
absorbing each new thing with a completeness and an intensity that made ordinary

looking seem like a kind of failure by comparison.
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He laughed without reservation, with the whole instrument of his body, and
when he was sad it was with the same completeness — a grief that had no sense of
proportion because proportion is a learned thing, a diminishment, and he had not yet
learned it. His sadness passed as quickly and absolutely as his joy, the sky of his
moods clearing in an instant, leaving no trace, the way summer storms leave the air

washed and brilliant and new.

To watch him was to be reminded of what living was before it became
complicated — before the accumulation of caution and disappointment had begun to
thin the colours and muffle the sounds. He was astonishingly, exhaustingly alive,
burning at a frequency that adults had long since dimmed in themselves, that bright,
extravagant, beautiful waste of energy that is called childhood, and which is not

wasted at all.

(Charles Dickens. “David Copperfield”)

BOOK

TEXT 14
There is, one knows not what sweet mystery about this sea, whose gently awful
stirrings seem to speak of some hidden soul beneath; like those fabled undulations of
the Ephesian sod over the buried Evangelist St. John. And meet it is, that over these
sea-pastures, wide-rolling watery prairies and Potters’ Fields of all four continents,
the waves should rise and fall, and ebb and flow unceasingly; for here, millions of
mixed shades and shadows, drowned dreams, somnambulisms, reveries; all that we

call lives and souls, lie dreaming.

At dawn the ocean was possessed by a grey, provisional light — the light of a
world not yet committed to the day, still wavering between night and what would
come after. The swells moved with the slow authority of things that need not hurry,
their surfaces catching the first frail light and returning it changed — softened,
dispersed, scattered into a thousand brief illuminations that rose and fell and rose

again.
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And above it all, the first birds appeared — distant, purposeful, crossing the
enormous empty ceiling of the sky on errands that the ocean below seemed to know
and approve of. The world was beginning again, as it always did, with the same
indifferent magnificence, the same slow gathering of light from the east, the same
promise, never quite kept and never quite abandoned, of a day that might be different

from all the days that had come before.

(Herman Melville. “Moby-Dick”)

BOOK

TEXT 15

The Salinas Valley in autumn gave up its pretense of green and revealed its true
colour — gold and amber and the deep, honest brown of turned earth, the colours of a
landscape that has done its work and is resting without apology. The hills that flanked
the valley had gone tawny and dry, their grasses bent by a wind that came from the
north carrying the first rumours of cold, and in the morning the valley floor held a

mist that burned off slowly as the sun climbed.

The oaks stood in the middle distance like dark, satisfied thoughts, their shade
pools of a deeper autumn, and where streams had run in spring there were now only
pale gravel beds, sun-bleached and still, recording the memory of water in the
articulation of their curves. Crows gathered in the stubble fields, black and purposeful

and making their harsh, irreverent commentary on the season's change.

There was a melancholy in it that was not quite sadness — something richer and
more complex, a beauty that contained its own ending, that was beautiful precisely
because it was in the act of becoming something else. Autumn was the season that
told the truth most clearly, that made no promises and offered no consolations, but

that gave you, instead, the honest, sufficient gift of the world exactly as it was.

(John Steinbeck. “East of Eden”™)

BOOK
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TEXT 16

The station at midnight was a cathedral of iron and steam, vast and indifferent,
its vaulted ceiling lost somewhere above in a perpetual fog of coal smoke and
condensation that dripped back down upon the platforms like the slow, cold tears of
some enormous, sorrowful machine. Gas lamps burned at intervals along the platform
- each one a small, brave, entirely futile protest against the darkness that pressed in
from every side, turning the faces of the waiting passengers yellow and hollow,

making them look like illustrations from a book about unhappy people.

The old man sat alone on the furthest bench, his coat too thin for the season, his
hat pulled down against a cold that was not merely physical. He had been sitting there
for a very long time. A porter, passing with a trolley that groaned under the weight of
someone else's luggage, paused and regarded him with that mixture of professional
suspicion and human sympathy that is the particular achievement of those who spend

their lives among strangers.

“You’ve missed the last one, father”, the porter said, setting down his trolley
with a sound like a small avalanche. “The nine-forty was the last to Manchester
tonight”. The old man looked up. His eyes, in that terrible gaslight, were the colour of
water that has been standing too long in a copper vessel — greenish, still, and

somehow very deep. “I know,” he said quietly. “I was not going to Manchester”.

The porter waited, but no further explanation came. He picked up his trolley and
moved on, his footsteps echoing down the empty platform until even the echo gave
up and was swallowed by the dark. The old man turned back to watch the empty
tracks — two bright, cold lines of steel that ran away from him into the nothing,
perfectly parallel, perfectly certain of where they were going, and utterly,

magnificently indifferent to whether anyone followed.
(Charles Dickens. “Dombey and Son”)

BOOK
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TEXT 17

The moor in August was neither kind nor cruel — it simply was, in the way that
ancient, indifferent things simply are, without reference to the small warm creatures
that moved across its surface and imagined themselves significant. The heather had
come into its purple, that shocking, almost violent purple that has no equivalent in the
tame gardens of the valley, and the air above it hummed with bees so numerous their
collective drone was less a sound than a condition of the atmosphere, something you
breathed rather than heard.

She was walking fast, too fast for the terrain, her boots already dark with the
water that lay hidden in every hollow of the peat. She knew this moor the way she
knew her own name — not as information learned but as something felt in the body,
absorbed through years of crossing and recrossing these same paths. And yet today
the moor felt different. Or perhaps she was different. Either possibility was equally

unbearable.

“You came back, then,” said a voice from the direction of the great boulder that
marked the edge of Earnshaw land. She did not start; she had known he was there
before she heard him speak, had known it in the way the body knows things it refuses
to admit to the mind. “I went away,” she said, not turning. “That is not the same as
leaving.” A long silence followed, filled only with wind and the bright, merciless

calling of a curlew somewhere above.

“It is exactly the same thing,” he said at last. His voice was low and carried in it
something that had been weathered into flatness — not calm, but the place you arrive
at after exhausting every other option. She turned then. He was leaning against the
boulder with his arms crossed, his face in shadow despite the August sun that flooded
everything else with an almost aggressive brightness. They stood looking at each
other across ten feet of heather and ten years of everything that had happened, and
neither spoke, because they had arrived, as they always arrived, at the place where

language simply was not large enough.
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(Emily Bronté. “Wuthering Height”)

BOOK

TEXT 18

We pushed off just before first light, when the river was still more dark than
light and the far bank was a smudge of black against a sky that hadn't made up its
mind yet whether to be night or morning. The water was cold — you could feel it
through the bottom of the raft, coming up through the boards — and very still, the way
it gets just before a day begins, as though the river itself is holding its breath. Mist lay
on the surface in long white patches that drifted slow and silent, like the ghosts of

things that had drowned there and couldn't quite remember how to move on.

Jim sat at the back with the steering oar and | lay on my back up front and
watched the stars going out one by one, and the silence was so deep and so
comfortable that it seemed almost wrong to break it. But presently a heron rose from
the shallows on our left with a great beating of wings and a cry that tore the morning
open like a knife, and the spell broke, and we were just two people on a raft again,

and the river was just a river.

“You reckon they're lookin' for us?” Jim said, not loud — he never spoke loud on
the water, none of us did, as if we all understood that the river had its own
conversations going and we were guests in the middle of them. | turned my head and
looked back upstream. Nothing. Just the mist and the grey light coming on and the
water sliding past dark and indifferent. “Maybe,” I said. “Probably.” Another silence.
“Does it matter?” Jim said finally, and there was something in his voice — quiet, and

certain, and free — that I couldn't argue with and didn’t try to.

The sun came up enormous and red over the treeline, and the river turned from
black to bronze to gold in about three minutes, and the mist burned off the surface
like something evaporating that had no business being there in daylight. Everything

was suddenly bright and sharp-edged and very specific. A kingfisher darted past, a
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blue-green impossibility, gone before you could be sure you'd seen it. Jim laughed —
low and easy, a sound like water over smooth stones — and pushed on the oar, and the

raft turned a little, and the current took us, and we went.
(Mark Twain. “Adventures of Huckleberry Finn”)

BOOK

TEXT 19

The greenhouse in January was the only warm place left in the world, or so it
seemed to her, stepping in out of the iron cold of the garden — the sudden tropical
embrace of it, the dense, complicated smell of earth and roots and something green
and insistently alive, forcing itself upward through the dark season with a
stubbornness that was, she thought, either heroic or absurd, she could never quite
decide which. Glass walls. Glass ceiling. Outside, the frost had painted every surface

white and hard and final. In here: this green, breathing other world.

