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ANTONOMASTIC PROPER NAMES AS EXPRESSIVE MEANS OF THE LANGUAGE
The summary. This article deals with the problem of antonomastic proper names, the problem of the
classification of their types by various scientists. Different examples of antonomastic proper names from different
literary sources are studied. Also functional characteristics of antonomastic proper names in the English language are
defined.
Key words: antonomastic proper names, antonomasia, proper names, synecdoche, metonymy, metaphor.
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YIK: 811. 111 (07) B.I''ME3IH
ROLE OF MODERN ENGLISH DRAMA IN TEACHING CONTEMPORARY ENGLISH

Pe3tome: B cmammi 00CHiONCyemMbCa poab CYYACHOI AH2AIUCbKOI Opamu Y HABYAHHI AHAIUCbKOI MO8U HA
cyuachomy emani. 30Kpema pO3KPUBAIOMBCA OCOOIUBOCMI MOBU CYYACHOI AHIMNCLKOI Opamu HA NpuKiaoax 3
XYOO0IUCHIX MBOPIE MA BHOCAMbCSL NPONO3UYLL W00 HEOOXIOHOCMI BUKOPUCTNAHHSL [T NPU HAGYAHHI IHO3EMHOI MOBU.

Knruosi cnosa: cyuacna aneniticoka opama, Mosa Opamamuino2o meopy, 0lanoe ma imnpoeizayis, becioa.

The subject of the development of the contemporary English drama has an importance, because the theatre, in
spite of its apparent eclipse through the rise of mass media, remains of immense and growing significance — precisely
because of the spread of the cinema and television. So it is on the living stage that the actors and playwrights of the
mass media are trained and gain their experience. Today’s theatre is, more likely than not, the main influence on the
mass media and their language tomorrow. And the mass media, in turn, shape a great deal of thought and feeling, and
the language of people throughout the English-speaking world.

Modern English play-writers provide a new language, new ideas, new approaches and new vitalized philosophy
to transform the models of thoughts, feeling and language at large in a not too distant future.

Moreover, an understanding of this kind of theater also cast light on current tendencies in language and other
fields, or at least show how a new convention of this sort reflects the changes in science, psychology, philosophy and
language that have been taking place in the last half-century. The theater, an art more broadly based than poetry or
abstract painting, like the mass media, the collective product of corporations, is point of intersection where the deeper
trends of changing thought and language first reach a larger public.

Collie and Slater [2,34] focused on the positive contributions language learning through literature could make in
that literary texts constituted valuable authentic material as it exposes the learner to different registers, types of
language use.

Writers such as Maley and Duff, [6,79]and Wessels, [9,103] have pointed to the values and uses of drama that
drama can help the teacher to achieve 'reality’ in several ways. It can overcome the students' resistance to learning the
new language and drama can create in students a need to learn the language.

So, the main goal of the article is that using drama to teach English results in real communication, involving
ideas, emotions, feelings, appropriateness and adaptability. Such activities give the teachers a wider option of learner-
centered activities to choose for classroom teaching, being extremely efficient in teaching English, and teaching
language through drama gives a context for listening and meaningful language production, forcing the students to use
their language resources and, thus, enhancing their linguistic abilities. It provides situations for reading and writing. It is
very useful in teaching literary texts as it helps in analyzing the plot, character and style. It also involves students more
positively and actively in the text.

Teaching English may not fulfill its goals. Even after years of English teaching, the students do not gain the
confidence of using the language in and outside the class. The conventional English class hardly gives the students an
opportunity to use language in this manner and develop fluency in it.

Drama is a unique tool, vital for language development as it simulates reality and develops self-expression.
Drama techniques are equally successful in making students experience language in operation and provide motivation to
use language embedded in a context and a situation.

By using drama techniques to teach English, the monotony of a conventional English class can be broken and the
syllabus can be transformed into one which prepares students to face their immediate world better as competent users of
the English language because they get an opportunity to use the language in operation.

Drama is considered by many students to be important for the development of social and communication skills
and tolerance when working with others. They feel that they get to know people better, especially as they often work
with peers with whom they would not normally associate. Being able and confident to perform in front of the class
gives them a higher status with the rest of the group. It is acceptable to ‘show off” and be good at something. This
positive reaction contrasted strongly with much more negative comments about some other subjects in the curriculum
where students spoke of keeping their ability to themselves for fear of being ridiculed.

Students can use the conventions of drama as a means of exploring and discovering what lies beneath the surface
of the texts they engage within the English classroom.

In a very concrete and physical way, students can, through their drama-making, ask questions about: Who is
telling the story? (voice, gender, culture etc.); For whom?; What form does the story take?; What is emphasized/ made
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invisible?; How else could the story be told? (from other perspectives); What is the real story being told? (what are we
being persuaded to think/feel).

