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PART ONE. Texts for Class and Individual Work

Text 1. William Shakespeare (1564 - 1616)

To the public theatre of the 16thcentury came William Shakespeare as actor,
playwright, and shareholder in theatrical undertakings.

He always wrote for the contemporary theatre, manipulating the Elizabethan
stage with great resource and invention.* The speeches in the players’ scenes in
“Hamlet” show that he felt the restrictions of the actor’s ability to interpret, and
of the audience’s intelligence to appreciate.* But he faced his contemporary
audience, answered its needs, and contrived a drama which the Court could ap-
preciate and the public enjoy, despite the competition of the bear-gardens.

His earliest work was in the plays on English history. He wrote, possibly
with collaboration, three plays on the reign of Henry VI. They were the begin-
ning of his epical treatment of English history. In the earliest historical plays he
shows some dependence on contemporary models: they have much of the epi-
sodical method of the older chronicle plays,* though wdth an added firmness in
characterization, shown especially in the common people of the Jack Cade
scenes.* Later on he has liberated himself from any contemporary example, and
evolved a drama, which, while presenting history, allows for the comic scenes
of Falstaff and his company.

Through Falstaff, Shakespeare matured his conception of comedy,* but he
had written comedies before he came to Falstaff. All his early experiments
combine to give “A Midsummer Night’s Dream” its magic. No other Shake-
speare’s play is so original, so ingenious, or so perfectly designed. The romantic
element is now played out light-heartedly through the lovers,* but romance is
gently rebuked by Reason operating through Bottom and his Ass’s head.* The
romantic action is enriched by the fairy element on one side, and by the rustics
on the other, while the verse gives that atmosphere which Shakespeare can con-
struct distinctively for each dramatic action.

He did not return to write any play similar to the “Dream”, for in that kind
he had reached perfection. The play seems to have deepened his own concep-



tion of romantic comedy, and in “Much Ado about Nothing”, “As you Like it”
and “Twelfth Night” he brought to the romantic stories not only a subtle stage-
craft, but excellent and well-advised characters.*

All that the romantic comedy could yield is gathered into the beauty of
“Twelfth Night”, where amid the graces of the sentiment* and the laughter,
Malvolio emerges, one of the most finished characters in all these plays. Often
the characters seem to be struggling towards realism.* Thus in “The Merchant
of Venice” Shylock steps out of that fairy world of Bassanio, and the caskets,
and the wooing of Portia, and Jessica, and rises to tragic stature as the tor-
mented Jew'.

The great period of Shakespeare's tragedy is to be found in the plays
which begin with “Hamlet”, and include “Othello”, “Macbeth”, “King Lear”,
“Antony and Cleopatra”, and “Coriolanus”. These were all composed in the first
six years of the 17thcentury.

Though tragedy is with him in all stages of his career, except the last, in
the period of his great tragedies, his vision seems deeper, and his powers in
verse, and in dramatic genius at their supreme. The great tragedies share some
characteristics.* Each portrays some noble figure, caught in a difficult situation,
when some weakness of his nature is exposed. Upon his action depends not
only his own fate, but that of an entire nation. While attention is concentrated
on this central action, Shakespeare portrays the whole world in which his hero
moves. Each of the plays is so made that it can appeal to different audiences at
different levels of intelligence. “Hamlet” is a story' of murder, suicide, madness,
to those who call for melodrama, but for others it is a more subtle analysis of
character, and a play in which verse is used with great subtlery.

“Hamlet”, the earliest of the great tragedies, is the most self-conscious.*
The renaissance atmosphere of art, ostentation, learning, and crime, governs the
play in which the central character is himself a Renaissance scholar-prince, in-
telligent, melancholic, introspective. L.ike a character in life itself, Hamlet may
not be capable of full interpretation, though it is clear that through him Shake-
speare explored the whole problem of action and the reflective mind.

What brought the tragic period in Shakespeare to a close no one can tell.
Some change of vision, perhaps even a creative exhaustion, led him on to the
changed atmosphere of the last romances, “The Winter’s Tale” and “The Tem-
pest”. These last plays have, like “A Midsummer’s Night Dream”, a miraculous
quality, for they seem compact of originality. The characters are half-allegoric,
the theme full of suggestions, the action a unity, and all made beautiful, except
for the evil of Caliban* (in “The Tempest”), a monster all of Shakespeare’s own
devising.



Notes:

- manipulating the Elizabethan stage with great resource and invention - ymeno
MCMOMb3ys BOSMOXHOCTU CLieHbl €N1M3aBETUHCKOI 3MOXK
- the audience’s intelligence in appreciation - cnoco6HOCTb 3puTeneli AaBaTb
OLEeHKY
- they have much of the episodical method of the older chronicle plays - oHu
(NMbecbl) COCTOAT M3 OTAENbHbLIX 3MU30A0B U MOCTPOEHbI B AyXe CTapbiX Mbec-
XPOHUK
- of the Jack Cade scenes - B cLleHax HapOAHOr0 BOCCTaHMA Noj NpeABOAUTENb-
cTBoM [keka Kaga
- Through Falstaff Shakespeare matured his conception of comedy - Bnarogaps
o6pa3y ®anbcTada y LLlekcnupa OKOHYATENbHO CNOXMWNAchb KOHLENUWUA Kome-
anu
- is played out light-heartedly through the lovers - BbipaxkaeTca B 6e33a60THOM
noBeAeHNN B0 BNEHHbIX
- Reason, Bottom, Ass’s head - 3apaBblit cmbicn, Tkay OCHOBa - felicTBYyO W Ne
nnua nbecbl “COH B 1ETHIOK HOYb”. OCNMHasA ronosa - Macka Tkadya OCHOBbI
- he brought to the romantic stories not only a subtle stage-craft, but excellent
and well-advised characters - OH He TONbKO NpUAan pOMaHTUYECKUM UCTOPUAM
YTOHYEHHYI CLEHNYecKy GOpMY, HO M CO34an YeTKO OUepUYeHHble 06pasbl
- the graces of the sentiment - n3nuAHNS 4yBCTB
- seem to be struggling towards realism - KaXyTcs No4TN peanbHbIMK
- The great tragedies share some characteristics - Bennkum tparegusm CBONCT-
BEHHbI 06LLMe YepThl
- is the most self-conscious - 60nee BCex APYrux KOMeAauWil BblpaxkaeT MbICN
(camoro Wekcnupa)
- except for the evil of Caliban - kpome KannbaHa, onnueTBopsatoLLErO 3/10

Exercises to Text 1
Ex. 1. Translate Text One into Russian.

Ex. 2. Find in the text the derivatives of the following words:
theatre, treat, distinct, restrict, appreciate, heart, rich, deep, exhaust

Ex. 3. Find in the text the English equivalents of the Russian words:

6bITb MpUBMEKaTENbHbIM AN pa3HbiX 3pUTeNeid, CKMOHHbIA K camoaHanusy
(a He K aKTMBHOMY AeWCTBUIO), M306peTaTb, NPUAYMbIBaTb ((haHTacTuyeckue
o6pa3bl), TONKOBaHWe (MCTOPUYECKUI COOLITWIA, 4YenoBEYECKUX COBbITWIA),
B3rNsfbl, uccnefoBatb (Becb Mup), Mcuepnatb (Temy, BO3MOXHOCTW), Apama-



Typruyeckoe mactepcTBo (B pacLBeTe, B ONpefeseHHY 3M0Xy), CeNbCKUin (xa-
pakTep, cueHa), 3ambicen (npowusseaeHuns), Becb / uenbiii (MUp), OrpaHUYeH-
HOCTb (BO3MOX-HOCTEN)

Ex. 4. Arrange the following words in pairs of synonyms: restrictions, collabo-
ration, ingenious, to act, to emerge, vision, humanity, limitations, to evolve, to
yield, to be interesting for, to explore, full, to contrive, to develop, to operate,
to give, views, exhaustion, mankind, to create, witty, to appear, entire, crisis,
cooperation, to appeal, peasants, whole, to investigate, rustics, compact

Ex. 5. a) revise the Complex Subject and translate the sentences into Russian:

1. The play seems to have deepened Shakespeare’s conception of comedy.
2. Often the characters seem to be struggling towards realism. 3. Shakespeare is
known to have written his first historical plays in collaboration with other
authors. 4. The Globe Theatre is known to be owned by a number of sharehold-
ers. 5. The speeches of players in “Hamlet” are considered to express the opin-
ion of Shakespeare himself on theatrical art. 6. Malvolio is believed to be one of
the most finished characters in Shakespeare’s comedies.

b) change the complex sentences into simple ones with the help of the Complex
Object:

1. It is known that no play of Shakespeare is so original and so perfectly de-
signed as “A Midsummer Night’s Dream”. 2. It is known that Shakespeare’s six
great tragedies were composed in the first six years of the 17th century. 3. It is
known that the great tragedies share some common characteristics. 4. It is be-
lieved that “Hamlet” is the most self-conscious play of Shakespeare.

Ex. 6. Translate into English:

LLlekcnup 6bln B COCTOAHUMN YAOBNETBOPATbL MHTEpeChl N0 60K ayautopun
CBOEro BpemeHu. B ero Tpareguax, Hanpumep, O4HW BuAenn menogpamy, a
apyrue, 6onee o6pasoBaHHble 3pUTENN - TOHKOE PAaCKPbITWE YeNoBeYeCKUX Xa-
pakTepoB. B CBOMX paHHUX Mbecax U3 aHrAMicKoi nctopum Lekcnup cnego-
Ba/ COBpPeMeHHbIM o6pasuam fpamaTypruu, HoO OYeHb CKOPO OH ocBobogmncs
OT BCAYECKUX BAWAHWUIA 1 HaYan BBOAUTb B XPOHUKN KOMUYECKMe cueHbl. Obpas
danbcTada nomor hopmupoBaHuto y Llekcnupa KoHuenuun komenuun. Ldeict-
BME ero KoMeAui pa3BMBaeTCA B YC/IOBHOM POMAaHTUYECKOM MUpe, HO UHOTAa B
HUX MOABNAKTCA rNy60KO peafnUCTUYHble XapakKTepbl, Takme Kak ManbBonmo B
komegumn “[BeHaguarad Houb” mnu Leinok B “BeHeynmaHcKkom Kynue”. He-
CMOTPA Ha TO, 4TO B Tpareamax Lekcnupa gelicTBME CKOHLEHTPUPOBAHO NNLWLb
Ha O4HOM CO6bITUM, C KOTOPbIM CBS3aH FNaBHbIA repoi, eMy yjgaeTca nokasatb
Lenblii Mup. HUKTO He MOXeT 06bACHUTBL, NoyYemMy LLlekcnup Tak paHo nepecTan
nucaTtb Tparegnun M NovYemy B KOHL,e CBOEro TBOPYECKOro NyTW OH obpaTuacs K



pOMaHTUYECKMM anfieropusam, KakoBbIMW HABAAKTCA ero mnocfefHuUe nbechl
“3nMHAA cKa3ka” n “bypa”.