Her mother was at the far end, bending over a flat of seedlings with the total,
oblivious concentration she brought to every living thing except people. She did not
look up. The sound of her daughter's boots on the slate floor — that particular sound,

known and specific as a name — seemed to reach her from a very great distance.

"You should wear more than that in this weather,” her mother said, still not
looking up, touching a seedling with one careful finger as though testing a pulse. Her
hands in the soil were extraordinary — decisive, knowing, certain of what they were
doing in a way the rest of her never quite managed to be. “The cold doesn't bother
me,” said the daughter, knowing this was not what either of them was talking about.
A long pause. The seedlings between them, silent witnesses. “It should,” said her

mother. “It should bother everyone. That’s rather the point of it.”

She stayed longer than she had intended. She always did, in this place, in this
warmth that was borrowed from somewhere else and would not last. They did not

speak again of anything consequential — they moved around each other in the careful,
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practised choreography of two people who have said the important things and found
them insufficient, and have since made a kind of peace with the insufficiency, and
tend now to the plants, and to the small manageable tasks, and to the winter, which
waits outside the glass with all the patience of something that knows it will

eventually get in.
(Virginia Woolf. “Mrs Dalloway”)

BOOK
TEXT 20

He was sitting outside the café when | found him, in the last of the afternoon
light that came at a low angle across the square and made everything look older than
it was. He was drinking wine, the cheap local red that tasted of the earth here — heavy
and dry with an aftertaste of iron, like the country itself. He had been sitting there
long enough that the light had moved and he had moved with it, shifting his chair

without apparently thinking about it, the way old soldiers adjust to conditions.

The town square was quiet at this hour. A dog slept in the middle of the road.
Pigeons worked the cobblestones with their mechanical precision. Somewhere a
woman was calling a name from an upstairs window, over and over, without urgency,
in the way people call names they know will eventually be answered. He watched all
of it without expression. He had learned to watch things without his face giving
anything away. That takes a long time to learn and you never entirely want to know

what it costs.

“You look like hell,” I said, sitting down across from him. He looked at me with
those pale eyes that had seen too many things and had gone very quiet about it. “You
look fine,” he said. “Have some wine.” I poured from the bottle on the table. It was
almost empty. We drank. The light kept moving. “How long have you been here?” 1
asked. He thought about this as though it were a genuinely difficult question. “Since

before the good light,” he said. “Since the bad light.”
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We finished the wine and he ordered another bottle without asking me and the
waiter brought it and we drank that too, slowly, in the blue falling dark of the
evening. He did not talk about the things | had come to ask him about and I did not
ask. There is a kind of silence between men who have been in the same places that is
its own language — complete, precise, and requiring nothing. The dog in the road
woke up, stretched, and moved to a better spot. The woman stopped calling. The
square fills slowly with evening and the particular kind of quiet that follows when all

the day's things have been said and it is no longer necessary to say anything at all.

(Ernest Hemingway. “A Farewell to Arms”)

BOOK
BLOCK OF UKRAINIAN TEXTS

Text 1

Cren nexxaB Oe3MeXHUHN 1 pO3MEUYEHUM, K PO3TOPHYTA JOJOHSA BEJETHS, IO
JABHO BKe 3a0yB, JUIsl 4OTo MpocTaraB pyky. CoHIle CTOsIIO B 3€HITI — HE CBITUIIO, a
najguio, He TPUIo, a Kapajlo, NEPETBOPIOIOYM KOXKHY TPaBUHKY Ha MaJIeHbKUH
30JI0THH J1e30, 10 pi3aio odi. [loBiTpst TpeMTUIO HaJa 3eMIIel0, 1 B TOMY TPEMTIHHI
HApODKYBAJIMCA W TIOMUpaIM MPHUMapHI MicTa, o3epa, 0Opii — Bce Te, 4Oro He
ICHYBAJIO 1 1110 3/1aBajI0Cs HapeaIbHIIIUM Y CBITI.

Bnaneuunni, Tam, ne HeO6O0 TOpKaloCs 3eMJili 3 JIIHUBOK HDKHICTIO Oaiiay’koro
MOIUTYHKY, MasidiIll TEMHI IUIIMA — 94 TO XMapH, 44 TO KypsiBa BiJl TaOyHIB, YU TO
IIPOCTO 0OMaH 30py, AKOMY OUTbIIE HIKYAH OYyJI0 MOMITHCS B Miil mopokHedl. KoHukn
CTPEKOTaJu HEBTOMHO, HAMOBHIOIOUM CIIEKY CBOEK) HEBUIUMOIO MY3HKOK —
NIpiOHOI0, MOHOTOHHOIO, CXOXKOI0 Ha TYyMKY, IO OOEPTAETHCS MO KONy M HE MOXKE
BUPBATHUCH.

Crenn He o0insgB Hidoro i OpexaB mpo Bce. BiH OyB BojgHOYac BUIRHUM 1
VB'S3HEHUM — HAWMIMPIIUN MPOCTIp HA CBITi, B SKOMY JIOJWHA TMOYyBayia cebe
HaWTiCHINIIIIe, HalilcaMOTHillle, HaiiMeH1e. TUIbKK BITEp MaB TYT MPaABO roJIOCY, 1 BiH
TOBOPHUB JIOBTrO, 0€3 3yMMHKH, MOBOIO, SIKOi HIXTO HE BYHMBCS, aJie¢ SIKYy BCI KOJIHCH

3HaJIN.
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(Muxaiino Koyobuncoekuii. «Fata Morgana»)
BOOK

Text 2

Pyku B Hei Oynu He KiHOYI — BEJIMKI, BY3JIyBaTl, 3 TPILIMHAMH, B SKUX 3aCLIO0
CTUIBKHM 3€MJIi, 110, 3/1aBaJIOCS, BOHA 1 € TI€0 3eMJICI0, POCTO Haldysa JOJICHKOI
dbopmu. Ha o0nuyyi yac HamaioBaB Te, 10 HE BMI€ HAMAJTIOBATH JKOJEH XYI0KHUK,
— chpaBxHe, 0e3 Tpukpac 1 moOjaxok, 0e3 >XoaHoro 3aiiBoro mrpuxa. KoxknHa
3MOpIIKa Oyina OKpPEeMOIO TOBICTIO, 1 BCi pa3oM BOHHU CKJIAJaIH KHUTY, SIKYy MOXKHA

6y.]10 JIMIC YUTaTH, aJIC HEC MCPCIIUCATH.

Bona roeopusia Majo 1 moBUIbHO, BUOMPAIOYH CJIOBA 3 TAKOIO PETEIbHICTIO, HIOU
KOXXHE CJIOBO KOIINTYBajo i YOroch, 4Oro BOHA HE MOIJIa €001 J03BOJUTHU
MapHyBaTu. AJle KOJM TOBOpWJa — JIFoau MoBuaiu. He ToMmy, 1o BoHa roBopuia
I0Ch OCOOJIMBO MYJIpe, a TOMY, IO B ii TOJIOCI KHUJI0 IIOCh JABHE, IIOCH, 1110 CTapIIe

3a BCIX MPUCYTHIX Pa30M Y3STHX.

I Bce , KOJIM BOHA ycMiXaslacsl — piJIko, HECIIOiBaHO, HIOM caMa TUBYIOYHCH 13
IIbOTO, — IIJI€ 11 O0JHMYYSl CTaBajo IHIIMM: MOJOIIINM, TEILTIIINM, HIOM COHIIE
3aMIIO 32 XMapy 1 panToM BUUIIIO 3HOBY. B Tiff ycMimiii >kwita iHIIa XiHKa — Ta,

SIKOI0 BOHA OyI1a JI0 BChOTO, 110 cTajocs moTiM. Ta, sike 30eperiiocs B Hiil onpu Bce.

