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I. Введение
Курс стилистики английского языка посвящен анализу текста как языковой и речевой единицы, обладающей специфическими чертами в организации своего содержания. Дисциплина изучается в VII и VIII семестрах и состоит из лекционных и практических занятий. Лекционные занятия посвящены систематизации теоретических аспектов стилистики английского языка. На практических занятиях у студентов углубляется знание лекционного курса, формируются умения комплексного лингвостилистического анализа текстов, относящихся к разным функциональным стилям. Курс расширяет лингвистический кругозор студента, способствует дальнейшему формированию практических навыков владения языком, а также дает возможность для самостоятельной научной работы студентов. 

Основной целью дисциплины «Стилистика английского языка» является ознакомить студентов с основными теоретическими вопросами стилистики современного английского языка, выработать навыки стилистического анализа конкретного языкового материала, научить выявлять языковые средства передачи различной информации, определять черты стилей современного английского языка, их функции и возможности.
Задачи курса:
- познакомить студентов с понятиями выразительных средств языка и стилистических приемов, раскрыть их взаимосвязи и функции;
- дать стилистическую классификацию словарного состава английского языка; 

- раскрыть фонетические, лексические и синтаксические особенности выразительных средств и стилистических приемов; 

- описать функциональные стили современного английского языка; 

- описать стиль языка художественной литературы (проза, поэзия, драма); 

- охарактеризовать стиль официальных документов и его разновидности; 

- научить студентов применять полученные теоретические знания при лингвистическом анализе текста - от понимания художественного текста и объяснения к передаче теоретически обоснованного впечатления о нем аудитории;
- изучить на наглядных примерах специфические свойства различных категорий стилистических единиц, направленные на углублённый анализ их функций и проявлений в связном тексте;
- способствовать развитию эстетического вкуса и эмоциональной восприимчивости студентов, т.е. высокой культуры чтения художественной литературы.
Студенты, успешно завершившие изучение курса, должны: 
- обладать теоретическими знаниями о стилистических средствах языка;
- знать общие принципы стилистической организации устной и письменной речи;
- знать специфические свойства различных стилей английского языка;
- знать общие закономерности, формирующие тот или иной функциональный стиль;
- уметь комплексно анализировать художественный и публицистический текст;
- уметь определять стилистические приемы и средства, а также их функции в тексте;
- уметь выделять характерные экспрессивно-стилистические маркеры, относимые к различным уровням языка;
- уметь относить текст к тому или иному функциональному стилю;
- уметь выделять и определять важнейшие стилистические средства, формирующие данный функциональный стиль.
Ниже представлены предшествующие дисциплины, которые необходимо изучить студенту для успешного освоения материалов дисциплины «Стилистика английского языка»:
- теоретическая и практическая фонетика; 
- теоретическая и практическая грамматика; 
- лексикология английского языка; 
- история английского языка; 
- введение в языкознание.
Для изучения таких дисциплины, как «Культура речевого общения», «Аннотирование и реферирование» студенту понадобятся знание материалов данной дисциплины. Их изучение предусмотрено государственными требованиями к минимуму содержания и уровню профессиональной подготовки, на базе данной дисциплины в будущем, а также подготовки к сдаче итогового междисциплинарного экзамена по английскому языку и к защите выпускной квалификационной работы. 

II. Объем дисциплины и виды учебной работы
	Вид учебной работы
	Всего часов
	Семестр

	
	
	7
	8

	Общая трудоемкость дисциплины
	70
	36
	34

	Аудиторные занятия
	70
	36
	34

	Лекционные занятия
	38
	20
	18

	Практические занятия
	32
	16
	16

	Вид итогового контроля
	
	зачет
	экзамен


III. Тематический план
лекционных и практических занятий
4 курс 1 семестр

	№ п\п
	Название темы и ее содержание
	Объем часов

	
	
	Лекц.
	Семин

(практ.)

	1
	Linguistic basis of stylistics 
	2
	

	2
	Expressive means (EM) and stylistic devices (SD)
	2
	

	3
	Phonetic Expressive Means and Stylistic Devices
	2
	2

	4
	Lexical expressive means and stylistic devices (4 lectures)
	8
	6

	5
	Syntactical Expressive Means and Stylistic Devices (3 lectures)
	6
	6

	6
	Контроль знаний по пройденному материалу: анализ стихотворения или отрывка из художественного текста
	
	2


4 курс 2 семестр

	№ п\п
	Название темы и ее содержание
	Объем часов

	
	
	Лекц.
	Семин

(практ.)

	1
	Stylistic classification of the English vocabulary
	4
	4

	2
	Functional stylistics (basic notions)
	2
	

	3
	The style of official documents
	2
	2

	4
	Scientific/academic style
	2
	2

	5
	Publicist (media) style
	2
	2

	6
	Literary colloquial style
	2
	2

	7
	Familiar colloquial style
	2
	2

	8
	Контроль знаний по пройденному материалу: анализ текстов разных функциональных стилей
	
	2


Темы лекций
1 семестр
Lecture 1. Linguistic basis of stylistics:  
1. The subject of Stylistics. Stylistics of the language. Stylistics of speech.

2. Levels of Stylistics. Stylistics and other linguistic disciplines 

3. Approaches to the analysis of text
4. Basic notions of stylistics: literary work, literary image, the author, the reader
Lecture 2. Expressive means (EM) and stylistic devices (SD)

1. The notion of expressive means

2. Morphological expressive means
3. Word-building expressive means
4. Lexical expressive means
5. Syntactical expressive means
6. The notion of a stylistic device
7. Classification of expressive means (EM) and stylistic devices (SD)

Lecture 3. Phonetic Expressive Means and Stylistic Devices

1. Onomatopoeia. Two varieties of onomatopoeia: direct and indirect. Example of usage. Its functions.

2. Alliteration. Its functions. The notion of initial rhyme.

3. Rhyme. Two types of rhyme: full rhymes and incomplete rhymes. Division of incomplete rhymes. Compound or broken rhymes. Eye-rhyme. The models of arranging the rhymes. Its functions
4. Rhythm. Its function.

Lecture 4. Lexical expressive means and stylistic devices

I. Interac​tion of different types of a word's meanings: dictionary, contextual, derivative, nominal, and emotive.

A. Interaction of dictionary and contextual logical meanings
1. Metaphor. Simple and extended (prolonged, sustained). Genuine metaphors and trite or dead metaphors.
2. Metonymy. Contextual metonymy. Different types of metonymy. Synechdoche
Lecture 5. Lexical expressive means and stylistic devices. Part 2

3. Irony. Two kinds of irony. Humour
B. Interaction of primary and derivative meanings
1. Polysemy.

2. Zeugma and Pun. 

C. The opposition of logical and emotive meanings
1. Interjections and exclamatory words. Primary and derivative interjections
2. Epithet. Emotive and figurative epithets. Structure of the epithet 
Lecture 6. Lexical expressive means and stylistic devices. Part 3
3. Oxymoron. Types

D. Interaction of Logical and Nominal Meanings. Antonomasia. Metaphoric and metonymic antonomasia
II. Interaction between two lexical meanings simultaneous​ly materialized in the context
1. Simile. Types

Lecture 7. Lexical expressive means and stylistic devices. Part 4
2. Periphrasis

3. Euphemism
4. Hyperbole. Understatement. Litotes

III. Stable word combinations in their interaction with the context

1. Clichés

2. Proverbs and sayings 

3. Epigrams

4. Quotations

5. Allusions
6. Decomposition of set phrases

7. Paradoxes 
Lecture 8. Syntactical Expressive Means and Stylistic Devices

1. Compositional Patterns of Syntactical Arrangement: a) stylistic inversion; b) detached constructions; c)parenthesis; d) parallel construction; e) chiasmus; f) repetition; g) enumeration; h) suspense; i) climax; anticlimax; j) antithesis.

Lecture 9. Syntactical Expressive Means and Stylistic Devices Part 2

1. Particular ways of Combining Parts of the Utterance

a) Polysyndeton; b) Asyndeton; c) The ‘Gap-Sentence’ Link.

2. Peculiar Use of Colloquial Constructions

a) Ellipsis; b) Break-in-the-narrative; c) Question -in-the-narrative; d) Represented speech.

3. Transferred Use of Structural Meaning. Rhetorical Questions.

2 семестр
Lecture 1. Stylistic classification of the English vocabulary

1. Words of the neutral layer

2. Words of literary layer 

a) Common literary words 

b) Terms and learned words 

c) Poeticisms or poetic words

d) Archaisms or archaic words 

e) Foreign words and barbarisms
Lecture 2. Words of the colloquial layer 

a) Colloquialisms or common colloquial words

b) Slang

c) Jargonisms

d) Professional words or professionalisms

e) Vulgarisms

f) Regional dialectisms.

Lecture 3. Functional stylistics

1. The notion of style in functional stylistics

2. Correlation of style, norm and function in the language

3. Language varieties: regional, social, occupational

4. Distinctive linguistic features of the major functional styles of English

Lecture 4. The style of official documents

1. Morphological features 

2. Syntactical features 

3. Lexical features 

4. Compositional features

Lecture 5. Scientific/academic style
1. Morphological features 

2. Syntactical features

3. Lexical features

4. Compositional features 

Lecture 6. Publicist (media) style
1. Phonetic features (in oratory)

2. Morphological features 

3. Syntactical features 

4. Lexical features

5. Compositional features 

Lecture 7. Literary colloquial style
1. Phonetic features (in oratory)

2. Morphological features

3. Syntactical features

4. Lexical features

5. Compositional features

Lecture 8. Familiar colloquial style
1. Phonetic features (in oratory) 

Morphological features 

Syntactical features

Lexical features

Compositional features

Lecture 1. Linguistic basis of stylistics
1. The subject of Stylistics

Stylistics is a branch of linguistics which examines, analyses and classifies various phenomena of the vocabulary, grammar and phonetics from the point of view of their stylistic function. In other words it studies principles and effects of a choice and use of phonetic, lexical, grammatical language means for transmission of thought, attitudes and emotions in various situations of communication.

It’s conventional to distinguish between: 

1) Stylistics of the language or linguistic stylistics
2) Stylistics of speech or literary stylistics.

Stylistics of the language or linguistic stylistics occupies itself with various questions of style peculiar to the national language, 1) i.e. it studies expressive, emotional, evaluative potential of various language units on the one hand, 2) on the other hand, deals with peculiarities of vocabulary, grammar, syntax of such subsystems of the language, which are known as functional styles.

Stylistics of speech or literary stylistics studies the style of various writers or literary movements, or certain stylistic phenomena taken in their chronological developments, it deals with study of real text with the aim of discovering how content is expressed not only according to the norm but also due to deviation (отклонение) of the norm.

In the literary language the norm is the invariant of the phonemic, morphological, lexical and syntactical patterns in circulation during a given period in the development of the given language.
2. Levels of Stylistics. Stylistics and other linguistic disciplines

Language presents a structure which implies the idea of hierarchy of levels.

Such well-known disciplines of linguistics as phonetics, morphology, lexicology and syntax can be called level disciplines, i.e. disciplines treating one linguistic level each. However, stylistics is not a level discipline, it belongs to all the levels. Stylistics must be subdivided into separate, quite independent branches, treating one level each.

We distinguish the following levels of stylistics: a) phonostylistics; b) lexical stylistics; c) grammatical stylistics; d) stylistic syntax. The basis of such differentiation is the hierarchical division of the language.

We shall now look for the difference between general phonetics, morphology, lexicology and syntax on the one hand and their stylistic counterparts.

a) General phonetics investigates the whole articulatory system of language.  Phonostylistics studies how separate sounds and sound combinations, rhythm, intonation patterns can be expressive and convey the author’s idea. The sound shape of the utterance becomes meaningful;

b)  General morphology treats morphemes and grammatical meanings expressed by them in language in general, without regard to their stylistic value. Stylistic morphology occupies itself with the expressive values of grammatical categories, syntactical structures, various types of sentences, paragraphs.

c)  Lexicology studies words and expressions from the point of view of their origin, word-building and semantics. Lexical stylistics studies stylistic functions of the vocabulary, analyses interrelation of primary and transferred meanings of words in context.

3. Approaches to the analysis of text

We may study and analyse the text in two different ways. 

1) We consider the text as the evidence of the writer’s intention that is what he means by the text, its message; it takes into account the biography of the writer, his world outlook, literary views, conditions of time, the historical background; 

2) We should study only the effect of the text upon the reader, the author’s intentions are not so significant. 
4. Basic notions of stylistics.

Any literary work of irrespective of its genre (poem, short story, novel, etc.), or its literary trend (realistic, naturalistic, romantic, etc.) is a unique and complete world, created by the author in precisely the way his imagination has urged him to create. Though it is a product of the author's imagination, it is always based upon objective reality. A literary work is thus a fragment of objective reality arranged in accordance with the vision of the author and permeated by his idea of the world. 
The Theme of a literary work may be understood to be an interaction of human characters under certain circumstances, such as some social or psychological conflict (war and peace, clash of ideologies and the like).

Within a single work the basic theme may alternate with rival themes and their relationship may be very complex. 

Thus, for example, the basic theme of «The Forsyte Saga» may be defined as the life of the English middle class at the end of and after Victorian epoch. The by-themes in saga are numerous: the Boer and the 1st World War, the first Labour Government, the postwar generation, the arts and artists, etc.

The idea of a literary work can be defined as the underlying thought and emotional attitude transmitted to the reader by the whole poetic structure of the literary text.

Plot is a sequence of events in which the characters are involved, the theme and idea revealed. Each event that represents a conflict (the gist of the plot) has a beginning, a development and an end.

The plot accordingly consists of exposition, story, climax and denouement.

In the exposition the time, the place and the subject of the action are laid out. Some light may be shed on the circumstances that will influence the development of the action.

Story is that part of the plot which represents the beginning of the collision and the collision itself.

Climax is the highest point of the action.

Denouement is the event or events that bring the action to an end.

There is no uniformity as far as the above mentioned components of the plot and their sequence in the text are concerned. Some short stories may begin straight with the conflict without any exposition, while others have no denouement in the conventional sense of the word (E. Hemingway’s stories).

A work of narrative prose that has all the components mentioned above (exposition, story, climax and denouement) is said to have a closed plot structure. 

A literary work in which the action is represented without an obvious culmination, which does not contain all the above mentioned components, is said to have an open plot structure.

Literary image is one of the fundamental notions both in literary and linguostylistics. It may refer a) to the way of reflecting the objective reality (text serves as the image of reality); b) to characters; c) to any meaningful unit (word, phrase, detail).

We should distinguish: 1) macroimage - the literary work itself understood as an image of life, visioned and depicted by the author; 2) character image; 3) event image; 4) landscape; 5) microimages - words within the poetic structure - which serve to build images of a higher level.

Literature is a medium for transmitting aesthetic information. To be operative, it must, like any other kind of communication, involve not only the addresser (the author) but also the addressee (the reader). Indeed, a literary work is always written for an audience. Whether the author admits it or not, he is urged on by a desire to impart his vision of the world, his attitude towards it, to someone, i.e. to an addressee. His attitude may be quite obviously expressed, or, on the contrary, be presented in a non-committal, impersonal way. Thus, the literary work is an act of communication of the author with the reader. 
Language is the medium of literature, it is capable of transmitting practically any kind of information. It has names for all things, phenomena and relations of objective reality. It is so close to life that an illusion of their almost complete identity is created, for man lives, works and thinks in the medium of language; his behaviour finds an important means of expression primarily in language.

Language is closely connected with nationality. And even when a person speaks a language foreign to him, his own nationality can be clearly identified. Language is constantly changing. Changes in language are brought about by external, i.e. social causes (for language develops simultaneously with the culture of the people that speaks it) as well as by internal causes. The results of all these changes remain in the language. 

The most peculiar features of the language are: expressive means (EM) and stylistic devices (SD).

Lecture 2. Expressive means (EM) and stylistic devices (SD)
In linguistics there are different terms to denote those particular means by which a writer obtains his effect. Expressive means, stylistic means, stylistic devices and other terms are all used indiscriminately. For our purposes it is necessary to make a distinction between expressive means and stylistic devices.

All stylistic means of a language can be divided into expressive means (EM), which are used in some specific way, and special devices called stylistic devices (SD).
The expressive means of a language are those phonetic means, morphological forms, means of word-building, and lexical, phraseological and syntactical forms, all of which function in the lan​guage for emotional or logical intensification of the utterance. 
The most powerful expressive means of any language are phonetic. The human voice can indicate subtle nuances of meaning that no other means can attain. Pitch, melody, stress, pausation, drawling, drawling out certain syllables, whispering, a sing-song manner of speech and other ways of using the voice are more effective than any other means in intensifying the utterance emotionally or logically.

Among the morphological expressive means the use of the Present Indefinite instead of the Past Indefinite must be mentioned first. This has already been acknowledged as a special means and is named the Historical Present. In describing some past event the author uses the present tense, thus achieving a more vivid picturisation of what was going on.

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

He shall do it (= I shall make him do it). He has to do it (=' It is necessary for him to do it).

Diminutive suffixes may also have an expressive effect: girlie, Freddie, doggy, piggie.

Among word-building expressive means we find a great many forms which serve to make the utterance more expressive and fresh or to intensify it. The diminutive suffixes as -y(ie), -let, e. g. dear, dearie, stream, streamlet, add some emotional colouring to the words. 

Certain affixes have gained such a power of expressiveness that they begin functioning as separate words, absorbing all of the generalizing meaning they usually attach to different roots, as for example: 'isms and ologies'.

At the lexical level there are a great many words which due to their inner expressiveness, constitute a special layer. There are words with emotive meaning only, like interjections, words which have both referential and emotive meaning, like some of the qualitative adjectives; words which still retain a twofold meaning; denotative and connotative; or words belonging to special groups of literary English or of non-standard English (poetic, archaic, slang, vulgar, etc.) and some other groups. The expressive power of these words cannot be doubted, especially when they are compared with the neutral vocabulary, for example: house - neutral; dome (величественное здание, устар.), abode (жилище, обиталище) - bookish; cot (хижина, лачуга) - poetic; crib (хата, квартира) - jargonism;  hutch (каморка, хибарка), hovel (шалаш, хибара) - colloquial; den (берлога, логово, нора, укрытие)- positive; hole (притон, захолустье, дыра, убежище) - negative.

The same can be said of the set expressions of the language. Proverbs and sayings as well as catch-words form a considerable number of language units which serve to make speech more emphatic, mainly from the emotional point of view. Some of these proverbs and sayings are so well-known that their use in the process of communication passes almost unobserved; others are rare and therefore catch the attention of the reader or the listener.

In every-day speech you often hear such phrases as "Well, it will only add fuel to the fire", and the like, which can easily be replaced by synonymous neutral expressions, like "It will only make the situa​tion worse."

Finally at the syntactical level there are many constructions which, being set against synonymous ones, will reveal a certain degree of logical or emotional emphasis.

Let us compare the following pairs of structures:

"I have never seen such a film." "Never have I seen such a film."

"Mr. Smith came in first." "It was Mr. Smith who came in first."

«I know you». «I do know you».

The second structure in each pair contains emphatic elements. They cause intensification of the utterance: in the first case emotional in character, in the second, logical.

In the English language there are many syntactical patterns which serve to intensify emotional quality. Examples of these emotional constructions are:

He is a brute of a man, is John. That you should deceive me! If only I could help you! Isn't she cute! Fool that he was!

Stylistics, however, observes not only the nature of an expressive means, but also its potential capacity of becoming a stylistic device.

A stylistic device (SD) is a literary model in which semantic and structural features are blended so that it represents a generalised pattern.

According to Professor I. R. Galperin a stylistic device (SD) is a conscious and intentional literary use of some of the facts of the language (including expressive means), it is a conscious and intentional intensification of some typical structural or semantic property of a language unit, promoted to a generalized status and thus becoming a generative model. 

Not every stylistic use of a language fact will come under the term SD. For a language fact to become a SD there is one indispensable (обязательный) requirement, that it should be so much used in one and the same function that it has become generalized in its functions.

Classifications of expressive means (EM) and stylistic devices (SD)
The classification suggested by Prof. Galperin is simply organised and very detailed. His subdivision of expressive means and stylistic devices is based on the level-oriented approach:

1.  Phonetic expressive means and stylistic devices.
2.  Lexical expressive means and stylistic devices.

3.  Syntactical expressive means and stylistic devices.
Lecture 3. Phonetic Expressive Means and Stylistic Devices
1) Onomatopoeia 
Onomatopoeia is a combination of speech-sounds which aims at imitating sounds produced in nature (wind, sea, thunder, etc.), by things (machines, tools), by people (sighing, laughter, etc.) and by animals (mew, bark, etc.).

The relation between onomatopoeia and the phenomenon it is supposed to represent is one of metonymy. 

There are two varieties of onomatopoeia: 1) direct and 2) indirect. 

Direct onomatopoeia is contained in words that imitate natural sounds (ding-dong, bang, cuckoo, ping-pong, etc.)

Indirect onomatopoeia is a combination of sounds the aim of which is to make the sound of the utterance an echo of its sense. It is sometimes called «echo-writing».
Example 1: «And the silken, sad, uncertain rustling of each purple curtain» (E. A. Poe), where the repetition of the sound [s] actually produces the sound of the rustling of the curtain. 

Indirect onomatopoeia, unlike alliteration, demands some mention of what makes the sound, as rustling of the curtain in the line above.

Indirect onomatopoeia is sometimes very effectively used by repeating words which themselves are not onomatopoeitic, as in Poe’s poem «The Bells» where the words tinkle and bells are distributed in the following manner
Example 2: «Silver bells ... how they tinkle, tinkle, tinkle» and further

«To the tintinabulation that so musically wells

From the bells, bells, bells, bells,

Bells, bells, bells - 

From the jingling and the tinkling of the bells».

Alongside obviously onomatopoetic words as tinkle, tintinabulation and jingling the word bells is drawn into the general music of the poem and begins to display onomatopoetic properties through the repetition.

Example 3: A skilful example of onomatopoetic effect is shown by Robert Southey in his poem «How the Water Comes down at Ladore». The title of the poem reveals the purpose of the writer. By artful combination of words ending in -ing and by the gradual increase of the number of words in successive lines, the poet achieves the desired sound effect:

«And nearing and clearing,

And falling and crawling and sprawling,

And gleaming and streaming and steaming and beaming,

And in this way the water comes down at Ladore».
2) Alliteration is a phonetic stylistic device which aims at imparting a melodic effect to the utterance.

Alliteration is repetition of the same consonant or sound group at the beginning of two or more words that are close to each other.
Example 4: «Doom is dark and deeper than sea dingle».

Example 5: to rob Peter to pay Paul 
Example 6: «The possessive instinct never stands still. Through florescence and feud, frosts and fires it follows the laws of progression» (J. Galsworthy).

Alliteration does not bear any lexical or other meaning unless we agree that a sound meaning exists as such and that a certain amount of information is contained in the repetition of sounds. Certain sounds if repeated may produce an effect that can be specified. 

Example 7: the sound [m] is frequently used by Tennyson in the poem The Lotus Eaters» to give a somnolent effect. 

«How sweet it were, ...

To lend our hearts and spirits wholly

To the music of mild-minded melancholy;

To muse and brood and live again in memory». 

Example 8: The repetition of the sound [d] E.A.Poe’s, poem «The Raven»
«Deep into the darkness peering, long I stood there wondering, fearing Doubting, dreaming dreams no mortals ever dared to dream before.» prompts the feeling of anxiety, fear, horror anguish or all these feelings simultaneously.

Alliteration in the English language is deeply rooted in the traditions of English folklore. On OE poetry alliteration was one of the basic principles of verse and considered along with rhythm to be its main characteristic. 

There is essential resemblance between alliteration and rhyme because in both the cases the same sound is repeated and, besides both the rhyme and alliteration communicate consolidating effect. Alliteration is therefore sometimes called initial rhyme.

Alliteration is frequently used no only in verse but in emotive prose, in newspaper headlines, in proverbs and sayings, in the titles of books: Blind as a bat; betwixt and between; to rob Peter to pay Paul; and in the titles of books: «Sense and Sensibility» (J. Austin); Pride and Prejudice (J. Austin), etc.
3) Rhyme is the repetition of identical or similar sound combinations at the end of words. We distinguish between full rhymes and incomplete rhymes. 

Full rhyme presupposes identity of the vowel sound and the following consonant sounds in a stressed syllable: might, right; needless, heedless.

Incomplete rhymes are divided into two main groups: 1) vowel rhymes and 2) consonant rhymes. In vowel rhymes the vowels of the syllables in corresponding words are identical, but the consonants may be different as in flesh - fresh - press. Consonant rhymes, on the contrary, have identical consonants and different vowels, e.g. tale - tool - treble - trouble, etc.

Sometimes one word rhymes with a combination of words or two or more words rhyme with corresponding two or more words, as in upon her honour - won her; bottom - forgot them - shot him. Such rhymes are called compound or broken. The use of broken rhymes usually gives the utterance a colloquial and sometimes a humorous touch.