Ex. 7. Point out the sentences in the text where the author speaks about: Shake-
speare’s historical dramas, his romantic comedy, his great tragedies, the last pe-
riod of his work

Ex. 8. Find in the text the sentences characterizing:

Shakespeare’s relations with his audience; the difference between Shake-
speare’s historical plays and contemporary models; his best comedy; the fea-
tures, common for all of his great tragedies; the realism of his comedies.

Ex. 9. Answer the questions:

1 In what century did Shakespeare live? 2. What do we call the period when
Shakespeare lived? 3. What kind of plays did he begin with? 4. What new fea-
tures did he add to the historic chronicle plays? 5. Why is “A Midsummer
Night’s Dream” considered to be his best comedy? 6. What is a weak side of his
romantic comedy? 7. When does the great period of Shakespeare’s tragedies
begin? 8. What plays belong to it? 9. What characteristics do the great tragedies
share? 10. For what kind of audience was “Flamlet” intended? 11. Why is
“Hamlet” called ‘the most self-conscious play’ of Shakespeare’s great trage-
dies? 12. What did “Hamlet” help Shakespeare to do? 13. What plays belong to
the last period of his creative activity? 14. What are the peculiarities of his last
romances?

Text 2. Henry Fielding (1707- 1754)

Our first impression of Fielding is of a man with an enormous zest for liv-
ing, spendthrift both of his money and his health. Despite his aristocratic origin,
Fielding had experienced at first hand the appalling economic and social insecu-
rity of an age that still retained an almost Elizabethan brutality and lack of inhi-
bition.* But his bodily vigour and appetite for life were allied with an intellec-
tual energy and a generosity of spirit no less strong.

lie became a novelist almost by accident. The passing of the Licensing Act
* of 1737, that curious censorship of the stage which is still with us and which
Fielding’s own dramatic satires on Sir Robert Walpole had brought into being,
had put an end to his not unsuccessful career as a playwright. Driven out of the
theatre, he became a barrister practising on the Western Circuit and then a po-
litical journalist until he was appointed Justice of the Peace for Westminster and
Middlesex. It was not regarded as an especially honourable office, but he was
indefatigable in the course of his duties, was the originator of many reforms in



the administration of justice and prevention of crime, and wore himself out in
the public service. His novels may in a sense he seen as by-products of a busy
career, but the immediate end he proposed for them was not so very different
from the ends for which he worked as the most fearless and honest magistrate of
his day, the reformer of the manners of the age.

Like most of the greater eighteen-century writers he saw himself as a mor-
alist and satirist, but he was much more besides. The first English theorist of the
novel, he knew that he was doing something new in English prose fiction. He
was writing, as he says, the comic epic, a form differing from comedy as the se-
rious epic from tragedy.

One of the sources of the vitality of Fielding’s characters is the element in
which they live, Fielding’s mind and style. Fielding’s style is that of a man
talking to us at his ease. It is direct, unaffected, the product of a mind stored
with know-ledge of men and of books - he is always driving a point home* with
an apt quotation, from the classics or from Shakespeare. Fielding knows every-
thing there is to know about his characters though he does not tell us all. They
are so real to him that, even though he may give us no more than a glimpse of
them, they become real for us. Behind every simple statement of Fielding’s we
feel the force of a deep and varied experience of life, an experience that, how-
ever bitter as it may have been, has not darkened the essential humanity of his
nature.

Though fine, his earlier works scarcely prepare us for so great achievement
as “The History of Tom Jones”, which, after two centuries, remains among the
handful of supreme novels. The new element in “Tom Jones” is Fielding’s ar-
chitectonic quality; no plot has ever been carried through with more consum-
mate skill, and the skill can be truly appreciated only after the book has been
closed. While reading one is delighted with the swiftness of the narration, the
economy, the nimble and inexhaustible invention. Fielding had learnt much
from his experience in the theatre, especially how to break up the narrative, set
his scene in a minimum of words, and carry on the action in short, swift pas-
sages of dialogue. But it is only after reading that we realize how every detail
has its place in the action, is a preparation of what is to come, the full signifi-
cance of which cannot be apparent until the novel has reached its end; then,
what seemed at first glance a happy stroke of invention* reveals itself as part of
the essential structure of the book, without which the whole could not exist.

Fielding was an innovator not only technically.* Tom Jones was a new
kind of hero, one might say an unheroic hero. He is handsome, brave, generous
and well meaning. What impresses, as always in Fielding, is the honesty' of the
picture of Jones, a well-intentioned sensual young man. Fielding says: “Though
he did not always act rightly, yet he never did otherwise without feeling and
suffering for it.” Though Tom’s heart is in the right place, his instincts are not
always in his control. He is a depiction of ordinar'ity, weak man, whose “life



was a constant struggle between honour and inclination, which alternately tri-
umphed over each other”.

The reader who comes to Fielding’s fiction with some acquaintance al-
ready with the nineteenth-century novel may sometimes feel that he had read it
before. In a way he has. Fielding is a great original in English fiction, and, one
way and another,* more than half our novelists for more than a hundred years
are packed away in him.* Weakened, made fainter, sometimes made more sub-
tle, often sentimentalized, his characters crop up time and again™ in later fiction.
Of the kind of novel Smallett defined, and Scott, Dickens, Thackeray, and even
Meredith were often to write, “Tom Jones” remains incomparably the finest.
Other novelists, Dickens in particular, added qualities that Fielding lacked, but
none were so successful as he in what he invented.

Notes:

- of an age that still retained an almost Elizabethan brutality and lack of inhibi-
tion - Beka, B KOTOPOM €LLe COXPaHWUINCh XXeCcTOKOCTb M 6e33aKoHWe enn3aBe-
TUHCKOW anoxu

- The Licensing Act - “3aKoH 0 NULEH3NAX” - 3aKOH 0 BBEAEHWMN TeaTpaNnbHON
LeH3ypbl. [T0 HOBOMY 3aKOHY TeaTpbl LOMKHbI 6bl1M 063aBOAMTLCA MpaBUTeNb-
CTBEHHbIMU NNLEH3NAMM, 6e3 KOTOPbIX OHU NOANEXaNN 3aKpbITUIO

- to drive a point home - cgenatb MbiCNb AICHOWA

- a happy stroke ofinvention - cyacTnnBas Haxogka

- technically - B ucnonb3oBaHMn XyA0XECTBEHHbIX MPUEMOB

- one way and another - rak nau nHave

- are packed away in him - yynnucb y Hero macTepcTBy

- crop up time and again - BOSHMKAlOT CHOBa M CHOBA

Exercises to Text 2

Ex. 1. Give synonyms of the following words:
generosity, diction, inferior, consummate, at first hand, apt, by accident, end (n),
wear oneself out, bring into being, indefatigable, glimpse, force (v)

Ex. 2. Use in the sentences the suitable words from the list below:

« bring into being, manners, apt, barrister, controversy, quotation, immediate
end, diction, ludicrous, style, generosity, element, inferior rank, sublime,
wear oneself out, high spirits

1. Fielding’s (a3biKk, cTunb) differs greatly from that of any earlier writer. 2. The
(cmewHoe) but not the (Bo3BbiWweHHOe) was his (cTuxuda). 3. (W eApocTb) was a
characteristic feature both of the writer and his main hero. 4. Fielding was the



first to introduce into the novel persons of (Hu3wwue cnou obuectsa). 5. He
worked so hard as an (agBokart) that he (nogopsatb 3g0poBbe) and had to leave
England for Portugal. 6. Taking part in (cnopbl) he could always put in (nogxo-
aawee) word or (umrtata). 7. In writing “Tom Jones” Fielding’s (HenocpeacT-
BEHHas Lenb) was to improve the (Hpasbl) of society. 8. (BBoasa B felicTBue) a
great number of characters the writer never forgets his main hero. 9. (MaHepa
nucbma), rather unusual for that time, was the result of his optimistic world
outlook. 10. His (Becenoe HacTpoeHue) did not leave him even in the hardest
moments of his life.

Ex. 3. Translate the following sentences into Russian:

Note: korfa feiicTBytouiee AULO MbICAUTCA HeonpefeneHHO uMaum 0606-
WeHHO, B OYHKUUM NoAnexalero ynotpe6nsercs mectoumeHnune one. Mpegno-
XKEHWe C HeomnpefeneHHbIM MNOAMEXaUWMM One NepeBOAUTCSH Ha PYCCKWUIA A3bIK
6e3NUYHBIM UM HeonpeAeneHHO-NUYHBIM MpeanoxeHnem, e.g. One is always
pleased to meet old friends. - Bcerga 6biBaelb paj BCTPETUTb CTapbiX Apy3ei.
1 In reading one is delighted with the swiftness of the narration. 2. One has to
remember that Fielding was a great innovator. 3. Tom Jones was a new kind of
hero, one might say the unheroic hero. 4. One can regard Tom Jones as the first
realistic hero of inferior rank in English literature. 5. One must not forget that
Henry Fielding started his literary career as a playwright. 6. Thinking about a
great number of comical episodes in Fielding’s novel one is delighted with his
inexhaustible invention. 7. Fielding, one feds, knows much about his characters
though he does not tell us all. 8. If one analyses English literature of the later
epoch one can see how great Fielding’s influence on it was.