(Ilanac Mupnuu. «Xiba pegyms 8oau, AK ACAA NOGHI? »)

BOOK

Text 3

Becna npuiinia y ceio HEIOMITHO, SIK 3aBXK/IW, HIOM COpOM'S3IMBa TOCTS, IO
HE XO4Ye 3aiiBuil pa3 HaramgyBaTu mpo cebe. CrmodaTky — 3amax: MOKpOi 3eMili i
MOJIOZIO TpaBH, KOPIB 1 PO3KBITIINX BepO, UMY 3 XaT 1 YOTOCh IIe, HEBJIOBHOTO, IO
HE Ma€ Ha3BH, alie SKE O/pa3y BITI3HAEII 1 sIKe MIOPOKY 3Ma€Thcs HOBUM. [loTim —
3BYKH: )KaWBOPOHOK HAJl TIOJIEM, IO PicsS Bropy, SK MAJICHBKUHN IMIMAaTOYOK PaOIIiB,

BIIMYIIIEHUI HA CBOOOTY.
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Xartu noOuIIA 3aHOBO, HIOM 1 cOO1 BUPIIWIM MOYaTH crovatky. Caaku CTOSIIH
B I[BITY — MIHsBI, 0€3COPOMHO MUIIIHI, 3aMalllHl TaK, 110 aK TaMOPOYMIIOCS B T'OJIOBI.
JliTn BUOITIIM HAJBIp 1 HE 3HAIM, KyJU MOJITUCS Bl HAJJIUIIKY CBITJIAa i POCTOPY —
Oirajau mpocTo Tak, 0€3 METH, rajacyroud, 1 B IXHbOMY rajiaci BLIJIYHIOBAJIO IIOCh

OlbLIE 32 3BUYAHY TUTSAYY PaaiCTh.

Crapi moau cuauiM Ha Tpu3b0ax 1 TUBWIMCS Ha BCE 1€ 3 TUM BHPa30M, IO
OyBae TITBKH y YK€ CTApUX 1 Ty>Ke MOJIOJIMX — 3 BUPA30M JIFOJICH, 0 MepeOyBarOTh
3a Mexero ciiB. Becna noBepraniacsa. Bonu 3Hanu, 1o BoHa nmoBepHeThes. [ Bce ogHO
[opasy JIUBYBAIUCS — TUXO, PO ceOe, TUM AUBYBAaHHSM, IKOMY HEMA€E Jie TIOMITHCS 1

SAKE 3aJIMIIAa€ThCA BCCpC}II/IHi, SAK TCILIO.

(lean Heuyii-Jlesuyovxuii. «Katioawesa cim'ay)

BOOK
Text 4

['po3a migxommna 3 3axoqy — TEMHA, IOBHA, HEBIIBOPOTHA, SK BUPOK. Hebo
CTHIOYATKy I0Yaji0 YKOBTITH, MOTIM TO3EIEHII0 — TOH XBOPOOJIMBHIA, HENMPHUPOIHUN
3€JICHUM, 10 OyBae TUIBKM Iepe]] HaWCWIBHIMMMH OypsMH 1 SIKMA TpUpOja,
3MIA€THhCSI, BUKOPUCTOBYE SK OCTAHHE IOTICPE/DKCHHA. [ITaxy 3aMOBKIIM TMEPIIUMHU:

BOHH 3aBXJIH 3HAKOTD.

brnuckaBka po3spizana HEOO 3 TOW OE3IEPEMOHHOI0 TOYHICTIO, 3 SKOK HIXK
po3pizae xmib, — 1 HA MUTh OCBITHJIA BCE: TOJIE, JIIC HA OOpii, OIMHOKE JEPEBO, IO
CTOSJIO TIOCEpEeNl HIYOro, SIK MUTAHHS, MMOCTaBJICHE B HEMPaBUJILHOMY MicCIi. ['pim
MPUIIIOB TICHS — IIyXui, MEepeKaTHHUM, MO mepeOupaeTbes Bil 0Opit0 0 00pito,

HIOW HE MOE 3HAUTHU MICIIA.

Jlomr ynapuB panToBO W oApa3dy — HE IIOCTYIIOBO, a Bech 1 3pasy, 0e3
nonepeKeHHs i 0e3 BubadeHb. BiH MaB 3amax i cMak i TeMrneparypy, BiH MaB roJioc
— 1 11e#l roJioc 3ariyiuB yce. B HbOMy TOHYIM JyMKH U CJIOBa, 1 3QJIMIANIOCS TUIBKU
11e: JIOI, 3eMJIs, TEMHE IIajieHe Hebo, 1 MaJieHbKa JIFoIChka (irypa mocepes moJs, 1o
CTOITh 1 IMBUTHCS Bropy, HIOM HaMaraeThCs MOCh PO3TIICAITH KPi3b BOAY 1 TEMPSBY.
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(/lecs Ykpainka. «Jlicosa nicusy)

BOOK

Text 5

Can uporo poky CTOMUBCA paHille 3BUYaiiHoro. S10nyka naganu cami, 6e3 BITpY,
3 TJIyXAM, TOKipHMM CTYKOM, IO O3Ha4aB 3TOAY 3 TUM, IO Bce MHHAE. JIucTs
YKOBTIJIO HEPIBHOMIPHO — TYT 30JI0T€, TaM 1IIIe 3eJICHEe, Jaji BKe Maixke pyjae, — HiOu
KO’KEH JINCTOYOK cCaM BHUPIITyBaB, KOJU HOMY 4ac, i HE TOCIIIIaB BUKOHYBATH TYXKi

PO3MOPSIAKY.

[TaByTHHHS TUTMJIO TIOBITPSIM — TOHKE, MalXe HEBUAMME, 1 TUIbKH KOJA BOHO
NOTPAIUIUIO Ha O0IMYYs, JIOJIMHA 3TalyBalia, 1110 OCiHb YK€ TYT, BXK€ BCEPEIUHI IUX
THIB, Bke B MOBITpi. COHIIE CBITUIIO MO-OCIHHBOMY: OX0Y€, ajie¢ HEJOBro, — 3 TOIO
HIXKHOIO CTPUMAHICTIO, IO OyBa€ B JIIOJWHU, SIKa 3HAE: I[OTO HE IMOBEPHYTH, 1 TOMY

KOXHY MHUTH Tpe6a JaBaTH ITOBHICTIO.

VY caay B Taki AHI MOXKHA OYJI0 3aJMIIATUCSA TOJWHAMH — HIYOTO HE POOJISIYH,
HIKYJIM HE TOCIIIIAI0YH, TPOCTO AUXAIYH I[IUM MOBITPSAM, Y SKOMY OYyJI0 PO3UYHHEHO
IIOCh COJIOJIKE W CYMHE OJIHOYACHO, T¢ HCBUMOBHE, 110 HE Ma€ HA3BH W HE MOTpeOye
ii, 60 BOHO cTapimie 3a BCi CJIOBa, 1 JIFOJWHA TI3HAE MOTO HE PO3yMOM, a THM, IO

rJIHOIIIE 32 PO3YM.

(Muxaiino Koyoouncekuii. «Intermezzo»)

BOOK

Text 6
3uMa Tpuia 10 Tip paHimie, HDK y JOJWHU, — 1 MaHyBajla TYT i3 TIEIO
XOJIOJTHOIO BIIEBHEHICTIO, IO OyBa€ TUTBKU y CIpaBXHIX Tocrnoaapis. CHIr JiexkaB Ha

CXHMJIaX HE MyXHACTUM KUJIMMOM 13 Ka3KH, a BaXKHUM, 3JIe)KaHUM, CIpyBaTO-OUIMM —
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CHITOM, 10 NEPEKUB y>KE€ HE OJHY BUIJIUTY ¥ HE OJHY HOBY XypTOBHHY 1 BIANIOBIIHO

3arpy0iB, 3aTBEp/iB, HA0YB XapaKTepy.

CMmepekH MiJ] CHIrOM CTOSUIM HEPYXOMO, CTUCHYTI 1 BOJHOYAC T1AHI, — K JIIOJIH,
10 HECYTh BEJIMKHM TATAp 1 HE XO0UYTh, 100 1€ moMivaiu. Jlumie 3piaka, KoM BiTep
3ayilaB BEPXIBKY, CHIMOBA JaBMHA oOcUManacs 3 TUIOK 3 CYXHUM IIEPXOTOM 1 HaA MUTh
y TOBITP1 CTOSAJIO XMapKa APIOHOTO KPHUILNTAIEBOrO MUY, IO BHUOJMCKYBaB yciMa

KOJIBOPAMU TaM, Jie Kpi3b XMapH MPOPUBAIIOCS COHIIE.

