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MetoauyHi peKOMEHJAI 31 CTHIIICTUKM AHIIIHCHKOI MOBH IPEICTABISIOTH
JONOMDKHUI HaBYAIIBHUI pecype IJIsl CaMOCTIHHOT poOOTH CTY/ACHTIB. AKTyalbHICTh
TaKoOro pecypcy oOyMOBJIEHAa THM, IO CTHJIICTHKA aHIIIHCHKOI MOBH — IIe OJHA i3
0a30BUX JIHTBICTUYHHUX JUCIHMIUTIH MiITOTOBKH MaiOyTHIX (paxiBLiB i3 MPUKIaTHOT
JIHTBICTHKH, OCKIIbKM 3HAHHS 1 pPO3yMiHHS (YHKUIOHYBaHHS pPIi3HUX OAMHHIb
MOBHOI CHUCTEMH JUIsl KOJyBaHHS HEOOXIHOTO KOMYHIKaTHBHOTO 3aBJIaHHS, a TAKOXK
BMIiHHS BUKOPHCTOBYBAaTH IIi 3HaHHSA Yy pI3HUX MNPUKIaTHUX cdepax (mepexna,
KOMYHIKaTHBHI TEXHOJIOTI1, KOHTEHT-aHalli3) Ha/3BUYailHO Ba)XKJIMBI.

[Tpu3HaueHo JUIs CTY/ICHTIB BY3iB.
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AHOTAIIA KYPCY

CTuricTHKa aHTTICHKOT MOBH — 1€ OJIMH 3 0a30BUX JIIHTBICTHY-
HUX KypCiB, Iepea0adeHuX IS MATOTOBKH CTYACHTIB CIICIIIbHOCTI
B11 «®inonorisy, cnemiamizanis B11.10 «[Ipuknagna qiHTBiICTUKAY.
CrunicTuka po3yMi€Thes SIK MOBO3HABUA JUCIUILIIHA, KA OB’ A3aHa
3 TaKUMU Tajy3sMH JIHTBICTHKH, 5K (poHETHKa, rpadika, rpamaTuka,
CIIOBOTBIp, JICKCHKOJIOTiSl, €THMOJIOTiS, CEeMaHTHKa, (pa3eonoris,
JIHTBICTHKA TEKCTY, JUCKYpPCOJIOTis, KOMYHIKaTMBHA JIHIBICTHKA,
TEOpis MepeKyaay, MCUXOIIHTBICTHKA 1 JITEpaTypo3HABCTBO. Po3y-
MiHHS 1 3HaHHS CTHJIICTHYHUX OCOOJIMBOCTEH BHUKOPUCTAHHS PI3HUX
MOBHHUX 3ac00iB MOB’s13aH1 13 BJOCKOHAJIECHHSIM MOBHOI 1 MOBJIEHHE-
BOi KOMIETCHI[IH, pO3BUTKOM BMiHb 1 HABUYOK pPEJICBAHTHOI 1HTEp-
nperanii TeKCTiB, a TAaKO)K BMiHb 1 HABMUOK PEJIEBAHTHOI peasizarii
KOMYHIKaTHBHUX 1HTEHI[IH 3a JIOMOMOTOI0 BXKHMBAaHHS PEICBAHTHUX
MOBHHUX 3ac00iB. 3MICT QUCLHHUILTIHA OXOIUIIO€ OCHOBHI CTHJIICTHUKO-
OpIEHTOBaHI KOHIICTIIii, JI03BOJISIE OBOJIOMITH (DaXOBOIO TEPMIiHOJIO-
ri€0, 3HAHOMHUTHh 3 METOJAAMH CTHJIICTUYHOTO aHali3y. 3a3Ha4eHHI
Kypc CHpPSMOBAaHO Ha PO3BUTOK 3[AaTHOCTI CTYAEHTIB CaMOCTIHHO
HaOyBaTH Ta BIOCKOHAJIIOBATH 3HAHHS 1 BMIHHS Ul PO3YMIHHS IJIH-
OMHHOTO 3MICTY TEKCTY SIK €IMHOTO IILJIOTO.

KarouoBi caoBa: cmunicmuxa, cmunicmuunuil awaniz, @ore-
Muyni, epagiuni, epamamuyni, 1eKCUdHi, CUHIMAKCUYHI CIUTICTMUYHE
3acobu, Hapamuse.



COURSE ANNOTATION

Stylistics is one of the basic linguistic disciplines for specialty
B11 Philology, B11.10 Applied linguistics. Stylistics is considered
as the integral element of linguists’ training because it is inseparable
from the following linguistic branches: phonetics, graphics, grammar,
derivation, lexicology, semantics, phraseology, test linguistics,
discourse analysis, commu-nicative linguistics, theory of translation,
psycholinguistics, literature studies. Comprehension and knowledge
of the specific use of various stylistic devices provide for improving
language and speech competences, developing the relevant
interpretation skills for relevant communicative intentions by means
of relevant language means. The discipline content involves the basic
style-oriented theories and enables to introduce basic terminology for
mastering the stylistic analysis methods. The discipline is aimed at
developing students’ abilities for self-study to acquire and enhance
necessary knowledge and skills which are essential for the relevant
text understanding as the coherent whole.

Key words: stylistics, stylistic analysis, phonetical, graphical,
morphological, lexical, syntactical stylistic devices, narration.



OIMUC HABYAJBHOI JMCHUIJITHA

Tl'any3b 3HaHb,

XapakTepucTHKA HABYAJIBHOI

HaiimenyBaHHs cneniajabHicTh ARCHMILIIHH
NOKA3HUKIB (ocBiTHsl Iporpama), | jemna gpopma | 3a0una dopma
OCBITHIN PIBCHb HABYAHHS HABYAHHS
Kinbkicte

KpenuTiB — 3

l'any3b 3HaHB
B Kynemypa,

0606 ’s13K06a

Monyais — 1 Pik miaroroBkm:
mucmeymso ma
3MiCTOBHUX i j . .
' 2YMAHIMAapHi HayKu 4okt 4ot
MoyIiB — 4
Cemectp
CrneniaJpHicTh Py | Py
. B11 ®inonozis M M
?ﬁ%‘;{po}mﬂﬂu anpeC | 33 cneniasaizauicio Jlexuii
Ha caiTi
Vi Up uK.fza()Ha 15 ron | 8 rox
HIBEPCUTETY nineeicmuxa
IIpakTnyHi, ceMiHapcbKi
15 ron | 8 ron
. OcgiTHs nporpama
Saranbua KUBKICTS | B17 70 [Tpurnaona JlaGoparopni