There is one more variety of a rhyme - an 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 prose, not in reading aloud. 

According to the way the rhymes are arranged within the stanza there are the following models:

1)  Couplets - when the last words of two successive lines are rhymed. This is commonly marked aa.

2)  Triple rhymes - aaa. 
3)  Cross rhymes - abab. 
4)  Framing or ring rhymes - abba.
There is still another variety of rhyme which is called internal rhyme. The rhyming words are placed not at the end of the lines but within the line.
Example 9: «I bring fresh showers for the thirsting flowers». (Shelley)

Example 10: Poe «Once upon a midnight dreary while I pondered weak and weary».
4) Rhythm exists in all spheres of human activity. Rhythm in verse is a deliberate arrangement of speech into regularly recurring units intended to be grasped as a definite periodicity which makes rhythm a stylistic device.

If rhythm is to be a stylistic category one thing is required contrasting oppositions: long, short; stressed, unstressed; high, low and other contrasting segments of speech. 

Rhythm reveals itself most conspicuously in music, dance and verse. The properties of rhythm in language are most observable in verse. In verse rhythm is perceived by the number of stresses in a line; in prose - by the alteration of similar syntactical patterns. 

The parameters of rhythm in verse and in prose are entirely different as prose in its essence is non-rhythmical.

 The unit of measure in verse is a syllable. The unit of measure in prose is not the syllable but a structure, a word combination, a sequence of words, that is phrases, clauses, sentences, even syntactical wholes. The structural pattern, which in the particular case is the rhythmical unit, will be repeated within the given span of prose. The rhythm will be based on the repetition of similar structural units following one another or repeated after short intervals.

The most observable rhythmical patterns in prose are based on the use of certain syntactical stylistic devices namely enumeration, repetition, parallel construction and chiasmus. 

Example 11: «The high-sloping roof, of a fine sooty pink was almost Danish, and two «ducky» little windows looked out of it, giving an impression that very tall servants lived up there». 

In the following passage by J. Galsworthy the rhythmical effect is achieved through the use of paired attributes high-sloping, fine sooty, ducky little and adverb with an attribute very tall.

Rhythm in a work of literature is used to specify and intensify emotions and thoughts.
Lecture 4. Lexical expressive means and stylistic devices
There are three big subdivisions in this class of devices and they all deal with the semantic nature of a word or phrase. 

I. Interaction of different types of a word's meanings: dictionary, contextual, derivative, nominal, and emotive.

A interplay of dictionary and contextual meanings
B interaction of primary and derivative meanings

C opposition of logical and emotive meanings

D interaction of logical and nominal meanings

II. Interaction between two lexical meanings simultaneous​ly materialized in the context

III. Stable word combinations in their interaction with the context
I. In the first subdivision the principle of classification is the interac​tion of different types of a word's meanings: dictionary, contextual, derivative, nominal, and emotive. The stylistic effect of the lexical means is achieved through the binary opposition of dictionary and contextual or logical and emotive or primary and derivative meanings of a word.

A. The first group includes means based on the interplay of dictionary and contextual meanings:

1. Metaphor 

A metaphor is a relation between the dictionary and contextual logical meanings based on the affinity or similarity of certain properties or features of the two corresponding concepts. 

The metaphor is a well-known semantic way of building new meanings and new words. The metaphor is one of the most powerful means of creating images. This is its main function. 

Some linguists regard metaphors as hidden or implied similes. But metaphors differ from similes both structurally and semantically. Structurally there is no formal element to indicate comparison, e.g.: 

Example 1.
The old woman (1) is sly (2) like (3) a fox (4). (simile) 

The old woman (1) is a fox (2). (metaphor) 

The old fox (1) deceived us. (metaphor). 

(The missing elements can be supplied). 

Semantically simile is more definite. It clearly points the ground of comparison while metaphor suggests some features. 

Example 2: Life's got a lot of dangerous comers: (Life = street; here we deal with implied comparison). 

Metaphor can suggest: 

- a visual image (sea of troubles, the light was dying from her face); 

- sound images (nature's voices; the whispering of the river); 

- temperature sensations (a flame seemed to burn the heart);

- visual sensation may merge with auditory sensations and the quality perceived by eyes is transferred upon perception through ears (a warm colour, a sharp colour; cold light, soft words). 

Metaphors can be called deviations from conventional collocation or word combination., e.g.: 

Example 3: The last colours of sunset were dripping over the edge of the flat world. (Drip denotes liquids while the sun isn't liquid, so the sun in combination with dripping produces a deviation from conventional collocation.) 

Metaphors can be simple and extended (prolonged, sustained). Simple metaphors may be presented by a word or a group of words. 

Metaphor can be expressed by all the meaningful parts of speech - nouns, adjectives, verbs, adverbs, etc. 

a) the adjective –  Example 4: “The human tide is rolling westward.» (Dickens, «Dombey and Son»); 

b) the verb – Example 5: «In the slanting beams that streamed through the open window, the dust danced and was golden». (O. Wilde, «The Picture of Dorian Gray») 

с) the adverb – Example 6: «The leaves fell sorrowfully». 

Metaphors can be classified according to their degree of unexpectedness. 

Thus metaphors which are absolutely unexpected, i.e. are quite unpredictable, are called genuine (or poetic, stylistic). They are regarded as belonging to language-in​action, i.e. speech metaphors. The examples given above may serve as illustrations of genuine metaphors. 

Metaphors which are commonly used in speech and are sometimes even fixed in dictionaries as expressive means of language are trite or dead metaphors. 

Their predictability is apparent. Trite or dead metaphors belong to the language-as-a-system, i.e. language proper. They are time-worn and well rubbed into the language. 
Example 7: a ray of hope; floods of tears, a storm of indignation; a flight of fancy; a shadow of smile and the like. 

Genuine metaphors are mostly to be found in poetry and emotive prose. 

Trite metaphors are generally used as expressive means in newspaper articles, in oratorical style and even in scientific language. 

2. Metonymy

Metonymy is also based upon analogy. There is an objective relationship between the object named and the object implied, a relation based on association connecting the 2 concepts which these meanings represent. 

Thus crown may stand for “king or queen”, cup or glass for “the drink it contains; hand is used for a worker; grave stands for «death», the press for «the personnel connected with it» or for «printing and publishing establishment», or for «the newspaper and periodical literature which is printed by the printing press». The bench stands for «magistrates and justices», etc. 

Metonymy used in language-in-action or speech; i.e. contextual metonymy, is genuine metonymy. It reveals a quite unexpected substitution of one word' for another on the ground of some strong impression produced by a chance feature of a thing. 

The most common types of relation of metonymy are based upon are as follows: 

1) an abstract noun stands for a concrete one. Example 7: Labour demonstrated in the streets (=workers) 

2) The container stands for the thing contained. Example 8: The hall applauded. The kettle boiled. 

3) The relation of proximity (близость). Example 9: The round game table was boisterous and happy. 

4) The material stands for the thing made of it. Example 10: The marble spoke. 

5) The instrument stands for its bearer. Example 11: Friends, Romans and countrymen, lend me your ears! 

6) The result stands for the cause. Example 12: The fish desperately takes the death. (takes the hook). 

7) The cause stands for the result. Example 13: He lives by his pen only (writing). 

8) The characteristic feature stands for its bearer. Example 14: She took a long mournful look at Granma's blackness and at Fenella's black coat. 

9) The symbol stands for the thing signified. Example 15: England sucked the blood of other countries, destroyed the brains and hearts of Irishmen, and Hindus, and Boers (economics, intellectual richness, arts are meant here). 

10) The name of the creator stands for his creation, instrument or invention. Example 16: We came into possession of a whole Shakespeare. 

11) The name of a place stands for an object. Example 17: I collect old China. 

12) The list is in no way complete. There are many other types of relation metonymy is based upon. 

Synecdoche is a specific kind of metonymic relationship - a qualitative one where a part stands for a whole, the singular stands for the plural, e.g.: a Red Hat; Example 18: I want to live with the wolf and the owl (I want to live in the wood). 
Lecture 5
3. Irony

Irony is a stylistic device also based on the simultaneous realization of two logical meanings - dictionary and contextual, but these two meanings stand in opposition to each other. A denomination is replaced by its opposite. The notion named and the notion meant are different. 

Example 19: It must be delightful to find oneself in a foreign country without a penny in one's pocket. So the word delightful acquires the meaning quite the opposite to its primary dictionary meaning, that is 'unpleasant'. 

There are at least 2 kinds of irony: 

1) represent utterances the ironical sense of which is obvious, e.g.: How clever of you! (means «silly») . 

In speech irony is made prominent by emphatic intonation. In writing the most typical signs are inverted commas and italics. 

2) To the 2nd kind refers the utterance in which the general situation makes the reader guess the real viewpoint of the writer. 

Irony must not be confused with humour. Humour always causes laughter. 

The function of irony is not confined to producing a humorous effect. Irony is generally used to convey a negative meaning. It expresses a feeling of irritation, displeasure, pity or regret. Its general scheme is: praise stands for blame. Very seldom we observe the opposite type: blaming words are used to express approval, e.g.: clever bastard. In most cases Irony is understood due to the obvious absurdity. 

Example 20: She was a pleasant woman with a face like a bucket of mud. 

Sometimes irony is not pointed out at all. You can guess it only by reasoning (brooding, meditating). Example 21: What a wonderful war it is! 

Irony may be a general manner of narration as in Thackeray’s «Vanity Fair». Irony betrays the author’s attitude to the characters, situations and so on. 

B. The second unites means based on the interaction of primary and derivative meanings:

1. Polysemy

Derivative logical meanings always retain semantic ties with the primary meaning. In actual speech polysemy vanishes. A context that does not seek to produce any particular stylistic effect generally materializes one definite meaning. But sometimes words are intentionally made to reveal 2 or more meanings. 

Example 22: «Massachusetts was hostile to the American flag, and she would not allow it to be hoisted (raise) on her State House». The word flag is used in its primary meaning when it appears in combination with the verb 'to hoist' and in its derivative (or contextual) meaning in the combination 'was hostile to'. 

2. Zeugma and Pun. 

There are 2 stylistic devices which make a word materialize 2 distinct meanings. They are zeugma and pun. Zeugma is the use of a word in 2 meanings - literal and figurative. 

Example 23: Dora, plunging at once into privileged intimacy and into the middle of the room. 

'To plunge' (into the middle of the room) realizes the meaning 'to rush into' 'to dive', this is its primary, literal meaning. In 'to plunge into privileged intimacy' the word 'to plunge' is used in its transferred meaning. 

Example 24: Or lose her Heart or necklace at a Ball.

Zeugma is particularly favoured in emotive prose and in poetry. 

Pun. The term is synonymous to the expression 'play on words' or paronomasia (каламбур). It is also based on the interaction of the 2 well-known meanings of a word or a phrase in the same context. 

Pun may be based; 1) on polysemy: 
Example 25:
- Did you hit a woman with a child. - No, sir, I hit her with a brick. 

2) on homonymy: 
Example 26:
Diner: Is it customary to tip the waiter? - Waiter: Why, yes, sir. - Diner: Then hand me a tip. I've waited half an hour. 

3) on lexical units which sound alike and are homophones. Example 27: When we were little we went to school. We had a tortoise. (=taught us). The function of a pun is to produce humorous effect. 

C.  The third group comprises means based on the opposition of logical and emotive meanings:

1. Interjections and exclamatory words: 

Interjections and exclamatory words are among the strongest means of displaying the writer's or the speaker's attitude to his communication, i.e. the things, ideas, events and phenomena he is dealing with. Example 28:
All present life is but an interjection

An 'Oh' or 'Ah' of joy or misery,

Or a 'Ha! ha!' or 'Bah!'—a yawn or 'Pooh!'

Of which perhaps the latter is most true. (Byron)

So, interjections are words we use when we express our feelings strongly and which are conventional symbols of human emotions. 

Interjections can be divided into primary (Oh! Ah! Bah! Gosh! Hush!) and derivative (Heavens! Good gracious! Dear me! God knows! Bless me! and many others). 

The latter are sometimes called exclamatory words used as interjections. Some adjectives and adverbs can take on the function of interjections (Terrible! Splendid! Wonderful! Fantastic! and the like). 

2. The Epithet 

It is a figure of speech, a word or a phrase expressing some quality. It serves to emphasize some property or feature. The Epithet reflects a purely individual outlook of the author on the given phenomenon, it doesn't define the thing, doesn't bring out its qualities. It describes the thing as it appears to the speaker. It serves to display the author's or speaker's emotional attitude to his communication. 

Epithets may be close to metaphors when certain properties of one class of things are reflected upon another class of things

Example 29 The dawn with silver sandaled feet crept like a frightened girl. 

Semantically there may be differentiated 2 groups of Epithets: 

1) emotive epithets conveying the emotional attitude of the speaker to the object in question, e.g.: nasty, ugly, magnificent, etc. 

2) figurative epithets based on similarity of characteristics of 2 objects, e.g.: a ghost-like face; a frowning cloud. 

If a combination «epithet + noun» is often used it loses its stylistic colouring and becomes fixed, e.g.: true love, deep feeling, bright face. 

The epithet may be presented through 

- a noun: mushroom millionaire; 

- an adjective: destructive charm; 

- of-phrase: muscle of iron; 

- adverb: to love heartily; 

- adverbial phrase: never-to-be-forgotten words 

- quotation: 'I love you' expression of his eyes; 

- participle: torturing pain 

- a sentence: you, clown. .. 

From the point of view of structure Epithets may be divided into 

1) simple (a cold smile, bitter thoughts); 

2) compound (heart-rending (heart-breaking) sobs); 

3) paired (a wonderful and sunny beauty); 

4) syntactical or phrase, they are written in a dash or hyphen  ( a wouldn't-hurt-a-fly type of a girl); 

5) a chain or string of epithets (a group of attributes referring to the same object. It gives a many-sided description of an object or of a person): a plump rosy-cheeked apple faced young woman; 

6) transferred epithet (it’s a logical attribute but it is placed before an inanimate object) a sleepless pillow; 

7) inverted epithet (the defining and the defined words change their places) the devil of a woman. 

Epithets may stand in preposition or in postposition to the nouns they modify.
Lecture 6
3. Oxymoron 

It's a device which consists in joining together words of contradictory meaning. In a laconic way oxymoron shows the existing discrepancy (противоречие) of the object. We distinguish the following types: 

Adjective + noun: sweet pain

Adjective + adjective: the biggest little town; 

Verb + preposition + noun: to ruin by civilization; 

Verb + adverb: to cry silently; 

Noun + preposition + noun: victory in defeat; 

Extended word-combination: The silence-was louder than thunder; you are right in the wrong way. 

Oxymoron isn't usually reproduced in speech. 

D. The fourth group is based on the interaction of logical and nominal meanings and includes:

1. Antonomasia

The interplay between logical and nominal meanings of the word is called Antonomasia. Both the meanings should be materialized simultaneously in the word. If only one meaning is materialized in the context there is no stylistic device. 

Antonomasia is the use of a proper name for a common one and vice versa. There are several types of antonomasia: 

1) The name of a famous personality may stand for a characteristic feature: Romeo (for a person in love); the Napoleon of crime (genius); 

2) the name of the place for the event that took place there: Waterloo - defeat; 

3) the name of some establishment (or the policy): The White House - American policy; Fleet street - English mass media; Old Bailey - the Court system; 

4) geographical names for the things that came into being there: China - china; Champaign - champaign; 

5) names of things after the names of their inventors: Sandwich, Machintosh. 

Antonomasia may be l)metaphoric and 2)metonymic 

1) metaphoric antonomasia is based upon a similarity between two things: 

- a proper noun is used to reveal the most striking feature in the character (Othello - for a jealous person; Don Juan - for an amorous person); 

- a common noun is used as a proper name, the so-called 'speaking names' : Example Bekky Sharp; Mrs Snakes; Sir Pattern; Mr Murdstone (murder+stone); 

2) metonymic antonomasia consists in picking out one particular aspect of a complex thing or idea to make the thing itself easier to comprehend, e.g.: 

He has married money. 
II. The principle for distinguishing the second big subdivision ac​cording to Galperin is entirely different from the first one and is based on the interaction between two lexical meanings simultaneous​ly materialized in the context. This kind of interaction helps to call special attention to a certain feature of the object described. 

1. A simile is based on the analogy between two things which are discovered to have some common feature, though they are entirely unlike each other. Two objects which are compared, the formal connective may be expressed by conjunctions (as if, as though, such as), adverbs (like, unlike), verbs (resemble, seem, suggest, remind), suffixes (like) etc. e. g., She seemed nothing more than a doll. 

A simile should not be mixed up with ordinary comparison. A simile is based on the comparison of things belonging to entirely different classes; a comparison deals with two objects of the same class. E.g. She is as clever as her mother. 

There are two kinds of simile: 1) genuine or 2) trite \ lexical. Genuine similes are fresh ones which discover unexpected and striking similarities between two objects compared. 

A simile which is often repeated becomes trite. It seizes to have stylistic colour and loses its expressiveness and because of ling use become a cliché. Example 30: As strong as horse, to drink as a fish, as ugly as a sin, as white as a sheet, as pretty as a picture, as cool as cucumber.

Some of them are based on rhyme. Example 31: As snug as a bug in a rug

Syntactically simile may take the following forms:

1) through a subordinate close of comparison. Example 32: He avoided her as if she were an infections disease.

2) negation. Example 33: Her eyes were no warmer that the iceberg.

3) attribute in a comparative degree. Example 34: He was redder than a red ruby.

4) adverbial modifier of manner with a prepositional object. Example 35: She climbed the tree with a quickness of a long cut.

5) an object. Example 36: He had a strange resemblance to the mirror which reflects everything but resembles nothing.

6) a simple sentence. Example 37: She was like tigress ready to jump.

7) a simple compound word. Example 38 Doglike, angry-looking

8) of-phrase. Example 39: He had a memory of an elephant.
Lecture 7
2. Periphrasis
Periphrasis is a unit of poetic speech which both names and describes. We speak of periphrasis when we have the name of a person or a thing substituted by a descriptive phrase but the substitution is not based on logical association. It is a poetic synonym of a word usually expressed by a phrase used instead of a name of an object which isn’t considered poetic or aesthetic enough. 

Example 40: Man in the street - an ordinary person; Man in Grey – soldiers; My better half - wife / husband

Periphrasis may be trite and original.

Trite periphrasis is also called traditional or dictionary, language through frequent repetition become well established in the language and turn into lexical units becoming part of the vocabulary:  

Example 41: the seven-hilled city - Rome, organs of vision - eyes, the language of Racine - French.

Original periphrasis also called stylistic, speech periphrasis, the creation of an individual author is a genuine expression which brings out most characteristic features of an object and is aimed at expressiveness. Original periphrasis is a new nomination which may be understood only in the context.

Periphrasis can also be divided into logical and figurative. Logical periphrasis is based on one of properties or perhaps a passing feature of described object.

Figurative periphrasis is usually based on a sustained metaphor or on metonymy. The key word of the collocation being the word used figuratively. 

Most often periphrasis is used in fiction. It makes the utterance sound more elevated, refine.

3. Euphemism
Euphemism is a variety of a periphrasis. It is also based on the use of a descriptive expression instead of the word denoting the notion. But it has a special character. Euphemism is a word or phrase used to replace an unpleasant word or expression by a conventionally more acceptable one. 

E.g. To die - to pass away, to be no more, to depart, to be gone, to join the silent majority, to breathe one’s last, to meet our maker, to give up the ghost, to go west, to kick the bucket. 

Euphemisms are synonyms of those unpleasant words which aim at the producing deliberately mild effect.

Euphemisms may be divided into several groups according to the spheres of application. The most recognized are the following: 1) moral 2) medical 3) parliamentary / political

Literary euphemisms which are used in the author’s narrative in speech may be used to portray the humorous or ironical attitude to the theme or idea.
4. Hyperbole: 

It is the stylistic device which also has the function of intensifying one certain property of the object described.  Deliberate overstatement or exaggeration of feature is essential for object.

Example 42: The earth was made for Dombey and Son to trade in and the sun and the moon were made to give them light. (Dickens)

As many SD hyperbole may lose its quality as a stylistic device through frequent repetition and become a unit of the language. 

Litotes is a varied specific form of understatement. It consists of the use of the negative for the contrary. Litotes and understatement reflect either the author’s general tone of writing or a way of rendering subtle irony.
III. The third subdivision comprises stable word combinations in their interaction with the context:
Clichés: clockwork precision, crushing defeat, the whip and carrot policy.
Proverbs and sayings: A proverb is a witty phrase of generalising nature characterized by the completeness of thoughts. A saying is not so completely expressed as a proverb. It is often elliptical in structure. E.g.  Come! he said, milk's spilt. (Galsworthy); 

Epigrams: It is a terse witty pointed statement often satirical, ingeniously expressed to as a rule created. A thing of beauty is a joy for ever. (Keats)
Quotations: Ecclesiastes said, 'that all is vanity'. (Byron) 

Allusion is a reference to specific places, persons, literary characters, historical events, that by some associations one have come to stand for a certain thing of the idea the frequently resorted to sources, are mythology and the Bible. E.g. Shakespeare talks of the herald Mercury. (Byron)

Decomposition of set phrases: You know which side the law's buttered. (Galsworthy) 

Paradox is based on contrast. It is a statement contradictory to something that is accepted as a self-evident or provable truth: e.g. I think that life is a far too important thing even to think seriously of it. 
Lecture 8. Syntactical Expressive Means and Stylistic Devices
The principal criteria for classifying syntactical stylistic devices are:

1) The juxtaposition of the parts of an utterance;

2) The type of connection of the parts;

3) The peculiar use of colloquial constructions;

4) The transference of structural meaning.
1. The devices built on the principle of juxtaposition are:

a) Inversion (several types). Word-order is a crucial syntactical problem in many languages. The English affirmative sentence is regarded as neutral if it maintains the regular word-order, i.e. subject-predicate-object. If this order is changed, it is inversion. Stylistic inversion aims at attaching logical stress or additional emotional colouring to the surface meaning of the utterance.

The following patterns of stylistic inversion are most frequently met in both English prose and poetry:

1) The object is placed at the beginning of the sentence: 

Example 1: «Talent Mr Micawber has; capital Mr Macawber has not».

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. 
Example 2: ‘with fingers, weary and worn...’
3) The predicative stands before the link-verb and both are placed before the subject. 
Example 3: ‘Rude am I in my speech...’

4) The adverbial modifier is placed at the beginning of the sentence. 
Example 4: “My dearest daughter, at your feet I fall’. 
5) Both modifier and predicate stand before the subject. 
Example 5: ‘In went Mr Pickwick’

b) Detached construction

Detachment is a kind of inversion. Its essence lies in the separation of a secondary part of the sentence with the aim of emphasizing it. The separation is accompanied by violation of customary syntactical connections and leads to a certain logical break between the member detached and the main parts of the sentence. The aim of Detachment is the same as of Inversion - to make some words or phrases more prominent. In the text Detachment is usually marked by commas, dashes, brackets. 

In fact any secondary member of the sentence may be detached:

1) attribute:  
Example 6: He never looked more than 14. Very small and child-like.

2) apposition:  
Example 7: He saved my life, brave boy.

3) adverbial modifier of reason:  
Example 8: I shall not see her, being so hurt.
4) adverbial modifier of manner:  
Example 9: He entered the room, pipe in mouth.
5) adverbial modifier of time:  
Example 10: She was crazy about her. In the beginning.
6) direct object:  
Example 11: He was very talented, capital he had not.
7) prepositional object:  
Example 12: It was, to Forsyte’s eye, a strange house.
c) Parenthesis is a variant of detachment. It is a qualifying or appositive word or word-combination which interrupts a syntactical construction and introduces some additional information. Its function is to emphasize something or explain and specify an utterance. It may create the background to the events, reveal the inner state of the personage, show the author’s attitude to the events described, strengthen some facts and bare evaluative meaning.
Example 13: ‘The main entrance (she never ventured to look beyond that) was a combination of glass and iron’.

d) Parallel construction is a device in which the necessary condition is identical, or similar, syntactical structure in two or more sentences or parts of a sentence in close succession. Parallelism is usually observed in macro-images (paragraphs). There may be 
a) complete parallelism - typical of poetry. The structures here have the same syntactical pattern. 
Example 14:
‘The warm sun is failing

The bleak wind is wailing

The bare bushes are sighing

The pale flowers are dying’.

b) Partial parallelism, i.e. structural similarity of some parts of successive units. 
Example 15:
‘The wind blew faster

It dragged now at his coat,

It blew its space about him

It echoed silently a lonely spaciousness.’

e) Chiasmus is based on the repetition of a syntactical pattern, but it has a cross order of words and phrases. The structure of two successive sentences or parts of a sentence may be described as reversed parallel construction, e.g. in the 1st sentence we have a+b and in the 2nd - b+a.  

Example 16: ‘As high as we have mounted in delight

In our dejection (depression, dismay) do we sink as low’ (Wordsworth).