Ex. 4. Translate the sentences with the Emphatic Construction into Russian:
Note: Korfga XOTAT cAenaTb 0coboe yjapeHue Ha KakOM-HUGYAb uneHe
npefnoXKeHNs, ero NoMeLlaT B Havane npegnoxeHns mexay it is (was) u that
(who, whom). Mpu nepeBofe 3Toro o060poTa 4acTo MNOAbL3YHTCA CNOBamu
MMeHHO, 3T0. e.g. It was in the park that | met him. - IMeHHO B napke A u
BCcTpeTun ero. Mpu nomowwn obopoTta it is (was) ... that MOXHO Takxe Bblge-
NUTb MPUAATOYHOE mpefnoxeHue. Mpu nepesofe 4acTo MCNO/b3YeTCA CA0BO
Tonbko: e.g. It was after he had returned from London that | told him the
news. - ToNbKO Mocne TOro Kak OH BO3BpaTuica u3 JIOHAOHA, A pacckasan emy
3Ty HOBOCTb.
1. Itis only after reading that we realize how every detail has its place in the ac-
tion. 2. It was only after leaving playwriting that Fielding tried his hand in nov-
els. 3. It was his public service that helped Fielding to become a great master of
portraying reality. 4. It is Fielding’s way of talking to readers at his ease that
made his novel so different from all other novels. 5. It is his deep and varied
experience of life that helped the writer to become a real humanist. 6. It is in the



theatre that Fielding learnt how to make the action of his novel vivid. 7. It is the
honesty of the picture of Tom Jones that impresses the reader first of all.

Ex. 5. Find the sentences characterizing:

Fielding’s relations with the theatre; the connection between his public
service and his novels; Fielding’s skill in portraying the characters; his theatri-
cal experience in constructing the novel; the importance of details in his novels;
Fielding’s influence upon the writers of later years.

Ex. 6. Translate into English:

XoTa no poxaeHuto FeHpu PUAJUHT BblN apUCTOKPATOM, eMy MPULLINOCH
ncnbiTaTb MHOTO TPYAHOCTEN, Tak Kak OH 6bin1 6egeH. OH Hayan CBOW TBOpuYe-
CKMI NyTb Kak ApamaTypr W BCKOpe CTan M3BeCTeH CBOMMMW MOAMTUYECKUMK ca-
Tupamu. Korga npaBuTenbCTBO 3aKpbifo TeaTpbl, OH OblN BbIHYXAeH 3apabaThbl-
BaTb Ha XW3Hb, paboTas afBOKaTOM U XypHanuctom. O6LecTBEHHAA feATeNb-
HOCTb NomMorna eMy BMOC/MeACTBMM CO3/aTb CBOW 3HAMEHWUTble poMaHbl. Pun-
OVHT 6bIN NepBbIM TEOPETUKOM poMaHa B AHIIUU. B CBOKO KOMWUYECKYH 3N0-
neto OH BBen 06pasbl MPOCTbIX NOAEA W chenan UX XWBbIMU, PeanncTuyecku
n3o6pasnB cpeay, B KOTOPOW OHM Xunu. “Uctopus Toma [)KoHca” - nydlwas
KHWra 13 T0ro, 4To HanmcaHo ®uaanHrom. OHa COBeplUEeHHa Mo KOMMO3nLuu.
Ho ®unanHr 6bi1 HOBATOPOM He TO/IbKO B MCMO/Ib30BAHUUN XYL 0XECTBEHHbIX
npuemos. ToM [IXXOHC - 3TO HOBbI/ TUN repos, y HEro MMeTCA JOCTOMHCTBA U
Hef0CTaTKN 06bIKHOBEHHOTO, XMBOro Yenoseka. Kpome Toma [l>koHca B poma-
He faHa uenas ranepes nepcoHaxei, v BCce OHW - HAcToAWME, XXUBble Noan. B
CBOMX KHUrax ®uUNLUHT BOCCO34AET LEenblii Mup, 1 3TO faeT eMy BO3MOXHOCTb
KPUTUKOBaTb CyllecTBylouiee 06wW,ecTBO. MHOrne aHrAMicKMe poMaHUCTbl Mo-
cnefyowmnx anox yynnuce y ®unjuHra Mactepcrsy.

Ex. 7. Answer the following questions:

1. What was Fielding’s social position? 2. What qualities combined in Field-
ing’s personality? 3. What put an end to his career as a playwright? 4. What was
his attitude to his duties when he was at public service? 5. Was he a well-
educated man? 6. What was his place in contemporary literature? 7. In what
way did his work differ from all existing genres? 8. What did his experience in
the theatre give him for novel-writing? 9. Why is it necessary to read “Tom
Jones ” to the end? 10. What kind of hero was Tom Jones? 11. What was a more
essential feature of Fielding’s innovation than the form of the novel? 12. How
did Fielding influence the novel ofthe 19thcentury?



Text 3. Walter Scott (1771-1832)

Walter Scott is out of fashion nowadays, and sadly neglected. He was, in
politics, a Tory and a staunch anti-Jacobin, anti-Napoleon upholder of the King
and Constitution as it was in pre-Reform Bill* days.

Scott, beaten out of the field in the competition for popularity as a writer of
romantic tales in verse by Byron, tried his hand at prose - and discovered a
gold-mine.

Few literary ventures have ever met with a success comparable to that of
the Waverley novels - so called because, published anonymously, they were,
after the first one, described as by “the author of Waverley”. The anonymity was
soon penetrated and, until his collapse and death in 1832, Walter Scott was by
common consent the “uncrowned king” of the novel-writer’s craft.

Moreover, the success of the Waverley novels worked a minor revolution.
Till then novel-reading had been indulged in more or less in secret, much like
the consumption of bootleg gin. Scott’s success made it imperative that young
man or woman in “polite society” simply had to be able to talk about the latest
novel.

The high preponderance of novels in the output of British publishers dates
from Scott and the success of the Waverley novels.

Scott is a slow starter* in the sense that, in compliance with the practice of
the romantic school, he sets great store by a build-up of the scenic background
against which the action of his narrative takes place. Now and then as the action
nears a crisis we have to wait, with what patience we can command, while Scott
builds up the elaborate - often gorgeous - scenic setting against which, as a
background, the drama will proceed.

It must be conceded that he is very good at these descriptions, though by
modem standard they irritate one confoundedly by hindering the start or holding
up the action. For all that, they are finely done: - and anyway, one can always
“scip”.

Once Scott gets going* he soon shows you what a master-teller-of-the-tale
he is; and with what relish he throws himself into the scenes he depicts.

It is, incidentally, possible greatly to exaggerate the extent to which Scott
occupies himself with ancient history. His first nine novels - pre-eminently the
“Scotch” novels - were all located more or less within the lifetime of his own
father.

As he exhausted the occasions nearest to his own time, and as he moved
further and further away from his beloved Scotland, he became more “romantic”
in the bad sense ofreaching towards unreal and in essence false.

Let us do Scott justice and admit that only rarely did he go beyond a rea-
sonable measure. He had, to a fuller degree than any writer before him, a sense



of the part played by great social conflicts in bringing about the advance of
mankind.

It is a deliberate part of Iris technique to choose for his hero and heroine,
usually, people average in quality and circumstances and make these averages
the catalysts resolving some mighty conflict.

He brings kings and noblemen galores onto his stage - and most convinc-
ingly he handles them - but they are brought in, and their conflicts are resolved,
by the natural development of the lives and fortunes of the average ones who
thus become the pivot on which everything turns.

Scott is most undeservedly neglected. Of all the writers of what are called
“historical” novels, he is outstanding as virtually the only one who attempts to
show conflicting social forces as primary agents in a developing action.

Moreover, his common people are invariably the best drawn and the most
likeable characters in his tales.

Notes:

- the Reform Bill - bunnb o pedopme, NPUHATBLIA aHTANACKUM NapfaMeHTOM B
1832 roay, faBan npaBo 6ypxya3uum ydyacTBoBaTb B Bbl6opax B mapiaMeHT
- Scott is a slow starter - lelicTBue B pomaHax B. CKOTTa pa3BmBaeTcsd Meja/eH-
HO

- ... sets great store by a build-up of the scenic background - MHOro mecTta B po-
MaHe OH yfenset onucaHuio oHa

- Once Scott gets going - A yx korga CKOTT Ha4YHeT NOBEeCTBOBaHMeE ...

Exercises to Text 3

Ex. 1.Find in the text the synonyms of the following words:

evaluation, to make an attempt, to enjoy, prevalence, in accordance with, to ad-
mit, to jump over, beginning, taste, unbelievable, to deal with, supporter,
drinking, attractive, to prevent from

Ex. 2. Find in the text the derivatives of the following words:
to deserve, reason, to hold, virtue, to vary, to like

Ex. 3. Explain the meaning of the following phrases:

1. discovered a gold-mine; 2. published anonymously; 3. the “uncrowned king”
of the novel-writer's craft; 4. worked a minor revolution; 5. “polite society”; 6.
he sets great store ...; 7. by modem standard; 8. One can always “skip”; 9. what
a master-teller-of-the-tale he is; 10. with what relish he throws himself into the



scenes he depicts; 11. people average in quality and circumstances; 12. the
catalyst resolving some mighty conflict.

Ex. 4. Find in the text the English equivalents of the following Russian words:
CTOlKWIA, 4eTKO onpefenuTb pa3nuuue, KoHTpabaHAHbIW, npeobnagaHue, co
BCEM [OCTYMHbIM HaM TeprneHWeM, HECMOTPS Ha, pasyMHble Mpejenbl, BO BCA-
KOM Cnyu4ae, Npexje BCEro, Ha MPOTHXXEHUUN XU3HW, 0TAATb JO/KHOE, MON0oXe-
HWe B obuiecTBe, (AENCTBUTENbHO) €4UHCTBEHHbI BO BCEA XYA0XECTBEHHON
npose, 6nectawas nobepa, cnefyet Npu3HaTb, POMaHbl WOTNAHACKOIO LUKNA,
NpoAYKLMA aHrNNNCKNX n3gaTteneli, npo6oBatb CBOU CUAbI, C 06LEr0 cornacus,
TaliHo, Bpems OT BpeMeHu, ntobumas LLloTnaHama, Touka onopsl.