TOJIUH
nenHa — 90

JNIH2BICMUKA

TwxHeBUX roauH
JUTS IeHHOT (hopMu
HaBYaHHS:
ayIUTOPHUX — 2;
caMOCTilHOT poOOTH
cTynenrta — 4

nepuuit
(6akasaBpchbKuii)
piBeHb BUIIOL OCBiTH

Camocriiina podora

60 rox 74 ron

Bun koHTpOJIIO: 3aITiK

®opMa KOHTPOIIO: KOMOIHOBaHA




PO3IIOAIJ BAJIIB, AKI OTPUMY€ CTYAEHT

JocsirHeHHsI cTyaeHTa OIIHIOIThCA 3a 100-0aIbHOI0 CUCTEMOIO
VYHiBepcUTETY.

[TincymKoBa OLliHKA HaBYAJIHHOIO KypCy BKJIIOYA€E B ceO€ OLIHKU
3 IOTOYHOT'O KOHTPOJIIO M OLIHKH 3aKJIIOYHOT'O ICIIUTY (3a MOro HasiB-
HOCTI). Y KOXXHOTO KOMIIOHEHTa CBOSl 4acTKa B 3aralibHiid cucTemi
OLIIHOK. Y TPOMDKHHX OLIIHKaX CTyJeHT Moxe Habparu Bix 60 1o 100
OamB (y pas3i BIICYTHOCTI 3aKiIOuHOTO icnuTy). Ilig KoMmoHeHTOM
MPOMIXHHUX OIIIHOK PO3YMIIOTh MOTOYHI OLIIHKH MPOTATOM CEMECTpY
(aKTHUBHICTB, Y4acTh y AMCKYCisIX; BUKOHAHHS 3aBJaHb Ta iHIIE).

[TuToMa Bara 3aKJIFOUHOTO ICIIUTY (TIPU MOTO HAsIBHOCTI) B 3arajib-
Hii cucteMi oliHOK — 40 6anie. IlpaBo 3mMaBaTH 3aKIOYHHHN 1CTIUT
JA€ThCS CTYIACHTY, SIKUHM 3 ypaxyBaHHAM MaKCUMaJbHUX OaiiB Ipo-
MDKHHX OIIIHOK 1 3aKJIFOYHOTO iCIIUTy HaOupae He MeHie 60 danie.
ITincymKoBa OIliHKa HaBYAJIBHOTO KypCy € CyMOIO MTPOMIKHUX OLIIHOK
1 OIIIHKM icTIMTY (3a Or0 HAsIBHOCTI).

[ToTouHuN KOHTPOJIb MPOBOAUTHCS HAa KOKHOMY CEMIHAPCHKOMY,
MIPAKTUYHOMY/Ta00paTOPHOMY 3aHATTI Ta 3a pe3ylIbTaTaMu BHKO-
HaHHS 3aBJaHb caMOCTiiHOi poOoTu. BiH mepexbauae OIiHIOBaHHS
TEOPETUYHOI IMIATOTOBKH 3700yBadiB BHUIOI OCBITH 13 3a3HaY€HOT
TeMH (y TOMY YMCIII CAMOCTIIHO ONpalibOBaHOTO Marepiaity) MmijJ yac
pOOOTH Ha CEMIHAPCHKUX 3aHATTAX Ta HAOYTUX MPAKTUIHUX HABUYIOK
IiJT Yac BUKOHAHHS 3aBJaHb JJA0OPATOPHUX/TIPAKTUIHUX POOIT.

3apaxyBaHHs KpPEIMTIB HABYAJIBHOTO KypCy MOMIJIMBO TUIBKU
Micsl JOCSTHEHHs pe3ynbTariB, 3amutaHoBanux PITHJI, mo Bupa-
JKAETHCSA B OJHIM 13 MO3UTHBHUX OIIHOK, IMepeadayeHuX YUHHHM
3aKOHOJIaBCTBOM.



@DopMH KOHTPOJIIO Pe3yJibTaTiB HABYAJIbHOI Ji1JIbHOCTI
CTYEHTIB Ta iX OI[iIHIOBAHHS

Kpurepii ouinioBanus

[IpakTryHe 3aHATTS BHUKOHAHC y BCTAHOBICHHH Tep-
MiH. 3aCTOCOBYBAJIMCSI KOPEKTHI MPUHOMH aHami3y. Yci
3aBOaHHA BUKOHAHI CaMOCTIHHO 1 B MOBHOMY 00cCs3i.
OdopmiicHHS 3aMuCiB BUKOHAHHS MPAKTHYHOTO 3aHSTTS
BUKOHAHE 3T1IHO 3 IHCTPYKIII€IO.

[IpakTH4He 3aHATTS BUKOHAHE y BCTAHOBJICHHI TEPMiH.
Yci 3aBnaHHs BUKOHAHI CaMOCTIHHO 1 B TIOBHOMY 00CsI31.
3acTocoBYBaINCS KOPEKTHI IipuitoMu aHaiizy. B odopm-
JICHHI 3al¥CiB BUKOHAHHS MPAKTHYHOTO 3aHATTS HasBHI
HE3HAuH| BiXWJICHHS BiJl BUMOT iHCTPYKIIil.

IIpakTHyHe 3aHATTS BHUKOHAHE y BCTAHOBJICHUM Tep-
MiH. 3aCTOCOBYBAJIMCSl KOPEKTHI NMPUHOMH aHamizy. Yci
3aB/laHHSl BHKOHAHI CaMOCTIHHO, ajJieé HE B IIOBHOMY
o0cs3i (omHak He MeHme 70 % Bim TOBHOTO 00CATY).
B odopmiteHHi 3anmciB BUKOHAHHS TPAKTUIHOTO 3aHATTS
HasIBHI HE3HAYHI BIIXUJICHHS BiJl BUMOT 1HCTPYKIIIi.