Example 17: ‘But Tom’s no more. And so no more of Tom’

Example 18: ‘Pleasure is a sin. And sometimes sin a pleasure.’

The author emphasizes the 2nd part of the utterance. There is a pause after the 1st part of the utterance and then an unexpected change of word-order. 

Chiasmus is often used for epigrams and paradoxes; it may have a humorous effect. 

Example 19: ‘When we are happy we are always happy, but when we are good we’re not always happy’.

f) Repetition (reiteration) is the use of the same word or word-combination for two or more times. According to the place which the repeated unit occupies in a sentence repetition is classified into several types:

1) Anaphora. The beginning of the successive sentences or utterances is repeated.  
Example 20: ‘Once again he fingered the letter in his pocket, once again he read the letter.’

2) Epiphora. The end of the successive sentences or utterances is repeated. Example 21: ‘I wake up and I’m alone. I talk with people and I’m alone.’

3) Framing. The beginning of the sentence is repeated in the end of the successive syntactical unit. The function of framing is to stress the notion mentioned in the beginning of the sentence. Between the 2 appearances of the repeated unit there comes a developing middle part which explains the idea introduced in the beginning.

Example 22: ‘Nothing ever happened in that little town left behind the civilization, nothing.’

4) Anadiplosis (catch repetition). The final word or words of the preceding sentence are repeated at the beginning of the next one. The emotional emphasis of the anadiplosis is very strong. 

Example 23: ‘There was room, room to breathe.’

5) Chain repetition. It presents several successive anadiploses. The effect of it may be that of smoothly developing logical reasoning or emphasizing the emotional colouring. 

Example 24: ‘The cook looked at the maid, the maid looked at the footman, the footman looked at the coachman, the coachman at the master.’

6) Synonymical repetition is the expression of the same idea by various synonyms which differ in their nominative meaning, in the degree of the expressed quality or idea and differ in connotative meaning.  Example 25:
‘The poetry of earth is never dead.

The poetry of earth is ceasing never.

7) Morphological repetition. It’s the repetition of the same morpheme. 

Example 26: ‘It was waving and laughing, sobbing and growing, and ever and again it shouted.’

8) Tautological repetition and pleonasm.

Tautology is the repetition of the same statement; the repetition of the same word or phrase, or of the same idea or statement in other words. Pleonasm is defined as the use of more words in a sentence than are necessary to express the meaning. 

Example 27: ‘It was a clear starry night, and not a cloud was to be seen.’

Tautology and pleonasm are considered to be a defect of style.

g) Enumeration is a stylistic device by which separate things, objects, phenomena, properties, actions are named one by one so that they produce a chain, the links of which, being syntactically in the same position (homogeneous parts of speech) are forced to display some kind of semantic unity. 
Example 28:
‘There Harold gazes on a work divine,

A blending (mixture, harmony) of all beauties; streams and dells,

Fruit, foliage, crag (rock), cornfield, mountain, vine ...’ (Byron).

Enumeration is aimed to produce humorous effect and to reflect the personal attitude. 

h) Suspense (retardation) is a deliberate delay in the completion of the expressed thought. What has been delayed is the loading task of the utterance and the reader awaits the completion of the utterance with an ever increasing tension. Suspense is achieved by a repeated occurrence of phrases or clauses expressing condition, supposition, time, and the like, all of which hold back the conclusion of the utterance. 

i) Climax (gradation); anticlimax is based on the recurrence of a certain syntactic pattern. In each recurrent sequence the lexical unit is either emotionally stronger or logically more important. Climax aims at imparting logical, emotional and quantitative colouring to the utterance.

By logical coloring we mean that every successive concept is logically more important than the previous one. 
Example 29: ‘He may lock himself away, hide himself away, get guards about him, if he likes - death, the unseen death is coming’.

With the use of synonyms with different emotive coloring authors usually achieve the increase in the emotional tension of the utterance. 
Example 30: 

- Grand view, isn’t it? - said Harris. ‘Magnificent! I agreed. ‘Superb! - remarked George’.

Quantitative coloring implies an increase in the volume, size and number of each succeeding concept. 
Example 31:‘They looked at hundreds of houses, they climbed thousands of stairs, inspected innumerable kitchens’.

j) Anticlimax (bathos) is the reverse of climax. There are 2 types of anticlimax:

1) Each previous unit expressing a weaker quality so that emotion gradually decreases;

2) Emotion and logical importance gradually arises, but unexpectedly breaks and falls which produces humorous or ironic effect. 
Example 32: ‘She felt that she did not really know these people, that she would never know them; she wanted to go on seeing them, being with them and living in their workaday world. But she did not do this’. (A. Coppard) 

k) Antithesis is a phrase, a sentence or a group in which a thing (or a concept) is measured against, or contrasted to its opposite. 

Example 33: ‘Life is much flattered. Death is much traduced.

Antithesis emerges as a result of a contraposition of two or more words, the words being either antonyms or contrastive in some of their meanings.
2. Particular ways of combining Parts of the Utterance (types of connection)

a) Polysyndeton is an insistent repetition of a connective between words, phrases or clauses in an utterance. 
Example 34: ‘They were all 3 from Milan and one of them was to be a lawyer, and one was to be a painter, and one had intended to be a soldier, and after we were finished with the machines, sometimes we walked back together to the Cafe Cova.’ (Hemingway).

b) Asyndeton on the contrary is a deliberate avoidance of connectives. 

Example 35: ‘Soames turned away; he had an utter disinclination for talk, like one standing before an open grave, watching a coffin slowly lowered.’

c) The ‘Gap-Sentence’ Link is a way of connecting two sentences seemingly unconnected and leaving it to the reader to grasp the idea implied, but not worded. In the gap-sentence-link the connection of sentences is not immediately apparent and it requires a certain mental effort to grasp the interrelation between the parts of the utterance, in other words, ‘to bridge’ the semantic gap.
Example 36: ‘She and that fellow ought to be the sufferers, and they were in Italy’. (Galsworthy).

In this sentence the 2nd part, which is hooked on to the 1st by the conjunction ‘and’, seems to be unmotivated or, the whole sentence seems to be logically incoherent. The gap-sentence-link is generally indicated by ‘and’ or ‘but’. 
The gap-sentence-link has various functions. It may serve to signal the introduction of inner represented speech; it may be used to indicate the subjective evaluation of the facts, etc. On the whole it aims at stirring up in the reader’s mind the suppositions, associations and conditions under which the sentence uttered can really exist. 
3. Peculiar Use of Colloquial Constructions

a) Ellipsis is a deliberate omission of one or more words for some stylistic purposes. In elliptic constructions the subject or the predicate may be omitted or both. Ellipsis is a typical feature of speech used for the sake of economy of language means and articulatory efforts. Ellipsis always imitates the common features of colloquial language and helps the author render the atmosphere of lively informal conversation, emotional condition of his personages (shock, astonishment, surprise).

Example 37: ‘Been home?’ instead of ‘Have you been home?’

Elliptic sentences may also be in the author’s narration to represent the inner speech of the personage, especially when he is in a difficult situation. 
b) Break-in-the-narrative (aposiopesis)
In the spoken variety of the language a break-in-the-narrative is usually caused by unwillingness to proceed; or by the supposition that what remains to be said can be understood by the implication; or by uncertainty as to what should be said.

In the written variety a break in the narrative is always a stylistic device used for some stylistic effect.

In the sentence: ‘You just come home or I’ll ...’ the implication is a threat, which without the context can only be vague. But when one knows that the words were said by an angry father to his son over the telephone the implication becomes apparent.

Break-in-the-narrative has a strong degree of predictability because of the structure of the sentence. It is used in complex sentences, especially in conditional sentences, the if-clause being given in full and the second part only implied. 

c) Question -in-the-narrative 
Questions in spoken language presuppose two interlocutors: the questioner is presumed not to know the answer.

A question in-the-narrative as a stylistic device is asked and answered by one person, usually the author. Example 38:
‘And starting, she awoke, and what to view?
Oh, Powers of Heaven. What dark eye meets she there?
‘Tis - ‘tis her father’s - fixed upon the pair.’ (Byron).

Question in-the-narrative may also remain unanswered. 

d) Represented speech (несобственная речь).

There are 3 ways of reproducing actual speech:

1) direct speech (repetition of the exact utterance as it was spoken; it is characterized by the use of exclamatory  and interrogative forms of sentences, elliptical sentences, emotional words, interjections, ‘yes’ and ‘no’ words); 

2) indirect speech (rendering of the exact utterance by the 2nd person: here passing through the mouth of the 2nd person it often changes the emotional colouring; besides sometimes only the main points of the utterance are given. The rules of the sequence of tenses are observed here.);

3) represented speech which combines the features of direct and indirect speech. It is that form of utterance which conveys the actual words of the speaker through the mouth of the author but retains the peculiarities of the speaker’s mode of expression.

Represented speech exists in 2 varieties:
1) uttered represented speech and 2) unuttered represented speech.

1) Uttered represented speech demands that the tense should be changed from present to past and that the personal pronouns should be changed from 1st and 2nd to 3rd person as in indirect speech, but the syntactical structure of the utterance does not change. 

Example 39: ‘Could he bring a reference from where he was now? He could’. (Dreiser).

2) Unuttered or inner represented speech is the process of materializing one’s thoughts by means of language units. Now that inner speech has no communicative function it is very fragmentary, incoherent (disjoint), isolated and consists of separate units.

Inner represented speech unlike uttered represented speech expressed feelings and thoughts of the character which were not materialized in spoken or written language. That is why it abounds in exclamatory words and phrases elliptical constructions, breaks, etc. 
In Inner represented speech also the tense forms are shifted to the past, the 3rd person pronouns replace the 1st and 2nd; the interrogative word order is maintained but there appear unfinished sentences, exclamations and one-member sentences.

Example 40: ‘Oh, love, love! Edward! Edward! Oh! He would not, could not remain away. She must see him - give him a chance to explain.’ (Ch. Bronte).
IV. Transferred Use of Structural Meaning. 
Rhetorical Question is a special syntactical stylistic device which transforms a question into a statement expressed in a form of a question.

There are 2 types of rhetorical questions:

1) a rhetorical question with a negative predicate. The implication of such a negative question is a statement with an additional shade of meaning of doubt or assertion, or suggestion.

2) a rhetorical question with an affirmative predicate. 

Example 41: ‘Did I say a word about money?’
2 семестр
Lecture 1. Stylistic classification of the English vocabulary
1. Words of the neutral layer
The word stock of any language may be represented as a definite system in which different aspects of words may be singled out as interdependent. 

Words may be grouped together on the basis of their common stylistic reference. Consider, for example, the following groups of words: 

inquire
- ask, 
obtain - get, proceed - go, pursue - run after, seek - look for.

Each of these two groups represents a different stylistic layer: the first group contains words of a literary-bookish layer, the second - stylistically neutral words.

Subdivisions within the class of stylistically marked words are numerous. But the main opposition lies between, words of literary sty1istic layer (words of Standard English) and those of non-literary stylistic layer (words of Sub-Standard English).

 Stylistics considers the whole of the word stock of the English language as being divided into 3 main layers: 1) the literary layer; 2) the neutral layer; 3) the colloquial layer.

The neutral layer of words is the largest; words expressing only denotative meaning belong here. There is no connotation in the case, they just signify phenomena. Neutral words, which form the bulk of the English vocabulary, are unrestricted in their use. They are used in both literary and colloquial language. They can be used in all styles and that makes this layer the most stable of all. Neutral words are the main source of synonymy and polysemy. 

Words of literary stylistic layer and the colloquial layer bear a kind of connotation, they change the colouring of the whole utterance. As a rule, they have synonyms among neutral words, for example: child - neutral; infant - literary; kid - colloquial.
2. Words of literary layer are characterized by its marked bookish character. Here belong: a) common literary words; b) terms and learned words; c) poetic words; d) archaisms or archaic words; e) barbarisms and foreign words; f) stylistic neologisms;

a) Common literary words are used in writing and polished speech. They are less emotional than colloquial words and are used in public and official speech. If used in private situations they may produce a humorous effect. Here are some examples showing the difference between words belonging to literary and neutral layer:

A great crowd came to see him (neutral).

A vast concourse was assembled to witness him (literary).

The man fell down (neutral). The individual was precipitated (literary).

b) Terms and learned words denote different kinds of notions referring to science, technique and arts. They are believed to be devoid expressiveness, emotional and evaluative connotation. Only stylistic component is present here. They tend to be monosemantic and are used in scientific prose. They may be used in fiction but to perform a specific stylistic role - reveal the profession of the character, contribute to the realistic background, they create a true-to-life atmosphere of the narration, indicate the peculiarities of the subject.
Terms are subdivided-into: 1) popular terms of some special spheres of human knowledge known to the public at large (typhoid, pneumonia); 2) terms used exclusively within a profession (phoneme, micro-linguistics);

c) Poetinisms or poetic words, words used exclusively in poetry and the like. Many of these words are archaic or obsolete, such as whilome (sometimes), aught (anything), ne (no, not), haply (may be); for ay (forever), I ween (I suppose), he kens (he knows); childe (a nobleman's son). 
Poetic words are seldom used in modern English. In ordinary environment they colour the utterance with an air of loftiness, for example: to go - to proceed; sorrow - woe; enemy - foe; kingdom – realm.
d) Archaisms or archaic words are words which show changes in their meaning and usage. There are: 
1) Archaisms proper, words which are no longer recognizable in modern English, they either dropped out of use altogether or have changed in their appearance beyond recognition, for example: troth - faith, loser - a lazy fellow; 
2) Historical words which denote concepts and phenomena that have gone out of use, for example:  knight, yeoman.

Words of this type never disappear from the language. They are historical terms and remain as terms referring to definite stages in the development of the society and cannot disappear though the things and phenomena to which they refer have long passed into oblivion. Historical words have no synonyms, whereas archaic words have been replaced by modern synonyms.

The third group is morphological archaisms. They are archaic forms of still existing words (brethren), the ending - (e)th instead of - (e)s (he maketh; the pronoun «ye»).

Archaic words are mainly used to create a realistic background to historical novels. Besides they are often used in the style of official documents and business letters (wherewith, hereby, aforesaid, etc.)
e) Foreign words and barbarisms (au revoir; ad absurdum, Bundeswehr).
They are both of foreign origin. Barbarisms have already become a part of the language though they remain on the outskirts of the literary vocabulary. They are registered in the dictionary.

Foreign words, though used for certain stylistic purposes, do not belong to the English vocabulary. They are not registered by English dictionaries. In printed works foreign words and phrases are generally italicized to indicate their alien nature or their stylistic value.

Barbarisms, on the contrary, are not made conspicuous in the text unless they bear special stylistic information.

There are foreign words in the English vocabulary which fulfill a terminological function. They should be distinguished from the barbarisms. Terminological borrowings have no synonyms; barbarisms, on the contrary, have almost exact synonyms. Barbarisms are a historical category. Once they were just foreign words used in literary English to express a concept non-existent in English reality, but gradually they entered the class of words named barbarisms, lost their foreign peculiarities, became more or less naturalized and have merged with the native English stock of words (conscious, retrograde), strenuous.

Both barbarisms and foreign words are widely used in various styles of language with various aims, which predetermine their typical functions.

One of these functions is to supply local colour, in order to depict local conditions of life, concrete facts and events, customs and habits.

Another function being the use of foreign words and barbarisms in the reported speech of a local inhabitant to reproduce his actual words, manner of speech and the environment.

Barbarisms convey the idea of cultural and educational status of the person. They betray the speakers’ desire to sound refined and pretentious.

Stylistic neologisms result from the search of a more fresh and expressive form of utterance which helps to communicate the idea. Most stylistic neologisms are made by affixation and word-compounding according to the productive models for word-building. New words built in this way are immediately perceived because of their unpredictable character, due to which the author conveys the idea straightforwardly (musicdom, gangdom, freckledom, where the suffix is used with the general meaning of collectivity; interrogatee, enrollee, askee; showmanship; supermanship etc.)
Lecture 2
3. Words of the colloquial layer

This layer also includes several subgroups:

a) Colloquialisms or common colloquial words are the words that occupy an intermediate position between literary and non-literary stylistic layers and are used in conversational type of everyday speech (awfully sorry, a pretty little thing, teenager, flapper etc). They are usually used in private talks. Common colloquial vocabulary overlaps into the Standard English vocabulary and therefore is to be considered part of it. It borders both on the neutral vocabulary and the special colloquial vocabulary which falls out of Standard English altogether.
Such words and expressions as “take” (in «as I take it», i.e. as I understand); to go for (to be attracted, to like very much’, as in You think she still goes for the guy?); guy (young man); to be gone on (to be madly in love with), pro (a professional) are gradually losing their non-standard character and are becoming widely recognized. The spoken language abounds in set phrases which are colloquial in character (all sorts of things, just a bit, How is life treating you? so-so; so much the better, to be sick and tired if; to be up to something, etc)

However they haven’t lost their colloquial association and still remain in the colloquial layer of the English vocabulary.

Most of them are stylistic synonyms to neutral words (a catcall - whistle; an eyestopper - a beauty; havings - property). 

Among common colloquial words are diminutive forms of neutral words (Granny; piggy, Freddy).

b) Slangisms are the words that have originated in everyday speech and exist on the periphery of the lexical system of the given language: go crackers (go mad); garr (god); belt up (keep silence); big-head (a boaster). It is the most extended subgroup of the colloquial layer. Most slangy words convey derogatory and contemptuous attitude towards the moral values of the society virtue, morality, decency. Among slangisms there are many words denoting violence, sex, drugs, drunkards (drunken - boozy, cock-eyed, fluffy, plastered, stinking, wal-eyed, etc; money - cabbage, rhino, dough, chink, etc.)
c) Jargonisms (cantisms). Words used within certain social and professional groups. They fall into 1) social jargonisms and into b) professionalisms.
Social jargonisms are used by certain social class to conceal their meaning from the outsider. There may be words with a distorted shape or ordinary words with a new meaning, for example:

How long did they cook you?

Since 8 in the morning.

You didn’t unbutton them after 12 hours of it?

Me? They’ve got a lot of dancing to do before they get anything out of me.

Social jargonisms are found within groups characterised by social integrity, for example, youth jargonisms, which contains emphatic interjections and words with wide semantic meaning., evaluating epithets, emphatic intensifies.

Cantisms or cant - is the jargon of English criminals which is mostly used to denote drugs, drug addicts, e.g.: drugs: dope; knock-out drops, grass, junk, speed; for drug-addicts - dope fiend, junky, groover, to push - to sell drugs.
Professional jargonisms are used by professional groups to give and vivid names to tools, machines and processes connected with their occupation

In professional jargonisms we can distinguish jargon of musicians, sportsmen, journalists, military men, etc. Jargonisms here denote instruments, processes and some specific features of professional activity. Usually the jargon of one professional group isn’t understood by people of other professions.

E.g. in parliament they say: backbencher - for an ordinary member of the parliament; backwoodsman - for the MP who is seldom present; baby of the house - the youngest MP; in the army they say: lower deck - рядовые; red cap - полицейский военный.
d) Professionalisms are words characteristic of the conversational variant of professional speech. Contrary to terms, professionalisms are the result of metonymic or metaphoric transference of some everyday words: bull (one who buys shares at the stock-exchange); bear (one who sells shares); sparks (a radio-operator); tin-hat (helmet), tin-fish (submarine); piper (a specialist who decorates pastry with the use of a cream-pipe) etc. Professionlisms remain in circulation within a definite community but they are not aimed at secrecy. The skilful use of professionalisms can show education, environment of the character.

e) Vulgarisms are expletives, rude words, coarse words, swear-words or expressions, obscene words, oaths used mostly in the speech of the uncultured and the uneducated, e. g. missus (wife), son of a bitch (a bad person), etc.

There are different degrees of vulgar words. Some of them, obscene words should not be even fixed in common dictionaries. They are euphemistically called «four-letter» words. A lesser degree of vulgarity is presented by expletives, words like bloody, damn, son of a bitch, to hell, and others.

The function of vulgarisms is almost the same as that of interjections, that is to express strong emotions, mainly annoyance, anger, vexation and the like. They are not to be found in any style of speech except emotive prose, and here only in the direct speech of the characters. 

The border-line between colloquialisms, slangisms and vulgarisms is often hard to draw for there are hardly any linguistic criteria of discrimination. This explains why one finds so many discrepancies in how these stylistic subgroups are ‘labelled in various dictionaries.

f) Regional dialectisms or dialectal words. Words and expressions used by peasants and others in certain regions of the country: baccy (tobacco), unbeknown (unknown), winder (window), etc. In the process of integration of the English national language dialectal words remained beyond its literary boundaries.

Dialectal words are to be only found in the style of emotive prose to give a colourful characterization to their personalities though their speech, to create a vivacious local colouring. The writers usually manage to convey the original phonetic for
Lecture 3. Functional stylistics
1. The notion of style in functional stylistics

The notion of style has to do with how we use the language under specific circumstances for a specific purpose. The notion of using English, apart from using our knowledge of its linguistic structure also involves awareness of the numerous situations in which English can be used as a special medium of com​munication with its own set of distinctive and recognizable features. Uses of English in numerous situations that require definite stylistic features are studied by the theory of functional styles. This theory involves consideration of such notions as norm and function in their relation to style.
2. Correlation of style, norm and function in the language

Any national language uses the notion of 'correct language’ which involves conformity/accordance to the grammatical, lexical and phonetic stan​dards accepted as normative in this society. The favoured variety is usually a version of the standard written language. It is presented in dictionaries, grammars and other official manuals. Those who speak and write in this way are said to be using language 'correctly', those who do not are said to be using it 'incorrectly'. Correct usage is associated with the notion of the linguistic norm. 

The norm is closely related to the system of the language as an abstract ideal system. The system provides and determines the general rules of usage of its elements. The norm is the actual use of these provisions by individual speakers under specific conditions of communication.

However the literary norm is not a homogeneous and calcified entity. It varies due to regional, social, situational, personal factors, etc.

The norm will be dictated by the social roles of the participants of communication, their age and family or other relations. An important role in the selection of this or that variety of the norm belongs to the purpose of the utterance, or its function. Informal language on a formal occasion is as inappropriate as formal language on an informal occasion. This brings us to the notion of the norm variation.

Functional styles are subsystems of the language and represent varieties of the norm of the national language. Each of them is characterized by its own parameters in vocabulary usage, syntactical expression, phraseology, etc.
3. Language varieties: regional, social, occupational

Language variety features depend on the presence of certain factors in a social situation. These factors may be grouped into two types: sociolinguistic and stylistic.

Sociolinguistic factors identify the regional and social varieties of the language. 

Stylistic factors identify individual preferences in usage (phraseology, special vocabulary, language of literature) or the varieties that are associated with occupational groups (lawyers, journalists, scholars).

Regional language variation of English provides a geographical answer to the question 'Where are you from, in the English-speaking world?' Social language variation provides an answer to the question ‘Who are you?' or 'What are you in the eyes of the English-speaking society to which you belong?' One and the same person may belong to different social groups and perform different social roles (be described as 'a parent',  'a wife',  'an architect',  'a feminist', 'a member of Parliament', 'an amateur sculptor', 'a theatre-goer', etc.)

Language more than anything else will testify to our permanent and temporary roles in social life. Our pronunciation, choice of words and constructions, general strategy of communication are defined by the age, sex, occupation and socio-economic aspects. 

Britain is usually said to be linguistically more class-conscious than other English-speaking countries. For example, in England Received Pronunciation (RP), is considered to be the 'prestige accent'.

However today with the breakdown of rigid divisions between social classes and the development of mass media RP is no longer the prerogative of social elite. Today it is best described as an 'educated' accent which actually has several varieties. Most educated people have developed an accent, which is a mixture of RP and various regional features that sometimes is called ‘modified RP'.
Occupational varieties of the national language are normally associat​ed with a particular way of earning a living. 

There are no class distinctions here. People belonging to any professional field develop jargon and professional slang, their own linguistic rituals which its members accept as a criterion of proficiency, which set them apart from outsiders as, e. g., languages of law, government and religion with their unique grammar, vocabulary, and patterns of discourse.
4. Distinctive linguistic features of the major functional styles of English

There are a great many classifications of language varieties that are called sublanguages, substyles, registers and functional styles that use various criteria for their definition and categorization. The term generally accepted by most Russian scholars is functional styles. They suggest the following style classes: 1) Official business style. 2) Scientific-professional style. 3) Publicist style. 4) Literary colloquial style. 5) Familiar colloquial style.

However these five classes can seldom be observed in their pure forms: mixing styles is the common practice. His description of five major functional styles is based on their most distinctive features on each level of the language structure: phonetical (where possible), morphological, syntactical and lexical.
Lecture 4. The style of official documents
Morphological features: 

a) Adherence to the norm, sometimes outdated or even archaic, e. g. in legal documents. 