Tuma Tyr OyJa MaTepianbHOW. Ii MOkHa OyJ0 BiuyTH Ha Bary, MoManaTy
pykamu. JKOZHOTO MTaxa, >KOJHOTO BITPY — TUIBKH JalNeKWd TYyJl JIABUHH JIeCh 3a
nepeBajoM, 10 KOTUBCS TOPaMH 1 3aBMHpPAB, 1 3HOBY KOTHUBCS. [ Opy 3MMOI0 cTaBaiiu
c0o00I0 OCTaTOYHO: 0€3 3eJIEHOI MacKyBaJIbHOT 0J1eKi, 6€3 MaJIbOBHHYOT'O OCIHHBOTO
30€HTEXEHHSI — TUIbKK KaM'sH1 XpeOTu, Oull cXuiau W Hebo, 1m0 He BHOaudasocs 3a

CBO€ cipe, KpH>XaHC MOBYaHH:I.

(lsan Dpanxo. «3axap bepxymy)

BOOK

Text 7

BoHna crosuta 6 piduku 3 TIE 30CEPeHKEHICTIO, 10 OyBae y IroAeH, sKi
HABYWIKMCS 3HAXOJAUTH B CAMOTHOCTI HE MOKapaHHs, a MPUTYJIOK. Boma Hecna mepen
HEIO JINCTS — JKOBTE W pyje, MOBUIbHE M IIBHJKE, — 1 KOXKEH JIMCTOYOK 3HUKAB 3a
ITOBOPOTOM 3 TaKOIO OE3BOPOTHICTIO, IO 33 HUMH XOTLIOCS JTUBUTHUCS JIOBro, HiOU B

Tilt 6€3BOPOTHOCTI KPUBCA SKUHCH YPOK.

BiTep rpas ii BoioccsaM 3 Tiero 06€31epEMOHHICTIO, IO JTO3BOJISIOTh CO01 TUTBKH
BiTep 1 yac. BoHa He BigmaxyBasiacs, He XOBaJlacs — CTOsJIA M TUBHWIACA, 1 B OYax Y
Hel KUJI0 IIOCh AYXKE CIOKIMHE W Jy)Ke cepio3He, Te, 1o OyBae B JIIOJWHH, KA

IIOMHO 3pO3yMia IMOCh BAXKIIMBE 1 11I€ HE 3HAE, IO 3 IUM PO3YMIHHAM POOHTH.

[ToTiM BoHa 0OepHyracsi — panToBO, HECMOAIBAHO, HIOM MOYYJa CBOE IM'd, X0ua
HIXTO He KiukaB. OOiuyysi ii B TOMY MOBOPOTI OYyJI0 BIIKPUTUM, O€33aXUCHUM,

KpacHBUM TIEIO KpAcoOlo, 110 HE MOTpedye HIUMMOro MIATBEPIKEHHS — IO ICHYE
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HE3aJIeXKHO B1J] O4eH, SIK1 Ha HEl JUBIATHCS, 110 € MPOCTO (HAKTOM, SIK piuKa, sIK OCiHb,

SIK JICHb, 1110 MMHAE.

(Onvea Kobunsancoxka. «3emisnn)

BOOK

Text 8

Mope BpaHIll HarajayBajlo IIOCh HE3aBEpIICHE — HIOM XYHOXKHUK pPO3MOYaB
poOOTYy, BIJIKJIaB NIE€H3EMb 1 MIIIOB, 3aJUIIMBIIM MOJOTHO MIXK JBOMa HaMipamu. He6o
i€ HEe BUPIMIWIO, SKOTO KOJIbOPY Oyze 1eil 1eHb, 1 MpoOyBaJio BC1 BIATIHKYU OJpa3y:
POXKEBUH 1 CipHiA, 30JIOTUM 1 XOJIOIHO-OJTAKUTHHM, — 1 Y BOJI1 BCE 1€ TIEPEMIIITyBaIocs,

B1OMBAJIOCS, CTABAJIO III€ CKJIQHIIINM, II[€ MEHII BU3HAYECHUM.

XBWI1 NPUXOJIUIN 3 TIIMOUHHM 13 TI€I0 HEBIABOPOTHICTIO, IO HArajaye JTUXaHHS:
HIKOJIM HE 3YMUHUTHCS, TIOKU *uBe. BoHu poszbuBanucs o6 Geper 6e3 3mocti il 6e3
nadocy — mpocTo poOMIIM CBOKO POOOTY, SKY MOYAIH 3aJI0BrO A0 MEPIIOi JHOIUHHA 1

Ky MPOJIOBXATh, HE MUTAIOYU HIYUHOTO JT0O3BOJTY, III€ TYKE JOBTO IICIIsI OCTaHHBOI.

B3nmoBx Oepera Wnuta camMOTHS IMOCTaTh — MalleHbKa Ha TJIi BCHOTO ITHOTO
BEJIMYE3HOro 1 Oe3mepeyHoro. 3ynuHMIacs, MigHsIa MOCh 13 MCKY, pO3AUBUTIACS U
KuHyJa Hazan. [lotim pymmia gami, 3a/IMIIar0du CIid, 10 MOpe, 3 MPUTAMaHHOIO
oMy BBIWIMBOIO OaiIy»ICTIO, HETAalHO MOYMHAJIO CTUPATH — HE TMOCHIMIAIYH, aje

HEYXWJIBHO, K yCe HalBa)KJIMBIIIIE.

(Muxona Xeunvosuii. «Cuniti 1ucmonaoy)

BOOK

Text9

Xara Ha Kparo ceya CTosia Tak JaBHO, 110, 37aBaj0Cs, YK€ HE JIIOIU TPUMAJH 1i,
a BOHA TpUMaJia JI0JIeil — CBOIMH TOBCTUMHU CTiHAMHU, CBOIM HU3BKUM CTEJICI0, CBOIM
3amaxoM UMY W TpaB'SsHUX HACTOIB, 110 MPOCOYMBCS B KOXKHY IIUIMHY M JKUB TYT
OKpPEMO BiJl YChOTO IHILIOrO, MEPEKHUB yKE HE OJHE TMOKOIIHHS 1 MEpPEKUBE IIE.

Hangeuip B Taki H1, KOJHM OCIHB YK€ 3p00OMIIa CBOE 1 3JIMIIINAIIA TUTBKHU TOJie i YecHe,
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BIKHA TOPUIM OCTaHHIM COHIIEM — TJTUOOKHUM, YEPBOHHUM, IO HE TPLIO BXKE, alie IIIe

HaMarajocs, HIOH 1o 3BHYIII.

Crapa cuaia Ha JaBl ¥ JuUBWIACAd HAa BOTOHb. PyKHM Jiexanu Ha KOJIHAX —
CHOKIMHI, BaXKi, LI PYKH, 10 3pOOMIN B CBOEMY KHUTTI CTUIBKM pOOOTH, IO B¥KE
Maju npaBo MoBuaTtd. OHYK NMPUUIIOB HEMOMITHO, SIK 3aBXKIU, — BIH YMIB XOJUTHU
TUXO, IIel XJIOTelb, Hau€ 3HaB, 10 TUIIA TYT BaXKJIUBIIIA 32 TOBIOMJIEHHS IIPO CBIH

OPUXII.

«babycro», — ckazaB BiH, 3yNUHSIOUNUCH MOCEPEANHI XaTH, — «s 3aBTpa imy».
Bona ne o6epnynacsa. Borons Tpimas. HaaBopi Bitep 4irsiBcst 10 crapoi s0ayHi 3
TIEIO BINEPTO-0€3pe3yIbTaTUBHOIO 3aB3ATICTIO, 3 KOO 1HO1 YIMJISIOTHCS JIFOJIA OJIHE
70 OJHOTO. «3Haw», — ckazaia BoHa. ['omoc OyB piBHuM. Takuil piBHUH, N0

CTpamaHoO. ((I[aBHO 3Haro. Hle TO,)Ii, SAK TU IICPCCTAaB 3allUTYBATH MCHC, IO JTyMaArO».

Bin migiiimos i ciB mopyd. JloBro MmoB4aiu. Borons onyckaBcsi, TEeMH1IO, 1 B Til
TEMpsIB1 XaTa cTaBaja II¢ MEHIIOIO, IIIe TEIUTIIIO, e OUIBII CX0KOK Ha Te, 3BIIKHU
HEMOJKJTUBO ITTH 1 KyJIH HEMOXKJIMBO HE TTOBEpHYTHCs. HapemTi BOHa ToKI1ajia CBOIO
cTapy pyKy Ha #oro Moyofy i ckasana — Tuxo, 6e3 J0KOpy, IPOCTO SIK MpaBay: «lmb.

Tinbku mam'sTaid, Mo Jopora J00MY 3aBXK/IU JIOBIIA, HIXK JOPOTa T'eTh. 3aBXIN.