[IpakTuuHe 3aHATTS BHUKOHAHE y BCTAHOBJIEHUH Tep-
MiH. 3aCTOCOBYBaJIMCSI KOPEKTHI MPUHOMH aHami3y. Yci
3aBlaHHs BHKOHAHI CaMOCTIHHO, ajie HE B IOBHOMY
o0cs3i (omHak He Mmenmie 70 % BiJ MOBHOTO 00CSTY).
B odopmieHHi 3amuciB  BUKOHAHHS MPAKTHYHOTO
3aHATTS HasiBHI 3HAYHI BIAXWICHHS BiJl BUMOT 1HCTPYKIIii
(3ammcu He CTPYKTYpOBaHi: He BKa3aHO TeMy, abo IUIaH
MIPAKTUYHOTO 3AHATTS, YU (POPMYITIOBAHHS 3aBJAHD).

[TpakTnyuHe 3aHATTS BUKOHAHE 3 MOPYIICHHSM BCTAHOB-
JICHOTO TEepMiHy. 3aCTOCOBYBAJIUCS HEKOPEKTHI MPUHOMH
aHamizy. B ohopmieHHi 3amiciB BUKOHAHHS PAKTHIHOTO
3aHATTS HAassBHI 3HAYHI BIIXWJICHHS BiJl BUMOT 1HCTPYKIIii
(3armucu He CTPYKTYPOBaHI: HE BKa3aHO TEMY, TUIAH MPaK-
THYHOTO 3aHATTS a00 (POPMYJIFOBAHHS 3aB/IaHb).

Buxonanus
NMPAKTUYHUX 3aBAAHb
JI®dH 3dH
5 15
4 10
3 9
2 5
1 3
0 0

Pobota He BUKOHYBanacs

Maxkcumanvha oyinka cmyoenma 3a 0aHull KOMHOHEHM NPOSPAMU.

DOH — 45 6anie / 3PH — 30 6anis




CamocrTiiiHa

Kpurepii oninoBanus

podora
1. CrygeHT BHCTymaB 3 CaMOCTIHHO MiATOTOBICHUMH
JIOIIOBIAAMH.
2. Vi 3aBraHHs, nepedaueHi IIaHOM 1 rpad)ikoM BUKOHAHHS
19-20 CaMOCTIIHO, BUKOHAHO BYACHO.
3. SIkicTh BUKOHAHHS CAMOCTIMHUX 3aBIaHb € BHCOKOIO.
4. CrymeHT NpOSBMB TBOPYMH MiAXiA 70 BUKOHAHHS BCIX
CaMOCTIHUX 3aBIaHb.
1. CrymeHT BHCTymaB 3 CaMOCTIHHO MiATOTOBICHUMH
JIOTIOBIISIMHU.
2. Yci 3aBnaHHs, nepedaueHi IaHoM 1 rpad)ikoM BUKOHAHHS
15-18 CaMOCTIIiHO, BUKOHAHO BYaCHO.
3. SIkicTh BUKOHAHHS CAMOCTIHHUX 3aBAaHb € JOCTATHLOIO.
4. CTymeHT HE MPOSBUB TBOPUYWH IMiXiJ 1O BUKOHAHHS BCIiX
CaMOCTIMHHX 3aBIaHb.
1. CrymeHT He BUCTyNaB a00 BHCTYIIAB HEPETYJSPHO 3 CaMo-
CTIWHO MiATOTOBICHUMH JOMOBIAIMU.
2. Yci 3aBmaHHA, IepenoaveHi IIaHOM i TpadikoM BUKOHAHHS
10-14 CaMOCTIfHO, BUKOHAHO 3a 3pa3KoM, ajie BYACHO.
3. SIKicTh BUKOHAHHS CaMOCTIMHUX 3aBJaHb € 3a0BIILHOIO.
4. CryneHT He NPOSBUB TBOPUHIA MIJIXi/] 10 BUKOHAHHS CaMO-
CTIMHMX 3aBJaHb.
1. CrygeHT HE BHCTYIAaB 3 CAMOCTIHHO MiATOTOBICHUMH
JIOIIOBIAAMH.
2. Vi 3aBranHs, nepeadaueHi IIaHOM 1 rpad)ikoM BUKOHAHHS
1-9 CaMOCTIHO, BUKOHAHO 3a 3pPa3KoM i He BYACHO.
3. SIkicTh BUKOHAHHS CAMOCTIMHHUX 3aBIaHb € 3aJ0BUIHHOIO.
4. CryneHT He IPOSBUB TBOPYHH IMiAXiA 1O BUKOHAHHS CaMo-
CTIMHMX 3aBJaHb.
1. CrymeHT He BHCTyHaB i3 CaMOCTIHHO MiATOTOBICHUMH
JIOTIOBIISIMHU.
2. Yci 3aBnanHs, nepedaueHi IaHoM 1 rpad)ikoM BUKOHAHHS
0 CaMOCTIIiHO, HE BUKOHAHO.

3. Sxictp BUKOHAHHS CaMOCTIMHUX 3aB/lIaHb HE
€ 3aJ0BIJIBHOIO.

4. CryneHT He IPOSBUB TBOPYHIA IMiAXiA 1O BUKOHAHHS CaMO-
CTIMHUX 3aBIaHb.

Maxcumanvna xintekicme 6anie — 20




Yuacts
Y KpyIiiomy Kpurepii oninroBanus
croJti

BinnoBine mpaBwibHA, MOBHA, JIOTIYHA, MICTUTh aHali3, CHCTE-

5 MaTH3allilo, y3arajibHEHHS, BUKOPUCTaHI MIKIPEIMETHI 3B’S3KH,
MICTUTh apryMEHTOBaHI BUCHOBKH.

4 Binmnosize y mijioMy HpaBuiibHA, JOCTATHRO [TOBHA, JIOTIYHA; IOITY-
IICHI HECYTTEBI IOMIIIKA Ta HETOYHOCTI Y BUKJIAJICHHI MaTepiay.

3 BiamnoBigs 4acTKOBO IMpaBHUJIbHA, MICTUTh HETOYHOCTI, HEIOCTAT-
HBO OOI'PYHTOBAHA.

2 BinmoBige Mae CyTTEBI MOMMIKH, apryMEHTH Hec(pOpMyITbOBaHi,
BHUKOPHCTOBYETHCSI HEBIPHA TEPMIHOJIOTS.

| BinmoBige MICTHTH 3HAYHY KiTBKICTh CYTTEBHUX IIOMHJIOK, HE
0o0rpyHTOBaHA.