Syntactical features: 

a) Use of long complex sentences with several types of coordination and subordination (up to 70 % of the text). 

b) Use of passive and participial constructions, numerous connectives. 

c) Use of objects, attributes and all sorts of modifiers in the identifying and explanatory function.

d) Extensive use of detached constructions and parenthesis. 

e) Use of participle I and participle II as openers in the initial expository statement.

f) Combining several statements into one sentence. 

g) Information texts are based on standard normative syntax reasonably simplified.

Lexical features: 

a) Prevalence of stylistically neutral and bookish vocabulary. 

b) Use of terminology, e. g. legal: acquittal, testimony, aggravated larceny; commercial: advance payment, insurance, wholesale, etc. 

c) Use of proper names (names of enterprises, companies, etc.) and titles. 

d) Abstraction of persons, e.g. use of party instead of the name.  

e) Officialese vocabulary: clichés, opening and conclusive phrases. 

f) Conventional and archaic forms and words: kinsman, hereof, thereto, thereby. 

g) Foreign words, especially Latin and French: status quo, force majeure, persona non grata. 

h) Abbreviations, contractions, conventional symbols: M. P. (member of Parliament), Ltd (limited), $, etc. 

i) Use of words in their primary denotative meaning. 

j) Absence of tropes, no evaluative and emotive colouring of vocabu​lary. 

k) Seldom use of substitute words: it, one, that.

Compositional features: 

a) Special compositional design: coded graphical layout, clear-cut sub​division of texts into units of information; logical arrangement of these units, order-of-priority organization of content and informa​tion. 

b) Conventional composition of treaties, agreements, protocols, etc.: division into two parts, a preamble and a main part. 

c) Use of stereotyped, official phraseology. 

d) Accurate use of punctuation. 

e) Generally objective, concrete, unemotional and impersonal style of narration.
Lecture 5. Scientific/academic style
Morphological features: 

a) Terminological word building and word-derivation: neologism for​mation by affixation and conversion. 

b) Restricted use of finite verb forms.

c) Use of the author's we instead of I. 

d)  Frequent use of impersonal constructions.

Syntactical features: 

a) Complete and standard syntactical mode of expression. 

b) Syntactical precision to ensure the logical sequence of thought and argumentation. 

c) Direct word order. 

d) Use of lengthy sentences with subordinate clauses. 

e) Extensive use of participial, gerundial and infinitive complexes. 

f) Extensive use of adverbial and prepositional phrases. 

g) Frequent use of parenthesis introduced by a dash. 

h) Abundance of attributive groups with a descriptive function. 

i) Preferential use of prepositional attributive groups instead of the descriptive of-phrase.

j) Avoidance of ellipsis, even usually omitted conjunctions like 'that' and 'which'. 

k) Prevalence of nominal constructions over the verbal ones to avoid time reference for the sake of generalization. 

l) Frequent use of passive and non-finite verb forms to achieve objec​tivity and impersonality. 

m) Use of impersonal forms and sentences such as mention should be made, it can be inferred, assuming that, etc.

Lexical features: 

a) Extensive use of bookish words e. g. presume, infer, preconception, cognitive.
b) Abundance of scientific terminology and phraseology. 

c) Use of words in their primary dictionary meaning, restricted use of connotative contextual meanings. 

d) Use of numerous neologisms. 

e) Abundance of proper names. 

f) Restricted use of emotive colouring, interjections, expressive phrase​ology, phrasal verbs, colloquial vocabulary. 

g) Seldom use of tropes, such as metaphor, hyperbole, simile, etc.

Compositional features: 

a) Types of texts compositionally depend on the scientific genre: mono​graph, article, presentation, thesis, dissertation, etc. 

b) In scientific proper and technical texts e.g. mathematics: highly formalized text with the prevalence of formulae, tables, diagrams supplied with concise commentary phrases. 

c) In humanitarian texts (history, philosophy): descriptive narration, supplied with argumentation and interpretation. 

d) Logical and consistent narration, sequential presentation of material and facts. 

e) Extensive use of citation, references and foot-notes. 

f) Restricted use of expressive means and stylistic devices. 

g) Extensive use of conventional set phrases at certain points to emphasize the logical character of the narration, e. g. as we have seen, in conclusion, finally, as mentioned above.
h) Use of digressions to debate or support a certain point. 
i) Definite structural arrangement in a hierarchical order: introduction, chapters, paragraphs, conclusion. 

j) Special set of connective phrases and words to sustain coherence and logic, such as consequently, on the contrary, likewise.
k) Extensive use of double conjunctions like as... as, either... or, both... and, etc. 

l) Compositionally arranged sentence patterns: postulatory (at the beginning), argumentative (in the central part), formulative (in the conclusion).
Lecture 6. Publicist (media) style
Phonetic features (in oratory): 

a) Standard pronunciation, wide use of prosody as a means of conveying the subtle shades of meaning, overtones and emotions. 

b) Phonetic compression.

Morphological features: 

a) Frequent use of non-finite verb forms, such as gerund, participle, infinitive. 

b) Use of non-perfect verb forms. 

c) Omission of articles, link verbs, auxiliaries, pronouns, especially in headlines and news items.

Syntactical features: 

a) Frequent use of rhetorical questions and interrogatives in oratory speech. 

b) In headlines: use of impersonal sentences, elliptical constructions, interrogative sentences, infinitive complexes and attributive groups. 

c) In news items and articles: news items comprise one or two, rarely three, sentences. Absence of complex coordination with chain of subordinate clauses and a number of conjunctions. 

d) Prepositional phrases are used much more than synonymous gerundial phrases. 

e) Absence of exclamatory sentences, break-in-the narrative, other expressively charged constructions. 

f) Articles demonstrate more syntactical organization and logical ar​rangement of sentences.

Lexical features: 

a) Newspaper clichés and set phrases.  

b) Terminological variety: scientific, sports, political, technical, etc. 

c) Abbreviations and acronyms. 

d) Numerous proper names, toponyms, anthroponyms, names of enter​prises, institutions, international words, dates and figures. 

e) Abstract notion words, elevated and bookish words.

 f) In headlines: frequent use of pun, violated phraseology, vivid stylistic devices. 

g) In oratory speech: words of elevated and bookish character, colloquial words and phrases, frequent use of such stylistic devices as metaphor, alliteration, allusion, irony, etc. 

h) Use of conventional forms of address and trite phases. 

Compositional features: 

a) Text arrangement is marked by precision, logic and expressive power. 

b) Carefully selected vocabulary. 

c) Variety of topics. 

d) Wide use of quotations, direct speech and represented speech. 

e) Use of parallel constructions throughout the text. 

f) In oratory: simplicity of structural expression, clarity of message, argumentative power. 

g) In headlines: use of devices to arrest attention: rhyme, pun, and puzzle, high degree of compression, graphical means. 

h) In news items and articles: strict arrangement of titles and subtitles, emphasis on the headline. 

i) Careful subdivision into paragraphs, clearly defined position of the sections of an article: the most important information is carried in the opening paragraph; often in the first sentence.
Lecture 7. Literary colloquial style
Phonetic features:
a) Standard pronunciation in compliance (in accordance) with the national norm, enunciation (хорошая дикция). 

b) Phonetic compression of frequently used forms, e.g. it's, don't, I've. 

c) Omission of unaccented elements due to the quick tempo, e.g. you know him?
Morphological features: Use of regular morphological features, e. g. evaluative suffixes deary, doggie, duckie.

Syntactical features: 

a) Use of simple sentences with a number of participial and infinitive constructions and numerous parentheses. 

b) Syntactically correct utterances compliant with the literary norm 

c) Use of various types of syntactical compression, simplicity of syntac​tical connection. 

d) Prevalence of active and finite verb forms. 

e) Use of grammar forms for emphatic purposes, e. g. progressive verb forms to express emotions of irritation, anger etc. 

f) Decomposition and ellipsis of sentences in a dialogue (easily recon​structed from the context).

g) Use of special colloquial phrases, e. g. that friend of yours.
Lexical features: 

a) Wide range of vocabulary in accordance with the register of communication and participants' roles: formal and informal, neutral and bookish, terms and foreign words. 

b) Basic stock of communicative vocabulary - stylistically neutral. 

c) Use of socially accepted contracted forms and abbreviations, e. g. fridge for refrigerator, ice for ice-cream, TV for television, CD for compact disk, etc. 

d) Use of etiquette language and conversational formulas, such as nice to see you, my pleasure, on behalf of, etc.

e) Extensive use of intensifies and gap-fillers, e.g. absolutely, definitely, awfully, kind of, so to speak, I mean, if I may say so.

f) Use of interjections and exclamations, e. g. Dear me, My God, Goodness, well, why, now, oh. 

g) Extensive use of phrasal verbs let sb down, put up with, stand sb up (to betray, to let sb down). 

h) Use of words of indefinite meaning like thing, stuff.
i) Avoidance of slang, vulgarisms, dialect words, jargon. 

j) Use of phraseological expressions, idioms and figures of speech.

Compositional features: 

a) Can be used in written and spoken varieties: dialogue, monologue, personal letters, diaries, essays, articles, etc. 

b) Prepared types of texts may have logical composi​tion, determined by conventional forms (letters, presentations, articles, interviews). 

c) Spontaneous types have a loose structure, relative coherence and uniformity of form and content.
Lecture 8
Familiar colloquial style is represented in spoken variety.

Phonetic features: 

a) Casual and often careless pronunciation, use of deviant forms, e. g. gonna instead of going to, whatcha instead of what do you, dunno instead of don't know.
b) Use of reduced and contracted forms, e.g. you're, they've, I'd. 
c) Omission of unaccented elements due to quick tempo ( you hear me?)  

d) Emphasis on intonation as a powerful semantic and stylistic instru​ment capable to render subtle nuances of thought and feeling. 

e) Use of onomatopoeic words, e. g.  hush, stop yodeling (йодль, манера исполнения тирольцев).
Morphological features: 

a) Use of evaluative suffixes, nonce words formed on morphological and phonetic analogy with other nominal words: e.g. baldish, mawkish, moody, hanky-panky, helter-skelter.

b) Extensive use of collocations and phrasal verbs instead of neutral and literary equivalents: e. g. to turn in instead of to go to bed.

Syntactical features: 

a) Use of simple short sentences. 

b) Dialogues are usually of the question-answer type. 

c) Use of echo questions, parallel structures, repetitions of various kinds. 

d) In complex sentences asyndetic coordination is the norm. 

e) Coordination is used more often than subordination, repeated use of conjunction and is a sign of spontaneity rather than an expressive device. 

f) Extensive use of ellipsis, including the subject of the sentence e. g. Can't say anything. 

g) Extensive use of syntactic tautology, e.g. That girl, she was something else!
h) Abundance of gap-fillers and parenthetical elements, such as sure, indeed, to be more exact, okay, well.
Lexical features: 

a) Combination of neutral, familiar and low colloquial vocabulary, including slang, vulgar and taboo words. 

b) Extensive use of words of general meaning, specified in meaning by the situation guy, job, get, do, fix, affair. 

c) Limited vocabulary resources use of the same word in different meanings it may not possess, e. g. 'some' meaning good: some guy! some game! 'nice' meaning impressive, fascinating, high quality: nice music. 

d) Abundance of specific colloquial interjections: boy, wow, hey, there, ahoy. 

e) Use of hyperbole, epithets, evaluative vocabulary, trite metaphors and simile, e.g. if you say it once more I'll kill you, as old as the hills, horrid, awesome (horrid), etc. 

f) Tautological substitution of personal pronouns and names by other nouns, e. g. you-baby, Johnny-boy. 

g) Mixture of curse words and euphemisms, e. g. damn, dash, darned.
Compositional features: 

a) Use of deviant language on all levels. 

b) Strong emotional colouring. 

c) Loose syntactical organization of an utterance.
Задания на практические занятия по теме 

“Phonetic expressive means and stylistic devices”
Task: Find and identify all phonetic stylistic devices. Explain their function. What atmosphere do they create?

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

2) When you're lying awake with a dismal headache, and repose is tabooed by anxiety. I conceive you may use any language you chose to indulge in without impropriety. (Гильберт и Селливан «Иоланта»).
3) We're foot - slog - slog - slog - sloggin' over Africa Foot - foot - foot - foot - sloggin' over Africa. (Boots - boots - boots - boots - movin'up and down again!) (Р. Киплинг «Boots»)

4) Apt Alliteration's artful aid. (Ch. Churchill).

5) But in the morning it is quite different. Then the sun shines strong on the horizontal green cloud-puffs of the pines, the sky is clear and full of life, the water runs hastily, still browned by the last juice of crushed olives. And there the earth's bowl of crocuses is amazing. You cannot believe that the flowers are really still. They are open with such delight, and their pistil thrust is so red-orange, and they are so many, all reaching out wide and marvellous, that it suggests a perfect ecstasy of radiant, thronging movement, lit-up violet and orange, and surging in some invisible rhythm of concerted delightful movement. You cannot believe they do not move, and make some sort of crystalline sound of delight. If you sit still and watch, you begin to move with them, like moving with the stars, and you feel the sound of their radiance. All the little cells of the flowers must be leaping with flowery life and utterance. (D. Lawrence “Flowery Tuscany”)

6) Oh! a private buffoon is a light-hearted loon, 

If you listen to popular rumour; 

From the morn to the night, he's so joyous and bright, 

And he bubbles with wit and good humour! (W. S. Gilbert. The Yeoman of the Guard) 
7) And the raven, never flitting, still is sitting, still is sitting. 

On the pallid bust of Pallas just above my chamber door; 

And his eyes have all the seeming of a demon that is dreaming, 

And the lamp-light o'er him streaming throws his shadow on the floor; 

And my soul from out this shadow that lies floating on the floor 

Shall be lifted - nevermore.  (E.A. Poe “The raven”)

8) Tell this soul, with sorrow laden, if within the distant Aiden, 

I shall clasp a sainted maiden, whom the angels name Lenore – Clasp a rare and radiant maiden, whom the angels name Lenore? (E.A. Poe “The raven”)

9) But still he strummed on, and his mind wandered in and out of poultry and politics, Old Forsyte, Fleur, Foggartism and the Ferrar girl - like a man in a maelstrom whirling round with his head just above water. (J. Galsworthy “Silver Spoon”)

10) Our long convoy 

Turned away northward as tireless gulls 

Wove over water webs of brightness 

And sad sound. The insensible ocean. 

Miles without mind, moaned all around our 
Limited laughter, and below our songs 

Were deaf deeps, dens of unaffection (W. Auden) 

11) Carry her over the water, 

                        And set her down under the tree, 

Where the culvers white all day and all night, 

                        And the winds from every quarter 

Sing agreeably, agreeably of love. 

Put a gold ring on her finger 

                     And press her close to your heart, 

While the fish in the lake their snapshots take, 

                    And the frog, that sanguine singer, 

Sings agreeably, agreeably, agreeably of love. 

The streets shall all flock to your marriage, 

                      The houses turn round to look, 

The tables and chairs say suitable prayers, 

                    And the horses drawing your carriage 

Sing agreeably, agreeably, agreeably of love.     
                                  (W. Auden “Carry her over the water”)

12) I found a dimpled spider, fat and white, 

On a white heal-all, holding up a moth 

Like a white piece of rigid satin cloth -​

Assorted characters of death and blight 

Mixed ready to begin the morning right, 

Like the ingredients of a witches' broth – 

​A snow-drop spider, a flower like a froth, 

And dead wings carried like a paper kite. 

What had that flower to do with being white, 

The wayside blue and innocent heal-all? 

What brought the kindred spider to that height, 

Then steered the white moth thither in the night? 

What but design of darkness to appal? - 

If design govern in a thing so small.                                  (R. Frost “DESIGN”)

13) Above the lilting house and happy as the grass was green. 


And once below a time I lordly had the trees and leaves. 

And green and golden I was huntsman and herdsman ...  (D. Thomas “Fern Hill”)

14) We would rather be ruined than changed 

We would rather die in our dread 

Than climb the cross of the moment 

And let our illusions die. (W. Auden “The Age of Anxiety”)

15) The sunlight on the garden 

Hardens and grows cold, 

We cannot cage the minute 

Within its nets of gold, 

When all is told 

We cannot beg for pardon. 

Our freedom as free lances 

Advances towards its end; 

The earth compels, upon it 

Sonnets and bids descend; 

And soon, my friend, 

We shall have no time for dances. 

The sky was good for flying 

Defying the church bells 

And every evil iron 

Siren and what it tells: 

The earth compels, 

We are dying, Egypt dying. 

And not expecting pardon, 

Hardened in heart anew, 

But glad to have sat under 

Thunder and rain with you, 

And grateful too 

For sunlight on the garden.  (Л. Макнис «The sunlight on the garden»)

16) Evil lifts a hand and the heads of flowers fall – 

 ​The pall of the hero who by the Ebro bleeding 

Feeds with his blood the stones that rise and call 

Tall as any man, «No pasaran!,  (Дж. Баркер “Elegy on Spain”)

17) Leaves 

         Murmuring by miriads in the shimmering trees 

Lives 

         Wakening with wonder in Pyrenees. 

Birds 

         Cheerily chirping in the early day. 

Bards 

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

18) O lovers true 

And others too 

Whose best is only better, 

Take my advice 

Shun compromise: 

Forget him and forget her. (S. Smith)

19) There shone the soft, slim yellow trumpet of the wild daffodil; the daffodil which has a pointed ruff of white petals to display its gold head; and the more opulent double daffodil which, compared with the other two, is like an ostentatious merchant between Florizel and Perdita. There were the many-headed jonquils, creamy and thick-scented; the starry narcissus, so alert on its long, slender, stiff stem, so sharp-eyed, so unlike a languid youth gazing into a pool; the hyacinth-blue frail squill almost lost in the lush herbs; and the hyacinth, blue and white and red, with its firm, thick-set stem and innumerable bells curling back their open points. Among them stood tulips - the red, like thin blown bubbles of dark wine; the yellow, more cup-like, more sensually open to the soft furry entry of the eager bees; the large particoloured gold and red, noble and sombre like the royal banner of Spain. (R. Aldington “The Death of the Hero”)

20) In Breughel's great picture, The Kermess, 

the dancers go round, they go round and 

around, the squeal, and the blare and the 

tweedle of bagpipes, a bugle and fiddles 

tipping their bellies (round as the thick​-

sided glasses whose wash they impound) 

their hips and their bellies off balance 

to turn them. Kicking and rolling about 

the Fair Grounds, swinging their butts, those 

shanks must be sound to bear up under such 

rollicking measures, prance as they dance 

in Breughel’s great picture, The Kermess. 

 (В.К, Уильямс Стихотворение о картине Брейгеля «Крестьянский танец»)

Задания на практические занятия по теме

“Lexical expressive means and stylistic devices”
Part 1
I. Study the following passages, pick out and analyze lexical stylistic devices. What impression do you get of the things and persons described?

1.  Theodore represented a fountain of knowledge on every subject from which I drank greedily. (G. Durrell)

2.  She (Mother) looked not unlike a diminutive Victorian missionary facing a charging rhino. (G. Durrell)

3.  When, in an ocean of sweat, they reached the top of the hill, they found Leslie (G. Durrell)

4.  He fell into the water with a yell, spread-eagled like an ungainly frog, and his proud yachting cap floated towards the bamboo roots while he thrashed about in a porridge of water and mud. (G. Durrell)

5.  He was so absurdly childlike that I had a fit of the giggles and this of course only made him worse. He   had relapsed into French, which he was speaking with the rapidity of a machine gun so, with my tenuous command of the language, I was unable to understand him. (G. Durrell)

6.  He gave me a murderous look. "Espece de con!" he said vehemently. (G. Durrell)

7.  The whole island was a bustle and ringing with sound. (G. Durrell)

8.  Panting for breath, I would burst out of the olive groves, the dogs barking hysterically in front of me, and we would hold up the great, gleaming Dodge, its hood back. Spiro in his peaked cap crouching, massive, brown and scowling behind the wheel. (G. Durrell)

9. Sitting in the back, dressed in black, and with a beautifully arranged turban as white as a snowdrop bud, sat a slender, diminutive Indian with enormous, glittering almond-shaped eyes that were like pools of liquid agate fringed with eye-lashes as thick as a carpet. He opened the door deftly and leapt out of the car. His smile of welcome was like a lightning flash of white in his brown face. (G. Durrell)

10.  Surrounded by a forest of ecclesiastical beards he disappeared into the dark depths of the church, where a thousand candles bloomed like a riot of primroses. (G. Durrell)

11.  However, his (chauffeur's) estimation of the time the King would take to visit the saint was inaccurate so when the King, surrounded by the cream of the Greek Church, suddenly emerged from the church and took his place in the car, the chauffeur was conspicuous by his absence. (G. Durrell)

12.  July had been blown out like a candle by a biting wind that ushered in a leaden August sky. (G. Durrell)

13. The rest of us felt too apathetic to think of anything except our own ills, but Larry was designed by Providence to go through life like a small, blond fire-work, exploding ideas in other people's minds, and then curling up with cat-like unctuousness and refusing to take any blame for consequences. (G. Durrell)

14. Roses dropped petals that seemed as big and smooth as saucers, flame- red, moon-white, glossy and unwrinkled; marigolds like broods of shaggy suns stood watching their parent's progress through the sky. (G. Durrett)

15. He had a straight, well-shaped nose: a humorous mouth lurking in the ash-blond beard; straight, rather bushy eyebrows under which his eyes, keen but with a twinkle in them and laughter-wrinkles at the corners, surveyed the world. (G. Durrell)

16.  On the opposite side of the room was the microscope table, with its powerful lamp on the jointed stem leaning like a lily over the flat boxes that housed Theodore's collection of slides. The microscopes themselves, gleaming like magpies, were housed under a series of beehive-like domes of glass. (G. Durrell)

17.  After a moment's thought he decided to try the skittish let's-all-have-a​ jolly-game approach. (G. Durrell)

18.  We had liked the villa the moment Spiro had shown it to us. It stood, decrepit but immensely elegant, among the drunken olives, and looked rather like an eighteenth-century exquisite, reclining among a congregation of charladies. (G. Durrell)

19.  Our dead live in the hearts and the minds of the Spanish peasants, of the Spanish workers, of all the good simple honest people who believed in and fought for the Spanish republic. (E. Hemingway)

20.  The fascists may spread over the land, blasting their way with weight of metal brought from other countries. (E. Hemingway)

21.  Mrs. Harley and Deborah walked to a little park at the edge of the river. The child's beauty was bright, and the old woman was dressed in black, and they walked hand in hand, like some amiable representation of winter and spring.(J. Cheever)

22.  It was almost dark, the Porsche humming along like a jewelled clock, when he reached what he recognized as the approach to Green Hollow. (I. Shaw)

23.  Rain's arrival created a stir. The eyes of the School were turned away from the cricket field. (I. Murdoch)

24.  He began to run down the drive. He saw the Riley parked upon the grass verge. But there was no sign of Rain.(I. Murdoch)

25.  It was a night for walking, still and clear. I did not run, as she had bidden me, but for all that I achieved the Beacon Hill. The moon, so nearly full, hovered, with swollen cheek, above the bay, and wore about his face the look of a wizard man who shared my secret. (D. du Maurier)

II. Read the following passages and do the tasks given below:

Mary was like a large dark moth. She had the same texture of softness, and when she looked at you with her large dark eyes they spoke of the night: of the night hours in the Rectory garden, of night-scented stocks, the starry heavens above and the whirring yet soothing rattle, of the nightjars in the glades of the New Forest close at hand.

[...] Yes, Mary was like a large dark moth, and you might suspect that if she lifted her wings to fly she would uncover brilliant red or purple underwings in dazzling contrast to the ashy ambiguously patterned pair which she exhibited when at rest. A fanciful idea - but possibly it conveys her quality.



[...] He (Mary's husband) was a big man.[...], but with sandy hair and blue eyes. He took his ideas from the "Daily Telegraph" and the books in his prep-school library, and his guiding rule in life was to play safe. (From "Letting Down The Side" by D. Garnett)

Tasks:

1. Analyze the similes, metaphors and epithets used to describe Mary. What
connotation does the phrase "a large dark moth" have? How is this image
developed in the second paragraph?

2. How does the repetition of the word "night" add to the image of the girl?

3. What impression do you get of Mary's husband? Is his description contrasted with that of Mary? How does the author achieve such a contrast (consider the structure and length of the sentences and connectives between clauses)?