Ex. 5. Insert suitable words from the list below:

common, neglect, proceed, vision, venture, bias, diction, scenic setting,

torment, style, face, hinder, penetrate, likeable, essence, explore, ludicrous,

elaborate, appraisal, reasonable, incredible, gorgeous, appeal
1. You should not (npeHe6peraTb) this work though it is not very interesting.
2. His (3aTed) to stage a play without any (gekopayuun) (CTONKHYTbLCA C) many
difficulties. 3. W. Scott did not try (npoHukHyTb) the psychology of his heroes,
to explore the motives of their actions. 4. The (cnoxHasa) system of images is
characteristic of this poet. 5. “And then,” he (npogonxatb), “it became my
(cnabocTb) (MyunTb) people with my bad verses.” 6. Long descriptions
(mewartb) readers to follow the development of the action. 7. His main heroine
is quite (npusnekaTenbHbin) though sometimes she seems rather (cmewHow).
8. 1do not agree with your (oueHka) of this author; he (npusnekats) with his
(npoHunuaTenbHocTb), his vivid (a3blk) and sublime (maHepa nucbma). 9. Eve-
rything (HeBepoATHbIN), that (nponcxognTe) in the novel does not (Mewatb) us
to see its realistic (cyTb). 10. All his actions are quite (pa3ymHbiin). 11. W. Scott
is fond of (nbIwHoe o6pamneHune) round the action. 12. The story of this (yeno-
BeK U3 Hapoga) was told in the previous chapter.

Ex. 6. a) revise the Passive Voice:
Present Indefinite: We are (is, am) often shown - Ham yacTo nokasbiBawT
new films. HOBble (YNbMbI.

Past Indefinite: We were (was) shown a new film - Hawm nokasanu
yesterday. (nokasblBann) HOBbIA
hunbm BYeEpa.

Future Indefinite: We shall (will) be shown a new - Ham nokaxyT HOBbll
film. hunbm.



Present Continuous: We are (am, is) being shown - Ham nokasbiBalOT HO-
a new film. Bbli  unbm  (ceityac).

Past Continuous: We were (was) being shown a - Ham noka3biBann HOBbI
new film when he came. UNbM, KOTAA OH NpuLen.

Present Perfect: We have (has) just been shown a - Ham T0n1bKO 4TO

new film. nokasanu HOBbI (UNbM.

Past Perfect: We had been shown a new film be- - Ham noka3anu HOBbIN

fore he came. Gunnbm, A0 TOro Kak OH
npuwen.

Future Perfect: We shall (will) have been shown a Ham  nokaxyT  HOBbIW
new film before he leaves. - thunbM A0 TOro, Kak OH
yihgerT.

Future Perfect in the Past: She said that we should - OwHa ckasana, 4To Ham
have been shown a new film before he left. NOKaXyT HOBbIA (PUAbM
[0 TOTO, KaK OH yiger.

b) translate into Russian:

1. Not to be neglected by the readers the book should be interesting and signifi-
cant. 2. If some pages of the book are skipped you will not be able to follow the
elaborate plot. 3.The latest novels of W. Scott were much talked about, dis-
cussed and indulged in,by everybody as soon as they were published. 4. The
historic details are handled by W. Scott with great ease and skill. 5. The extent
to which W. Scott occupies himself with ancient history is greatly exaggerated.
6. Conflicting social forces are shown in his novels as primary agents in a de-
veloping actions.

Ex. 7. Change the sentences from the Active into Passive Voice:

1. He brings kings and noblemen galores onto his stage. 2. He discovered a
gold-mine in historical plots. 3. The success of the Waverley novels worked a
minor revolution. 4. The reader is waiting for the crisis for a long time. 5. The
long descriptions irritate one very much. 6. He understood that great social con-

flicts bring about the advance of mankind. 7. He handles his kings and noble-
men most convincingly.



Ex. 8. Translate into English using the Passive Voice:

1. Korga BaxHble co6biTns XVIII Beka 6bi1M UM MCNoNb3oBaHbl, B. CXOTT Ha-
yan ucKaTb HOBble CHOXKETblI A41f CBOMX POMAHOB B APYTrUX UCTOPUYECKUX 3NO-
xax. 2. HauyaB Kak noaT, B. CKOTT 6bl1 nob6exaeH B COpeBHOBaHWMU ¢ baipoHOM.
3. Mo o6wemy NpusHaHUO OH 6blN “HEKOPOHOBAHHLIM KOPO/JeM” aHFNNCKOro
pomaHa. 4. PasBuTue feiicTBMA B ero pomaHax 3aMeansetcs nogpo6HbIMU OMKU-
caHMAMM (hoHa, Ha KOTOPOM OHO npoucxoamT. 5. CueHbl, B KOTOPbLIX y4aCTBYHOT
HapofHble Macchl, N306paxeHbl ¢ 60bLWNUM MacTepCTBOM. 6. FepoeB 1 reponHb
pomaHoB B. CKOTT BblGUpaeT cpeamn cambiX 3aypsagHbiX nwoaei. 7. “CpegHune”
repon B. CkoTTa M3ob6paxarTcsa nucatenemMm TakuMm o6pas3omM, 4TO OT HUX, @ He
OT KOponei, 3aBUCUT paspelleHne MHOTUX Cepbe3HbIX KOHPAMKTOB. 8. Jlloaun us
Hapoja n3obpaxeHbl OYeHb XWBO W HafefneHbl Hanbosee NpUBNEKATENbHbIMYU
yepTamu.

Ex. 9. Explain the meaning of the following phrases in English:

discovered a gold-mine; published anonymously; the “uncrowned king” of the
novel-writer’s craft; worked a minor revolution; “polite society”; he sets great
store... ; by modem standard; one can always “skip”; what a master-teller-of-
the-tale he is; with what relish he throws himself into the scenes he depicts;
people average in quality and circumstances; the catalyst resolving some mighty
conflict; he brings kings and noblemen galores onto the stage.

Ex. 10. Translate into English:

XoTa no cBouM yb6exaeHnam B.CKOTT 6bl1 KOHCEpPBATOPOM W CTOPOHHU-
KOM KOpPOAS, ero poMaHbl Tak NpaBAMBbI, YTO MO HUM MOXHO M3y4aTb UCTOPUIO
AHranm n WoTnangnun. He 6yfyym B COCTOSHUM KOHKYpUpOBaTh ¢ balipoHom B
CTMXaxX, OH Hayan nucaTb POMaHbl, 1 y)XXe NepBblli ero poMaH “YaBepnun” umen
OrpoMHbIA ycnex. bnarogaps B. CKOTTY YTeHWe pOMAHOB CTano Heob6xoaumo-
CTbl0 ANs 06pa30BaHHOr0 aHrNMCKOro obuiectBa. B aHrnuiickoit nutepatype
B. CKOTT 3aHMMaeT MeCTO, MPOMEXYTOYHOe MeXAY POMaHTU3IMOM W peanus-
MOM. Kak poMaHTUK, OH obpaujancs K n3obpaxeHW aHrAMACKOA 1 WwWoTnaHa-
CKOW CTapuHbl. 3Ta cTapuHa COCTaBNsfeT B €r0 poMaHax noApo6HbIA N Hapuco-
BaHHbI C 60/MbLWIMM MacTepcTBOM (POH. OAHAKO B PacKpbITUM ABMXKYLWUX CUN
MUCTOPUMN OH 6bin peanucTtoM. OH MOKasan, YTo pa3BUTUE YeNoBeYecTBa onpeje-
NAeTCA He NPOM3BONOM KOpONen, a feiCTBUAMMU HapOAHbIX Macc, 06l eCTBeH-
HbIMW KOH(pNMKTaMU. O6bIYHO B LEHTpPe ero poOMaHOB - HWYEM He mpumeda-
TeNbHble repoil N reponHs. Ho oHU Heo6XoAMMbI eMy ANS TOro, 4To6bl, caenas
X y4YaCTHMKaMu BeAMKUX CcO6bITUIA, mMokKasaTb camum 3Tu cobbiTua. Ho ecnm
LeHTpanbHble Fepou, Kak Mpasuio NpuHagnexawne K cpegHemy knaccy, 6ec-
LBETHbl U ManoOMHTEPEeCHbl, TO Hanbonee ygauHbl M NpaBfonofob6HbI 06pasbl
NPOCTbIX Nt0Aei N3 Hapoaa.



Ex. 11. Answer the following questions:

1. What was W. Scott in his political views? 2. In what did W. Scott try his
hand, being beaten out of the field by Byron? 3. What was his first novel? 4.
Why did he publish his first novel anonymously? 5. Why does the author com-
pare the success of the Waverley novels with a revolution? 6. What can you say
about the composition of W. Scott’s novels? 7. What historical novel do the
first nine novels deal with? 8. What can you say about W. Scott’s hero and
heroine? 9. In what way did he show common people? 10. What makes W.
Scott’s novels so convincing?

Ex. 12. Choose a topic and prepare a short report:

1. W. Scott the poet. 2. W. Scott the creator of historical novel. 3. The problems
in W. Scott’s novels. 4. The historical events reflected in his novels. 5. The re-
alism of his novels. 6. The romanticism in his novels. 7. The analysis of one of
W. Scott’s novels.

Text 4. George Gordon Byron (1788-1824)

The poetry of Byron broke upon the public of England and of Europe with
a startling effect which is difficult for us to comprehend, either in its character
or in its range. Of the Romantic poets none except Byron attracted much
attention abroad, for it was to the novels that Scott owed his wide reputation. Of
Scott, Goethe could say in 1823: "Byron alone will | let stand by myself;
Walter Scott is nothing beside him."

G. G. Byron has been over-discussed as a man and underestimated as a
poet. Even in his boyhood days at Harrow* he had the desire to write, though
his first volume, “Hours of Idleness”* is a sorry collection of maudlin lyrics.
When this was abused he replied with a wholesale attack on critics and poets
alike, “English Bards and Scotch Reviewers” (1809). The poem was unwise,
unjust, and impertinent, but it had spirit and a flair for satire.