Each of the writers is an individual; each has his own language, roots, sources, and background. But they have a
good deal in common because their work mirrors and reflects the emotions, thinking and language of heir
contemporaries in England.

Among the younger generation of playwrights, Harold Pinter, for example achieved the status of a major force in
the contemporary theatre. All his plays from the first one-act play, The Room, contains a good many of the basic themes
and a great deal of the very personal style and idioms, the uncannily cruel accuracy of his reproduction of the inflections
and rambling irrelevancy of everyday speech.

The main elements of the comedy are provided by the brilliant small talks. These conversation of which football
team is playing away on that particular Saturday, whether it is correct to say ‘light the kettle’ or ‘light the gas’, the
desultory discussion of trivial news in the evening paper are utterly true and widely comic.

Conversation — the informal interchange of thoughts and information by spoken words - has many functions. The
purposes of conversation include the exchange of information, the creation and maintenance of social relationships such
as friendship, the negotiation of status and social roles, as well as deciding on and carrying out joint actions.

Questions and answers are the backbone of directed conversation sessions. Luckily, there are different ways to
vary the question-answer format: question — single statement, question — multiple statements, question — deduced from
answer, multiple questions drawn from a single statement.

So in one of his plays The Birthday Party we can see brainwashing of the hero in terrifying but nonsensical
cross-examination[4, 240]:

Goldberg: Speak up, Webber. Why did the chicken cross the road?

Mc Cann: He wanted to — he wanted to - — he wanted to

He doesn’t know!

Why did the chicken cross the road?

He wanted...

He doesn’t know. He doesn’t know which came first!
Which came first?

Chicken? Egg? Which came first?

Which came first? Which came first?

One of Pinter’s major concerns as a dramatist is precisely that of the difficulty of verification. The problem of
verification in Pinter’s plays is closely linked with the use of language. Pinter’s clinically accurate ear for the absurdity
of ordinary speech enables him to transcribe everyday conversation in all its repetitiveness, incoherence, and lack of
logic grammar. It can be well used in teaching modern dialogical English.

Dialogues and improvisations are forms of role-playing, which is an engaging device to stimulate students to use
the dialogue is a short conversation between two people presented as a language model. Some consider dialogues as a
manipulative phase of language learning as students spend much time repeating them for pronunciation and
memorization practice, or for grammar drills on selected lines. When underlining its communicative function,
dialogues’glamour seems to wane.

The improvisation is a dramatic hypothetical situation in which two speakers interact without any special
preparation, demanding a high degree of language proficiency and imagination. Drama students learn how to polish
their acting abilities in improvisations. English students working with improvisations use the language in an inventive
and entertaining form. The situation has to be clearly stated, easy to act out and to have dramatic story twist. When
students are fairly fluent in English, they should be able to create a plausible conversation around the given situation,
complete with appropriate facial expressions and gestures. This kind of exercise is fun for the participants and entertains
the rest of the class who serve as the audience.

If students have reached the advanced level in English, they may be expected to give speeches or they may enjoy
participating in debates. The teacher should reserve speech assignments for students who have good group spirit and
who know each other very well. He/ she should also allow the student enough time to prepare his speech beforehand
and make the time limit for the speech short — no more than five minutes. It would be better for the student not to stand
in front of the group when making his/ her speech, but to sit down so that he would feel more at ease. EFL students will
speak more fluently if they can represent their true feelings on an issue. In choosing a debate topic for English
conversation groups the teacher should find a topic that has elements of controversy but does not arouse uncontrollable
passions.

The dialogues of Pinter’s plays is a casebook of the whole gamut of non sequiturs in small talk; he registers the
delayed-action effect resulting from differences in the speed of thinking between people — the slower-witted character is
constantly replying to the penultimate question while the faster one is already two jumps ahead. There are also
misunderstanding arising from inability to listen; incomprehension of polysyllabic words used for show by the more-
articulate characters; and false anticipations.

Reading and studying his dialogues will help students think logically, follow the line of associative thinking. ‘I
feel’, he once said, ’that instead of any inability to communicate there is a deliberate evasion of communication.
Communication itself between people is so frightening that rather than do that there is continual cross-talk, a continual
talking about other things, rather than what is at the root of their relationship.” So, dialogues from his plays may form
excellent models of continual talking in modern English.
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Reading another of Pinter’s plays we can note and also laugh over his devastatingly accurate rendering of lower-
class speech, and also find the passages of genuine poetry. The example of this — Aston’s great speech about the shock
treatment, or Mick’s description of his plans for redecorating the old house, which transmutes the jargon of
contemporary brand names into a dreamlike world of wish-fulfillment [4, 250].