4. How does the author's choice of words affect your attitude towards the
characters he describes?

She (Brett) stood holding the glass and I saw Robert Cohn looking at her. He looked a great deal as his compatriot must have looked when he saw the Promised Land. Cohn, of course, was much younger. But he had that look of eager, deserving expectation. Brett was damned good-looking. She wore a slipover jersey sweater and a tweed skirt, and her hair was brushed back like a boy's. She started all that. She was built with curves like the hull of a racing yacht. And you missed none of it with that wool jersey. (From "Fiesta" by E. Hemingway)

Tasks:

1. Pick out similes employed by the author and explain them.

2. What image of a woman does the simile "like the hull of a racing yacht" create?

3. How does the author show the impression Brett produced on Cohn?
Part 2

I. Read the passages and note the stylistic devices creating humorous and ironical effect: 

1. The daughters, on seeing me, gave shrill cries of joy and gathered round me like benign shire horses, clasping me to their mammoth bosoms and kissing me, exuding affection, sweat and garlic in equal qualities. (G. Durrell)

2. Then, at a particularly snarling bark from Roger (the dog), it (the ram) uttered a frantic bleat and fled toward the French window and safety. (G. Durrell)

3."If you must keep that harmonium covered with feathers," said Larry, glancing up irritably, "you might at least teach it to sing properly". He was obviously not in the mood to receive a lecture on the jackdaw's singing abilities. (G. Durrell)

4. "My God, they've amputated him," screamed Margo, who always lost both her head and her command over English in moments of crisis. (G. Durrell)

5. "Let me see, let me see," George would murmur, running a long forefinger down   our carefully prepared   time-table; "yes, yes, mathematics.   If I remember rightly, we were involved in the Herculean task of discovering how long it would take six men to build a wall if three of them took a week. I seem to recall that we have spent almost as much time on this problem as the men spent on the wall. Ah, well, let us gird our loins and do battle once again..." (G. Durrell)

6.  I have introduced you to every one as Ernest. You answer to the name of Ernest. You look as if your name was Ernest. You are the most earnest-looking person I ever saw. (O. Wilde)

7. ...Mamma, whose views on education are remarkably strict, has brought me up to be extremely short-sighted; it is a part of her system; so do you mind my looking at you through my glasses? (O. Wilde)

II. Read the following passage and note the different contextual meanings of the word "nobody". Dwell on the types of meanings in a word and think of other examples when words or phrases may be coloured by different associations in various contexts.

Have you noticed this - that people never answer what you say? They answer what you mean - or what they think you mean. Suppose one lady says to another in a country house, "Is anybody staying with you?", the lady doesn't answer "Yes; the butler, the three footmen, the parlourmaid, and so on," though the parlourmaid may be in the room, or the butler behind her chair. She says "There is nobody staying with us," meaning nobody of the sort you mean. But suppose a doctor inquiring into an epidemic asks, "Who is staying in the house?" then the lady will remember the butler, parlourmaid, and the rest. All language is used like that; you never get a question answered literally, even when you get it answered truly. (From 'The Invisible Man" by G. K. Chesterton)

III. Speak about the humorous tinge of the following passage and the stylistic devices that create this effect. 
His order was evidently a usual one. “I want, please,” he said with precision, “one halfpenny bun and a small cup of black coffee.” An instant before the girl could turn away he added, “Also, I want you to marry me;”

The young lady of the shop stiffened suddenly, and said, “Those are jokes I don't allow.” The red-haired young man lifted grey eyes of an unexpected gravity. “Really and truly,” he said, “it's as serious- as serious as the halfpenny bun. It is expensive, like the bun; one pays for it. It is indigestible like the bun. It hurts.” (From “The Invisible Man” by G. K. Chesterton)

IV. Read the following extracts from L. Carroll's “Alice in Wonderland”. Examine the interplay of different meanings in the words and the stylistic effect achieved. What can you say about L. Carroll's manipulation with words?

1. Alice sighed wearily. “I think you might do something better with the time,” she said, “than wasting it in asking riddles that have no answers.”

“If you knew Time as well as I do,” said the Hatter, “you wouldn't talk about wasting it. It's him”.

"I don't know what you mean." said Alice.

"Of course you don't!" the Hatter said, tossing his head contemptuously. "1 dare say you never even spoke to Time!"

"Perhaps not." Alice cautiously replied: "but I know I have to beat time when I learn music."

"Ah! that accounts for it." said the Hatter. "He won't stand beating. Now, if you only kept on good terms with him, he'd do almost anything you liked with the clock." 

2. "Take some more tea," the March Hare said to Alice, very earnestly.

"I've had nothing yet," Alice replied in an offended tone, "so I can't take “more”.

"You mean you can't take less," said the Hatter: "it's very easy to take more than nothing."

3. Then the Queen left off, quite out of breath, and said to Alice, "Have you
seen the Mock Turtle yet?"

"No, said Alice, "I don't even know what a Mock Turtle is." "It's the thing Mock Turtle soup is made from," said the Queen.

4."When we were little," the Mock Turtle went on [...], "we went to school in
the sea. The master was an old Turtle - we used to call him Tortoise -"

"Why did you call him Tortoise, if he wasn't one?" Alice asked. "We called him Tortoise because he taught us".

5. ['...], said the Mock Turtle with a sigh. "I only took the regular course."
"What was it?" inquired Alice. "Reeling and Writhing, of course, to begin with," the Mock Turtle replied: "and then the different branches of Arithmetic - Ambition, Distraction, Uglification, and Derision."

[...] "Well, there was Mystery," the Mock Turtle replied, counting off the subjects on his flappers - "Mystery, ancient and modern, with Seaography: then Drawling - the Drawling-master was an old conger-eel, he used to come once a week: he taught us Drawling, Stretching, and Fainting in Coils."

6. "And how many hours a day did you do lessons?" said Alice [...]

"Ten hours the first day," said the Mock Turtle: "nine the next, and so on."

"What a curious plan!" exclaimed Alice.

"That's the reason they're called lessons" the Gryphon remarked: "because they lessen from day to day."

7. The miserable Hatter dropped his teacup and bread-and-butter, and went down to one knee. "I'm a poor man, your majesty." he began.

"You're a very poor speaker," said the King.

Here one of the guinea pigs cheered, and was immediately suppressed by the officers of the court. (As that is rather a hard word, I will just explain to you how it was done. They had a large canvas bag, which tied up at the mouth with strings: into this they slipped the guinea pig. Head first, and then sat upon it.)

"I'm glad I've seen that done," thought Alice. "I've so often read in the newspapers, at the end of trials, “There was some attempt at applause, which was immediately suppressed by the officers of the court and I never understood what it meant till now."

8. The King looked anxiously at the White Rabbit, who said in a low voice, "Your majesty must cross-examine this witness."

"Well, if I must, I must," the King said with a melancholy air, and after folding his arms and frowning at the cook till his eyes were nearly out of sight, he said in a deep voice, "What are tarts made of".
Part 3
I. Find lexical expressive means and stylistic devices

1) O, never say that I was false of heart, 

Though absence seemed my flame to qualify. (W. Shakespeare. Sonnet CIX) 

2) No longer morn for me when I am dead 

Than you shall hear the surly sullen bell 

Give warning to the world that I am fled 

From this vile world, with vilest worms to dwell: 

Nay, if you read this line, remember not 

The hand that writ it; for I love you so 

That I in your sweet thoughts would be forgot 

If thinking on me then should make you woe. 

O, if, I say, you look upon this verse 

When I, perhaps, compounded am with clay 

Do not so much as my poor name rehearse, 

But let your love even with my life decay, 

Lest the wise world should look into your moan 

And mock you with me after I am gone. (W. Shakespeare Sonnet LXXI) 

3) And when he to the green wood went, 

No body saw he there, 

But Chield Morice, on a milk-white steed, 

Combing down his yellow hair. 

4) Lord of my love, to whom in vassalage 

Thy merit hath my duty strongly knit, 

To thee I send this written embassage, 

To witness duty, not to show my wit. (W. Shakespeare. Sonnet XXVI) 

5) And how can body laid in that white rush 

But feel the strange heart beating where it lies? 

(W.B. Yeats. Leda and the Swan) 

6) I love not less, though less the show appear: 

That love is merchandised whose rich esteeming 

The owner's tongue doth publish everywhere. (W. Shakespeare. Sonnet CII) 

7) Naething mair the lady saw 

But the gloomy clouds and sky. 

8) Like as the waves make towards the pebbled shore, 

So do our minutes hasten to their end; 

Each changing place with that which goes before, 

In sequent toil all forwards do contend. 

Nativity, once in the main of light, 

Crawls to maturity, wherewith being crown'd, 

Crooked eclipses 'gainst his glory fight, 

And Time that gave doth now his gift confound. 

Time doth transfix the flourish set on youth 

And delves the parallels in beauty's brow, 

Feeds on the rarities of nature's truth, 

And nothing stands but for his scythe to mow: 

And yet to times in hope my verse shall stand, 

Praising thy worth, despite his cruel hand. (W. Shakespeare. Sonnet LX) 

9) With the farming of a verse 

Make a vineyard of the curse, 

Sing of human unsuccess 

in a rapture of distress. 

10) My mistress' eyes are nothing like the sun, 

Coral is far more red than her lips' red, 

If snow be white, why then her breasts are dun; 

If hairs be wires, black wires grow on her head. 

I have seen roses damask'd, red and white, 

But no such roses see r in her cheeks ... (W. Shakespeare. Sonnet CXXX) 

11) Fight your little fight, my boy, Fight and be a man. 

12) In faith, I do not love thee with mine eyes, 

For they in thee a thousand errors note; 

But 'tis my heart that loves what they despise, 

Who in despite of view is pleased to dote; 

Nor are mine ears with thy tongue's tune delighted, 

Nor tender feeling, to base touches prone, 

Nor taste, nor smell, desire to be invited 

To any sensual feast with thee alone ... (W. Shakespeare. Sonnet CXLI) 

13) There is no interrogation in his eyes 

Or in the hands, quiet over the horse's neck, 

And the eyes watchful, waiting, perceiving, indifferent. (T.S. Eliot) 

14) All days are nights to see till I see thee, 

And nights bright days when dreams do show thee me. (W. Shakespeare. Sonnet XLIII) 

15) I will make a palace fit for you and me 

Of green days in forest and blue days at sea. (R.L. Stevenson) 
Задания на практические занятия по теме:
Syntactical expressive means and stylistic devices
Part 1

I. Study the following passages and analyze peculiarities of their syntax:

1.  She couldn't spell, and she loved beer, but she had two or three "points", and practice, and a knack, and mother-wit, and a kind of whimsical sensibility, and a love of the theatre, and seven sisters, and not an ounce of respect, especially for the "h".  (H. James)

2.  Outside our villa was a wide nag-stoned verandah roofed with an ancient vine from which the great green clusters of grapes hung like chandeliers; from here one looked out over the sunken garden full of tangerine-trees and the silver-green olive groves to the sea, blue and smooth as a flower petal. (G. Durrell)

3.  "It's a very good idea," said Mother. "After all it's only for a couple of hours, dear. You surely wouldn't mind that." I stated in no uncertain terms that I would mind it very much indeed. (G. Durrell),

4.  When I gathered the wine-coloured flowers I brooded on the problem of the bitterns. When the hen bird had reared her brood to the stage where they were fully feathered, I would dearly have liked to kidnap two and add them to my not inconsiderable menagerie. The trouble was, the fish bill for my present creatures - a black-backed gull, twenty-four terrapins, and eight water snakes - was considerable and I felt that Mother would view the addition of two hungry young bitterns with mixed feelings, to say the least (G. Durrell)      

5.  Hiawatha (hoopoe) paused and, with her splinted and her good wings spread out, she leaned forward and pecked at the slow-worm - a rapid, rapier-thrust of her beak, so quick it was difficult to see. (G. Durrell)

6.  This incident (everybody said, when she died the next year) took years off her life, but as she was ninety-five when she died this was scarcely credible. (G. Durrell)

7.  Sitting under the open window in the twilight with my arm round Rogger's (the dog) shaggy neck, I had listened with interest, not unmixed with indignation, to the family discussion on my fate. (G. Durrell)

8.  The bottle, filled to the brim with oil, looked as though it were made of pale amber, and enshrined in the centre, held suspended by the thickness of the oil, was a small chocolate-brown scorpion, his tail curved like a scimitar over his back. (G. Durrell)

9.  Here and there on the green plush surface of the moss were scattered faint circular marks, each the size of a shilling.(G. Durrell)  

10.  The plane would invariably arrive in the middle of tea; a dim, drowsy hum could be heard, so faint one could not be sure it was not a bee. (G. Durrell)

11.  Hungry, thirsty, tired, with my head buzzing full of the colours and shapes I had seen, I carried my precious specimens slowly up the hill to the villa,   while  the   three  dog's,   yawning   and   stretching,    followed   behind. (G. Durrell)     


12.  But it was the face of Rain that made Mor almost cry aloud. He had told her nothing of his political plans. She was hearing of them now for the first time. She looked towards him, her lips parting as if to question him, her eyes expressing astonishment and sheer horror, her whole face working in an agony of interrogation. (I. Murdoch)
13.  While he was at the college he had earned a pilot's license for single-engine planes, had had it suspended for buzzing the stadium during a football game, had become a dazzling skier on weekends and winter holidays, had taken up skydiving and had made twenty five free-falls, had surfed up and down the California coast in all sorts of weather and tried some scuba diving, had talked his way out of having his driving license revoked for repeated speeding, had grown to be six feet tall and weighed 180 pounds, had paid no   attention to his male classmates and a great deal of attention to his female ones, had made no friends, had attended a symphony concert in San Francisco with his Mother and had made a plausible pretence of enjoyment and had given her great pride, she said, in the way he had turned out (I. Shaw)

14.  Sally Carrol Happer, resting her chin on her arm and her arm on an old window-seat, gazed sleepily down over the sprangled dust whence the heat waves were rising for the first time this spring. (F. S. Fitzgerald)

15.  On both sides of her along the walls she felt things creeping, damp souls that haunted this palace, this town, this North.

"Oh, send somebody - send somebody!" she cried aloud. Clark Darrow - he would understand; or Joe Ewing; she couldn't be left here to wander forever - to be frozen, heart, body, and soul. This her - this Sally Carrol! Why, she was a happy thing. She was a happy little girl. She liked warmth and summer and Dixie. These things were foreign - foreign. (F. S. Fitzgerald)

16. It was the sun, it was a light; a torch, and a torch beyond that, and another one, and voices; a face took flesh below the torch, heavy arms raised her, and she felt something on her cheek - it fell wet. Some one had seized her and was rubbing her face with snow. How ridiculous - with snow! (F. S. Fitzgerald)

II. Study the passage and discuss the language peculiarities that mark the shift from the author's speech to represented inner speech;

He held a small pickled onion delicately on the end of his fork. "There is," he said, "the question of my equipment."

Esme Fanshaw heard his voice as though it issued from the wireless -there was a distortion about it, a curious echo. She shook her head. He is not real, she thought... But he was here, Mr. Amos Curry, in a navy-blue pin stripe suit and with a small neat darn just below his shirt collar. He was sitting at her kitchen table - for she had hesitated to ask him into the dining room, which in any case was rarely used, the kitchen had seemed a proper compromise. He was here. She had made a pot of coffee, and then, after an hour, a cold snack of beef and pickles, bread and butter, her hands were a little moist with excitement. She thought again how rash she had been, she said, he is a total stranger, someone from the street, a casual caller; I know nothing at all about him. But she recognized the voice of her mother, then, and rebelled against it. Besides, it was not true, for Mr. Curry had told her a great deal. She thought, this is how life should be, 1 should be daring, I should allow myself to be constantly surprised. Each day I should be ready for some new encounter. That is how to stay young. She was most anxious to stay young. (From "A Bit of Singing and Dancing" by S. Hill) 

III. Ambrose, Philip's uncle, married Rachel in Italy and died very soon. Rachel came to England, and soon Philip, too fell desperately in love with her. He proposed to her but wasn't accepted. The passage below describes Philip's feelings at Rachel's refusal. Do the tasks given below:

I think I knew, upon that instant, all that Ambrose had known too. 1 knew what he had seen in her, and longed for, but had never had. I knew the torment, and the pain, and the great gulf between them, ever widening. Her eyes, so dark and different from our own, stared at both of us, uncomprehending. Ambrose stood beside me in the shadows, under the flickering candlelight. We looked at her, tortured, without hope, while she looked back at us in accusation. Her face was foreign too, in the half light, small and narrow, a face upon a coin. The hand I held was warm no longer. Cold and brittle, the fingers struggled for release, and the rings scratched, cutting at my palm. (From "My Cousin Rachel" by D. du Maurier)

Tasks:

1. Pick out all the syntactical peculiarities of the passage.

2. What effect is achieved by the anaphorical repetition of the word "knew"?

3. Dwell on the combination of polysyndeton and detachment. What idea is
rendered by these devices?

4. What was Philip's emotional reaction to Rachel's refusal? How does the
author convey it?

5. Observe adjectives and epithets which the author applies to describe Rachel. What connotation do they have? What impression of Rachel do you get?
Part 2

I. Find syntactical expressive means and stylistic devices. 
1) «Flowers! You wouldn't believe it, madam, the flowers he used to bring me.» 

«White! He turned as white as a woman.» K. Mansfield.

2) Being your slave, what should I do but tend 

Upon the hours and times of your desire? 

3) So long as men can breathe or eyes can see So long lives this and this gives life to thee. 

4) Plant has two rooms down an area in Ellam Street. Shop in front, sitting room behind. We went in through the shop. Smell of boot polish like a lion cage. Back room with an old kitchen range. Good mahogany table. Horsehair chairs. Bed in corner made up like a sofa. Glass-front bookcase full of nice books, Chambers's Encyclopedia. Bible dictionary. Sixpenny Philosophers. (L. Cary. The Horse of Mouth) 

5) Many windows 

Many floors 

Many people 

Many stores 

Many streets 

And many hangings 

Many whistles 

Many elangings 

Many, many, many. many ​

Many of everything, many of any. (D. Bisset) 

6) She felt that she was dozing off, and had just begun to dream that she was walking hand in hand with Dinah ... when suddenly, thump! hump! down she came upon a heap of sticks and dry leaves, and the 11 was over. 

Alice was not a bit hurt, and she jumped up on her feet in a moment: she looked up, but it was all dark overhead; before her was another passage, and the white rabbit was still in sight, hurrying down it. «Here was not a moment to be lost: away went Alice like the wind.  (L. Carroll. Alice in Wonderland) 

7) Beauty is truth, truth beauty, - that is all 

Ye know on earth, and all ye need to know. 

8) Surrey all in one blaze like a forest fire. Great clouds of dirty yellow smoke rolling up. Nine carat gold. Sky water-green to lettuce green. A few top clouds, yellow and solid as lemons. River disappeared out of its hole. Just a gap full of the same fire, the same smoky gold, the same green. Far bank like a magic island floating in the green. 

9)  Her love letters I returned to the detectives for filing (Gr. Greene. End of the Affair). 
Задание на практическое занятие по теме: 

Стилистический анализ художественного текста
Task: make the stylistic analysis of the story. Find all EM and SD. 
THE SELFISH GIANT 

Every afternoon, as they were corning from school, the children used go and play in the Giant's garden. It was a large lovely garden, with s green grass. Here and there over the grass stood beautiful flowers like stars and there were twelve peach-trees that in the spring-time broke out into delicate blossoms of pink and pearl, and in the autumn bore rich fruit. The birds sat on the trees and sang so sweetly that the children used to stop their games in order to listen to them. "How happy we are here!" they cried to each other. 

One day the Giant came back. He had been to visit his friend the Cornish ogre, and had stayed with him for seven years. After the seven years were over he had said all that he had to say, for his conversation was limited, and he determined to return to his own castle. When he arrived he saw the children playing in the garden. 

"What are you doing here?" he cried in a very gruff voice, and the children ran away. 

"My own garden is my own garden," said the Giant; "anyone can under​stand that, and I will allow nobody to play in it but myself." So he built a high wall all round it, and put up a notice-board 

TRESPASSERS WILL BE PROSECUTED. 

He was a very selfish Giant. 

The poor children had now nowhere to play. They tried to play on the road, but the road was very dusty and full of hard stones, and full of hard stones, and they did not like lt. They used to wander round the high walls when their lessons were over, and talk about the beautiful garden inside. "How happy we were there!" said to each other. 

Then the Spring came, and all over the country there were little blossoms and little birds. Only in the garden of the Selfish Giant it was still winter. The birds did not care to sing in it as there were no children, and the trees forgot to blossom. Once a beautiful flower put its head out from the grass, but when it saw the notice-board it was so sorry for the children that it slipped back into the ground again, and went off to sleep. The only people who were pleased were the Snow and the Frost. "Spring has forgotten this garden," they cried, "so we will live here all the year round. The Snow covered up the grass with her great white cloak, and the Frost painted all the trees silver. Then they invited the North Wind to stay with them, and he came. He was wrapped in furs, and he roared all day about the garden, and blew the chimney-pots down. "This is a delightful spot," he said, "we must ask the Hail on a visit." So the Hail came. Every day for three hours he rattled on the roof of the castle till he broke most of the slates, and then he ran round and round the garden as fast as he could go. He was dressed in grey, and his breath was like ice. 

"I cannot understand why the Spring is so late in coming," said the Selfish Giant, as he sat at the window and looked out at his cold, white garden; "I hope there will be a change in the weather." 

But the Spring never came, nor the Summer. The Autumn gave golden fruit to every garden, but to the Giant's garden she gave none, "He is too selfish," she said. So it was always Winter there, and the North Wind and e Hail, and the Frost, and the Snow danced about through the trees. 

One morning the Giant was lying awake in bed when he heard some lovely music. It sounded so sweet to his ears that he thought it must be the King’s musicians passing by. It was really only a little linnet singing outside his window, but it was so long since he had heard a bird sing in his garden that it seemed to him to be the most beautiful music in the world. Then the Hail stopped dancing over his head, and the North Wind ceased roaring, and a delicious perfume carne to him through the open casement. "I believe that Spring has come at last," said the Giant; and he jumped out of bed and looked out.

What did he see? 

He saw a most wonderful sight. Through a little hole in the wall the children had crept in, and they were sitting in the branches of the trees. In every tree that he could see there was a little child. And the trees were glad to have the children back again that they had covered themselves with blossoms, and were waving their arms gently above the children's heads. The birds were flying about and twittering with delight, and the flowers were looking up through the green grass and laughing. It was a lovely scene, only in one corner it was still winter. It was the farthest corner of the garden, and in it was standing a little boy. He was so small that he could not reach up to the branches of the tree, and he was wandering all round it, crying bitterly. The poor tree was still covered with frost and snow, and the North Wind was blowing and roaring above it. "Climb up! little boy," said the Tree,  and it bent its branches down as low as it could; but the boy was too tiny. 

And  the Giant's heart melted as he looked out. "How selfish I have been!" he said; "now I know why the Spring would not come here. I will put that poor little boy on the top of the tree, and then I will knock down the wall, and my garden shall be the children's playground forever and ever. He was really very sorry for what he had done. 
 

So he crept downstairs and opened the front door quite softly, and we out into the garden. But when the children saw him they were so frightened that they all ran away, and the garden became winter again. Only the little boy did not run for his eyes were so full of tears that he did not see the Giant coming. And the Giant stole up behind him and took him gently in his hand and put him up into the tree. And the tree broke at once into blossom, the birds came and sang on it, and the little boy stretched out his two arms and flung them round the Giant's neck, and kissed him. And the other children when they saw that the Giant was not wicked any longer, came running back, and with them came the Spring. 

 "It is your garden now, little children," said the Giant, and he took a great axe and knocked down the wall. 

And when the people were going to market at twelve o'clock they found the Giant playing with the children in the most beautiful garden they had ever seen. 

All day long they played, and in the evening they came to the Giant to bid him good-bye. 
. 

"But where is your little companion?" he said: "the boy I put into the tree." The Giant loved him the best because he had kissed him. 

"We don't know," answered the children; "he has gone away." 

"You must tell him to be sure and come tomorrow," said the Giant. But the children said that they did not know where he lived, and had never seen him before; and the Giant felt very sad. 

Every afternoon, when school was over, the children came and played with the Giant. But the little boy whom the Giant loved was never seen again. The Giant was very kind to all the children, yet he longed for his first little friend, and often spoke of him. 

"How I would like to see him!" he used to say. Years went over, and the Giant grew very old and feeble. He could not play about any more, so he sat in a huge arm-chair, and watched the children at their games, and ad​mired his garden. "I have many beautiful flowers," he said; "but the chil​dren are the most beautiful flowers of all" 

One winter morning he looked out of his window as he was dressing. He did not hate the Winter now, for he knew that it was merely the Spring asleep, and that the flowers were resting. 

Suddenly he rubbed his eyes in wonder and looked and looked. It cer​tainly was a marvellous sight. In the farthest corner of the garden was a tree quite covered with lovely white blossoms. Its branches were golden, and  silver fruit hung down from them, and underneath it stood the little boy he had loved. 
 

Downstairs ran the Giant in great joy, and out into the garden. He hastened across the grass, and came near to the child. And when he came quite close his face grew red with anger, and he said, "Who hath dared to wound thee?" 

For on the palms of the child's hands were the prints of two nails, and the prints of two nails were on the little feet. 

 

Who hath dared to wound thee?" cried the Giant; "tell me, that I may take my big sword and slay him”. 

"Nay," answered the child, "but these are the wounds of Love." 

"Who art thou?" said the Giant, and a strange awe fell on him, and he knelt before the little child. 
And the child smiled on the Giant, and said to him, "You let me play once in your garden, to-day you shall come with me to my garden, which is Paradise." 