( [lanac Mupnuu. «Xiba pegymu 601U, AK ACAA NOGHI?»)

BOOK
Text 10

ITone micist OUTBU Majo CBiM BIACHUM TOJOC — HE KPUKH, SKHX YK€ He OyIo, a
TUIITY, [0 TpHUIIIIa iM Ha 3MiHY 1 sika OyJa rydHimia 3a Bce, 1o nepeaysaino. Tyman
Jr HU3bKO, PIBHO, HAKPHUBIIM 3€MIII0 OO0 HEBAroMOIO KOBJPOIO, Il SIKOIO
XOBaJIOCSl BCE, IO TPANMWIOCA TYT, XOBAJIOCS TaK PETENBbHO, HIOW MPUPOJA BKE
B35JIaCh 3a CBOIO TOJIOBHY po0OOTy — 3a0yBaTu. TpaBa, mom'sita i TeMHa BiJ BOJIOTH,
nmoBoJi Bumpsamisiacsa. Kpyk Ha nanpHROMY MapKaHi JUBUBCA Ha BCE 1€ 3 TUM

BHUPA30M, 1110 OyBa€ TUIBKH Yy MITAXIB 1 1yXKe CTapuX JIIOACH.
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CaniTap i1I0B MK psiiaMu, HATMHAIOUKCh HaJ KOXHUM. BiH poOuB 1110 poOoTY
BXKE€ TaK JIOBrO, L0 PYKU HWOro iy caml — IIBHUJKO, TOYHO, O€3 y4acTi TOro, IO
MOTJI0O O Ha3MBaTUCS cepleM. AJie 1HOAl OCh BCE K TaKH IPOPUBAIOCH — SIKUHCH
Iy’K€ MOJOIUNA O0NMYYsl, SIKUHCh CTUCHYTHUH KyJIaK 13 3aCOXJIOIO KBITKOIO, — 1 TOJI
BIH 3YNUHABCS Ha XBWIIO W TUBHUBCS B HEOO, € TyMaH MOYMHAB pBATHCS U Kpi3b

HBOT'O IPOCTYNAJIO MIOCh OJ11/1€ i HEBIIEBHEHE, 1110 MOXKE CTaHE COHIIEM, a MOXKe i Hi.

«KuBuii?» — mouyyB BiH rojoc 300ky. Mojoauii conmar CTosB 3a TpU KPOKHU
— caM TIOpaHEHUM, 3 PYKOI, MPUB'SA3aHOIO0 N0 TUIA, aje Ha Horax. BiH nuBuBCS Ha
TOTO, IO JIe)KaB MDK HUMHU, 1 B O4aX Y HbOro OYyJO MUTAHHS, SIKOMY BIH IEe HE
HABUYMBCS HE 3a7aBatu Brojioc. CaHiTap He BiANOBIB 0/pa3y. BiH HarHyBcs, 3poOuB
T, 0 MOTPiOHO OyJI0 3poOUTH, 1 TUIBKHM TOJ1 MiABIB ronoBy. «Hi», — cka3aB BiH.

Onne c10BO, 1110 Ba)KUThH OLIbIIIE 3a BC1 1HIIII.

Conpnat kuBHYB. BiH 111€e He BMIB ClipyiiMaTH Ii€ Tak, K yMi€ caHiTap — sk ¢akT,
SK YacTUHY mei3axy. ['yOu Horo cTucimcs, i Ha MATh OOJUYUSI CTAJIO YK€ FOHHUM,
IUTSYUM MaiKe — TakuM, SKHUM BOHO, Ma0yTh, OyJO IIe piK TOMY, y SIKOMYCh
IHIIIOMY JKMTTI, JI€ Takl cioBa He icHyBajiu. [IOTIM BiH BAMXHYB, 1 IIOCh Y HHOMY
3aKPUJIOCS — THXO, HETIOMITHO, SIK 3a4MHSIOTBCS JIBepi, SKi OLIbIIE HE IJIAHYIOThH
BITUUHATHCSA. BOHM minum mami — KOXKEH y CBiM OiK, MO IbOMY TOJI, IO BXKE

OYMHAIIO 3a0yBaTH.

(Muxaiino Koyrobuncoxuii. «Tini 3a6ymux npeoxiey)

BOOK
Text 11

PuHOK y KOBTHI TymiB, SIK J>KUBHH, — THUCAYECIO TOJOCIB, THUCSYCIO 3aIaxiB,
TUCSYCIO0 KOJBOPIB, MO 310panmucst CIOAW 31 BCIX KIHIIB MOBITY W MepeMilIanucs B
OJIMH BEIMKHUI CTPOKATUH KIYOOK, 13 SIKOTO ToJi OYyJIO M0-HEOYb BUTITTH OKPEMO.
apOy3u nexamu ropaMd — >KOBTI, OPAaHXKEBI, JEAKI Mail’Ke YepBOHI — BaXKl U
3a/10BOJIEHI c00010, fAK KyMii Mmicias Baajoro Ttopry. S0myka Ha poroxax

BUIIPOMIHIOBAJIM COJIOJKUW THUJIKYBATHH AyX, 10 MIIIABCS 3 TyXOM KOHEH, 1UOyi,
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CBDKOr0 xJ1i0a ¥ JIIOJCHKOrO MOTY B IIOCh TaKe 0COOJMBE, 1110 MAJIO HAaBITh HE Ha3BY

— IPOCTO 3anax 0a3apHOro AHs, OUIbIIE HIYOTO.

Opnapka 3’siBUjIacsl paHO — paHille 3a BCiX, K 3aBX1U, 00 Miciie Tpeba 3alHATH,
MOKU I1ie € Micil. BoHa po3kiiana cBo€ - KamycTy, Oypsikd, My4Kd CyXoi M'STH — 3
TI€I0 JOMOBUTOIO TOYHICTIO, 1[0 BUPOOJISIETHCS 32 POKU 1 BXKE€ HE MOTpeOye TYMKH:
pyku cami 3Hanu, mo kKyau. Cycinka ['opnuHa migiiinuia, He 3alMMTaBIIH, 1 OYaia
pPO3KIaJaTH MOPYY CBOI TOPUIKM 3 TaKOK MPHUPOAHICTIO, HIOM BOHU JOMOBUIIUCS

BYOpA, XO4a HIXTO HIYOTO HE Ka3aB.

«ITouim O6ypsiku?» — cnutana ['opriuHa, HEe AUBISYHUCH. «A TTOYIM TBOT TOPIIKHU ?»
— BignoButa Opapka. lle Texx He moTpedyBaio BIANMOBIAI — BOHM BXE 0arato pokiB
TOPryBaJIM MOPYY 1 POSMOBIISUIA OTaK, MATAHHAMH Ha MUTAaHHS, 1 OOMJBI 3HAIHU, IO
IIe HE CyNepeyka, a MPOCTo CIocid OyTH Mopyd, HE BU3HAIOUM 1HOTO BiAKpUTO. bazap
IIyMiB HAaBKOJIO HUX, SIK pika HaBKOJIO JBOX KaMEHIB, 1110 JaBHO MPUTEPIUCS OJHE 10

OJIHOTO.

Jlo 06imy posmponanucs maibke Bce. Omapka mepeB’si3alia MOPOoXKHI KOMIUKH i
Ccilla TIeperovnTH, 1 panToM Bigdysia Taky BTOMY, IO 3IMBYBaJacsi — HE TOMY IO
BTOMa OyJia HECIO/AiBaHa, a TOMY IO TUTBKH 3apa3 103Bojuia cobi i BimuyTu. CoHIle
BUMIILIO 3-32 XMap 1 yAapwio B 04l — Mi3HE, OCIHHE, O3 TEIUIa, ajie Take SICKpaBe, 1110
BECh PHHOK Ha MUTh CTaJI0 CXOXXHM Ha IIOCh IIy’)KE€ KpacuBe, MaibKe HepealibHE.
«lobOpuii nens BumaBcs», — ckazana ['oprnmua, 30mpatoun pemtku. «Ta i yci nHi

n00pi», — Bignosina Omapka, 3aruiONIy0un 04i TpoTu CoHI. «Iloku €.