Apart from his verse Byron had already a reputation as a madcap and
romantically sinister personality. The impecunious schoolboy at Harrow, with
the lame foot, had grown into the English "milord", proud, contemptuous,
lionized, the Napoleon of the London drawing-rooms. That his mind had a more
profound mood can be seen from his speech in the House of Lords against the
death-penalty for the Nottingham frame-workers*. Had he followed the
direction of that speech he might have become a great national leader, in an age
when England cried out for leadership. But the romantic within him demanded
the exploitation of his sensations, not the dreary and exacting labours of
politics.



But it was when he returned from a three-year visit to the Peninsula* and
the Mediterranean, and after some hesitation published the first two cantos of
“Childe Harold” (1812), that he sprang into fame. The poem itself owed its at-
traction partly to adventitious circumstances: first to the determintion of readers
to identify the character of the hero with that of the poet and young peer; and
secondly, to the picturesque and romantic scenes described - Spain where
English armies were fighting, the classic lands of Greece and the East.

The later cantos of this poem (1818) combined comment with description.
Landscapes, towns, ruins, are all conjured up before the reader, along with By-
ron's own racy comment. Everything is arranged ultimately to be the
background of his romantic sentiment, his nostalgia for some more magnificent
way of life, and his melancholy before the presence of the relics of past
magnificence.

But if “Childe Harold” attracted lovers of poetry, it was the tales in verse
which followed the first two cantos, suggested doubtless by those of Scott, that
won him still wider popullarity. These romances, which began with “The
Giaour” (1813), captured the taste of his generation not in England alone, but
throughout Europe from France to Russia. It was in these that a new gale of
passion blew through English poetry, startling and arresting. And the passion,
love and hatred, gaye to Byron’s verse a weight and speed which distinguishes
it from Scott's flowing and at times facile verse.

His spirit might have nourished better in some world other than the heavy
Georgian* society in which he grew up. He was a man of action, a fighter by
nature. The last episode in Greece* showed that he had leadership and courage.
He knew freedom of spirit only in Italy. His admirable “Letters and Journals”
show how easily his whole nature flowed in this Italian period, and the result
was the satires through which his name as a poet is best remembered.

In 1822 Byron wrote two poems of real excellence - “The Vision of
Judgement” and “The Age of Bronze”. The former is the greatest political satire
in the English language. The main attack is on Southey*, the Tory Poet Laure-
ate, who had celebrated the arrival of George Ill in Heaven. This king who had
died early in the previous year, was old, blind and insane. Southey's poem simp-
ply asked for ridicule; and Byron so disliked Southey, both as a convert to To-
ryism and as a suspected slanderer of himself, that he was more than ready to
supply it. But ferocious ridicule of Southey's poem is only a part of his achie-
vement in “The Vision of Judgement”. In Byron's view, George Ill had been a
political calamity to his country and to mankind; and the plot of the poem en-
ables Byron severely to castigate not only an official Toiy bard but a royal
instrument of political oppression as well. In “The Age of Bronze” he turned his
satire on the Holy Alliance* and the greed of landlords and farmers determined
to keep up the high prices of war at the expense of the poor.



“Don Juan”, started in 1819 and unfinished, is a performance of rare ar-
tistic skill. Humour, sentiment, adventure, and pathos are thrown together with
that same disconcerting incongruity as they are to be found in life. The style is a
clever imitation of the idiom and phrasing of ordinary conversation, used with
great cunning for satiric and comic effects.

Unfortunately, the prudery of Victorian critics obscured these satirical
poems from the public, and they have never received their due esteem.

It would be rash to believe that Byron's poetry is dead. There are some
things that cannot die. Rhetorical his poetry has been called. A fairer word
would be "oratorical”, for the word "rhetoric" has come to suggest an element of
insincerity and elaboration of diction, neither of which is chargeable to the
poetry of one who spoke the truth as he saw it.

Notes:

- Harrow - Xappoy - npuBuiernpoBaHHas Myxckas CpefHsAa LWKona B Npuropo-
ne JToHAoHa

- “Hours of Idleness” - “Yacbl gocyra”

- the Nottingem frame-workers - B 1812 r. AHIAUMIACKNIA napnameHT o6cyxaan
3aKOH 0 CMepTHON Ka3HW Ansa paboumx - paspywwuTeneit mawuH. LieHTpom pa-
604nX BONHEHUA 6bIN HOTTUHIEM

- the Peninsula - nmeeTcs B BuAYy MupeHelicknii NonyocTpos

- “The Giaour” - “I'ayp” - nepBas U3 NATK “BOCTOYHbLIX” N03Mm BalipoHa

- Georgain - reoprmaHckuil, 0OTHOCAWMNICA KO BPeEMeEHW MpaBAeHUs OAHOIO U3
Koponei Meopros; B gaHHOM cny4ae - Neopra LU

- The last episode in Greece - nmeetca B BMAY TOT (hakT, 4To BalipoH ymep B
Mpeunn, 6yayumn ogHUM 13 pyKoBoAMUTenel 60pb6bl rpeiieckoro Hapoga npoTuB
TypewKoro ura

“The Vision of Judgement” - noama “BupgeHue cyga”

-“The Age of Bronze” - noama “bpoH30Bblii BeK”

- Southey - Po6epT CayTn - N0O3T-pOMaHTUK, COBPEMEHHUK W UAeliHbIii NPOTUB-
HWK BalipoHa

- The Holy Alliance - CBsiweHHbIn Coto3 (AHrnumn, Poccun n AscTpuu, nobe-
avBWMX HanoneoHa)

Exercises to Text 4
Ex. 1. Translate the text into Russian.

Ex. 2. Find in the text the adjectives with negative prefixes and supply them
with antonymes.



Ex. 3. Give the synonyms of the following words:

comprehend, alike (adj), maudlin (adj), reply (v), unwise, impecunious, adven-
titious, arresting (adj), facile, profound, insane, ferocious, performance, throw
together, cunning (n), obscure (v)

Ex. 4. Find in the text the English equivalents of the following:

a) AHIMA 0CTPO HyXAanacb B nocfie HEKOTOpbIX KonebaHWii; BOZHUKAKOT B
BOOOpaXeHUM ynMTaTens; NoAcKasaHHble, HECOMHEHHO, nNo3Mamu CKOTTa; cBe-
XMW BeTep; NNaBHbIA U rNagkuii cTux; Henb3a 6biN10 He BbICMeATb Noamy Cay-
TW; nonuTU4eckoe 6efCTBUE; CNOCOOGHOCTL PYKOBOAWUTH; CTan W3BECTHbLIM; MO-
MUMO CTUXOB; KONOPUTHbIE KOMMEHTapuUu; YTOHYEHHOCTb CTUASA; 3a cueT 6ef-
HbIX; 0OpylINAack Ha YynuTaTeneid; CKyyHas U U3HypAloLWas NoNMTUYeCcKas fes-
TENbHOCTb; NPULLAUCL NO BKYCY; CKpblaa OT yMTaTeneil; B Havyane npegbigylie-
ro rofa; f3blK U CTUNb Pa3roBOPHOI peuyn; 06s3aH CBOe M3BECTHOCTbIO; BCe
3TO cocTaBnsieT (OH; Npuaana cuny v gUHaMu3Mm; 6bi0 6bl ONPOMETYMBO; MO-
[03peBaeMblii B KneBeTe; Nonyymna [OMKHYIO OLEHKY; Y Hero 6binnm n 6onee
Cepbe3Hble NHTEpeCHI.

b) 1. Ecnm 6bl ero feiicTBns COOTBETCTBOBANM COLEPXaHUIO ero peyu B napna-
MeHTe, OH MOT 6bl CTaTb BE/IMKUM HaLMOHaNbHbIM BOX/AEM B Te BpeMeHa, Korga
AHINA 0CTPO HYyXJanacb B PYKOBOACTBe. 2. VIHTepec uMTaTens K noiame oT-
4yacTh 06BACHANCA AONONHWUTENbHbIMK (CNy4YailHbIMK) 06CTOATENbCTBAMM. 3.
PomaHTMYeCcKMe No3Mbl balipoHa MpuWAMCb NO BKYCY ero nokoneHuto. 4. lMo-
sma CayTu cama HanpawwuBanacb Ha ocmesHue. 5. CHOXeT MO3Mbl M0O3BONAET
BalipoHy eCTOKO BblC€Yb He TO/SIbKO MpaBUTENbCTBEHHOTo 6apAa, HO U KOpo-
NEeBCKY BNacTb Kak CPeACcTBO MOAUTUYECKOTO YITHETEHUS.

Ex. 5. Insert suitable words from the list given below:
(abuse v,n; arresting adj; calamity n; castigate v; comprehend v; cunning n;
exacting adj; greed n; identify v; impertinent adj; magnificent adj;
picturesque adj; prudery n; sinister adj; slanderer n; startling adj; suspect v;
at the expense)
1 If the critics of that time, full of (npuTBOpPHAsA cTbIgNNBOCTL), Saw in Byron’s
poems an (ockop6neHue) to the society, the reading public took them with great
delight as something (noTpsicatownii) and (3axBaTbiBatowWmnin). 2. Byron was
brave enough to (Bbiceyb) in his satirical poems not only the late king in whom
he saw a political (6eactsue) for his motherland, but also the (xagHocTb) of
landlords starving the poor. 3. Byron (nogo3speBaTb) Southey to have been one
of those (kneseTHukn) who made his life in England impossible. 4. You do not
even (noHmmatb) how (aep3kuii) your answer is. 5. One must not (0ToXaecTB-
nate) the (3nosewwmin) figure of the hero with the personality of the writer him-
self. 6. Byron’s great skill in (apkwnit) descriptions of the places he had visited
during his travels made readers dream of (BenukonenHbiit) life, which, they



knew, they would never see themselves. 7. For him the process of creation was
a very (HanpsbkeHHbIR) work; the perfection of some of his poems was achieved
(uena) of many sleepless nights.