And when the children ran in that afternoon, they found the Giant lying dead under the tree, all covered with white blossoms. 
Задание на практическое занятие по теме: 

Стилистический анализ поэтического текста
Task: make the stylistic analysis of the poem. Find all EM and SD. 

“Ode to a Nightingale” J. Keats 


1. My heart aches, and a drowsy numbness pains     

My sense, as though of hemlock I had drunk,
Or emptied some dull opiate to the drains

One minute past, and Lethe-wards had sunk:   
’Tis not through envy of thy happy lot,


But being too happy in thy happiness,-
That thou, light-winged Dryad of the trees,    

In some melodious plot


Of beechen green, and shadows numberless  

 Singest of summer in full-throated ease.

2. О for a draught of vintage! that hath been


Сооl’d a long age in the deep-delved earth, 

Tasting a flora and the country green,

Dance, and Provencal song, and sunburnt mirth!
О for a beaker full of the warm South,
Full of the true, the blushful Hippocrene,


With beaded bubbles winking at the brim,


And purple-stained mouth;

That I might drink, and leave the world unseen, 

And with thee fade away into the forest dim: 

3. Fade far away, dissolve, and quite forget

What thou among the leaves hast never known, 

The weariness, the fever, and the fret

Here, where men sit and hear each other groan; 

Where palsy shakes a few, sad, last gray hairs,

Where youth grows pale, and spectre-thin, and dies; 

Where but to think is to be full of sorrow

And leaden-eyed despairs, 

Where Beauty cannot keep her lustrous eyes, 

Or new Love pine at them beyond to-morrow.

4. Away! away! for I will fly to thee,

Not charioted by Bacchus and his pards, 

But on the viewless wings of Poesy,

Though the dull brain perplexes and retards: 

Already with thee! tender is the night,

And haply the Queen-Moon is in her throne, 

Cluster'd around by all her starry Fays; 

But here there is no light,

Save what from heaven is with the breezes blown

Through verduorous glooms and winding mossy ways.

5. I cannot see what flowers are at my feet,

Nor what soft incense hangs upon the boughs, 

But, in embalmed darkness, guess each sweet

Wherewith the seasonable month endows 

The grass, the thicket, and the fruit-tree wild; 

White hawthorn, and the pastoral eglantine; 

Fast fading violets covered up in leaves;

And mid-May's eldest child,


The coming musk-rose, full if dewy wine,


The murmurous haunt of flies on summer eves.


Darkling I listen; and. For many a time


I hive been half in love with easeful Death

6. Call'd him soft names in many a mused rhyme,

To take into the air my quiet breath; 

Mow more than ever seems it rich to die, 

To cease upon the midnight with no pain, 

While thou art pouring forth thy soul abroad 

In such ecstasy! 

Still wouldst thou sing, and I have ears in vain -

To thy high requiem become a sod. 

7. Thou wast not born for death, immortal Bird!

No hungry generations tread thee down; 

The voice I hear this passing night was heard

In ancient days by emperor and clown: 

Perhaps the self-same song that found a path

Through the sad heart of Ruth, when, sick for home, 

She stood in tears amid the alien corn; 

The same that oft-times hath 

Charm'd magic casements, opening on the foam 

Of perilous seas, in faery lands forlorn. 

8. Forlorn! the very word is like a bell

To toll me back from thee to my sole self. 

Adieu! the fancy cannot cheat so well

As she is fam'd to do, deceiving elf. 

Adieu! adieu! thy plaintive anthem fades 

Past the near meadows, over the still stream, 

Up the hill-side; and now'tis buried deep 

In the next valley-grades: 

Was it a vision, or a waking dream?

Fled is that music: - Do I wake or sleep?
Задание на практическое занятие по теме: 

Стилистический анализ научной статьи
Статья из сборника “Feminist Studies” Volume 23, Number 3 by Claire G. Moses pp. 467-470 “Preface”.
This issue contains a number of highly original and timely studies and reflections that could be presented simply as "femi​nist studies," but for editorial purposes we have chosen to divide the issue into two halves. The first set of articles examines the ways in which relations of capital, class, gender, sex, and race play out differently depending on the unpredictable particularities of the local. The second half consists of two articles, an art essay, and a review essay that address how issues of "identity" play out in the public sphere. 

The first two articles in the set that we have titled "Nation and Race, Sex and Work" analyze the workings of class-specific narratives of gender in colonial settings in the Americas. Eileen J. Findlay shows that, in the waning years of Spanish colonial rule in Puerto Rico, local nationalist writers' concern to articulate a "respectable" national identity led them to support a campaign against prostitution and also against the sexual and cultural practices of a segment of urban Puerto Rico. This study joins the growing literature on nationalism and sexuality and shows that the political project to create a Puerto Rican "citizenship" was, like so many other projects around the world, implicitly masculinized through the opposition of good (male) citizens to the "loose" women who purportedly threatened the physical and moral health of the emerging nation. Earlier in the nineteenth century, sexual/moral fears of a different sort fueled the project supported both by the British imperial authorities and by local notables to "import" white working-class women into British Columbia, as Adele Perry documents in her study. Perry's article contributes to the international literature on race, sex, and colonialism by focusing on a site in which most white men-miners and loggers mostly-were living either with aboriginal women or in single-sex households and communities. Although such arrangements persisted into the twentieth century, they were increasingly criticized as the all-white, workingclass family became the norm. 

Perry's insistence that processes of colonialism, class, and gender formation take very different forms historically is echoed in Leela Fernandes's study of the working-class communities of jute workers in today's Calcutta. Fernandes draws our attention to the ways in which criticisms-by male workers as well as employers-of the morals of working-class women functioned to exclude them from factory jobs and, more generally, from the "proletarian public sphere," in an analysis that substantially revises the gender as well as the class character of Habermas's influential model of the formation of the "bourgeois public sphere." 

Although in Calcutta women workers have to guard against sexual gossip, the Mexican factory workers in Leslie Salzinger's study often seek and initiate such gossip, partly to break up the monotony and asexuality of their work. Most labor force studies tend to generalize about the workers employed in the same sector in the same region; however, Salzinger pursues an innovative analysis of the differences in the ways that gender and sex are constituted in various sites in the same location-differences that are created by management as well as by the workers themselves. Along with these four studies of how global relations and processes work themselves out locally in ways that are often unpredictable, we have two poems that could be read as exploring this theme poetically: "I Need to Listen to What She Says," by Susan A. Manchester, and "Huitzilopochtli," by Mary Hope Whitehead Lee, about the great Mexican painter Frida Kahlo. 

The articles in the second set in this issue explore issues of gender and sexual identity in the public sphere. Leila J. Rupp's detailed study of the interpersonal and sexual relations among first-wave feminists active in the international movement shows that the sorts of tensions that during the 1970s gave rise to the "lesbian/straight split" had very different meanings and implications sixty years earlier. In addition to documenting the way in which activists responded to romantic same-sex relations, Rupp also shows that the practice within American feminism of organizing women-only events gave many European women pause-a cultural difference which clearly has much deeper roots than most feminists today think. Rupp's historical study is followed by a review essay debunking the myth of the "gay disposable income." M.V. Lee Badgett's review shows, among other things, that some gay and lesbian authors are fostering a myth that homophobia is becoming extinct in today's enlightened workplaces and that the remaining prejudices can be overturned if all those white Harvard MBA's just come out to their employers. For any lesbian or guy man who heard “Oh, you people have so much money; you don't have kids to support", Badgett's review will be a useful source of rejoinders. 

The art essay also takes up issues of sexuality and identity, this time in relation to aging. Esther Hyneman's examination of her troubled relationship to her "subject" is a reflection on her own attitudes and her own troubled relationship with her “subject" more than an effort to capture the experience of other women. Her reflexive analysis raises interesting questions for those social scientists and historians who devote themselves to the study of "other" women. 

Just as some of the authors in Badgett's review essay blame gay people who are closeted at work for the persistence of homophobia, so too much of the advice on breast cancer appearing in women's magazines and other popular formats performs a subtle blaming of the victim. Susan Yadlon's article analyzes the reasons why fat intake is still being discussed at great length in breast cancer advice despite scientific studies that do not justify a focus on eating habits as opposed to environmental factors. Yadlon also tackles the belief, widespread among many within the lesbian community as well as outside of it, that the "life-style" of lesbians consists of a series of risk factors for breast cancer. 

We would like to take this opportunity to announce that James Brooks's insightful study, "'This Evil Extends Especially ... to the Feminine Sex': Negotiating Captivity in the New Mexico Borderlands," published in Volume 22, no. 2, has won the Coalition for Western Women's History's Jensen-Miller Prize for the best journal article published in 1996 on the history of women in the American West. 

With this issue, we also bid farewell to two longtime editors who are stepping down from the board. Between them, Rayna Rapp and Ellen Ross have accumulated thirty-two years of service to the journal. They contributed not only endless time and energy, intellectual enthusiasm, skilled nurturing of authors and their manuscripts, but also a spirited vision of feminist scholarship which will be deeply missed. We thank them for their contributions and wish them well in civilian life. 

Finally, and sadly, we mourn the passing of Elaine Ryan Hedges who died this June at the age of 69. Elaine's work on the contributions of American women to literature and the arts opened new doors in and for feminist scholarship. In 1972, she founded one of the oldest and most respected Women's Studies programs at Towson State University in Maryland where she remained as director until last year. Elaine was an early and steadfast friend as well as a contributor to Feminist Studies. We published her famous essay, "The Nineteenth-Century Diarist and Her Quilts," in summer 1982. Professor emeritus in Eng​lish, Elaine was a sensitive editor as well as an accomplished author. Her work included a classic edition of Charlotte Perkins Gilman's The Yellow Wallpaper, a compilation of the writings of Meridel Le Sueur entitled Ripenings: Selected Works, 1927-1982, and, most recently, a collection of her own essays, Listening to Silence. She shall be missed. 

Sandra Gunning and Mariana Valverde, for the editors 
Задание на практическое занятие по теме: 

Стилистический анализ газетной статьи
The Daily Telegraph, December 18, 2006 “Our human capital needs an education with merit”
USA Today, Wednesday, February 28, 2007 “Businesses’ openings and closings reflect post-Katrina tale of two cities”
Задание на практическое занятие по теме: 

Стилистический анализ официальных документов
Contract “To Buy and to sell real estate”, pp. 1-5 (http://www.formsworkflow.com/d94923.aspx)
Задание на практическое занятие по теме: 

Стилистический анализ художественного текста 
(Stylistic classification of English vocabulary)
Harry Potter and the Order of the Phoenix pp.310-314
Harry Potter and the Order of the Phoenix pp. 599-605

IV. Самостоятельная работа студентов

Методические рекомендации
Самостоятельная работа студентов включает следующие виды работ:
- систематизация и самостоятельная проработка лекционного материала;
- подготовка к  практическим занятиям;
- выполнение независимого стилистического анализа художественного текста;
- выполнение анализа текстов разных функциональных стилей;
- подготовка и выступление на студенческих научных конференциях;
- работа с англо-русским, русско-английским словарями, справочными материалами, прочими рабочими источниками информации;
- подготовка к сдаче зачета и экзамена;
По результатам осуществления СРС применяются следующие виды контроля:
- текущий контроль (опрос, текущие тесты, письменные работы)
- защита выполненных творческих работ.
Доклады (рефераты)

Методические указания

В целях повышения эффективности изучаемой дисциплины студент может выбрать любую тему из предложенного преподавателем списка для подготовки доклада по исследуемой проблеме. При домашней подготовке доклада студент должен решить следующие задачи: 

- обосновать актуальность и значимость темы; 

- ознакомиться с литературой и сделать её анализ; 

- собрать необходимый материал для исследования; 

- провести систематизацию и анализ собранных данных; 

- изложить свою точку зрения по дискуссионным вопросам по теме 

исследования; 

- по результатам полученных данных сделать выводы. 

Доклад или сообщение должны быть оформлены, напечатаны, подписаны и сданы преподавателю.
Приблизительные темы рефератов
1. Смысловые и стилистические отношения слов нейтрального и разговорного стилей в художественном тексте (писатель по выбору студента).

2. Индивидуальный стиль писателя (по выбору студента, XIX, XX век).

3. Сравнение в поэтическом тексте (Байрон).

4. Структура и стиль короткого рассказа (современный английский писатель).

5. Синтаксические средства создания эмоциональности и экспрессивности речи (диалог в литературном произведении). 

6. Стилистический аспект времени (на материале короткого рассказа). 

7. Звуковая организация поэтического текста.

8. Проблема звукового символизма и перевод.

9. «Слэнг» в английской художественной литературе.

10. Информативность единиц языка.

11. Перевод и стилистика.

12. Ритм стиха и ритм прозы.

13. Развитие национального литературного английского языка.

14. Язык прессы.
Стилистический анализ отрывка
В целях повышения эффективности изучаемой дисциплины студент может выбрать любой отрывок из предложенного преподавателем списка художественных произведений, стихотворений, а также газетной статьи. При домашней подготовке доклада студент должен решить следующие задачи: 

- отобрать адекватный отрывок художественного текста;
- изучить биографию писателя и возможное влияние на восприятие текста читателем;
- провести стилистический анализ отрывка или стихотворения: найти все используемые писателем фонетические, лексические и синтаксические стилистические приемы;
- провести анализ лексики, используемой в тексте;
- оформить данный анализ логично и связно, используя научный стиль изложения.
Примерная схема стилистического анализа
Scheme of comprehensive analysis of a short story

1. The summary.
2. Plot structure. Arrangement of the components of plot structure.

3. The role of the setting.

4. Plot structure techniques.
5. Narrative method. Types of narration.

6. The theme, the main idea.

7. The main characters, means of their characterization.

8. Expressive means and stylistic devices.

9. The tonal system. The author’s attitude.

10. The title and its implication. The message.
Scheme of the analysis of a chapter

1. The title and its implication.

2. The subject matter of the chapter. Narrative types.
3. The setting and the main events.

4. Characters and their relationships.
5. Means of characterization.
6. Expressive means and stylistic devices.

7. The author’s attitude, tone, mood, atmosphere.

1. Возможные прозаические художественные тексты: J.D. Salinger “The Catcher in the Rye”, W.S. Maugham “The Theatre”, A. Hailey “Airport”, O.Wilde “The Picture of Dorian Gray”, F.S. Fitzgerald “The Great Gatsby” (или другие по выбору учащихся) 
2. Возможные стихотворения: 

“The Lamb” by W. Blake
Little Lamb who made thee 

Dost thou know who made thee 

Gave thee life & bid thee feed, 

By the stream & o'er the mead; 

Softest clothing woory bright; 

Gave thee such a tender voice. 

Making all the vales rejoice: 

Little Lamb I'll tell thee, 

Little Lamb I'll tell thee;

He is called by thy name, 

For he calls himself a Lamb; 

He is meek & he is mild, 

He became a little child: 

I a child & thou a lamb, 

We are called by his name. 

Little Lamb God bless thee, 

Little lamb God bless thee.

“My Soul is Dark…” by G.G. Byron
My soul is dark - Oh! Quickly string

The harp I yet can brook to hear; 

And let thy gentle fingers fling

Its melting murmurs o'er mine ear. 

If in this heart a hope be dear,

That sound shall charm it forth again: 

If in this eyes there lurk a tear,

Twill flow, and cease to bum my brain.

But bid the strain be wild and deep,

Nor let thy notes of joy be first: 

tell thee, minstrel, I must weep,

Or else this heavy heart will burst; 

For it hath been by sorrow nursed,

And ached in sleepless silence long; 

And now 'tis doom'd to know the worst,

And break at once - or yield to song.

“The Daffodils” by W. Wordsworth
I wandered lonely as a cloud


That floats on high o'er vales and hills,


When at once I saw a crowd,


A host of golden daffodils,
Beside the lake, beneath the trees,


Fluttering and dancing in the breeze.


Continuous as the stars that shine


And twinkle on the Milky Way
They stretched in never-ending line


Along the margin of the bay;


Ten thousand saw I at a glance,


Tossing their heads in sprightly dance.


The waves beside them danced, but they
Outdid the sparkling waves in glee:
A poet could not but be gay

In such a jokund company.

I gazed - and gazed - but little thought

What wealth the show to me had brought.

For oft, when on my coach I lie

In vacant or in pensive mood,

They flash upon that inward eye

Which is the bliss of solitude,

And then my heart with pleasure fills

And dances with the daffodils.

“Shadow, Silence And The Sea” by G. C. Swinburne
Ail night long, in the world of sleep, 

Skies and waters were soft and deep; 

Shadow closed them, and silence made 

Soundless music of dream and shade: 

All above us, the livelong night, 

Shadow, kindled with sense of light, 

All around us, the brief night long, 

Silence, laden with sense of song. 

Stars and mountains without we knew, 

Watched and waited, the soft night through; 

Thrilled the touch of the sea's breath near: 

All unheard, but alive like sound,

Throbbed the sense of the sea's life round: 

Round us, near us, in depth and height, 

Soft as darkness and keen as light.

“If” by R. Kypling

If you can keep your head when all about you

Are losing theirs and blaming it on you, 

If you can trust yourself when all men doubt you,

But make allowance for their doubting too; 

If you can wait and not be tired by waiting,

Or being lied about, don't deal in lies, 

Or being hated, don't give way to hating,

And yet don't look too good, nor talk too wise;

If you can dream - and not make dreams your master,

If you can think - and not make thoughts your aim. 

If you can meet with Triumph and Disaster

And treat those two impostors just the same; 

If you can bear to hear the truth you’ ve spoken      

Twisted by knaves to make a trap for fools, 

Or watch the things you gave your life to. Broken,

And stoop and build ‘em up with worn-out tools;

If you can make one heap of all your winnings

And risk it on one turn of pitch-and-toss, 

And lose, and start again at your beginnings

And never breathe a word about your loss; 

If you can force your heart and nerve and sinew

To serve your turn long after they are gone, 

And so hold on when there is nothing in you

Except the Will which says to them: "Hold on!"

If you can talk with crowds and keep your virtue,

Or walk with kings - nor lose the common touch, 

If neither foes nor loving friends can hurt you,      

If all men count with you, but none too much; 

If you can fill the unforgiving minute

With sixty seconds* worth of distance run, 

Yours is the Earth and everything that's in it,       

And - which is more - you'll be a Man, ray son!

3. Стилистический анализ газетной статьи, например, из “Times”, “Financial Times”, “USA Today”, “Guardian” (или другие по выбору учащихся)
V. Контроль

Итоговые тесты 

1 семестр

Образец теста по лексическим и синтаксическим стилистическим приемам

1 variant
1. She is like a flower.

2. In the days of old men made manners Manners now make men.(Byron)

3. Faults are thick when love is thin.
4. guardian of public order
5. Down dropped the breeze. (Colerigde) 

6. He gave Miss Gray you-know-how-men-are look.

7. Good intentions but -…
8. The Earth takes 24 hours to turn round on its axis. Talking of axes.
9. Those who ought to be the sufferers were enjoying themselves in Italy (where well-to-do English people go for holidays). 

10. It was not improbable.
11. They looked at hundred of houses, they climbed thousands of stairs, they inspected innumerable kitchens. (Maugham)

12. A man proposes and a woman disposes.

13. Soams turned away; he had an utter disinclination for talk, like one standing before an open grave... (Galsworthy) 

14. May's mother always stood on her gentility, and Dot's mother never stood on anything but her active little feet. (Dickens)
15. Since I left you, mine eye is in my mind (W. Shakespeare). 

16. “A very uncomfortable place”.
17. The seeds ye sow—another reaps,

           The robes ye weave—another wears 

            The arms ye forge—another bears. (Shelley)

18.  In November a cold unseen stranger whom the doctor called pneumonia stroked about the colony touching one here and there with its icy fingers.
19. His grin made his large teeth resemble a miniature piano keyboard in the green light.

20. ‘Unable to think or feel’ (I am, no way of telling her’ (There is)’

21. ‘He was the only survivor: no one else was saved’.

22. Parting is such a sweet sorrow.
23. She was lovely: all of her—delightful. (Dreiser)

24. No sweet without sweat.
25. A well-matched, fairly-balanced give-and-take couple. (Di​ckens)

26. Over and over he was asking himself: would she receive him?

27.  “An ideal husband” by O. Wilde
28. Her nose was sharp but not so sharp as her voice.
29. The principle production of these towns... appear to be soldiers, sailors, Jews, chalk, shrimps, officers, and dock-yard men. (Dickens)

30. His memory was like a house where no one lived and where the furniture had been robbed away. And that night it was as if lamps were lighted through all the gloomy dead rooms.

2 variant

1. ‘What a baby he is’, Rosa was thinking.

2. How long must we suffer? Where is the end? (Norris)
3. In private I should call him a liar. In the Press you should use the words: 'Reckless disregard for truth'. (Galsworthy)

4. Vine costs money, blood costs nothing.
5. ‘A smile would come into Mr. Pickwick’s face: the smile extended into a laugh, the laugh into a roar, and the roar became general.’

6. She was filled with glad terror.
7. Two heads are better than one.
8. You are going - or else ...

9. ‘It was not Capetown, where people only frowned when they saw a black boy and a white girl. But here ... . And he loved her.’ (P. Abrahams). 

10. The three with the medals were like haunting hawks.
11. The heaviest rain, and snow, and hail, and sleet, could boast of the advantage over him in only one respect. (Dickens)

12. root of evil
13. He was no gentle lamb (London);
14. The wood sings.
15. You just come home or I'll...

16. “Dr. Parker, one of the court physicians and a man of immense reputation for assisting at the increase of great families was walking up and down the drawing room”.
17. Peopled desert, populous solitude, proud humility. (Byron)

18. He stood immovable like a rock.

19. A tone of most extravagant comparison Miss Tox said it in. (Dickens)

20. No eye at all is better than an evil eye.

21. For glances beget ogles, ogles sighs, sighs wishes, wishes words, and words a letter. (Byron)

22. Either you or your head must be off.
23. Two is a company, three is none. In marriage life three is a company and two is none. 

24. Ms. F thought at first that it was the warmth of the day that have caused her to be so inefficiently dressed.
25. less fortunate people
26. Know ye the land where the cypress and myrtle... Know ye the land of the cedar and vine...

27. Mr. Facing-Both-Ways does not get very far in this world. (The Times)

28. He had lived a very long time with death and was a little detached.
29. Scrooge knew he was dead? Of course he did. How could it be otherwise? (Dickens)

30. It was an afternoon to dream. And she took out Jon's letters. (Galsworthy)

3 variant

1. Treacherous as a snake, faithful as a dog, slow as a tortoise.

2. To tie the knot
3. 'Tis the clime of the East—'tis the land of the Sun.(Byron)

4. He had not been unhappy.
5. ‘And oh! If ever I should forget, I swear - 

But that’s impossible, and cannot be.’ (Byron. Don Juan.)

6. Something is rotten in the state of Denmark.

7. Grey hair is not always respected (old men).
8. ‘You don’t mean to say that my son ...’
9. A: What’s this? – B: It’s bean soup. -A: I do not ask what it has been. 

10. A person of cheerful disposition.
11. Nothing so difficult as a beginning, how soft the chin which bears his touch. (Byron)

12. Wise after the event.
13. I never like giving information to the police. It saves them troubles.

14. Mr. Bardell was no deceiver. (Dickens).

15. In the days of old men made manners; manners now make men.

16. The fair sex

17. ‘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 toasts in’ (Dickens).

18. “My congratulations!” (To a person who has failed).
19. Youth is lovely, age is lonely; Youth is fiery, age is frost. (Longfellow)

20. He liked me as much as Hiroshima like the atomic bomb.

21. a gentleman of the long robe

22. Marshal asked the crowd to disperse and urged responsible diggers to prevent any disturbance... (Prichard)

23. He was more remote than the stars. 

24. ‘The register of his burial was signed by the clergyman, the clerk, the undertaker and the chief mourner. Scrooge signed it.’ (Dickens)
25. ‘If you continue your intemperate(incontinent - невоздержанный) way of living, in six months’ time ...’
26. He rushed for the window and safety.

27. I was not a hawk, although I might seem a hawk to those who had never haunted. 
28. An instrument of destruction.
29. ‘Crabbed nagging age and youth cannot live together

Youth is full of pleasure, age is full of care

Youth like summer morn, age like winter weather

Youth like summer brave, age like winter bare.’ (Shakespeare) 

30. ‘And yet wonderful was the touch of her shoulders, beautiful the shining of her face.’

Текущий контроль
1 семестр

Образец теста по  лексическим стилистическим приемам

I variant

1. In the slanting beams that streamed through the open window the dust danced and was golden (O. Wilde). 

2. Mr. Dombey’s cup of satisfaction was so full at this moment, however, that he felt he could afford a drop or two of its contents, even to sprinkle on the dust in the by-path of his little daughter (Ch. Dickens). 

3. Then they came in. Two of them, a man with long fair moustaches and a silent dark man … Definitely, the moustache and I had nothing in common (Doris Lessing). 