(lean Heuyii-Jlesuyovkuii. «Katioawesa cim'sy)

BOOK
Text 12

Bonu nipuixanu micis 06ixy — IBO€, MICHKI, 3 Balli3aMH, 110 BUTJISLAAIH 3aHAATO
HOBHUMH JIJIs IIUX JOpir. MammHa 3ynuHUIachk OUTS XBIPTKH M ACAKHN Yac MPOCTO
cTosijia, HIOM ¥ cama Baranacsa. HagBopi OyJio Bke Mo-OCIHHBOMY PI3KO — BITEP HIC 13

MOJIsl 3amax MOKpPOi 3eMJll ¥ 4Ooroch MaJ€HOTO, AAJEKOoro, 1 sOJyHsS HaJl THHOM
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KHJQJIach pEHITKaMHM JIUCTS 3 TOK HEPBOBOIO WIEAPICTIO, 3 SIKOK JIOAU 1HOMII

pPO34ar0Thb TC, 110 BCC OHO BKC HC BTPUMATH.

['ocniopap BuiiiioB cam, 0e3 kBaiy. BiH JUBHBCS Ha HUX B OPOTY — CHOKIIHO,
K JUBJISITBCS HA MOTOAY: HE BOpOXeE, aje M 0e3 HaaMipHOi pamocti. Momoamuii 3
rocrel — XJIONelpb POKiB TPUALSTH, 3 TUM BUPA30M JIFOJMHH, sIKa 3BUKJIA BUPILIYBAaTH
MUTaHHS IIBUAKO — 3pOOMB KPOK yrepes 1 MOCMIXHYBCS TIEIO YCMIIIKOIO, IO

TOTYETHCA 3a3z[aneriﬂb.

«1oOpuit nenp. Mu Tenegonysanuy». ['ocnofap KMBHYB, HE PyLIalOYd 3 MICIIS.
«TenedonyBanu», — mnoroguBcs BiH. Ilayza. Birep. A6nyns. «Mu aymanu
MEPETOBOPUTHU TPO 3E€MIIIO», — CKa3aB TiCTh, 1 TOJIOC Y HbOT'O CTaB TPOXHU THUXIIIUM,
HIOM BIH caM BIJYYyB, IO CJIOBO II€ TYT Ba)XUTh OUIbINE, HDK BiH PO3pPaxOBYBaB.
['ocriogap moMBHBCS MOB3 HHOTO — TY/IH, JI€ TI0JIe TTIOYMHAIOCA 0/Ipa3y 3a FOpoJIOM 1
TATHYJIOCHh @ J0 TEeMHOI JIIHIi JIiCY Ha TOPU30HTI. «3eMJIsl HE MPOJAETHCA», — CKa3aB
BiH, HapemTi. He 310. [IpocTo sik mock, 1m0 He MOTpedye MOSICHEHD, K MOroja, siK

BJIACHE IM'4.

BoHu m1e cTosii XBHJIMHY — TOCTI ¥ TOCHonap, — i MK HUMH JIEKalI0 IIOCh
Take, YoMy He OyJIO Ha3BM Ha iXHIM MOBI, aJie 10 T'OCTIOIap HOCUB Yy cO01 BCE CBOE
KUTTS 1 3HAaB Ha JOTUK. [loTiM MONOAIMINIA KMBHYB, CKa3aB I[OCh BBIWIMBE, 1 BOHH
MOBEPHYJIMCS 0 MamuHu. ['ocrioap TUBHBCS, SIK BOHU Bi DKKalOTh, 1 HE BIIUyBaB
HI TpiymMdy, HI KAl — TUIBKA 3BUYHUN BaKKHM CHOKINA JIOJWHU, SKa CTOITh Ha
CBOEMY i1 He 30UpaeThes HiIKyau WTU. SI0MyHs CKUHYJA 1Ie OHY TUIKY JUCTS. 3eMJIs

MPUKHSAIA X MOBUYKHU.

(Onvea Kobunsancoka. «3emnsiy)

BOOK
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TEST PRACTICE
| LEVEL

Task: choose the best variant a, b, c, d:

1. The types of stylistics are ...
a. Stylistic semasiology, stylistic phonetics, grammatical stylistics.
b. Stylistics and phonetics, stylistics and lexicology, stylistics and grammar.

c. Linguo-stylistics, communicative stylistics, coding stylistics, contrastive
stylistics.

d. the official and business communication, the scientific prose, and the
newspaper style.

2. Dialectal words, terms, slang, colloquial, foreign words are the subject of
investigation of...

a) lexicology and grammar

b) lexicology and morphology

¢) grammar and morphology

d) lexicology and stylistics

3. Define the functional style of a given passage of text:

“Intel Creative Advertisement: This is Intel Optane technology which is an all-new
premium class of memory that can change the ways we build and use computers.
The Intel Optane technology provides an unparalleled combination of high
throughput, low latency, high quality of service and high endurance ...”

a) publicistic style
b) belletristic style
c) scientific style

d) newspaper style

4. Indentify the stylistic device used in the example: | could sleep for a year.
a) litotes

b) antithesis

C) metaphor

d) hyperbole

5. Which stylistic device is used in the example: Hollywood. (For US Cinema.)
a) ellipsis
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b) alliteration
¢) hyperbole
d) metonymy
6. Fill in the gap with a proper term: The basic communicative function of the

... style is to inform people about all kinds of events and occurrences which
may be of some interest to them.

a) newspaper

b) scientific

¢) publicistic

d) official

7. The language of emotive prose is extremely diverse. Most of the books
contain the authors' speech and the speech of ...

a) instrument

b) headlines

c) protagonists

d) belletristic

8. .. investigates stylistic systems of two or more languages in comparison.
a) Decoding stylistics

b) Linguo-stylistics

¢) Coding stylistics

d) Contrastive stylistics

9. Grammatical stylistics is the science of...

a) expressive layers of vocabulary

b) stylistic devises or tropes on all layers

C) expressive sound organization patterns

d) expressive morphological and syntactic units

10.Which stylistic devise is a direct comparison?
a) Simile

b) Allusion

c) Litotes

d) Epithet
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11.An ... is a figure of speech that combines incongruous or contradictory
terms.

a) Oxymoron
b) Metonomy
c¢) Allusion

d) Parcelling

12.Types of irony are ...

a) comedian, protagonistic, belletristic

b) verbal, dramatic, situational

c) rhetorical, elliptical, climatic

d) poetic, prosodical, dramatic

13.Indentify the type of the stylistic device used in the example: Peter Piper
picked a peck of pickled peppers

a) assonance

b) parallelism

c) alliteration

d) antonomasia

14.Indentify the type of the stylistic device used in the example: The software
included a Trojan Horse

a) metaphor

b) simile

c) allusion

d) epithet

15.Indentify the type of the stylistic device used in the example: The mediocre

teacher tells, the good teacher explains. The superior teacher demonstrates. The
great teacher inspires

a) inversion

b) parenthesis

c) parallelism

d) antonomasia

16.Indentify the type of the stylistic device used in the example: Lacy can do
something about the problem, but I don’t know what (she can do.)

a) litotes
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b) rhythm
c) ellipsis
d) rhyme
17.Indentify the type of the stylistic device according to the definition: -

the repetition of the same unit at the beginning and at the end of the same
sentence (a ..., ... a)

a) making

b) bulling

c) framing

d) climbing

18.Indentify the type of the stylistic device according to the definition: __ -an

attributive word, phrase or even sentence employed to characterise an object by
giving it subjective evaluation

a) irony

b) zeugma

c) epithet

d) climax

19.Indentify the type of the stylistic device according to the definition: -

the use of a word or term that has recently been created, or has been in use for a
short time

a) metonymy

b) oxymoron

c) neologism

d) archaism

20.Indentify the type of the stylistic device according to the definition: -
phrasing which can have two meanings

a) neologism

b) hyperbole

c) ambiguity

d) metonymy

21.Indentify the type of the stylistic device used in the example: Gabriella

stepped out into the corridor on trembling legs, and turned to look at Mother
Gregoria for one last time, as tears ran down her cheeks in rivers.
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a) metaphor

b) repetition

¢) hyperbole

d) epiplexis

22.Indentify the type of the stylistic device used in the example
instead of: That's good/great.

a) epithet

b) syntax

c) litotes

d) ellipsis

23.Indentify the type of the stylistic device used in the example
impacted by pollution? Everyone.

a) antonomasia

b) euphemism

c) anthypophora

d) aposiopesis

24. Indentify the type of the stylistic device used in the example
to power. Power leads to control. Control leads to victory."

a) tautology

b) metonomy

c) anadiplosis

d) alliteration

25.Indentify the type of the stylistic device used in the example
fingers weary and worn..."