0 CTymeHT He Ja€e BiamoBifIi.

Maxcumanvha oyinka cmyoenma 3a OaHUl KOMHOHEHM npozpamu — 5 baie

MincymkoBuii K I
puTepii oniHoBaHHs
KOHTPOJIb
1. CryneHT BHMKOHAB YCI 3aBJaHHS IT1iICYMKOBOTO KOHTPOIIO
(KOHTPOJIBHOTO TECTY).
9-10 2. CTyzLeHT BUKOHYBaB KOHTPOJILHUH TecT 3a rpadikom.
3. SIkicTh BUKOHAHHS KOHTPOJBHOTO TECTY BHCOKA.
4. CTymeHT MPOSBUB TBOPYHHU ITiIXi[ MPH BUKOHAHHI KOHTPOJIb-
HUX 3aB/IaHb.
1. CryneHT BHMKOHAB YCi 3aBJaHHS ITiJICYMKOBOTO KOHTPOIIIO
(KOHTPOJBHOTO TECTY).
5.9 2. CTy;LeHT BUKOHYBaB KOHTPOJIBHHUN TECT 32 rpadikoM.
3. SlkicTh BUKOHAHHS KOHTPOJBHOTO TECTY JOCTATHSL.
4. CryneHT He NPOSBUB TBOPYMMU MiAXiJ NPU BHUKOHAHHI KOHT-
POJIHUX 3aB/IaHb.
1. CryneHT BHMKOHAB YCI 3aBJaHHS ITiJICYMKOBOTO KOHTPOIIO
(KOHTPOJIBHOIO TECTY).
-4 2. CryneHT BUKOHYBaB KOHTPOJIBHHI TECT He 3a TpadikoMm.

W

SIKiCTh BUKOHAHHSI KOHTPOJIFHOTO TECTY HE3a/10BiJbHA.
4. CTymeHT HE TPOSBUB TBOPYHMH TMiIXiN MPH BUKOHAHHI KOHT-
POJILHUX 3aBIaHb.




MincymkoBuii

Kpurepii oninroBanus
KOHTPOJIb puTepit o

1. CryneHT He BHKOHAB yCi 3aBJaHHS IiJICYMKOBOTO KOHTPOIIO
(KOHTPOJIBHOIO TECTY).

2. CTyaeHT He BUKOHYBaB KOHTPOJBHHUH TECT 3a TpadikoMm.

3. SlkicTe BUKOHaHHS KOHTPOJIBHOTO TECTY HE3aJI0BLIbHA.

Maxcumanvua Kinoxicmo o6anie — 10




HEPEAYMOBU AJIA BUBYEHHSA JUCIOUIIJITHHU

JI1st yCIinTHOTO OBOJIOMIHHS CTHIJIICTHYHO PEJICBAaHTHOIO 1H(OP-
Malli€ro HeoOXigHo, 1100:

a) CTYICHTU OTPUMAJH TEOPETUYHI 3HAHHA 3 (DOHETHKH, Tpama-
TUKH, JIEKCUKOJIOT1I, (pa3eosorii, CEeMaHTUKH, CHUHTAKCHUCY, JIHTBIC-
THUKH TEKCTY, iICTOpIi aHTIIIHCHKOT MOBH, TeOpii MepeKiIamy, KOMyHiKa-
TUBHOI JIIHTBICTUKH, 1CTOPi1 IIHTBICTUYHUX BUEHb, ICTOPIT 3apyOiXKHOT
JTEpaTypH;

0) Manu MpakTHYHI HABUYKH BUKOPUCTAHHS LIUX 3HAHB;

B) Maiu c(popMOBaHYy MOBHY 1 MOBJIEHHEBY KOMIIETEHII].



CTPYKTYPA 3AJIIKOBOI'O KPEJUTY

Moayas 1.

CruwiicTHyHa akTyasizanis MOBHUX OMHUIb Y TEKCTi

Tema 1.

Tema 2.

Tema 3.

Tema 4.

Tema 5.

Tema 6.

12

3microBuii MmoayJs 1.
OG’ekT 1 mpeameT CTWICTHKUA. Bumm crumictuk. TekcT
1 koHTekcT. Ponb Bucynenns (foregrounding).
®onorpadiunuii piBeHb. @oHernyHa ctuiictuka. Ocobnu-
BOCTI poHEMU K MOBHOT oiHuUIIl. DOHETHYH] CTUITICTHYHI
MPUIOMU: OHOMATOTMIS, aliTepaiis, acoHaHc, ehdoHis,
kakadonisa. Bepcudikamis. I'padon. Buau rpadonis.
Mopdemuuii piBens. Ctpykrypa cioBa. [losrop mopdem.

3micToBuii MoayJIb 2.

JlexcuuHui piBeHb CHMHCEMaHTHYHA/aBTOCEMaHTHUYHA JIEK-
cuka. CTpykrypa 3Ha4eHHs ciioBa. JIEKCHYHI CTHIIICTUYHI
3aco0u: metadopa, METOHOMIS, EITITET, 3eBrMa, OKCUMOPOH,
rinepbosa, Melo3ic, aHTOHOMACII.

Cuntakcuynuii piBeHb. CHHTAaKCHYHA CTHIICTHKA. Tumm
noBtopiB. [lopiBusaHA. Ilepudpas. Knalimekc/anTukiai-
Mekc. Bimokpemnenns. IuBepcis. Putopuyne 3amuTaHHS.
[TonmicuHAETOH/aCUHIETOH.

3microBuii MmoxyJsb 3.
OyHKIIOHATBHA CTUJIICTHKA. Teopis CTHIed Ta >KaHpiB.
Tekcr sik koMyHiKaTUBHA oquHHI. CKIIaJHEe CHHTAKCHUYHE
uine. Handpasna eqHicTs.



Tema 7. TekcToBUI piBeHb CTUIIICTUKU. TEKCT 3 TOUKH 30py Teopil
iHpopmarii. CTrTicTHKa KOyBaHHs/nekoyBanHs. LlenpHo-
oopMIIeHICTh (LUTICHICTB). UeHyBaHHS Ta 3B’ SI3HICTD.

3micToBuii Moayab 4.
Tema 8. Teopis HapaTHBY.
Tema 9. Meron CTHIIICTUYHOTO aHANI3y: TEMaTHUHA MEpexka.
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SELF-STUDY PROJECTS

The Internet stylistics.