4. The round game table was boisterous and happy (Ch. Dickens). 

5. I like a parliamentary debate,

        particularly when ‘t is not too late (G. Byron). 

6. …and May’s mother always stood on her gentility; and Dot’s mother never stood on anything but her active little feet (Ch. Dickens). 

7. “Well, Mr. Weller,” says the gentl’mn, you are a very good whip, and can do what you like with your horses, we know” (Ch. Dickens). 

8. “God!” – she cried. 

9. A well-matched, fairly-balanced give-and-take couple. 

10. Sweet sorrow 

11. Mr. Zero 

12. I say this to our American friends. Mr. Facing-Both-Ways does not get very far in this world. (The Times). 
13. Busy as a bee 

14. The cap and gown 

15. My better half 

16. The object of his admiration 

17. To tie the knot 

18. It’s a rare bird that can fly to the middle of the Dnieper. (N. Gogol) 

19. To cut one’s coat according to one’s cloth 

20. Scared to death 

21. The drying up a single tear has more

22. Of honest fame, than shedding seas of gore (G. Byron). 
II variant

1. The leaves fell sorrowully. 

2. Miss Tox’s hand trembled as she slipped it through Mr. Dombey’s arm, and felt herself escorted up the steps, preceded by a cocked hat and Babylonian collar. (Ch. Dickens). 

3. The hall applauded. 

4. The marble spoke. 

5. As the sword is the worst argument that can be used, so should it be the last. (Byron) 
6. It must be delightful to find oneself in a foreign country without a penny in one’s pocket. 

7. “Bow to the board”, said Bumble. Oliver brushed away two or three tears that were lingering in his eyes; and seeing no board but the table, fortunately bowed to that. (Ch. Dickens). 

8. Such was the background of the wonderful, cruel, enchanting, bewildering, fatal, great city. 
9. Isabel shrugged an indifferent shoulder. 
10. Horribly beautiful 

11. A deafening silence 
12. Emily Barton was very pink, and looked like a Dresden-china-shepherdess. 

13. Industrious as an ant 

14. Vain (proud) as a peacock 

15. The fair sex 

16. Servant of all work (Ch. Dickens). 

17. A thousand pardons 

18. He was so tall that I was not sure he had a face. (O. Henry) 

19. First come, first served. 

20. Art is triumphant when it can use convention as an instrument of its own purpose. (Somerset Maugham). 
2 семестр 

Образец теста по лексическим и синтаксическим стилистическим приемам и по стилистической классификации словарного состава английского языка

Part I

1.
Find the word which is bookish in style:

a. darkness 

b. harmony 

c. foolish  

d. glad

2.
Find the word which is colloquial in style:

a. parent     

b. father 

c. dad


d. ancestor

3. Find a non-literary word (slang): 

a. wife        

b. sister       

c. missus    

d. mother

4. Find a non-literary word (professionalism):
a. a shop

c. a store

b. a lab

d. a bam

5. Find a non-literary word (low-colloquial):
a. bad
              
c. awful

b. negative      
d. bloody

6. Find a non-literary expression (vulgarism):

a. to shut up    
c. to be silent 

b. to be quiet   
d. to stop talking
7.
Find the word in which the emotive charge is heavier:

a. large    

c. tremendous 

b. big      

d. vast

8.
Find an example of personal metaphor:

a. She is like a snake in the grass. 

b. He bought a head of cabbage.
с. The moon is riding in the sky

d. The moon is like a silver coin

9.
Find an example of metonymy:

a. He had only a few coppers in the pocket.      b. We got to the mouth of the river.

c. He was a lion in the fight


     d. The valley was silent

10.
Find an example of a dead (trite) metaphor:

a. cold reason 


b. cruel heat

c. the flower of his life 

d. the hand of the watch

11. Find a case of synecdoche: 

a. Everything smiled at him. 

b. All hands aboard! 

c. The childhood of the earth. 

d. The leg of the table was broken.

12. Find an example of personification:

a. The kettle is boiling. 

b. He is not a Pushkin, but his poems are good

c. I don’t like her sharp tongue. 
d. The wind was singing in the trees.

13. Find an example of chiasmus:

a. He went to bed again, and thought, and thought, and thought it over and over.

b .We were talking about how bad we were. Bad from the medical point of view.

с Down dropped the breeze, the sails dropped down. 

d. You have been busy, busy, busy, haven't you?

14. Find an example of anadiplosis:

a. I am sorry, I am so very sorry, I am so extremely sorry.

b. With Bewick on my knee, I was then happy; happy at least in my own

c. Money is what he is after money!

d. Those evening bells! Those evening bells!

15. Find an example of climax:

a. They talked and talked all night,

b. Youth is lovely, age is lonely.

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

d. He played a tune over and over again

Part II

Task: define the lexical or syntactical stylistic device (SD):

16.   A devil of a sea rolls in that bay. (Byron) 

a. chain epithet 

b. reversed epithet 

c. metonymy

17. My mother was wearing her best grey dress and gold brooch and a feint pink flush under each cheekbone. (W. Golding) 

a. metaphor 


b. metonymy 


c. zeugma

l8. Have you been seeing any spirits? Or taking any? 

a. antithesis 


b. pun 



c. zeugma

19. Every Caesar has his Brutus. 

a. antonomasia 

b. metaphor 



c. simile
20.I should answer, I should tell you (Longfellow) 

a. climax 


b. suspense 



c. detachment

21. Women are not made for attacks. Wait they must.

a. inversion 


b. gradation 



c. ellipsis

22. We are met here as the guests of - What shall I call them? – The three Graces of the Dublin musical World. The table burst into applause. (J. Joyce)

a. simile 


b. metonymy 


c. allusion

23. Oh! Sweetness of the pain. (J. Keats) 

a. antithesis 


b. oxymoron 


c. metaphor

24. I think that is far too important a thing ever to talk seriously about it. (0. Wilde)

 a. irony 


b. pun 



c. zeugma

25.
He had not been unhappy all day. (E. Hemingway)

a. metonymy 

b. metaphor 



c. litotes

26.
They speak like saints, and act like devils.

a. antithesis 


b. repetition



c. gradation

27.
No wonder, his father wanted to know what Bossiney meant, no wonder. (J. Galsworthy)

a. anaphora 


b. epiphora 



c. framing

28.
Mr. Pneumonia was not what you would call a chivalric old gentleman.
(0. Henry)

a. personification 

b. metonymy 


c. simile

29. He sings, and he sings, and forever sings he - "I love my Love and my Love loves me". (Coleridge)

a. framing 


b. chiasmus 



c. chain repetition

30. Of course, it's important. Incredibly, urgently, desperately important.

a. enumeration 

b. climax 



c. hyperbole

4 курс

ОБРАЗЕЦ БИЛЕТА К ЗАЧЕТУ (1 семестр)
Card # 1

1. Write a test on the use of EM and SD

2. Present the stylistic analysis of the extract you have chosen. 

3. Analyze the following extract:
Вопросы для подготовки к зачету 

Analyze the following extract:
1. A. S. Byatt “Medusa’s Ankles” pp. 3 – 8 
2. John Grisham “The Firm” pp. 344 - 349
3. W. Golding ‘The Lord of the Flies” pp. 58-62
4. J. Galsworthy “The Silver spoon” pp. 167-171
5. A.S. Byatt “The Story of the Eldest Princes” pp. 41 - 46
Examples of poems:

1. “Twilight” by G.G. Byron
It is the hour when from the boughs 

The nightingale's high note is heard;

It is the hour when lover's vows 

Seem sweet in every whispered word 

And gentle winds, and waters near, 

Make music to the lonely ear. 

Each flower the dews have lightly wet, 

And in the skies the stars are met, 

And on the wave is deeper blue, 

And on the leaf a browner hue, 

And in the heaven that clear obscure, 

So softly dark, and darkly pure, 

Which follows the decline of day, 

As twilight melts beneath the moon away.

2. “On the Grasshopper and Cricket” by J. Keats
The poetry of earth is never dead:


When all the birds are faint with the hot sun, 

And hide in cooling trees, a voice will run       

From hedge to hedge about the new-mown mead; 

That is the Grasshopper’s - he takes lead

In summer luxury» - he has never done

With his delights, for when tired out with fun 

He rests at ease beneath some pleasant weed. 

The poetry of earth is ceasing never; 

On a lone winter evening, when the frost

Has wrought a silence, from the stove there shrills
The Cricket's song, in warmth increasing ever,
And seems to one in drowsiness half lost,

The Grasshopper's among some grassy hills.

3. “Break, Break, Break” by A. Tennyson
Break, break, break,

On thy gray stones, О Sea! 

And I would that my tongue could utter 

The thoughts that arise in me.

О well for the fisherman's boy,

That he shouts with his sister at play! 

О well for the sailor lad,

That he sings in his boat on the bay!

And the stately ships go on

To their haven under the hill; 
But О for the touch of a vanished hand,

And the sound of a voice that is still!

Break, break, break.

At the foot of thy crags, О Sea!

But the tender grace of a day that is dead

Will never come back to me.

4. “The Sorrow of Love” by W. B. Yeats
The quarrel of the sparrows in me eaves, 

The fool round moon and the star-laden sky, 

And the loud song of the ever-singing leaves.
Has hid away earth's old and wearу cry.

And then you came with those red mourntul lips,—

And with you came the whole of the world's tears, 

And all the trouble of her labouring ships, 

And all the trouble of her myriad years.

And now the .sparrows warring in the eaves, 

The curd-pale moon, the white stars at the sky, 

And the loud chaunting of the unquiet leaves. 

Are shaken with earth's old and weary cry.

5. “No Road” by P. Larkin
Since we agreed to let the road between us

Fall to disuse,

And bricked our gates up, planted trees to screen us,

And turned all time's eroding agents loose,

Silence, and space, and strangers - our neglect

Has not had much effect.

Leaves drift unswept, perhaps; grass creeps unmown;

No other change.

So clear it stands, so little overgrown,

Walking that way tonight would not seem strange,

And still will be allowed. A little longer,

And time will be stronger,

Drafting a world where no such road will run

From you to me;

To watch that world come up like a cold sun.

Rewarding others, is my liberty. 

Not to prevent it is my will's fulfilment.

Willing it, my ailment.

ОБРАЗЕЦ БИЛЕТА К ЭКЗАМЕНУ (2 семестр)
Card # 1

1. Speak about the stylistics as a discipline. Its place among other linguistic sciences
2. Give the analysis of the following extract:
Вопросы к экзамену

по стилистике английского языка

1. Теоретический вопрос
1. The subject of Stylistics. Stylistics of the language. Stylistics of speech. Stylistics and other linguistic disciplines.  Basic notions of stylistics
2. The notion of expressive means. Morphological expressive means. Word-building expressive means. Lexical expressive means. Syntactical expressive means
3. The notion of a stylistic device. Classification of expressive means (EM) and stylistic devices (SD)

4. Phonetic EM and SD: onomatopoeia, alliteration. 

5. Phonetic EM and SD: rhyme, rhythm.

6. Lexical EM and SD: Interaction of dictionary and contextual logical meanings (metaphor, metonymy, synecdoche, irony)
7. Lexical EM and SD: Interaction of primary and derivative meanings (polysemy, zeugma and pun). 

8. Lexical EM and SD: C. The opposition of logical and emotive meanings (interjections and exclamatory words, epithet, oxymoron)
9. Lexical EM and SD: Interaction of Logical and Nominal Meanings (Antonomasia)

10. Lexical EM and SD:  Interaction between two lexical meanings simultaneous​ly materialized in the context (simile, periphrasis)

11. Lexical EM and SD:  Interaction between two lexical meanings simultaneous​ly materialized in the context (euphemism, hyperbole, understatement, litotes)

12. Stable word combinations in their interaction with the context (Clichés, Proverbs and sayings, Epigrams, Quotations, Allusions, Decomposition of set phrases, Paradoxes)

13. Syntactical EM and SD: Compositional Patterns of Syntactical Arrangement (Stylistic inversion; detached constructions; parenthesis) 

14. Syntactical EM and SD: Compositional Patterns of Syntactical Arrangement (parallel construction; chiasmus; repetition)

15. Syntactical EM and SD: Compositional Patterns of Syntactical Arrangement (enumeration; suspense; climax; anticlimax; antithesis)

16. Syntactical EM and SD: 1. Particular ways of Combining Parts of the Utterance (Polysyndeton; Asyndeton; The ‘Gap-Sentence’ Link)

17. Syntactical EM and SD: Peculiar Use of Colloquial Constructions (Ellipsis; Break-in-the-narrative; Question -in-the-narrative; Represented speech)

18. Syntactical EM and SD: Transferred Use of Structural Meaning. Rhetorical Questions.

19. Stylistic classification of the English vocabulary: Words of the neutral layer. Words of literary layer (a) Common literary words, b) Terms and learned words, c) Poeticisms or poetic words, d) Archaisms or archaic words, e) Foreign words and barbarisms)

20. Stylistic classification of the English vocabulary: Words of the colloquial layer (a) Colloquialisms or common colloquial words, b) Slang, c) Jargonisms, d) Professional words or professionalisms, e) Vulgarisms, f) Regional dialectisms)

21. Notes on Functional stylistics. Style. Language varieties

22. The style of official documents

23. Scientific/academic style

24. Publicist (media) style

25. Literary colloquial style

26. Familiar colloquial style

2. Give the analysis of the following extract:

1. Научная статья из сборника “Feminist Studies” Volume 23, Number 3 by Claire G. Moses pp.543 – 546
Male workers were willing to identify with her position, in terms of a shared class identity, as a "poor" person in need of employment; yet this shared identity implicitly rested on her new position within a patriarchal family where she was contributing to her husband's household. This collective class support was framed by gendered ideologies which may easily have been overlooked without placing the context of her work experience within her broader life experience in her community and family. 

I have represented this life history in order to point to the ways in which women workers must negotiate the complex web of the family structure, gendered practices in employment, and the exclusionary practices of trade unions. The experience of this woman worker embodies the relationship between the system of authority in the factory and the institution of the family, the gendered ideologies of management policies regarding issues such as recruitment, and the exclusionary practices of trade unions. However, despite the power of these combined institutional and ideological forces, Rekha was able to persist in her work in the weaving department of the factory, a skilled occupation in which women are generally never employed. The importance of this encroachment on the fields of power that have shaped the position of women jute workers is underlined by the fact that the woman in question was one of four women working in this skilled occupation in the entire industry. Dur​ing my visits to other factories, management and union leaders would refuse to believe that a woman was working in this occu​pation in the mill. They insisted that it was impossible, because the weaving department represented the toughest job in the factory and could only be performed by men. Given the fact that Rekha was able to obtain and retain employment in this de​partment without consenting to the sexual exploitation by the management staff, I suggest that this act must be understood not merely as a form of survival but also as an act of resistance. I am aware of the dangers of overstating the case for resistance, but the significance of her ability to resist the managers' sexual harassment without the organizational resources of the unions or any support from her family or community should not be underestimated. Furthermore, despite the extreme structural constraints conditioning her life circumstances, Rekha also displayed a strong consciousness of the extent of her accomplishment which her labor represents. She argued: 

The most important thing is to work. I want to work. I will do any kind of work. Anything I am asked to do, I will do. Any work. That is the only thing in life. If you work you can put food in your mouth. Marriage doesn't help. I became worse off after I got married. Before I was big and strong. Now I have become so thin since I got married. But I take care of my family. Even my mother-in-law. I take care of her. She is like my mother-I treat her like that. I will give food to everyone-my mother-in-law, her daughters, my husband-before putting food in my own mouth. See, for Durga Puja we had less money to buy new clothes. I bought clothes for everyone but myself. My husband told me not to buy him anything, to buy something for myself. But I didn't do that. I bought him new pants. Because I thought if he had a job he would have done that for me. He would have bought me a sari and not bought anything for himself. 

This interpretation of her labor can be understood not in terms of a misguided form of "consent" to the control of her labor but as a form of consciousness of the significance of her ability to economically support her family. Within a context of economic and social domination Rekha was able to transform her role into a source of empowerment, one that allows her to survive the gendered ideologies that have classified factory work as "men's work" and transformed "the working class" into a mas​culine construct. This resistance must no doubt be qualified by the harshness of the circumstances which she continues to face and perhaps highlights the ironic reversal of the Foucauldian approach to resistance in Lila Abu-Lughod's reminder that "where there is resistance there is power." 

These fragments of Rekha's life signify the processes through which unions and community practices reproduce consent to a patriarchal model of the working-class family. However, Rekha's ability to maintain her employment and interpret her survival as a sense of accomplishment provides a contradictory moment in the exclusionary gendered public sphere which I have analyzed. This momentary point of contestation underlines the constructed and political nature of the jute workers' counterpublic and prevents us from resigning women workers in this context to a role of passive victim of oppression. 

If such possibility for contestation exists, let me end then by returning to the implications that Rekha's story has for the gendered representations of the workers' public sphere. If the Action Committee envisioned a future for the urban working-class communities in the jute mills that rested on social order of the patriarchal family, what did this future signify to Rekha? In many ways her vision coincided with the one put forth by the leaders of the committee. She spoke at length about her children's future and about her desire to educate them, in particular her daughters (without mentioning her son once during the conversation). This hope was mixed with her own memories of loss. 

You know I studied till class eight. I passed all my exams. I still keep my certificates. I thought I could work with papers like this [she points to files on the desk]. I wanted to study more. But when I got married I had to stop. My [first] husband didn't want me to study. And then when he used to come to meet me at the school, people used to talk about me. They used to say things about me-they used to say I was going with this man. But then I showed them the sindoor in my hair and they realized I was married. But still they didn't like it. So I stopped going. I felt bad to go. 

Moving back from the past to the present, she went on to assert: "I want my girls to go to school. Then after that they can get married." 

This decision to invest in her daughters provides a clear contrast to the masculinized image of the community organization. More significantly, although the male community leaders could envision the possibility of building a community within their residences, Rekha's image of hope rested on the possibility of escaping this community as well as the mill. As she said: "I want to send my three-year-old to the hostel [that is, put her in boarding]. So I can at least get her out of here. I will try and send her away." This desire presents a severe comment on the meaning that "community" has for working-class women and their daughters. The notion of a unified "subaltern counterpublic sphere" within the jute working classes falters on the gendered terrain of community as it compels a working-class woman to want to send her daughter away in order to preserve some hope for the future. 

CONCLUSION

I have examined the ways in which workers in the Calcutta jute mills engaged in the production of a gendered public sphere, one that simultaneously contests management authority and manufactures gendered hierarchies among workers. We 

have seen that discourses and practices within this subaltern counterpublic converge with management's construction of the social and moral disorder within workers' communities; both workers and management reproduce a set of shared discourses that underline the significance of a patriarchal model of the working-class family. This process ultimately inhibits the ability of the workers' public sphere to effectively represent the interests of all workers and contest management authority. In effect, as we have seen through the life history of one woman worker, such gendered discourses exclude women workers from full participation and representation within this public sphere. An analysis of the exclusionary nature of this subaltern counterpublic sheds light upon the everyday practices and political processes through which industries, such as the jute textile industries, are transformed into masculinized spaces. 

The article has also demonstrated the ways in which the "public sphere" must be understood as a gendered and culturally constructed category. In this context, the construct of the public sphere becomes a useful tool for analyzing both the exclusionary, masculinized spaces which characterize this sphere as well as the consequences for women workers. Through such a deconstruction of the boundaries of the subaltern counterpublic, we are able to confront and conceptualize the theoretical and material effects of discourses and practices which allow the "subaltern" to signify a gendered category. 

2. Научная статья из сборника “Feminist Studies” Volume 23, Number 3 by Claire G. Moses pp. 550-553

GENDERS UNDER PRODUCTION

When Mexico's Border Industrialization Program was established in 1965, it was already framed in public, gendered rhet:lrics. The border, export-processing factories, known as "maquilas," were ostensibly intended to hire men expelled from migrant labor jobs in the United States. However, like other export-processing factories in free-trade zones around the world, maquila managers already had an image of "export workers" and male farmworkers were not it. Advertising for Senoritas and Damitas throughout the border areas made clear-only young women need apply. These policies were repeate dIy, if indirectly, legitimated in public discussions by managers, union bosses, and political commentators, all of whom persistently invoked the superiority of women workers and the deficiencies of their male counterparts. In a typical article, a manager commented matter-of-factly: "85% ofthe labor force is made up of women, since they're more disciplined, pay more attention to what they do, and get bored less than men do." In an article headlined "Maquiladoras Don't Have Problems with 'Saint Monday' " (an allusion to [male] workers' unilaterally taking Monday as a holiday), the president of the Association of Maquiladoras explained that dependable work attendance "is one of the positive aspects offered by a female labor force." 

In the early 1980s, however, the image of the docile young woman began to crack. Inter-union conflicts led to several strikes, bringing anomalous pictures of defiant women workers, sticks in hand, to the front pages of local newspapers. Shortly thereafter, peso devaluations dramatically cut wage costs in dollar terms, and the demand for maquila workers soared. This led to a shortage of young women willing to work at maquila wages and to an increasingly assertive attitude on the part of those already employed. Confronted by young women workers who did not behave like "women" at all, some managers faced by shortages turned to young men. By the end of the decade, men made up close to one-half the maquila work force; and within individual factories, managers deployed increasingly diverse discourses around gender in their hiring and labor control strategies. 

Given the historical persistence of the trope of the "malleable working woman" described in the literature/o early public discussions of essentialized femininity come as no surprise. What is more remarkable is the ongoing resilience of this trope in citywide discussions of the industry in the face of changed labor market conditions and labor control strategies. More than a decade after men began entering maquila jobs in large numbers, the head of labor relations for the Association of Maquiladoras comments that maquilas do better to hire women: "Men are not inclined to sit. Women are calmer about sitting." Current interviews with managers about ideal workers elicit the same tropes-patient and malleable women, impatient and uncontrollable men. These traditionally gendered descriptions of "ideal workers" emerge even in the conversation of managers who-in response to the unavailability of cheap, young women deploy distinctively gendered hiring and labor control strategies in the day-to-day management of their own factories. 

Thus, these labor market shifts have produced a highly visible disjuncture between public narratives about gender and work and managers' gendered shop-floor strategies. Individual manager's claims around the gendered nature of the "ideal" worker reference public framings but do not reproduce them. Instead the specific institutional functions and managerial subjectivities on each shop floor lead not only to particular systems of production and labor control but also to specifically gendered versions of these systems. As a result, within the context of these individualized strategies and workers' responses to them, distinctive gendered subjectivities emerge for workers on each production floor. 

This demographic shift provides us with an opportunity to investigate the localized construction of gendered meanings in a historical moment in which public narratives are relatively weak and local discourses are comparatively easy to discern. Thus, in the pages that follow I will take up where previous authors have left off, at the factory door. Entering the arena of production, I will show the variations in gendered meaning structures between three factories located within what is otherwise a common discursive context. In so doing, it will become possible to identify fissures in gendered meanings at a local level and to trace these differences to the particular struggles within which they emerge. In addition, in each locale, we can delineate the consequences that emergent gendered meanings have for the struggles that generated them. 

The maquilas I will discuss here are typical of large plants in the area and exhibit a set of basic similarities. Although two have official "unions," in all three, workers are basically unorganized and managers set the parameters within which shop floor struggles occur. All are directly owned by enormous, world-renowned transnationals. The factories themselves are large, ranging from 750 to 1,100 workers in the day's first shift. Wages are low, generally about fifty dollars a week. This is far less than is necessary to support an independent life, still less a family, in Ciudad Juarez. As a result, workers tend to be in their teens or early twenties and generally are unmarried and childless. The absence of any compensation for seniority leads to high turnover, and most workers have been on the job for under a year. It is against this backdrop of low-wage, low investment work that the stories I recount below take place. 

Given the level of managerial control in structuring these shop floors, I will pay particular attention to managerial practices in identifying the discourses that constitute local gendered meanings and subjectivities. Nonetheless, the narrative will not take the form of structured comparisons of a consistent set of explanatory variables across shop floors. Subjectivity cannot be "held constant." Rather, I analyze each case as a unique configuration of structuring discourses within which the logic of local gendered meanings and subjectivities becomes comprehensible. Hence, I will argue through illustration, underlining in each case the highly idiosyncratic mix of managerial decisions, worker responses, and resultant gendered subjectivities on each shop floor. Each subsection should be read as a unit, an instance of the way that particular gendered meanings are constituted in terms of a specific context of domination and struggle. 

The analysis draws on eighteen months of participant observation, interviewing, and archival research in Ciudad Juarez on Mexico's northern border. Given my interest in localized subjectivities, the meat of the "data" comes through factory ethnographies. That is, I gather information on the "constitution of gendered meanings" through locating myself within the meaning-imbued practices, narratives, and structures of a particular shop floor. It is through interacting, through addressing and being addressed, that I come to grasp the formation of gendered subjectivities on a local level. Thus, the images below are not those of a worker or of an observer but of a "participant observer"-of an outsider located both literally and metaphorically on the line. 