a) stylistic climax

b) stylistic epiplexis

c) stylistic inversion

d) stylistic repetition

26.1ndentify the type of the stylistic device used in the example
belongs to the crown

a) oxymoron

b) allusion

: That's not bad

: Who is

. "Strength leads

: “With

: The land
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C) metonymy

d) metaphor

27.Indentify the type of the stylistic device used in the example: This is the
worst day of my week, my month, my life!"

a) syntax

b) lototes

¢) climax

d) ellipsis

28.Indentify the type of the stylistic device according to the definition: __ - use
of understatement, usually to diminish the importance of something

a) simile

b) irony

C) meiosis

d) humour

29.Indentify the type of the stylistic device used in the example: It was the best
of times, it was the worst of times

a) hyperbole

b) parenthesis

C) antithesis

d) allusion

30.The most traditionally accepted functional styles are the style of official

and business communication, the style of scientific prose, ...style, the
publicistic style, the belletristic style, the conversational style.

a) popular
b) journal
C) magazine
d) newspaper

LEVEL 11
TASK: fill in the gap with the proper term or the name of the stylistic device
(figure of speech):

1. Is a branch of linguistics which deals with expressive resources and
functional styles of a language.
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2. "Little by little, bit by bit, and day by day, and 'year by year the baron got the
worst of some disputed question.” (Dickens)

3. If we had no winter, the spring would not be so pleasant; if we did not
sometimes taste of adversity, prosperity would not be so welcome. (Anne

4.
S.

6
7
8.
9

Bradstreet).

Is he working now? — No, he is between jobs

I know a little about running a company (a successful businessman might

modestly say)

: The land belongs to the crown

: | closed the door, and my stubborn car refused to open it again

Connor, Amy's boyfriend, bought the tickets

: Pick up a Penguin

10. __ She broke his car and his heart

1.

LEVEL 111
Task: match the terms with their definitions or proper examples:

Stylistics is a branch of linquistics
which deals with

expressive means, stylistic devices

Phonostylistics deals with...

expressive resourcers and functional
styles of a language.

The field of literary stylistics is

colloquial language

A form of the spoken variety of
language is called

sounds, intonation and rhythmic
patterns as expressive means and
stylistic devices

mumbling language

2. Match the examples with proper stylistic devices:

Truths are first clouds, then rain, then | Metonymy
harvest and food
The land belongs to the crown. Parallelism
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The mistakes of the fool are known to | metaphor
the world, but not to himself. The
mistakes of the wise man are known to
himself, but not to the world. (Charles
Caleb Colton)

Simile

3. Match the examples with proper stylistic devices:

My friend is as good as gold Oxymoron

| think we have slightly different Ellipsis
opinions on this topic. (instead of: |
don't agree with you at all.)

Open secret Understatement

She can help with the housework; Simile
Nancy can, too.

metaphor

4. Match the examples with proper stylistic devices:

Passed away. Irony

The two identical twins were arguing. | Personification
One of them told the other: "You're

ugly"

The flowers nodded their heads as if to | Euphemism
greet us.

I’1l wash my hands of it. Hyperbole
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He's filthy rich. He's got tons of Allusion
money.

5. Match the registers with their examples:

"Sweetheart, time to wake up! Casual
Mommy made your favourite

pancakes!"

a letter to a friend Frozen

The teacher giving a lecture to the Intimate
students

Quotations from the Bible Consultative

6. Match the examples with proper stylistic devices:

Splatter-pitter, whose-those-these, Alliteration
first, last or list, whose ideas were
those? These are better!

Dad, mad and sad Set, / met and get/ | Consonance
Pool, cool and blue / The swimming
pool is cool and blue

I cannot go to school today, / said little | Assonance
Peggy Ann McKay. / | have the
measles and the mumps, / A gash, a
rash and purple bumps

"Deep into the darkness peering, long | | End-rhyme
stood there wondering, fearing,
doubting, dreaming dreams no
mortals ever dared to dream before"

Oxymoron
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GLOSSARY

GENERAL TERMS

Stylistic phonetics studies the style-forming phonetic features of sounds and
peculiarities of their organization in speech.

Stylistic morphology touches upon the stylistic potential of grammatical forms
and grammatical meanings peculiar to particular speech types.

Stylistic syntax investigates the style-forming potential of syntactic constructions

and peculiarities of their usage in different speech types.

LEXICO-SYNTECTICAL STYLISTIC DEVICES

Rhetorical question is an inquiry that ends in a question mark but is asked for effect
rather than to elicit an answer, ex. I[llonena sanvc... Hy xmo ne 2pas iioco i xmo ne
cayxag?
Types:
1. Anthypophora (hypophora), involves asking a question in order to
answer it immediately.
2. Epiplexis is a rhetorical device in which one asks a question in order to
admonish (moxopsiti) rather than receive an answer. This figure of speech is
meant rputo chide (kapraru, nokopsiti) and convert those who either hold an
opposing or neutral perspective on a point.
3. Erotesis positions the question in a way that provokes a strong reaction,
either in agreement or rejection. However, this type of rhetorical question
typically provokes a negative response.
Stylistic Inversion aims at attaching logical stress or additional emotional colouring
to the surface meaning of the utterance.
Repetition as a stylistic device is a direct successor of repetition as an expressive
language means, which serves to emphasize certain statements of the speaker, and so

possesses considerable emotive force.

131


https://www.grammarly.com/blog/question-mark/

Climax is an arrangement of sentences (or of the homogeneous parts of one sentence)
which secures a gradual increase in significance, importance, or emotional tension in

the utterance. "It was a lovely city, a beautiful city, a fair city, a veritable gem

(cnpasdicns nepauna) of a city”.

Types:

1. Logical climax is based on the relative importance of the component parts
looked at from the point of view of the concepts embodied in them.

2. Emotional climax is based on the relative emotional tension produced by

words with emotive meaning. "It was a lovely city, a beautiful city, a fair city,

a veritable gem (cnpasocns nepauna) of a city"'.

3. Quantitative climax is an evident increase in the volume of the

corresponding concepts. "They looked at hundreds of houses; they climbed

thousands of stairs; they inspected innumerable kitchens".

Anticlimax is a figure of substitution that consists in arranging the in utterance so that
each subsequent component of it should decrease significance, importance or

emotional tension of the narration. The tragedy of old age is not that one is old, but

that one is young (Wilde).

Antithesis is a good example of a lexico-syntactical stylistic device: syntactically,
antithesis is just another case of parallel constructions. But unlike parallelism the two

parts of an antithesis must be semantically opposite to each other: **If we don't know

who gains by his death we do know who loses by it".

PHONETIC EXPRESSIVE MEANS

Onomatopoeia is a combination of speech sounds which aims at imitating sounds
produced in nature (wind, sea, thunder, etc.) by things (machines or tools, etc.), by

people (singing, laughter) and animals, ex. ding-dong, burr, bang, cuckoo.

Onomatopoeia is when a word imitates the sound it represents, like "buzz™ or
""hiss."” It can also refer to words whose sound suggests their meaning.

For example: "The snake hissed as it slithered through the grass".

132



Rhyme is the repetition of identical or similar terminal sound combination of words.
Rhyming words are generally placed at a regular distance from each other.
Types:

Full: "sky" and "high"; "skylight" and "highlight"

Incomplete: worth - forth, tale — tool, treble - trouble; flung - long.
Types:

End - rhymes, syllabic rhymes, tail rhymes, or masculine rhymes occur in
poetry when the ending syllables in a word of a poem rhyme, ex. | cannot go to
school today, said little Peggy Ann McKay. | have the measles and the mumps, A
gash, a rash and purple bumps. (Silverstein, S. (1974). Sick. In Where the Sidewalk Ends.

Harper & Row.)
Eye rhyme — more about the spelling of a word than the sound of it. When

reading, words that look like they should rhyme but don't when spoken are eye

rhymes, ex. Come and home, Loves and moves, Enemies and flies.

Triple rhyme — the similarity of one stressed syllable followed by two

unstressed syllables: magnanimity — sublimity.

Full-double (broken) rhyme — made by separate words, ex. bound me — around

me.
Alliteration is a phonetic stylistic device which aims at imparting a melodic effect to
the utterance. The essence of this device lies in the repetition of similar sounds, in
particular consonant sounds, in close succession, particularly at the beginning of

successive words, ex. "Deep into the darkness peering, long | stood there wondering,

fearing, doubting, dreaming dreams no mortals ever dared to dream before" (E. A.
Poe).

Assonance occurs when repeated vowel sounds are close to each other in words: ex.

Dad, mad and sad.