Ex. 6. Translate into English:

BaiipoH - Hambonee N3BECTHbLIN M No6KUMbI B EBpone U B Poccuu aHraunii-
CKWA MO3T-pomMaHTUK BToporo (nocne B. CkoTTa M NeWKUCTOB) MOKONEHUS.
TpyAHO HaliTh B AHIUK cepbe3HOe uMccnefoBaHue TBopuecTBa balipoHa, Tak
KaK aHrnncKme KPpUTUKU M UCTOPUKU NNTepaTypbl Ha MPOTSAXKEHUM nonyTopa
BEKOB CTPEMATCH CKpbITb OT 4YMTaTens rnaBHoe: ceobofontobue u peBontoLm-
OHHbI ayx baiipoHa, ero HENPUMUPUMOCTb K 6yp>KyasHo-
apucToKpaTMyecKoMy 06l ecTBy, 06/MYeHNe UM NONUTUYECKOW M coumnanbHOM
HecnpasefnnBOCTU. balipoH nucan BO BpeMeHa NONUTUYECKON peakuuu B EB-
pone, nocnejoBaslleil 3a pa3rpoMom HanoneoHa. 3noxa HaloXuna cepbesHblil
0TneyaTokK Ha ero TBOP4YeCcTBO. [epoil ero Mo3M - CUAbHLIA U YMHbIA YeNoBeK,
CNOCOGHbLIA NIOOUTL U HEHaBUAETb; OH BCerfja MpayeH W Tparmnyeckun OAUHOK,
OH He MOHAT, pa3oyapoBaH B NIIOAAX, HE HaXxO04UT NMPUMEHEHUA CBOUM CWUNaM.
OgHako no3asua baipoHa npuobpeTaeT 60nee cBeT/Nble TOHA, Korga noat c6num-
XaeTca C pPeBOIOLUOHHbIM ABMXeHueM B WTanuum. B ero ctuxax HauymHawoT
3ByYaTb peanncTuyeckme HoTbl. IMEHHO B 3TO BpeMs HanucaHbl BalipoHOM ero
Hanbonee 3penble npounssefeHunsa. K coxaneHuto, baiipoH He ycnen 3aKOHYUTb
CBOe CaMOe 3HauyuMTeNbHOe Mpou3BefeHune - 60nblWY0 Noamy “ZloH XyaH”, B
KOTOPOW OH HamepeBasncsa nokasaTb BCto EBpony, BCe OCHOBHbIe cobbiTus XVIII
n Havana XIX BekoB. NaBHbIM B MO3Me LO/DKHO 6biN0 CTaTb 06/MMYEHUE aHT-
Nuilckoro obuwiecTsa, Tenepb YXe He C POMaHTUYECKUX, a C PeanncTuyeckux
nosuumnin. 370 06LWECTBO HEe NPOCTUNO ballpoHy Takoi Lep30CTU: 3aHATb CBOE
3aKOHHOE MeCcTO B YT0/iKe N03TOB B BecTMuHCTepe emMy 6biN10 NO3BOMEHO NULWb
yepe3 145 net nocne cmepTun (B 1969r.).

Ex. 7. Answer the following questions:

1 Whom did Goethe value higher, Byron or W. Scott? 2. In what way are
Byron’s first works connected with each other? 3. What was his entrance into
the House of Lords marked with? 4. When did he become famous? 5. Was the
whole of “Childe Harold” written at one time? 6. What was the role of Italy in
his life? 7. What are two Byron’s great political satires? 8. Did the author of the
article evaluate “Don Juan” positively? 9. What epithet does the author suggest
for the description of Byron’s poetry? 10. Why would it be unfair to call
Byron’s poetry ‘rhetorical’?



Text 5. Charles Dickens (1812 - 1870)

In the nineteenth-century novel Charles Dickens is preeminent. In most
ways he is the greatest novelist that England has yet produced. After his
preliminary “Sketches by Boz” (1836), he published “Pickwick Papers” (1836-
37), the supreme comic novel in our language. The comedy is never
superimposed,* for it is an effortless expression of a comic view of life.
Dickens seems to see things differently, in an amusing and exaggerated way,
and he plunges with much exuberance from one adventure to another, without
any thought of plot or design. lie is hampered by his age, which demands
sentiment and reticence, but in the space that is allowed to him he scampers as if
he knew no restraint. Dickens hated the social system into which he had been
bom. In many of the later novels he was to attack the corruptions of his time.
Yet his age exacted its penalty* in demanding that his novels, if they were to be
popular, should keep to the conventions of middle-class society in morality and
in vocabulary. Never was he less embarrassed by restrictions than in the
exuberance of “Pickwick Papers”. In “Oliver Twist”, which followed in 1838,
pathos is beginning to intrude on humour, and Dickens, appalled by the cruelty
of his time, is feeling that he must convey a message* through fiction to his
hard-hearted generation.

His invention is still abundant, as he tells the story of the virtuous pauper
boy who has to submit to perils and temptations. The strength lies less in the
pathos than in the “low” scenes,* in the humour and satire of which the figure
of Mr. Bumble is the centre. With “Nicholas Nickleby” (1838-39) plot grows in
importance, and Dickens shows his talent for the melodramatic. Satire is
abundant in the Yorkshire school scenes, while much that is best lies in the
humour of the theatre of Vincent Crummies and his company. The “Old
Curiosity Shop”* (1831) showed pathos transcendent over humour,* especially
in the death of little Nell: one feels that the only ritual known to Dickens's
middle-class audience was the pageantry of funerals. “Bamaby Rudge” (1841),
with its picture of the Gordon Riots, is Dickens's first attempt in the historical
novel, and here plot, which had counted for nothing in “Pickwick Papers”,
becomes increasingly important. Before “Martin Chuzzlewit” (1844) he made
his American journey, and the American scenes in this novel gave offence. Yet
all of Dickens is here: Pecksniff and his daughters, Saircy Gamp, Tom Pinch,
the gentle, kindly Dickensian figure, Mark Tapley, vigourous and virtuous, a
great variety of character and incident all well-managed.* Between 1843 and
1848 he wrote his “Christmas Books,” including “The Christmas Carol”*. The
most popular perhaps of all his works, this shows his belief in human kindliness
worked almost to mysticism.* “Dombey and Son” in 1848 displayed by its
increased control of pathos how much his art had developed since “The Old
Curiosity Shop”. In “David Copperfield” (1850) he brought the first phase of



his novel-writing to an end in a work with a strong autobiographial element, and
with such firm characterization as Micawber and Uriah Heep.

“Bleak House”* (1853) is the most conscious and deeply planned novel in
Dickens' whole work, and clearly his art has moved far from the spontaneous
gaiety of “Pickwick Papers”. It was followed by "Hard Times”* (1854), a novel
dedicated to Carlyle*. While in all his work Dickens is attacking the social
conditions of his time, here he gives this theme a special emphasis. He satirizes
in Coketown and Mr. Gradgrind the whole laissez-faire system of the
Manchester school* and suggests that its enlightened self-interest is
unenlightened cruelty. A social bias again governs “Little Dorrit”* (1857), in
which Dickens attacks the Circumlocution Office* and the methods of
bureaucracy: the picture of prison life, which was a comic motif in “Pickwick
Papers”, is now a serious theme in the portrayal of the debtors prison. With
“The Tale of Two Cities”* (1859) he returned to the historical novel, and
inspired by Carlyle, laid his theme in the French Revolution. None of his works
shows more clearly how wide and unexpected were the resources of his genius.
He completed two other novels, “Great Expectations”* (1861) and “Our Mutual
Friend”* (1864), before his premature death in 1870, and he left unfinished the
manuscript of “The Mystery of Edwin Drood”.

Notes:

- The comedy is never superimposed. - KOMegus eCTeCTBEHHa
- age exacted its penalty - Bek B34 cBoe
- must convey a message - 4O/KeH BbIMOAHUTb COLMANbHY MUCCULO
- “low” scenes - U3 XN3HN 6eHAKOB
- “The Old Curiosity Shop” - pomaH “J1aBka gpeBHoCTeln”
- pathos trascendent over humour - YyBCTBMTENbHOCTb, OAEpXaBllas BepX Haf
IOMOpPOM
- well-managed - HanucaHHbIe ¢ 60NbWINM MacTepCTBOM
- “The Christmas Carol” - noBecTb “PoXaecTBeHCKasd NecHb”
- worked almost to mysticism - goBefjeHHas 4O MUCTUKK
- “Bleak House” - pomaH “XonofgHblii gom”
- “Hard Times” - pomaH “Tsaxenble BpemeHa”
- Carlyle, Thomas - Tomac Kapneiinb, aHraniickmnin gounocog X I1X Beka, Kpu-
TUKOBABLIMNA 6ypXyasnto ¢ heofanbHbiX NO3NL NI
- laissez-faire system of Manchester school - (laissez faire - French) - cuctema
cB060AHOrO MpeanpuHUMaTenbLCcTBa, paspaboTtaHHas B MaH4YecTepCcKOi wWwKone
6usHeca (Nnpn MaH4YeCTEPCKOM YHUBeEpCUTETE)
- social bias - coymnanbHas 3agayva, TeHAeHUMA
- “Little Dorrit ” - pomaH “Kpowka Jopput”



- The Circumlocution Office - “MUWHNUCTEPCTBO OKOMMYHOCTENH”, CUMBON 61O-
pPOKpaTn4ecKoi BONOKMUTHI

- “The Tale of Two Cities” - pomaH “lNoBecTb 0 ABYX ropogax”

- “Great Expectations” - pomaH “bofibline oXngaHma”

- “Our Mutual Friend” - pomaH “Haw obwnii gpyr”

Exercises to Text 5

Ex. 1. Find in the text the English equivalents a) of the following word- com-
binations:

BO MHOTMUX OTHOLEHUAX; eCTeCTBEHHOE BblpaXeHue; He gymas (HMUMano He 3a-
60TACb); MUNTCA, He 3HaA yAepXy; NpUAepXnNBaTbCa YCNOBHOCTEN 6YpXyas3Ho-
ro obuwectsa; A3blK (MPON3BEAEHUSA); CEHTUMEHTaNbHbIA nagoc; cuna (pomaHa)
3aK04aeTCA B ...; BO3pacTaeT BaXHOCTb ClOXKeTa; .. CBA3AHO C HOMOpPUCTMYe-
CKUM M306paKeHMeM TeaTpa; MbIWHOCTb MOXOPOH; CHOXKET .. He UMen 3Haye-
HWA; HaHeCTn ockopbneHue; ApKNe xapakTepbl; rMy60KO NMPOAYMaHHbIA pOMaH;
0co60 BblfjenseT 3Ty TeMy; couuanbHas TeHAeHUWA; .. caenan TeMoil pomaHa;
npex/eBpeMeHHbl i

b) of the following sentences:

1 Komepfunsa Bcerfia ecTeCTBEHHA, TaK Kak OHa ABNAETCA HENOCPeACTBEHHbIM pe-
3ynbTaTOM KOMWYECKOr0 BUAEHWSA XW3HW. 2. BO MHOrMX MNO3AHUX pomaHax
[VKKeHCY NpefcTosano o6pyWwnMTbCA HAa MOPOKKU CBOEro BpemeHu. 3. MoTpsceH-
HbIl )XECTOKOCTbIO HPaBOB CBOEro BpemMeHW, [JJMKKEHC B CBOMX pOMaHax B3blBa-
eT K COBECTW CBOMX COBPEMEHHWKOB, BUAS B 3TOM CBOI COLMANbHYI MUCCHIO.
4. .. CBWAeTeNbCTBYET O TOM, YTO [INKKEHC HAy4YWUNCA CAEPXMUBaTb CBOI YYBCT-
BUTENbHOCTb M 4TO €ro MacTepCTBO 3aMeTHO BO3POC/AO MO CPaBHEHWIO C .... 5.
Bo Bcex pomaHax [WKKEHC KPWTWUKYeT COBPEMEHHbIi eMy 06U eCTBEHHbIN
CTPOI, HO 34eCb OH AenaeT 3Ty TeMy LeHTpanbHOW. 6. HW 0fHO 13 ero nponsse-
[eHWli He nNokKasblBaeT CTONb OTYETAMBO, KakK LWIWPOKW W HEOXMUAAHHbI Oblan
BO3MOXHOCTW €ro TanaHta.

Ex. 2. Insert suitable words from the text:

1. Dickens’ first novel is lull of (6e3ygepxHoe Becenbe) and laughter. 2. (Yc-
nosHocTtun) of that time (He nmenun 3HavyeHus) for him when Dickens was writ-

ing his famous comic novel. 3. Evil and (nopoku) of the large city are exposed

in many novels written by Ch. Dickens. 4. The (6oratctso) of the forms of
Dickens’ humour was marked by many critics. 5. Even the (omacHocTtn) the

members of the Pickwick club (nogBepraTtbcs) to are quite funny. 6. In “Martin

Chuzzlewit” Dickens (genatb Temoii pomaHa) the (nopoku) of American life.

7. His (cosHaTenbHoe) exposure of slavery gave offence to the official circles of
America. 8. Portraying some (gobpogetenbHbiin) and kindly person of inferior



rank Dickens was far from (cgep>xxaHHocTb) in the expression of his feelings. 9.
Though he greatly sympathized with working people he (6bITb HanyraHHbIM)
with the prospects of the revolutionary movement.

Ex. 3. Explain the meaning ofthese words and use them in sentences of your own:

produce (n,v), production, productive, product, producer; expression, ex-
press, expressive, unexpressible; virtuous, virtue, by virtue of, virtual, virtually;
satire, satirize, satirist, satiric(al); emphasis, emphasize, emphatic; enlighten,
enlightened, unenlightened, enlightcment, enlightener.

Ex. 4. Point out the sentences where the author speaks about:

the peculiarity of Dickens’ vision; the writer as a man of his time; Dickens’
social bias; the novels where plot grows in importance; Dickens’ most popular
book; his autobiographical novel; Dickens’ novel devoted to great historic
events.

Ex. 5. Answer the questions:

1. What place does Dickens occupy in the English literature of the 19th century?
2. Did he give much thought to plot or design when writing “Pickwick Papers”?
3. What was his attitude to the social system into which he had been bom? 4. In
what was he obliged to keep to the conventions of the middle-class? 5. What
does the strength of “Oliver Twist” lie in? 6. Does the importance of plot in-
crease in his later novels? 7. What novel appeared in the result of Dickens’
journey to America? 8. What do his “Christmas Books” show? 9. What is the
social bias of “Little Dorrit”? 10. What is his best historical novel about?

Ex. 6. Translate into English:

Yapnb3 OWKKEHC - BENWKUIA aHTAWACKWIA nucaTenb-peannct 19 Beka. Um
HanncaHo MHOrO pPOMaHoB, pPsAf pacckasoB U o4vyepkoB. OH Havan ¢ “OuepKoB
bo3a”, HO cnaBy emy NpuHecC NepBbii ero poMaH “lNocmepTHble 3anucku Muk-
BMKCKOTFO Kny6a”, pacckasbiBarowWwmnii 0 NPUKAOYEHNAX YeTbipeX IOHAOHLEB BO
BpeMs NyTewecTBUSA NO CTpaHe. 3Ta KHUTra CYMTAETCA NYUYW UM KOMUYECKUM
poMaHOoM, KOrga-nmb6o HanucaHHbiM B AHrAuMn. AnkkeHc o6nagan ocobbiM aa-
pOM BMAETb KOMWYECKOe B XMW3HW. HO OH 6blf YENOBEKOM CBOEro BpPEMeHU, 1
4T06bl 6bITh MOMYNAAPHBLIM, LO/DKEH Obl CUMTATLCA C YCNOBHOCTAMU Bypxyas-
HOro ob6uectsa. Mo3TOMYy BO MHOIMX €ro poMaHax CEHTUMeHTaNbHbIli nagoc
BbITeCHsAET loMOp. [JMKKeHC No6UT NPOCTbIX Nt0Ael, BCerga CoOuyBCTBYET UM U,
BO3MYLLAACb UX YrHeTaTensiMu, B KaXOM CBOEM POMaHe CTaBUT COLMaNbHYI
3afiavy, NpuBneKaeT BHUMaHue obLwWwecTBa K onpeAeNeHHOMY colnanbHOMY 31y
(yacTHbIM WKoONam, TOpbMaMm, cyaam, GHOPOKpPaTUYeCKON cucTeme ynpasne-
Hus). MyTewecTBe B AMepUKy fJano emy maTtepuan Ansa o6aumyeHus pabeTsa.
[vKKeHC Obln COBPEMEHHWKOM MepBOr0 MacCcoBOK W OPraHW30BaHHOrO peBO-



NOLUMNOHHOTO ABVMXXEHUSA B AHIAMK. XOTH OH U HE CYMTAN PEBONMIOLMUI0 HEU3-
6eXHOol, OH 6bin BecrnowafeH B 06/IM4EHNN TexX, KTO C034an HEBbIHOCUMbIE yC-
NOBUA XU3HU Ans pabouyux. OTa Tema ABNAETCA LUEHTPanbHOMW B poMmaHe
“Tsaxenble BpemeHa”. Mucatenb HapucoBana LeNyw ranepeto 6ecCMepTHbIX 06-
pa3oB. 3gecb U fobpble, LyLWeEBHbIe, YeNOBEYHbIE, CU/bHbIE LYXOM MNPOCTbIE
NAN 1 XKecTokue, 6eccepaeyHble “xo03deBa XU3HWU”. I B HaWW AHU pPOMaHbI
LVKKeHCa YNTarTCA C OTPOMHBIM UHTEPECOM W feTbMU U B3POC/IbIMU.

Text 6. William Makepeace Thackeray (1811-1863)

The situation of two authors, contemporaries of approximately equal
stature, whom "fans" pose as rivals - each alternative to the other - is one that
has recurred again and again.

It was so with Richardson and Fielding and, later, Fielding and Smollett.

In more recent times their respective "fans" grew quite heated about the
rival merits of Meredith and Hardy.

But perhaps the outstanding example of this "fan"-folly derives from the
contraposing of Dickens and Thackeray.

It should be obvious that writers must have had something in common for
this pro. and con.* to become possible at all.

And it does not take a profound scrutiny to reveal that this ‘something’ is
the contemporary social situation, which the paired writers approach from
different angles and evaluate differently in accordance with their differences of
temperament, of insight and, ultimately, of class bias.*

Writers may present radically different pictures of society and draw from
them opposite conclusions without either of them being therefore the more or
the less "true to life".* A later generation that feels no urge to side as "fans"
with the one writer or the other can see them both in one view, and recognize
that together they present more of "the truth” than either did separately.

It would be folly or worse to refuse to Dickens the full recognition of his
genius.

But it would be criminal to allow our deserved admiration for Dickens to
blind us to the genius and the creative excellence of William Makepeace
Thackeray.

“Vanity Fair” is so markedly outstanding among Thackeray's novels that it
is impossible to discuss his work apart from it.

He describes it on its title page as "a novel without a hero". But although
its leading male character in no respect resembles a Byronic-romantic "hero",
the sober, patient, faithful and affectionate William Dobbin is evidently very
dear to his creator.



And accordingly he is duly rewarded at long last by marriage to his
Amelia—though, truth to tell, one is inclined by then to wonder whether this is
a reward so much as the punishment due to Dobbin for being a most
consummate sentimetal ass.

It is a stroke of genius in Thackeray to make the denouncement of the
Society come about through the act of the quaisivillainess Becky Sharp, since
for all Thackeray can do to stop her, Becky insists upon "stealing the picture"*
from the moment of her first entry.

Becky is a wonderful creation - so wonderful, that no novelist - neither
Dickens, nor Scott, nor Fielding, nor even Jane Austen - ever created a more
complete, more rounded, more real or a more convincing character.

Becky has genius, a proneness to a "Bohemian way of living", expensive
tastes and no income upon which to support them.

Her upbringing as the alternately fondled and neglected daughter of a
"Bohemian" pair - an artist and a ballet dancer - had given her an experience
beyond her years,* an amoral attitude, and an all-too-clear recognition of the
fact that to survive she must rely wholly upon herselfand her wits.

Naturally she "goes to the bad"* but she is never wholly "bad", and is
nearly always as much sinned against as sinning.*

The scene of “Vanity Fair” is mainly London, during the close of the
Napoleonic war and the decade next following. The Battle of Waterloo operates
as off-stage machinery producing a critical transition in the development.*
Major (later Colonel) Dobbin is a Waterloo man:* Amelia's first husband was
killed there.