Metaphors of War.

Metaphors of female body in fashion blogs.

Straight-talking honest politics: rhetorical style.

Stylistics of emoji.

Thematic network analysis of LOVE poems.

Academic style: comparative analysis of technical and
linguistic academic texts.

Contemporary media stylistics.
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4.

Konu enimem 6’°e cmpinoro
YV camy wonaiienubuty cyms,
Konu oopozoio npsamoro
Tebe memacghopu sedymeo,
Konu 3punae nopiensnns,
AK 3 Mops cunboeo Oenvhin:
A0doice He 3Ha€E 6iH nUMAaHH3,
Yom came mym 3punae 6in!

M. Punvcokui

TEMA 1.
O0’exT 1 mpenMeT CTITCTHKUA. OCHOBHI MMOHSATTS CTHJIICTUKHU:
HOpMa, Qopma, CTWIb, TEKCT, BHUpPaXKaJIbHI 3aco0wu,
CTHJTICTHYHI 3ac00wu.
Buau ctrnicTuk.
TekcT 1 KOHTEKCT. XapaKTePUCTUKU TEKCTYy: MLIIICHICTS,
3B’A3HICTh, WICHOBAHICTh, iIHHOPMATUBHICTb, JIIHIHHICTB.
[HTEpTEKCTYATBHICTS.

Key terms: stylistics, norm, form, style, effective means, stylistic
devices, functional stylistics, coding/decoding stylistics, individual
style studies, practical stylistics; text, context, integrity, cohesion,
linearity, intertextuality,; foregrounding, stylistic analysis.
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Task 1.

Read the title of Percy Beshey Shelley’s poem “To a Skylark”
(1820) and assume what the poem is about. Read the whole
poem containing 21 stanzas, five lines each, total 105 lines and
compare your preliminary assumption with your after-reading
comprehension. What is it based on? Indicate the images which the
poem has caused.

To a Skylark
Percy Bysshe Shelley — 1792—1822

Hail to thee, blithe Spirit!
Bird thou never wert,
That from heaven, or near it,
Pourest thy full heart
In profuse strains of unpremeditated art.

Higher still and higher
From the earth thou springest
Like a cloud of fire;
The blue deep thou wingest,
And singing still dost soar, and soaring ever singest.

In the golden lightning
Of the sunken sun,
O’er which clouds are bright’ning,
Thou dost float and run,
Like an unbodied joy whose race is just begun.

The pale purple even
Melts around thy flight;
Like a star of heaven
In the broad daylight
Thou art unseen, but yet I hear thy shrill delight,
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Keen as are the arrows
Of that silver sphere
Whose intense lamp narrows
In the white dawn clear
Until we hardly see — we feel that it is there.

All the earth and air
With thy voice is loud,
As, when night is bare,
From one lonely cloud
The moon rains out her beams, and heaven is overflowed.

What thou art we know not;
What is most like thee?
From rainbow clouds there flow not
Drops so bright to see
As from thy presence showers a rain of melody.

Like a poet hidden
In the light of thought,
Singing hymns unbidden,
Till the world is wrought
To sympathy with hopes and fears it heeded not:

Like a high-born maiden
In a palace tower,
Soothing her love-laden
Soul in secret hour
With music sweet as love, which overflows her bower:

Like a glow-worm golden
In a dell of dew,
Scattering unbeholden
Its aerial hue
Among the flowers and grass, which screen it from the view:



Like a rose embowered
In its own green leaves,
By warm winds deflowered,
Till the scent it gives
Makes faint with too much sweet these heavy-winged thieves:

Sound of vernal showers
On the twinkling grass,
Rain-awakened flowers,
All that ever was
Joyous, and clear, and fresh, thy music doth surpass.

Teach us, sprite or bird,
What sweet thoughts are thine:
I have never heard
Praise of love or wine
That panted forth a flood of rapture so divine.

Chorus hymeneal
Or triumphal chaunt
Matched with thine would be all
But an empty vaunt,
A thing wherein we feel there is some hidden want.

What objects are the fountains
Of thy happy strain?
What fields, or waves, or mountains?
What shapes of sky or plain?
What love of thine own kind? what ignorance of pain?

With thy clear keen joyance
Languor cannot be:
Shadow of annoyance
Never came near thee:
Thou lovest, but ne’er knew love’s sad satiety.
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Waking or asleep,
Thou of death must deem
Things more true and deep
Than we mortals dream,
Or how could thy notes flow in such a crystal stream?

We look before and after,
And pine for what is not:
Our sincerest laughter
With some pain is fraught;

Our sweetest songs are those that tell of saddest thought.

Yet if we could scorn
Hate, and pride, and fear;
If we were things born
Not to shed a tear,
I know not how thy joy we ever should come near.

Better than all measures
Of delightful sound,
Better than all treasures
That in books are found,
Thy skill to poet were, thou scorner of the ground!

Teach me half the gladness
That thy brain must know,
Such harmonious madness
From my lips would flow
The world should listen then, as I am listening now!
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TEMA 2.
@DoHeTHYHA CTHIIICTHKA.
@OoHETHYHI CTUIICTUYHI 3ac00U: (POHETUYHUHN CTUITICTUYHUN
aHai3.
Kommno3wurttiiini GyHKIIT pUTMY 1 pUMH.
I'paciuni cTumicTuyni 3acoOu: rpadiyHUA CTUIICTUYHUN
aHai3.

Key terms: onomatopoeia, alliteration, assonance, euphony,
cacaphony,; graphon, italics, capitalization, spacing, hyphenation,
multiplication, rhythm, rhyme.

Task 1.

Read the whole poem “The Bells” by Edgar Poe (1849). Why is
it called onomatopoeic poem? Can you explain the role of bells as
the symbol of the human life: silver bells of sledges, danger alarms
, funeral bells ?
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The Bells
by Edgar Poe (1849)

|
Hear the sledges with the bells
Silver bells!
What a world of merriment their melody foretells!
How they tinkle, tinkle, tinkle,
In the icy air of night!
While the stars that oversprinkle
All the heavens seem to twinkle
With a crystalline delight;
Keeping time, time, time,
In a sort of Runic rhyme,
To the tintinnabulation that so musically wells
From the bells, bells, bells, bells,



Bells, bells, bells
From the jingling and the tinkling of the bells.