Consonance in rhyme occurs when two or more consonants are close; instead of

vowel sounds, it's consonant sounds, ex. whose-those-these.
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Rhythm is a metrical movement determined by various relations of long and short
(accented/unaccented) syllables. It is a measured flow of words and phrases in prose
or verse.

Types:

lambus — two-syllable foot with accent on the second syllable, ex. CanOk

pumHEBMI kKOm10 XAt Xpviil Hag sBUmaIMu ryayThb.

Horey — the first syllable is stressed, ex. MAew kplina, mAer cHy.

SYNTECTIC STYLISTIC MEANS

Ellipsis is the omission from the syntactical construction of one or both principal
parts. Missing parts are in the context, and the situation may imply them.

Aposiopesis is a break in speech while the thought is not completed, caused by the
speaker's inability or unwillingness to speak to finish the utterance; it shows omission
or a pause in a sentence, eX. Umm... I'm not sure.. Sam, I'm very sorry... I hope you
can forgive me.

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

phenomenon.London, ex. Fog everywhere.

Asyndeton s a literary device that excludes conjunctions (and, or, but, for, nor, so,
yet) to add emphasis). It's when you list things without using connecting words,
making it sound faster and more intense. “Veni, Vidi, Vici”. “I minoku wiym
oanekozo npubor — depesa, moou, eyauyi, mocmu...” "He was a bag of bones, a
floppy doll, a broken stick, a maniac." - Ray Bradbury, Fahrenheit 451. "Work hard,
play hard, live well."

Repetition is the reiteration of recurrence of the word or phrase to identify specific
parts of the sentence.1) Consecutive contact repetition of sentence parts and separate
sentences [onosa na conomy Xunumocs, xuiumecs, xuaumscs 2) Anaphora — the
repeated word or word-combination is at the beginning of each consecutive syntactic

structure. Illacms ne emiwanocs y cepyi, wacms pospusano 2pyou.3) Epiphora — the
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repeated unit is placed at the end of each consecutive syntactic structure. Bona
xomina ycumu! Iosunna 6yna xcumu!d)Framing or ring repetition — the initial part

of a language unit is repeated at the end of this unit_ max i 3uas, wo eéu 3abyoeme

npunecmu knuey. A max i 3nas! 5) Anadiplosis or Catch Repetition — a device in

which the last word or phrase of one clause, sentence, or line is repeated at the
beginning of the next, or, in other words, the final component of a syntactic structure
Is repeated at the beginning of a sequential syntactic structure. They laughed. They
laughed because he could not find Tommy Flynn. 6) Chiasmus (reversed parallel
construction). In such syntactic structures there is a cross order of repeated language
units. Jlroou icHyIOTb B ¥aci, a 4ac iCHY€ B JHOOSX.

Enumeration — is a variety of repetition. It is a repetition of homogeneous parts of
the sentence used to raise the expressiveness and informativeness of speech. Haw
CUHBO-JICOBMULL NPANop, AKUU nepedasaiu 5K ecmagemy 3 pyk 00 pyK KusHu U
NIbBI8 SIHU, KpUMUAHU U XapKie saHu, nobysas na Mononani, Envopyci, Manacny. Xioa
ye He 00OKA3 HAUWLOT €OHOCMI?

Tautology is a literary device used by writers to say something more than once, using
the same words or synonymous words. Memopiarena nam’smra, Tpusanicme
Hauwo2o HasuaHHs 6 YHigepcumemi mpusae 1 20.20 x6. AominicmpamusHuu
MEHeOAHCMEHM.

Polysyndeton means a repetition of conjunctions in close succession which are used
to connect sentences, clauses, or words and make the utterance more rhythmical. In
most cases the conjunction and is repeated. | know a little of the principal of design,
and | know this thing was not arranged on any laws of radiation, or alternation, or

repetition, or symmetry, or anything else that | ever heard of . (Ch. P. Gilman).

Aposiopesis is a break in speech while the thought is not completed, caused by the
speaker's inability or unwillingness to speak to finish the utterance. My God, if the

police come, find me here..
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Parcelling is a deliberate break, splitting the sentence structure into two or more
isolated parts, separated by a pause and a period. Ak epato i ne cayxaro, suxooums
wocw inmepecte-inmepecte... I kpacuse!

Parenthetical clauses — Parenthesis is a word, phrase or clause put into a sentence
which is grammatically complete without the insertion. Some foods, sugar for

example, are not good for us.

STYLISTIC INVERSION

Word-order is a crucial syntactical problem in many languages.

Stylistic inversion aims at attaching logical stress or additional emotional colouring
to the surface meaning of the utterance. Therefore a specific intonation pattern is the
inevitable satellite of inversion.

Inversion is a literary device, refering to the reversal of the syntactically correct
order of subjects, verbs, and objects in a sentence. This type of inversion is also
known as anastrophe. Tomorrow will come the decision.

Detachment (siooxpemnenns) is a stylistic device based on singling out structurally
and semantically a secondary member of the sentence with the help of punctuation:
dashes, commas or even a full stop. Mapma pesnysana Aumona. Ynepmo, 3zamaenno,

CUNbHO, 00 6CIX i 00 8cbozo (M. Koyiobuncovkuil).

SEMASIOLOGY

Hyperbole is the use of a word, a word-group, or a sentence that exaggerates the real
degree of a quantity of the thing spoken about. Oxean cops 1 criz mpusanoi sitinu.
Understatement (meiosis) involves any minimization of something: lessening,
weakening, underrating, reducing the real quantity of the object of speech. | was half
afraid you had forgotten me.

Litotes is a specific variety of a deliberate understatement consisting in expressing
the lessened degree of a thing's quantity by negating an antonym. He is not a coward.

He is brave.
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Metonymy is applying the name of an object to another object in some way
connected with the first. The kettle is boiling. The maid was cleaning silver. A fleet of
50 sails.

Metonomy (unlike metaphor) uses figurative expressions that are closely associated
with the subject in terms of place, time or background. The figurative expression is
not a physical part of the subject, however.

- Examples from English Literature:

- "The crown issued a decree."
- "The White House released a statement."
- "The pen is mightier than the sword."

- "She dreamed of making it big in Hollywood."

- Examples from Ukrainian Literature:

- "Kuig yxsanue Hosuti 3akon."
Hq : "
- epeona Pyma 36yuumo Ha 6cix ceamax.

- "lanuuuna crasumscs ceoero 2ocmunnicmio.”

Euphemism is a particular kind of periphrasis. It is a roundabout description of a
thing considered too fearful, unpleasant, hush, blunt, or rude to be named. He decided
to join the majority.

Metaphor is a transfer of the name of an object to another object based on similarity,
likeness, and affinity of the two objects. Tess at this time of her life was a vessel of
emotions. Between them ran a river of indifference. He listened hungrily.
Personification is a particular case of metaphor. It consists in attributing life and
mind to inanimate things, ascribing a phenomenon qualities, feelings, and thoughts of
a human being. Slowly, silently, now the moon walks the night in her silvery shoes.
Thick cunning played on her face, had no fun there and went somewhere else — a very

intricate way of describing a lady.
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Epithet is an expressive means based on the interplay of emotive and logical
meanings in an attributive word, phrase, or sentence. He looked at them in animal
panic. He was look-before-you-leap sort of man.

Allusion is a brief reference to some literary, biblical, mythological, everyday facts or
historical event commonly known to the reader. The rise in poverty will unlock
Pandora's box of crimes.

Antonomasia is the use of the name of a historical, literary, mythological, or biblical
personage applied to a person whose characteristic features resemble those of the
well-known original. The Byron of our days. He is the Napoleon of crime.

Irony is a transfer based upon the opposition of the two notions: the notion named
and the notion meant. This naturally led to some pleasant chat about... fevers, chills,
lung diseases, ... and bronchitis.

Simile is an explicit statement concerning the similarity, the affinity of two different
notions. That fellow is like an old fox. She sings like a nightingale.

Zeugma is a simultaneous realization of two meanings of a polysemantic unit.
Zeugma is when a word is used to modify or connect two other words in a sentence,
but applies to each of them in a different way. Everything was short, including
tobacco and people's tempers."He packed his bags and his dreams.” "She lost her
dog and her patience.”

Oxymoron consists in ascribing a property to an object incompatible, inconsistent
with that property. The silence was louder than thunder.

Oxymoron — a sentence or phrase with two opposite or contradicting words. The

chair is pretty ugly. He is seriously funny! The food was awfully good.
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