3. Научная статья из сборника “Feminist Studies” Volume 23, Number 3 by Claire G. Moses pp. 594-599

Conclusion

I do not mean to imply that the lines on the question of separatism ran strictly in accordance with sexuality or that no other factors shaped the political practices of separatist organizing. As the evidence presented here makes clear, women with in the international women's movement in the first half of the twentieth century formed a variety of relationships, with both women and men, and cannot easily be categorized as "homosexual" and "heterosexual" in any case. There were married women such as Carrie Chapman Catt who lived with and loved women, and single women such as Alice Salomon who lavished devoted admiration on Lord and Lady Aberdeen. Coupled women's relationships might be characterized as lesbian partnerships, romantic friendships, loving caretaking, or some combination. In fact, given the variety of bonds, we might wonder whether internationally organized women managed to cross the boundaries of sexuality more easily than those of class, religion, and nationality. Certainly the conflicts over sexuality within the movement tended to pit "respectable" against unconventional behavior rather than same-sex against heterosexual relationships. 

And even if we could divide women into neat categories, the association would not be perfect. Rosika Schwimmer, who was married briefly in her youth but lived most of her life in close association with women, grew disgusted with separatist organizing in the 1930s. Mildred Scott Olmstead, a U.S. WILPF leader who maintained an intimate relationship with a woman throughout her married life, proposed in 1934 that the international organization admit men. And the married women leaders and heterosexual renegades all continued to commit them selves to all-female groups, whatever their ideas about the proper way to organize. 

Furthermore, affectional choices alone did not fashion the politics of separatism. National and generational differences, which helped to construct interpretations of sexuality, are particularly striking. European women seemed both more open to sexual expression and less interested in single-sex organizing than their Anglo-American colleagues. Although documentation and analysis of the contrast between more "sex-positive" European cultures and "sex-negative" Anglo-American societies is strangely lacking in the secondary literature, such differences are widely, and I believe correctly, assumed. Certainly women in the international organizations took this contrast for granted. Alice Salomon reported a conversation she had had with Lillian Wald, who lived in the women's world of Henry Street Settlement in New York. Wald and another of her countrywomen opined that single life was easier for women, but Salomon thought that few German women would agree. Expressing the conviction of national differences in attitudes toward sexuality, Salomon suggested that Americans were affected by the "Puritan strain in their upbringing," but the Americans denied it, retorting that German women were oversexed. Rosa Manus seemed to make the same assumption about "puritanical" American views when she and her parents took Carrie Chapman Catt to a show at the Casino de Paris in 1923, "a most shocking real Paris Veau de ville [sic-vaudeville] with a quantity of naked women. She had never seen anything like that, and I think it was good for her education," Manus reported. Emily Greene Balch learned that gossip had began to circulate about an innocent young American woman working in Geneva in the 1920s, leading her to conclude that European women could not understand the peculiarly American combination of sexual restraint and an informal manner in relations with young men. And when Martina Kramers faced condemnation for her relationship with Bobbie, she noted that "nowhere in Europe, beginning with my own country, are people so convinced of my immorality as they seem to be in America. "60 Perhaps as a result, when Kramers wrote Rosika Schwimmer about this whole affair, she switched from their normal English to German. 

Women in the more (hetero) sexually permissive societies and circles seemed to differ from their compatriots on the issue of separatism. Reflecting national preferences for mixed-gender groups, the president of the National Council of Women of the Netherlands explicitly associated women's exclusion of men with the "New World." Danish women responded to the announcement of the Woman's Peace Party in the United States and a call for the formation of similar groups in other countries by asserting that "we preferred to work together, men and women, in the same organization." At the 1915 Hague congress, Dutch women called for the concentration of all forces, female and male, working for peace. They noted that "a special women's movement is not necessary and therefore undesired. The force of a movement where two sexes cooperate rill come to better results than an organization of one sex only." Women trade unionists from Germany and Austria reIsed to send representatives to the second congress of the International Federation of Working Women in 1921, because they were "opposed to taking part in a separate women's trade union organization" in the American fashion. And the Austrian woman who commented on the manless celebrations in the International Federation of Business and Professional Women went on to comment: "This would simply have been an unheard of thing with US."61 

Similarly, women struggling side by side with men of their ass or national group for justice or independence had reason to look critically at separatist organizing. Women committed to le powerful socialist and social-democratic parties of Europe ad particular reasons for eschewing single-sex groups, as the conflict in the International Federation of Working Women illustrates. Katherine Bompas, British LAW secretary, contrast the "older" women's movement with the Soviet-inspired women's International Democratic Federation after the Second World War, believed that the existing groups, by shunning affiliation with (male-dominated) political parties, had "in the yes of working women seemed bourgeois and even perhaps conservative." In 1935, Margery Corbett Ashby reported that 1e enormous difficulties facing the nationalist struggle in Egypt "bring the men and women nearer together" and found 1e leading Egyptian nationalist movement, the Wafd, "quite progressive as regards women's position." A Syrian woman, speaking at the Istanbul congress of the LAW in the same year, asserted her belief in the necessity of working shoulder to shoulder with men in her country for prosperity and freedom. “The economic and political situation of my country is so desperate that it is extremely difficult for us women to give our wholehearted energies to the cause of feminism alone”.
Generational differences on the question of separatism are also striking. Young women experiencing firsthand the accelerated breakdown between female and male social spheres in the twentieth-century world challenged women-only groups more readily than their older colleagues who clung to separatist organizing. British WILPF leader Mary Sheepshanks related in 

1930 that young women at a Geneva meeting of the International Federation of University Women announced that "we are not going to join any more of these women's organizations." In 1931, Canadian Dorothy Heneker pointed out that young European women thought that women should work with men, and the LAW Youth Committee reported in 1938 that the general feeling favored a mixed organization of young women and men. Generational, like national and class, dif​ferences on the question of separatism grew from distinctive patterns of homosocial versus heterosocial interaction, and so resistance to all-female groups came from both traditional and progressive sources. 

The case of the international women's movement in this period illuminates the paradoxes of a women's world in an era undergoing profound change in the relations between the sexes. Internationally organized women, or at least some of them, knew about lesbianism but chose to view the same-sex relationships of their coworkers in an older frame. Single women alternated between defiance and defensiveness, suggesting that the declining social segregation of the sexes in the industrialized Western world and the more insistent labeling of women without men as lesbians or old maids made a woman's choice of a female-or no-partner more suspicious and thus the women's world of separatist organizations more precarious. The polarized responses to women in decorous-versus-unconventional heterosexual relationships, and the reservation of the strongest condemnation for women who challenged respectability through their sexual liaisons with men, hints at the unease that spilled over from the transformation of social and sexual relations to the process of political organizing. 

The story of the international women's movement also re​veals how important it is to attend to the interaction of sexuality and politics. Conflict over sexuality and separatism added to the national, class, and generational tensions already bubbling within the international organizations and foreshadowed some of the contemporary critiques of lesbian separatism in the United States by working-class women and women of color. At the same time, the silencing of the defenders of separatist organizing may have helped to undermine the potential power of a global women's movement in these years by questioning the validity of gathering apart from men in an increasingly heterosocial world. Whatever the case, the dynamics within the first wave of international organizing among women make clear that our contemporary struggles over sexuality and politics have a longer and more complex history than we sometimes think. 
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10. Стихотворение “Sonnet” by J. Keats
When I have fears that I may cease to be


Before my pen has glean'd my teeming brain,    

Before high-piled books» in charact'ry,

Hold like rich garners the full-ripen’d grain; 

When I behold, upon the night's startM face,

Huge cloudy symbols of a high romance,
And feel that I may never live to trace


Their shadows with the magic hand of chance;

 And when I feel, fair creature of an hour!

That I shall never look upon thee more,
Never have relish in the faery power


Of unreflecting love! - then on the shore 

Of the wide world I stand alone, and think 

Till love and fame to nothingness do sink.

11. Стихотворение From "Childe Harold's Pilgrimage" by G. G. Byron
"Adieu! Adieu! My native shore

Fades o'er the waters blue;

The night-winds sigh, the breakers roar,

And shrieks the wild sea-mew.

Yon son that sets upon the sea

We follow in it's flight;

Farewell awhile to him and thee,

My Native Land- Good night!

A few short hours, and he will rise      

To give the morrow birth;

And I shall hail the main and skies,

But not my mother earth.

Deserted is my own good hall,


It's hearth is desolate;

Wild weeds are gathering on the wall;

My dog howls at the gate.

With thee, my bark, I'll swiftly go

Athwart the foaming brine;


Nor care what land thou bear'st me to,

So not again to mine.

Welcome, welcome, ye dark blue waves!

And when you fail my sight,

Welcome, ye deserts, and ye caves!

My native Land - Good Night!"
12. “Invisible man” by G. Wells. Chapter II.  Mr. Teddy Henfrey’s First Impressions

At four o’clock, when it was fairly dark and Mrs. Hall was screwing up her courage to go in and ask her visitor if he would take some tea, Teddy Henfrey, the clock-jobber, came into the bar. “My sakes! Mrs. Hall,” said he, “but this is terrible weather for thin boots!” The snow outside was falling faster.
Mrs. Hall agreed with him, and then noticed he had his bag and hit upon a brilliant idea. “Now you’re here, Mr. Teddy,” said she, “I’d be glad if you’d give th’ old clock in the parlour a bit of a look. ’Tis going, and it strikes well and hearty; but the hour-hand won’t do nuthin’ but point at six.”

And leading the way, she went across to the parlour door and rapped and entered.

Her visitor, she saw as she opened the door, was seated in the armchair before the fire, dozing it would seem, with his bandaged head drooping on one side. The only light in the room was the red glow from the fire—which lit his eyes like adverse railway signals, but left his downcast face in darkness—and the scanty vestiges of the day that came in through the open door. Everything was ruddy, shadowy, and indistinct to her, the more so since she had just been lighting the bar lamp, and her eyes were dazzled. But for a second it seemed to her that the man she looked at had an enormous mouth wide open,—a vast and incredible mouth that swallowed the whole of the lower portion of his face. It was the sensation of a moment: the white-bound head, the monstrous goggle eyes, and this huge yawn below it. Then he stirred, started up in his chair, put up his hand. She opened the door wide, so that the room was lighter, and she saw him more clearly, with the muffler held to his face just as she had seen him hold the serviette before. The shadows, she fancied, had tricked her.

“Would you mind, sir, this man a-coming to look at the clock, sir?” she said, recovering from her momentary shock.

“Look at the clock?” he said, staring round in a drowsy manner and speaking over his hand, and then getting more fully awake, “certainly.”

Mrs. Hall went away to get a lamp, and he rose and stretched himself. Then came the light, and Mr. Teddy Henfrey, entering, was confronted by this bandaged person. He was, he says, “taken aback.”
“Good-afternoon,” said the stranger, regarding him, as Mr. Henfrey says with a vivid sense of the dark spectacles, “like a lobster.”

“I hope,” said Mr. Henfrey, “that it’s no intrusion.”

“None whatever,” said the stranger. “Though I understand,” he said, turning to Mrs. Hall, “that this room is really to be mine for my own private use.”

“I thought, sir,” said Mrs. Hall, “you’d prefer the clock—” She was going to say “mended.”

“Certainly,” said the stranger, “certainly—but, as a rule, I like to be alone and undisturbed.

“But I’m really glad to have the clock seen to,” he said, seeing a certain hesitation in Mr. Henfrey’s manner. “Very glad.” Mr. Henfrey had intended to apologise and withdraw, but this anticipation reassured him. The stranger stood round with his back to the fireplace and put his hands behind his back. “And presently,” he said, “when the clock-mending is over, I think I should like to have some tea. But not until the clock-mending is over.”
Mrs. Hall was about to leave the room,—she made no conversational advances this time, because she did not want to be snubbed in front of Mr. Henfrey,—when her visitor asked her if she had made any arrangements about his boxes at Bramblehurst. She told him she had mentioned the matter to the postman, and that the carrier could bring them over on the morrow. “You are certain that is the earliest?” he said.
She was certain, with a marked coldness.

“I should explain,” he added, “what I was really too cold and fatigued to do before, that I am an experimental investigator.”

“Indeed, sir,” said Mrs. Hall, much impressed.

“And my baggage contains apparatus and appliances.”

“Very useful things indeed they are, sir,” said Mrs. Hall.

“And I’m naturally anxious to get on with my inquiries.”

“Of course, sir.”

“My reason for coming to Iping,” he proceeded, with a certain deliberation of manner, “was—a desire for solitude. I do not wish to be disturbed in my work. In addition to my work, an accident—”
“I thought as much,” said Mrs. Hall to herself.

“—necessitates a certain retirement. My eyes—are sometimes so weak and painful that I have to shut myself up in the dark for hours together. Lock myself up. Sometimes—now and then. Not at present, certainly. At such times the slightest disturbance, the entry of a stranger into the room, is a source of excruciating annoyance to me—it is well these things should be understood.”

“Certainly, sir,” said Mrs. Hall. “And if I might make so bold as to ask—”

“That, I think, is all,” said the stranger, with that quietly irresistible air of finality he could assume at will. Mrs. Hall reserved her question and sympathy for a better occasion.

After Mrs. Hall had left the room, he remained standing in front of the fire, glaring, so Mr. Henfrey puts it, at the clock-mending. Mr. Henfrey not only took off the hands of the clock, and the face, but extracted the works; and he tried to work in as slow and quiet and unassuming a manner as possible. He worked with the lamp close to him, and the green shade threw a brilliant light upon his hands, and upon the frame and wheels, and left the rest of the room shadowy. When he looked up, coloured patches swam in his eyes. Being constitutionally of a curious nature, he had removed the works—a quite unnecessary proceeding—with the idea of delaying his departure and perhaps falling into conversation with the stranger. But the stranger stood there, perfectly silent and still. So still, it got on Henfrey’s nerves. He felt alone in the room and looked up, and there, grey and dim, was the bandaged head and huge blue lenses staring fixedly, with a mist of green spots drifting in front of them. It was so uncanny-looking to Henfrey that for a minute they remained staring blankly at one another. Then Henfrey looked down again. Very uncomfortable position! One would like to say something. Should he remark that the weather was very cold for the time of year?

He looked up as if to take aim with that introductory shot. “The weather—” he began.

“Why don’t you finish and go?” said the rigid figure, evidently in a state of painfully suppressed rage. “All you’ve got to do is to fix the hour-hand on its axle. You’re simply humbugging—”
“Certainly, sir—one minute more, sir. I overlooked—” And Mr. Henfrey finished and went.

But he went off feeling excessively annoyed. “Damn it!” said Mr. Henfrey to himself, trudging down the village through the thawing snow; “a man must do a clock at times, sure-lie.”

And again: “Can’t a man look at you?—Ugly!”

And yet again: “Seemingly not. If the police was wanting you you couldn’t be more wropped and bandaged.”

At Gleeson’s corner he saw Hall, who had recently married the stranger’s hostess at the Coach and Horses, and who now drove the Iping conveyance, when occasional people required it, to Sidderbridge Junction, coming towards him on his return from that place. Hall had evidently been “stopping a bit” at Sidderbridge, to judge by his driving. “’Ow do, Teddy?” he said, passing.
“You got a rum un up home!” said Teddy.

Hall very sociably pulled up. “What’s that?” he asked.

“Rum-looking customer stopping at the Coach and Horses,” said Teddy. “My sakes!”
And he proceeded to give Hall a vivid description of his grotesque guest. “Looks a bit like a disguise, don’t it? I’d like to see a man’s face if I had him stopping in my place,” said Henfrey. “But women are that trustful,—where strangers are concerned. He’s took your rooms and he ain’t even given a name, Hall.”

“You don’t say so!” said Hall, who was a man of sluggish apprehension.

“Yes,” said Teddy. “By the week. Whatever he is, you can’t get rid of him under the week. And he’s got a lot of luggage coming to-morrow, so he says. Let’s hope it won’t be stones in boxes, Hall.”
He told Hall how his aunt at Hastings had been swindled by a stranger with empty portmanteaux. Altogether he left Hall vaguely suspicious. “Get up, old girl,” said Hall. “I s’pose I must see ’bout this.”
Teddy trudged on his way with his mind considerably relieved.

Instead of “seeing ’bout it,” however, Hall on his return was severely rated by his wife on the length of time he had spent in Sidderbridge, and his mild inquiries were answered snappishly and in a manner not to the point. But the seed of suspicion Teddy had sown germinated in the mind of Mr. Hall in spite of these discouragements. “You wim’ don’t know everything,” said Mr. Hall, resolved to ascertain more about the personality of his guest at the earliest possible opportunity. And after the stranger had gone to bed, which he did about half-past nine, Mr. Hall went aggressively into the parlour and looked very hard at his wife’s furniture, just to show that the stranger wasn’t master there, and scrutinised closely and a little contemptuously a sheet of mathematical computation the stranger had left. When retiring for the night he instructed Mrs. Hall to look very closely at the stranger’s luggage when it came next day.

“You mind your own business, Hall,” said Mrs. Hall, “and I’ll mind mine.”

She was all the more inclined to snap at Hall because the stranger was undoubtedly an unusually strange sort of stranger, and she was by no means assured about him in her own mind. In the middle of the night she woke up dreaming of huge white heads like turnips, that came trailing after her at the end of interminable necks, and with vast black eyes. But being a sensible woman, she subdued her terrors and turned over and went to sleep again.

13. “Alice in Wonderland” by L. Carroll. Chapter 5. “Advice from a Caterpillar”

The Caterpillar and Alice looked at each other for some time in silence: at last the Caterpillar took the hookah out of its mouth, and addressed her in a languid, sleepy voice.

`Who are YOU?' said the Caterpillar.

This was not an encouraging opening for a conversation. Alice replied, rather shyly, `I--I hardly know, sir, just at present- at least I know who I WAS when I got up this morning, but I think I must have been changed several times since then.'

`What do you mean by that?' said the Caterpillar sternly. `Explain yourself!'

`I can't explain MYSELF, I'm afraid, sir' said Alice, `because I'm not myself, you see.'

`I don't see,' said the Caterpillar.

 `I'm afraid I can't put it more clearly,' Alice replied very politely, `for I can't understand it myself to begin with; and being so many different sizes in a day is very confusing.'

`It isn't,' said the Caterpillar.

`Well, perhaps you haven't found it so yet,' said Alice; `but when you have to turn into a chrysalis--you will some day, you know--and then after that into a butterfly, I should think you'll feel it a little queer, won't you?'

`Not a bit,' said the Caterpillar.

`Well, perhaps your feelings may be different,' said Alice; `all I know is, it would feel very queer to ME.'

`You!' said the Caterpillar contemptuously. `Who are YOU?'

Which brought them back again to the beginning of the conversation. Alice felt a little irritated at the Caterpillar's making such VERY short remarks, and she drew herself up and said, very gravely, `I think, you out to tell me who YOU are, first.'

`Why?' said the Caterpillar.

Here was another puzzling question; and as Alice could not think of any good reason, and as the Caterpillar seemed to be in a VERY unpleasant state of mind, she turned away.

`Come back!' the Caterpillar called after her. `I've something important to say!'

This sounded promising, certainly: Alice turned and came back again.

`Keep your temper,' said the Caterpillar.

`Is that all?' said Alice, swallowing down her anger as well as she could.

`No,' said the Caterpillar.

Alice thought she might as well wait, as she had nothing else to do, and perhaps after all it might tell her something worth hearing. For some minutes it puffed away without speaking, but at last it unfolded its arms, took the hookah out of its mouth again, and said, `So you think you're changed, do you?'

`I'm afraid I am, sir,' said Alice; `I can't remember things as I used--and I don't keep the same size for ten minutes together!'

14. Научная статья из книги “The Modern British Novel” by M. Bradbury “Preface” pp. x – xv

15. Научная статья из книги “The Modern British Novel” by M. Bradbury pp. 515-519
16. Научная статья “Man, the Many-Pocketed Animal Or, Why do Skirts have no Trouser-Pockets? Fashion and (Anti-) Feminism in Kenneth Grahame’s “The Wind in the Willows” by Eva Oppermann, University of Kassel

I would like to begin my paper with a short but significant anecdote: when I was on a school excursion to Vienna, about ten years ago, I once took a tram to the city together with my friend Tini, and one of our teachers. Suddenly, the teacher asked me if I was sitting on her handbag. I, however, was only sitting on my own. Now, Tini wanted to know what I needed “that thing” for. I replied that it contained my purse, keys, tickets, wallet, a handkerchief, some medicine which I took at that time, and one or two other items which a woman prefers to have with her, but would not talk about in public. Presently, Tini asked: “And what, do you think, has mankind trouser-pockets for?!” Only then did she realize that I was wearing a long, floating, and, - of course - pocketless, skirt. Tini was highly embarrassed, our teacher (who had found her handbag in the meantime), laughed, and I had learned a lesson for life: Women’s Skirts Do Not Have Trouser-Pockets.

I was reminded of this incident some years later when I read an article by Lois R. Kuznets for my State Exam Dissertation, which I wrote on The Wind in the Willows. In this article, Kuznets discusses the role women have in Grahame’s book, coming to the conclusion that” [The Wind in the Willows blows] toward No-Woman’s Land...Women remain, forever, the Other in The Wind in the Willows.” One of the scenes Kuznets analyzes to come to this conclusion shows Toad after he has escaped from gaol in a washerwoman’s dress, wanting to buy a ticket to return to Toad Hall:

But here the cotton gown, which had nobly stood by him so far, intervened, and frustrated his efforts. In a sort of nightmare he struggled with the strange, uncanny thing that seemed to hold his hands, turn all muscular strivings to water and laugh at him all the time...At last, he burst the barriers, attained the goal arrived [sic!] at where all waistcoat pockets are eternally situated, and found - not only no money, but no pocket to hold it, and no waistcoat to hold the pocket!

To his horror he recollected that he had left both coat and waistcoat behind him in his cell, and with them his pocket-book, money, keys, watch, matches, pencil-case - all that makes life worth living, all that distinguishes the many-pocketed animal, the lord of creation, from the inferior one-pocketed or no-pocketed productions that hop or trip about permissively, unequipped for the real contest.
As Kuznets correctly remarks: “...the inferior one-pocketed or no-pocketed productions...” - that is, women.

There are, at least, two more remarks which show a similar antipathy towards women in “The Wind in the Willows”, namely Mole’s “And no more weeks in hospital, being ordered about by female nurses, Toad!” and Rat’s ”- by a woman, too!”. Both are directed towards the only figure who comes into contact with women directly: Toad. Toad also is the only figure who is not bound to his home at the River Bank, so that he can move within the Wide World freely and with ease. There, too, he meets the women who play an important role both in Toad’s adventures and “The Wind in the Willows”.

Although women, as Kuznets states, do not appear at the River Bank directly, ”their traditional nurturing functions” are transposed into its male inhabitants. Both Badger and Rat especially are nurturing figures. Badger’s “plain but ample supper” is close to a feast for Mole and Rat, after they had been lost in the Wild Wood. And Rat even goes much further by ‘adopting’ Mole into his household. This is also the reason why he received the maternal role in Gaarden’s “Inner Family of The Wind in the Willows”: 

Rat...is motherly...[He] is empathic and nurturing.... Where Badger, like the traditional father, is often not available, Rat, like the traditional mother, is always at hand.

However, these qualities need not necessarily be typically feminine. Masculine societies also can have such characteristics among their members. Especially communities of pupils or students often have such ‘motherly’ characters who support the shyer, and in many cases younger, outsiders. A well-known example is the friendship between Tom, East and George Arthur in Hughes’ “Tom Brown’s School Days”. Tom and East, both already well-acquainted with Rugby life, are ordered to take care of the weak and softened newcomer, whom Tom – as does Rat with Mole - adopts into his study and looks after him, and is always at hand as well. The studies, too, show some resemblance to the homes of the River-Bankers as well. Of course, no study table could hold a feast like Badger’s famous supper, but ”a bottled-beer cellar under [the] window”, along with its other comforts make a study a place comparable to Mole End, which also is narrow, and where ”everything [is] so handy” indeed. Therefore, the interpretation of “The Wind in the Willow”s as a story about public school life, which Kathryn Graham has presented us with, is not too far-fetched. It is obvious that women cannot play a significant role in such a society, and so they do not appear as missing.

In addition, “The Wind in the Willows” is a children’s book, and I have my doubts that children see the inhabitants of the River Bank as the idle, young or middle-aged adult males which Hunt sees in them, since a child’s sense of social qualities is not yet fully developed. Nowadays, this could be even more so, since the culturally dependent differences between men and women (among them, the restriction for women not to wear trousers) have decreased significantly.

Generally, children learn to distinguish between the sexes by looking at models they meet in daily life, especially their parents. Interestingly, girls are said to imitate both the parent of the same sex as well as the parent of the other: 

Girls showed a greater tendency than boys to imitate the cross-sex model. When females have markedly less control over potent rewards than males, as they do in our culture, it is not surprising if they emulate male behaviour to the degree that such cross-sex behaviour is tolerated.

This implies both a greater attractively of the male standard as well as an amount of freedom for girls to choose their model which boys do not have.
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