II

Hear the mellow wedding bells

Golden bells!
What a world of happiness their harmony foretells!

Through the balmy air of night

How they ring out their delight!

From the molten-golden notes,

And all in tune,
What a liquid ditty floats
To the turtle-dove that listens, while she gloats

On the moon!

Oh, from out the sounding cells

What a gush of euphony voluminously wells!
How it swells!
How it dwells
On the Future! how it tells
Of the rapture that impels
To the swinging and the ringing
Of the bells, bells, bells,
Of the bells, bells, bells, bells,
Bells, bells, bells
To the rhyming and the chiming of the bells!

11
Hear the loud alarum bells,
Brazen bells!
What a tale of terror, now, their turbulency tells!
In the startled ear of night
How they scream out their affright!
Too much horrified to speak,
They can only shriek, shriek,
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Out of tune,

In a clamorous appealing to the mercy of the fire,
In a mad expostulation with the deaf and frantic fire,
Leaping higher, higher, higher,

With a desperate desire,

And a resolute endeavor
Now now to sit or never,

By the side of the pale-faced moon.

Oh, the bells, bells, bells!

What a tale their terror tells
Of despair!

How they clang, and clash, and roar!

What a horror they outpour
On the bosom of the palpitating air!

Yet the ear it fully knows,

By the twanging
And the clanging,

How the danger ebbs and flows;

Yet the ear distinctly tells,

In the jangling
And the wrangling,

How the danger sinks and swells,

By the sinking or the swelling in the anger of the bells,
Of the bells,

Of the bells, bells, bells, bells,

Bells, bells, bells,

In the clamor and the clangor of the bells!

v
Hear the tolling of the bells,
Iron bells!
What a world of solemn thought their monody compels!
In the silence of the night,
How we shiver with affright



At the melancholy menace of their tone!
For every sound that floats
From the rust within their throats
Is a groan.

And the people, ah, the people,
They that dwell up in the steeple,
All alone,

And who tolling, tolling, tolling,
In that muffled monotone,
Feel a glory in so rolling
On the human heart a stone,
They are neither man nor woman,
They are neither brute nor human,
They are Ghouls:

And their king it is who tolls;
And he rolls, rolls, rolls,
Rolls
A paean from the bells!

And his merry bosom swells
With the paean of the bells!
And he dances, and he yells;
Keeping time, time, time,

In a sort of Runic rhyme,

To the paean of the bells,

Of the bells,

Keeping time, time, time,

In a sort of Runic rhyme,

To the throbbing of the bells,
Of the bells, bells, bells,

To the sobbing of the bells;
Keeping time, time, time,

As he knells, knells, knells,

In a happy Runic rhyme,

To the rolling of the bells,
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Of the bells, bells, bells,
To the tolling of the bells,
Of the bells, bells, bells, bells,
Bells, bells, bells,
To the moaning and the groaning of the bells.

Task 2.

The poem by Emily Dickinson (1862) expresses a state of
numbness, detachment and the experience of emotional suffering.
What is the role of poem’s rigid, irregular form and capitalisation to
symbolize the states and attitudes? How does E. Dickinson highlights
the pauses?

After great pain, a formal feeling comes —
The Nerves sit ceremonious, like Tombs —
The stiff Heart questions was it He, that bore,
And Yesterday, or Centuries before?

The Feet, mechanical, go round —

A Wooden way
Of Ground, or Air, or Ought —
Regardless grown,

A Quarts contentment, like a stone —
This is the Hour of Lead —
Remembered, if outlived,

As Freezing persons, recollect the Snow
First — Chill — then Stupor — than the letting go —
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TEMA 3.
1. Mopdonoriyni  CTWIICTUYHI  3acO0M:  MOPQOJIOTTUHMIMA
CTHJIICTUYHHUM aHai3.
2. CrunictuuHi QyHKIIT pi3HUX YaCTUH MOBHU: KaTeropii ymcia,
poAy, apTUKIIB, Yacy, CI0BOTBOPY.
3. TloBTOp sIK cTMIIICTUYHUIL 3aCi0.

Key words: morphemic valency, repetition, occasional words.

Task 1.

Read J. Thurber’s parable “The Last Clock™ and state the
functions of derived words and occasionlisms created by the autho:
clockician, clockness, clockism, clockship, clockdom, clockation,
clockition, clockhood; clockitis, clockosis, clockoma, clocktheria,
clockles; clocksmith, clockwright, clockmonger; clockologist;
clockman, clocktalk, clockmaker.

How do they reveal the moral point of the author “Time rules
everything in human life and saves it from destroyal and paralysis™?

TEMA 4.
JlekcuyHa CTUIIICTHKA.
CemaHTHYHA CTPYKTypa CJIOBa: €MOIliiHA, EKCPECUBHA,
OIlIHHA, CTWJIICTHYHA KOHOTamii. B3aemoxmis mpsmMoro
1 IEPEHOCHOT0 3HAYEHHS.
3. JlekcHuHi CTWIICTHYHI 3acOOM: JEKCHYHHMH CTHIIICTHUYHHUI
aHai3.

N —

Key words: semantic structure, denotational meaning,
connotational meanings; metaphor, sustained (prolonged) metaphor,
stale/fresh metaphor, personification; metonymy, synechdoche,; pun,
zeugma, nonsense of non-sequence, violation of phraseological
chains, semantically false chains; irony, antonomasia, speaking
names; epithet, figurative/transferred epithets, single epithet, two-step
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epithet, phrase epithet, inverted epithet; hyperbole, understatement
(meiosis); oxymoron.

Task 1.

Can you make line-by-line analysis of the poems “To a Skylark”
(P. B. Shelley) and “The Bells” (E. Poe) to explain the role of lexical
stylistic devices for expressing the ideas of the authors.

Task 2.
Read the poem “Sonnet to Science” (LitChart.com). Can you
elicit the idea of the author by defining lexical stylistic devices?

Sonnet — To Science
By Edgar Allan Poe

Science! true daughter of Old Time thou art!
Who alterest all things with thy peering eyes.
Why preyest thou thus upon the poet’s heart,
Vulture, whose wings are dull realities?