You could have an off-white pile linen rug , a table in ... afromosia teak veneer, sideboard, with matt black
drawers, curved chairs with cushioned seats, armchairs in oatmeal tweed, beech-frame settee with women sea-grass
seat, white-topped heat-resistant coffee table, white tile surround.

He is also one of the first poets to have recognized the potentialities of laminated plastics or power-tools. Mick’s
brother, Aston, is that typical mid-twentieth-century species of Western man, a do-it- yourself mechanic and handyman.
He is constantly fixing some electrical appliance. And he too, in his slower way, extracts poetry from technical jargon
[4, 250]:

Davies: What’s that then? Exactly, then?

Aston: A jig saw? Well, it comes from the same family as the first saw. But it’s an appliance, you see. You have
to fix it on to a portable drill.

D: Ah, that’s right/ They are very handy.

A: They are, yes.

D: What about a hack-saw?

A: Well, I’ve got a hack-saw, as a matter of fact.

D: They are handy.

And it is in the striving to communicate a basic and as yet undisolved totality of perception, an intuition of being,
that we can find a key to the devaluation and disintegration of language in the modern English theater. For if it the
translation of the total intuition of being into the logical and temporal sequence of conceptual thought that deprives it of
its pristine complexity and poetic truth, it is understandable that the artist should try and find ways to circumvent this
influence of discursive speech and logic. Here lies the chief difference between poetry and prose: poetry is ambiguous
and associative, striving to approximate to the wholly unconceptual language of music. Modern theatre, in carrying the
same poetic endeavor into the concrete imagery of the stage, can go further than pure poetry in dispensing with logic,
discursive thought, and language. The stage is multidimensional medium; it allows the simultaneous use of visual
elements, movement, light, and, of course, the language. It is, therefore, particularly suited to the communication of
complex images consisting of the contrapuntal interaction of all these elements.

In the ‘literary’ theatre, language remains the predominant component. In the anti-literary theatre of the circus or
the music hall, language is reduced to a very subordinate role. This theatre has regained the freedom of using language
as merely one — sometimes dominant, sometimes submerged — component of its multidimensional poetic imagery. By
putting the language of a scene in contrast to the action, by reducing it to meaningless patter, or by abandoning
discursive logic for the poetic logic of association or assonance, the theatre has opened up a new dimension of the stage.

In its devaluation of language, modern theatre is in tune with the trend of our time. As George Steiner pointed
out in two radio talks entitled The Retreat from the Word, the devaluation of language is characteristic not only of the
development of contemporary poetry or philosophical thought but, even more, of modern mathematics and the natural
science.

The work of modern dramatists continues the same development. Each of their plays is an answer to the
questions ‘How does the individual feel when confronted with the human situation? What is the basic mood in which he
faces the world? How does he speak in such situation?”” And the answer is a single, total, but complex and contradictory
poetic image — one play — or a succession of such images.

In apprehending the world at any one moment, we receive simultaneously a whole complex of different
perceptions and feelings. We can only communicate this instantaneous vision by breaking it down into different
elements which can then be built up into a sequence in time, in a sentence or series of sentences. To convert our
perception into conceptual terms, into logical thought and language, we perform an operation analogous to that of the
scanner that analyses the picture in a television camera into rows of single impulses. The poetic image, with its
ambiguity and its simultaneous evocation of multiple elements of sense association, is one of the methods by which we
can, however, imperfectly, communicate the reality of our intuition of the world.

Apart from the general devaluation of language in the flood of mass communications, the growing specialization
of life has made the exchange of ideas on an increasing number of subjects impossible between members of different
spheres of life which have each developed their own specialized jargons. So, lonesco says, that as our knowledge
becomes separated from life, our culture no longer contains ourselves for it forms a ‘social’ context into which we are
not integrated. So the problem becomes that of bringing our life back into contact with our culture, making it a living
culture once again. To achieve this, he says, we shall first have to kill” the respect for what is written down in black and
white” to break up our language so that it can be put together again in order to re-establish contact with the reality; it is
imperative to” push human beings again towards seeing themselves as they really are.

If students have reached the advanced level in English, they may be expected to give speeches or they may enjoy
participating in debates. The teacher should reserve speech assignments for students who have good group spirit and
who know each other very well. He/ she should also allow the student enough time to prepare his speech beforehand
and make the time limit for the speech short — no more than five minutes. It would be better for the student not to stand
in front of the group when making his/ her speech, but to sit down so that he would feel more at ease. EFL students will
speak more fluently if they can represent their true feelings on an issue. In choosing a debate topic for English
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conversation groups the teacher should find a topic that has elements of controversy but does not arouse uncontrollable
passions.

Although conversational competence can only come from fluency activities or natural language interaction
outside the classroom, there is an argument for the use of controlled activities which help students develop confidence
as well as the ability to participate in and maintain simple, commonly encountered conversations.

So, studying the modern plays we learn how to communicate between humans with the existing state of affairs,
with the contact of the real contemporary life. But this will be possible only if the student instead of the clichés that
dominate thought use living language, recognized and respected, used by modern playwrights.
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Pe3tome. B cmamve ucciedyemcesi poiv cOBPEMEHHOU AHSIUNUCKOU OPAMbL NPU 00YHEeHUU AHIULICKOMY A3bIKY HA
COBPEMEHHOM dSmane. B uyacmnocmu PAaAcKpblearomcs ocobennocmu  A3bIKA COBpeMeHHOﬁ AHSTUCKOU ()paMbl Ha
npumepax c xydoofcecmseHHbzx npou3eedel—mﬁ u eHocsAmcA npedﬂoafcenuﬂ npo HEeoOX00UMOCMb UCNONBL30BAHUSL UX 6
npoyecce o6yquuﬂ UHOCMPAHRHbIM A3bIKAM.

Knrouesvie cnosa: COGpeMeHHaﬂ AHeTULICKAS z)paMa, AABbIK OpaMamuquKoeo np0u38e()eHuﬂ, ouanoz u
umnposuzayus, beceod.

The summary. Role of modern English drama in teaching contemporary English is investigated in the article.
Peculiarities of the modern drama language are exposed and the proposals to include the examples of the plays into the
process of foreign language teaching are put forward.

Key words: Modern English drama, drama language, dialogue and improvisation, conversation.
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YAK: 373. 678. 2 H.O. MUXAJIbYYK

THE NARRATIVE STRUCTURE AND THE SPECIFIC FUNCTIONS OF LANGUAGE MEANS AND
SYNTACTICAL STYLISTIC DEVICES IN THE NOVEL “BLEAK HOUSE”

Pe3tome. B cmammi daHa xapakmepucmuka pomaHy Y.[ikkeHca “Xosnodwuii dim”. IIpoaHasizoeaHo
JIeKCUYHI ma CUHMAKCUu4Hi cmu/licmuyHi 3acobu, oXapakmepu3oe8aHo ix 3HauyeHHs. HaeedeHo npukaadu ma
Yacmomy 8M#CUBAHHS ABMOPOM IpOHii, 2pomeckKy, camupu, i1w03ii, N08MOpeHHs, 8y/Abzapusmis, epdimizmis, ki
sacusaromucs 4. [JikkeHcoM 3 Memor 00CA2HEHHS 2yMOPUCMUYHO020 ehekmy cumyayitl, 102i4H020 Ma eMOMUBHO20
Hazo/10cy Ha nesHux Ppazax ma pasosux Kiaiule.

Kamwuoei caosa: sekcuuHi ma cuHMakCuyHi cmuJjicmu4Hi 3acobu, IpoHis, 2pomeck, camupa, inH03is,
noemopeHHs, 8yibeapuamu, epdimizmu, cymopucmuvHutl ehekm cumyayitl, 102iuHUll ma eMomu8HuUli Ha2o10c.

“Bleak House” came out in the usual nineteen parts - the last a double number, making twenty in all -
between March 1852 and September 1853. It is a work of Dickens' matured genius, comprehensive, innovative
and radical, building on the fictionalized social analysis in “Dombey and Son” (1846 - 1848) and the introverted
psychology of “David Copperfield” (1849 - 1850).

“Bleak House”, like all Dickens' novels, is a tragic social exposure, a comic novel, a story of crime and
punishment and a love story. Like almost all his novels it unfolds character, looking at development, deterioration,
sometimes self-discovery. Some of his books present growth and change in allegorical pattern, like “A Christmas
Carol” or “The Haunted Man”; most mix caricature and character; one or two have little or rib concern with a psychic
centre, like “Barnaby Rudge”, a brilliantly extroverted novel which animates social disorder but lacks inwardness; some
deal elaborately with development and maturation, like “David Copperfield” and “Great Expectations”. Readers have
disagreed about the nature of the psychology in Bleak House, differing strongly in their reading of the heroine and co-
narrator, Esther Summerson, who has been seen both as a static idealization and a plausible and dynamic
characterization.

A narrator is the person who tells the story to the audience. Much criticism about “Bleak House” focuses on its
unique narrative structure: it is told both by an unidentified, the third-person narrator and the first-person narrator Esther
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