How should he love thee? or how deem thee wise,
Who wouldst not leave him in his wandering
To seek for treasure in the jewelled skies,
Albeit he soared with an undaunted wing?
Hast thou not dragged Diana from her car,
And driven the Hamadryad from the wood

To seek a shelter in some happier star?

Hast thou not torn the Naiad from her flood,
The Elfin from the green grass, and from me
The summer dream beneath the tamarind tree?
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TEMA S.

1. CuHTakKcHYHA CTHUJICTHKA.

2. Tpanchopmariiss CHHTAKCUYHHUX CTPYKTyp. CHHTaKCHYHA
KOHBEPTeHIIis.

3. CuHTaKCU4HI CTHITICTHYHI 3aco0u: CHHTAKCUYHUI

CTWIICTUYHUI aHaJi3.

Key words: sentence structure, sentence length, arrangement
of sentence members, punctuation, rhetorical question; repetition,
anaphora, epiphora, framing, anadiplosis (catch repitition),
chain repetition, ordinary repitition, successive repition, parallel
construction, chiasmus, inversion, suspense, detachment; ellipsis,
telegraphic style, one-member sentence, apokoinu construction,
aposiopesis (break), polysyndeton, asyndeton, attachment; antithesis;
climax, anticlimax, simile; litotes, periphrasis.

Task 1.

Identify the syntactical stylistic devices used by the authors in
their poems and short stories:

“To a Skylark” (Theme 1), “The Bells” (Theme 2), “Sonnet to
Science” (Theme 5), “1928 Story” (Theme 6), Big Things” (Theme 8).

What ideas do they convey?

TEMA 6.
1. TexkcToBuii piBeHb CTUIICTUYHOTO aHAI3Y.
2. Texkct 3 ToukH 30py Teopii iHPpopMarIii.
3. Tekcr sik KOMyHIKaTUBHA OJMHMIIS.

Key words: fext, context, integrity, cohesion;, communicative
process, discourse, discourse markers.

29



Task 1.

Read the following extract from “71928 Story” by James Agee.
Make sure you understand both the general content and the meanings
of all the words and all the grammar structures. Elicit the role of
phonetical, graphical, morphological, lexical, syntactical stylistic
devices for analysing the main idea of the author. Can you analyse
the text structure?

1928 STORY
by James Agee

He had not been home long when he found that one of the
things he cared most for was playing the old records. His wife liked
some of them too, very much, and when he put on the oldest of
them she remembered, he could see, how pleased he had been that
she recognized how much better they were than most of the later
ones. But now that he was playing them again, and she showed how
warmly she enjoyed them, he had to realize that her associations
were very different from his own, referring entirely to their times
together just before the war; and that she was using these already
different and inadequate associations a little too eagerly, to get
close to him. He knew, sadly enough, that it was still not easy for
either of them to get close to each other, and he felt gentle towards
her for taking whatever means she could. But he knew too that it
was worthless to try to exploit this music, and its so very different
associations, for any such purpose. She was badly mistaken to try.
And he had to realize that he was badly mistaken himself, to use the
records in his own way: that whatever was done about this music,
estranged them still further, rather than bringing them together. It
seemed quite possible, for that matter, that he was using them as
a way of retreating from her, and from everything else. He felt that
he had no business doing it, to her, or for that matter to himself.
He had to get used to living in the world again, after all. And when
he thought of it at all he realized that the world he had once lived
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in, and could never live in again, and that could never again exist,
was no great loss, to him or anyone else. He had better recognize
this fact; he knew that very well. Even the nineteen thirties had
been increasingly distasteful, one year worse than the next before
it; then the war, which in one curious sense hardly counted as a part
of living — or how much did it count? He still did not know. He
wondered whether he was ever likely to. And now, the middle,
the last half, of the nineteen forties. Only the meanness, and
fatness, and insanity seemed to survive, as it had also survived the
Depression; and in whatever ways these had changed, they seemed
to have changed for the worse. There had been a kind of innocence
in everything about the old years, that gave some sort of charm
even to the worst of it. In a way, of course, the innocence had
survived everything too. But it seemed a kind of innocence, now,
that has no business being so innocent. And the sophistication, such
as it was, was the most blinding thing of all. (What do I mean, he
thought; but lacked the energy to specify.) Very likely, he realized,
all this was purely subjective — a matter simply of his having been
young during certain years, older during certain other years, and,
God knew, older still right now. That, and beginning to learn about
himself that he was infantile, to use a word out of a vocabulary
which sickened him; that he had never really grown up, whatever
that might mean, or even wanted. Good Lord, he thought, if I’'m not
careful I’'m going to find out I’'m a Conservative, after all.

Or was he. Was it ever true that he had not grown up, or
hadn’t wanted to? He had certainly been filled with a lot of
easy hope, back during the Depression, when he and practically
everyone else he knew had gone Left. And even when he found
he was far less sanguine than most of his friends he had for a long
time remained hopeful, and active. For several years his reflexes
and ideas had been as thoroughly Marxian as they were Freudian,
in the purely smattering way, that is, that he knew anything about
either. Then his Freudian ideas had frayed out among the renegades
and the schools, and his Marxian ideas had frayed out to something,
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he supposed, that was most easily defensible as political agnosticism,
and for some years now, though he still used the same vocabulary
and reacted to a great extent, he was afraid, according to the same
reflexes — with a few additions which he supposed and hoped were
his own — he had found it almost never possible to trust either his
own judgments or those of anybody else. Certainly, by now, he felt
no trust or hope in anything, that anyone might do or even say. It
was a stupefied country, and evidently a stupefied world, and as
stupefied as anything else was his sense of universal mistrust and
of hopeless regret, his dependence on mere taste, his pleasure in
the sensuous, his miserable reluctance to live in the world as it was,
and to discard the pleasures of recall.

TEMA 7.
1. @yHKIiOHATBHA CTUIIICTHKA.
2. Teopis cTumneit 1 xaHpiB.

Key words: functional stylistics, functional styles, scientific
style, official style, publicist style, newspaper style, belles-lettres
style; neutral words; literary words, learned/bookish words, terms,
archaisms, neologisms, modes of poetic diction, officielese; colloquial
words, colloquial words, slang words, jargonisms, vulgarisms,
dialectal words.

Task 1.
Identify the main style-forming factors of a short story, a poem,
a scientific paper, a newspaper article.

Task 2.

Compare the functional stylistic characteristics of the texts: “The
Bells” (E. A. Poe), “To a Skylark” (P. B. Shelley).
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Task 3.

This is an extract from David Crystal’s monograph “English as
a global language”. What are the main communicative characteristics
of a scientific text?

A unique event?

If we cannot predict the future, we can at least speculate, and
there are some fascinating speculations to be made. It may well be the
case, as was intimated earlier, that the English language has already
grown to be independent of any form of social control. There may
be a critical number or critical distribution of speakers (analogous
to the notion of critical mass in nuclear physics) beyond which it
proves impossible for any single group or alliance to stop its growth,
or even influence its future. If there were to be a major social change
in Britain which affected the use of English there, would this have
any real effect on the world trend? It is unlikely. And, as we have
seen, even the current chief player, the USA, will have decreasing
influence as the years go by, because of the way world population is
growing.

In 500 years’ time, will it be the case that everyone will
automatically be introduced to English as soon as they are born (or,
by then, very likely, as soon as they are conceived)? If this is part of
a rich multilingual experience for our future newborns, this can only
be a good thing. If it is by then the only language left to be learned,
it will have been the greatest intellectual disaster that the planet has
ever known.

If there is a critical mass, does this mean that the emergence of
a global language is a unique event, in evolutionary terms? It may be
that English, in some shape or form, will find itself in the service of
the world community for ever.
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TEMA 8.
1. Bu3HayeHHS MOHSTTS «HAPATUBY.
2. Tunm HapaTuBIB.
3. KommnosuuiiiHi (hoopmu HapaTuBiB.

Key words: narration, author’s narrative, entrusted narrative,
dialogue, interior speech of the personage, stream-of-consciousness
technique, represented (reported) speech, narrative compositional
forms, narrative proper, description, argumentation.

Task 1.

The poem “Piano” by D. H. Durrell (1885 — 1930) is an
illustration of the unique integration of 3 narrative forms: narrative
proper, description and argumentation. Read the poem and elicit their
functions for understanding the idea of the author.

Piano
By D. H. Lawrence

Softly, in the dusk, a woman is singing to me;
Taking me back down the vista of years, till I see
A child sitting under the piano, in the boom of the tingling strings
And pressing the small, poised feet of a mother who smiles
as she sings.

In spite of myself, the insidious mastery of song
Betrays me back, till the heart of me weeps to belong
To the old Sunday evenings at home, with winter outside
And hymns in the cosy parlour, the tinkling piano our guide.

So now it is vain for the singer to burst into clamour
With the great black piano appassionato. The glamour
Of childish days is upon me, my manhood is cast
Down in the flood of remembrance, I weep like a child for the past.
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Task 2.

Read the following extract from “Big Things” by Francis Stonor
Saunders. Analyse it as a particular type of narration and particular
compositional form/forms to decode what the means. Can you explain
the role of the language means and their functions for understanding
this work of creative prose?

Frances Stonor Saunders
BIG THINGS

All Big Things start small, and so it was with my father’s illness.
I first realised something was wrong when he left three identical
messages on my answer-machine in quick succession. I sat down and
cried, because I knew. This was a year before the doctor said he had
got Alzheimer’s, which Daddy wrote down on a yellow post-it and
stuck in his diary, in ease he forgot the name of the disease which
makes you forget everything.

And so it was with my spot, which surfaced around the same
time my father left those messages. Except I was now in New York,
staring out of the window of a cramped, overpriced hotel room, the air-
conditioning unit rattling like an asthmatic and dropping brown treacly
tears on to the carpet. I found myself scratching a spot above my right
eyebrow, and I decided it must be shingles, because 1’d had it before,
and it had presented itself with an identical spot in the same place.

Admittedly, things were a little out of hand when I found the
spot. It was several days now since I had started crying freely in
public places. And that morning, arriving early for a meeting, I had
sat down in a brown leather armchair in a chintzy hotel and been
instantly overcome with nausea. Next thing I knew, I was curled up
like a kidney bean around the base of a loo, my cheek pressed against
the cold marble floor, my body half protruding under the cubicle
door. Thus installed, I lay very still, listening to other patrons’ high
heels clacking across the floor. In short, I was, by the time I found the
spot, a little bit unsteady.
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I called a doctor (it was out of surgery hours), and, quicker than
a home delivery of coronation chicken, he appeared at my door. His
face was lined. His hands shook as he lifted my chin and tilted my
head towards the light. He assured me my spot was nothing more
than a simple spot, and wrote out a receipt for $150, which I paid in
cash. On the receipt, he wrote his diagnosis as ’skin eruption!’ I only
noticed the two exclamation marks after he had left. Daddy rarely
used exclamation marks until he got ill. Then he began to use them
like salt, shaking them all over the page. That was before he forgot
how, and what, to write.

Now, I should perhaps have been able to sport the world’s most
expensive zit with pride. I should have embraced this case of acne
simplex as a release from earlier anxiety. But the surge of adrenalin
which had accompanied my panic discovery was refusing to diminish.
I decided to still it with a cold bath. I winced as I lowered myself
into the icy water, and for a long time I could only manage the sitting
position. Whilst the bottom half of my body assumed the colour of
old French linen, the top half, waist up, remained red and blotchy
with the prickly New York heat. I sat very still, taut, so that my belly-
button wouldn’t descend below the water line. Finally, I took a series
of short breaths, ha-ha-ha, felt a tightening of the heart muscles, and
under I went, right under, waist, breasts, shoulders, head, whoosh!
water curling in a single wave over the side of the bath and all over
the floor. Bad bathroom husbandry, but good for the soul (and the
only cure I know of for head-spin).

I reached for the soap and began, as the nuns at school had
instructed, to wash from the face down (the other way, dear, is
dirty). And then I made my second discovery. As I ran the soap over
my right breast, I thought I felt it ride over a bump. I repeated the
manoeuvre, and again I felt an irregularity. I put the soap down, and
worked over the breast with my fingers. There it was, hard, a lump
the size of a small doorhandle.

Aldous Huxley said death was the acropolis against which no
log dares to piss. But when Huxley was writing, the acropolis was
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probably still pure, still white, and not the pile of greying teeth which
it has come to resemble today. Death is dirty, You shit yourself, you
cough up your lungs. But perhaps there is a soul, and maybe this is
clean and white, like a peeled chestnut.
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