The characters are drawn partly from the City merchant class - with Indian
"nabobs" as their offshoots - and partly from the landed and titled gentry, with
military officers as their offshoots in turn (except in so far as these sometimes
derive from the commercial class).

Each class has its retinue of dependants, and each is afflicted with its
special variety of parasites.

Out of these ingredients, with their conflicts of countersnobberies,*
irrational jealousies and hates, rivalries, schemes and counter-schemes,*
Thackeray compounds his picture ofthe Vanity Fair of his day.

It is a pity, in one way, that “Vanity Fair” is so superlatively ‘taking’ *
since it has distracted attention from Thackeray's other novels - notably
“Pendennis”, “The Newcomes” and “Barry Lyndon”.

These are only by a short head less good* as novels, and in point of
construction and artistic execution, they often surpass it.

I am not at all sure that as a piece of craftsmanship “The Newcomes” is not
Thackeray's finest work; and “Esmond” with its sequel, “The Virginians”, has
been highly esteemed—although | for one,* find Thackeray's reconstruction of
the Queen Anne period somewhat 'phoney' and made-to-order. All the same



Thackeray is a really great novelist, and my advice is, most emphatically: - be as
enthusiastic as you like about Dickens, but do not neglect or abate your sym-
pathy for his greatest contemporary, W. M. Thackeray.

Notes:

- pro. and con. - 3a ¥ Npo4 uB

- class bias - knaccoBble cumnaTum

- without either of them being therefore the more or the less ‘true to life’ - n no-
3TOMY HEBaXXHO, KTO U3 HUX BEpHee N306paxkaeT XN3Hb

- for all Thackeray can do to stop her, Becky insists upon ’steaing the pictire’ -

BOMPEKN BCEM cTapaHusM Tekkepes BeKKW CTaHOBUTCS LEHTpanbHOW urypoi

(pomaHa)

- an experience beyond her years - )XM3HEHHbI OMbIT, HE COOTBETCTBYH NI ee

BO3pacTy

- goes to the bad - nyckaeTcs Bo BCce TSXKue

- as much sinned against as sinning - ckopee >epTBa, YeM TrpelHuLa

- The Battle of Wateloo operates as off-stage machinery producing a critical

transition in the development - 6uTBa npu BaTepnoo, npoucxofauias 3a cue-

HOW, fBNSeTCA 3MU3040M, KOTOPbIA MOBAMAN Na fanbHeiliee pa3BuTue cobbI-

TWiA (B XXU3HU repoes)

- Dobbin is a Waterloo man - Jo66uH BbICTynaeT Ha nepeAHuUin NnaH nocne co-

6b1TN Npu Batepnoo

- the conflicts of counter snobberies - 6opb6a yecTonto6umit

- schemes and counter-schemes - UHTpUru

- superlatively taking - 3axBaTbiBatoLian

- by a short head less good - nuwb HeEMHOro cnabee

- for one - Hanpumep

Exercises to Text 6

Ex. 1. Find in the text the English equivalents of the following Russian word-
combinaions:

CTaHOBUTLCHA Ha CTOPOHY; B KOHLE KOHLOB; OTKa3aTb B NPWU3HAHWW; 3aHUMaeET
Takoe Bblgatoweecs MecTo; [elicTBue “Apmapku TuecnaBua” nNpoucxogut
rnaBHbiM o6pasom B JIOHAOHe; cBMTa nNpuxnebaTeneil; oTBNeKaTb BHUMAHWE;
uTo-TO obuiee; eMy BO3faeTcsa NO 3acnyram; He TpebyeTca rny6okoro mccnego-
BaHWA; 3aCNyXXeHHOe BOCXULeHWe; reHunii nofckasan TekKepeto; 3a UCKNOYe-
HMeM TexX Cny4yaeB, KOrfa..., C TOYKW 3peHUs MOCTPOEHUS; OXBaTUTb OLHUM
B3rNA40M; NOYTW paBHble MO 3HAYEHUID; HN B KOEN Mepe; BCE Xe, TEM HE MeHee;



6bI110 Obl npectynneHnem; no npasae ropopd; seMenbHoOe U TUTynoBaHHOE ABO-
PAHCTBO, OTYACTWN XXa/nKo; HAaCTOATENNIbHO COBETYIO.

Ex. 2. Find in the text the derivatives of the following words and state to what
parts of speech they belong:

alternate, recognize, affect, denounce, convince, neglect, wonder, separate, ad-
mire, crime, create, rival, differ.

Ex. 3. Arrange the following words in the pairs of synonyms:

a) pose (v), recur, contrapose (v), obvious, scrutiny, reveal, bias, resemble, evi-
dently, consummate, entry, proneness, abate, attitude, close (n), operate, com-
pound (v), notably, craftsmanship, sequel, esteem (v), phoney;

b) evaluate, especially, end (n), appearance, look like, research (n), repeat, clear
(adj), sympathy, perfect (adj), views, compose, continuation, false, skill, act (v),
inclination, obviously, discover, oppose, consider, weaken.

Ex.4. Insert suitable words from Text 6:

1. Some years later he wrote the (npogomxenne) of his great novel. 2. She had
no (goxopn) but her (ym) helped her greatly in life. 3. The author is sure that to
(ctaHOBUTBLCA Ha CTOPOHY) one writer and not to see the (3acnyru) of another is
a (rnynoctb). 4. Sometimes a writer can be (NPUYNHUTL HenpuaTHOCTKU) by his
(noknoHHunkn). 5.(CoctaBuTs) a picture of the whole society the writer must be
a man of great (npoHnuatenbsHocTsb). 6. All the attempts to decide which of the
(conepHukmn) writers is more talented are (6ecnonesHbiii). 7. Being a realist,
Thackeray shows that even in the most finished (3nogen) there is always some-
thing good. 8. His sharp (ocyxpgenue) of the life and manners of the middle
class did not bring him any (Harpaga): those who had (6narosonnTb) him be-
fore, did not recognize him in the street after the publication of his book.

Ex. 5. a) revise the indirect question:

Benn npsmas peyb ABNAETCA BOMPOCUTENbHbIM NpefnoXeHWem (MPsAMbIM BO-
npocom), To npu ob6bpaleHUn B KOCBEHHYIO peyb OHA CTAHOBWUTCA [OMONHU-
TeNbHbIM MPUAATOYHbLIM MpefnioxXeHneM (KOCBEHHbIM Bonpocom). CyuiecTByeT
[Ba TMNa NpAaMbIX BOMNPOCOB: 06WKe (HaYMHatoLWecs ¢ BCNOMOraTenbHOro uan
MOAaNbHOro rnarofa) v cneymanbHble (HayMHaloLWMecs C BOMPOCUTENBHOIO
cnosa unu rpynnel cnos: who, which, whose, when, why, how long u 1.4.).
KocBeHHbI 06WKii BONPOC NPUCOEANHAGTCA K FNaBHOMY NMPU MOMOLLMW COH30B
if / whether, nmerowWwnx 3HavyeHne vacTuubl nn. [anee BONPOCUTENbHbIN 3HaK
OMyCKaeTCa U BOMPOCUTENbHbIA NOPAAOK CNOB B NPAMOM BOMNPOCE 3aMeHsAeTcs
NOpPAAKOM C/MIOB NOBECTBOBATENbHOIO MPeAsOXeHUs, T. €. CKazyemoe CTaBuTCs
nocne nognexatero.



Do you also consider Becky Sharp 1wonder if (whether) you also consider
a villainess? Becky Sharp a villainess.

b) translate the sentences into Russian:

1. | wonder if you also consider Becky Sharp a villainess. 2. 1 should like to
know whether you understand correctly the part played by the Battle of Water-
loo in the development of action in “Vanity Fair”. 3.1wonder whether W. Tha-
ckeray knew personally the Londoners whom he turned into the characters of
his immortal novels. 4. 1°d like to find out if the author of the article is right
when he calls Thackeray’s reconstruction of the Queen Anne period somewhat
‘phoney’ and made-to-order.

c) change the indirect questions of part b) into direct ones.

Ex. 6. Explain these word-combinations in English and try to suggest good
contextual translation of them:

paired writers; quasi-villainess; rival merits; ‘fan’- folly; it is a stroke of gen-
ius; ‘phoney’ and made-to-order; artistic execution; a piece of craftsmanship;
enthusiastic.

Ex. 7. Use these word-combinations in sentences of your own:
to be duly rewarded; grew quite heated; to refuse the recognition; it would be
criminal; of approximately equal stature; to side with somebody; it does not take
a profound scrutiny; so markedly outstanding; retinue of dependants; in point of
construction; to distract attention; something in common; in no respect; at long
last; a deserved admiration; true to tell; it is a stroke of genius.

Ex. 8. Answer the questions:

1. What pairs of rival writers does the author name? 2. What example of “fan’-
folly does he consider as outstanding? 3. What gives the possibility to compare
and contrapose the writers? 4. Why does the author say that it is futile to try to
decide which of the writers, Dickens or Thackeray, was more ‘true to life’?
5. In what words does the author defend Thackeray? 6. Why is it impossible to
discuss Thackeray’s work apart from “Vanity Fair”? 7. What is the difference
between Dobbin and a Byronic-romantic hero? 8. What is the attitude of the
author of the article to Dobbin? 9. Does the author of the article consider Becky
Sharp a real villainess? 10. What made Becky such as she was? 11. Where did
the action of “Vanity Fair” take place? 12. Where did Thackcry take his char-
acters from? 13. What other novels written by Thackeray does the author
name? 14. What is his attitude to Thackeray’s historical novels? 15. What does
he advise to the readers?



Ex. 9. Translate into English:

[vkkeHca n Tekkepes 4acTO Ha3blBalOT conepHMKamun. [LelicTBUTENbHO, NX
TanaHT paclBeNn Ha 04HOMN W TOW Xe coLuManbHOW U UCTOpPUYECKOK noyse. B To
Xe BpemMsi KaXAblli M3 HUX M306pasun LeiCTBUTENbHOCTb CO CBOEN COGCTBEH-
HOW, NpUCyLLen TONbKO eMy, TOYKU 3peHud. N cnop B TOM, KTO M3 HUX Haunbo-
nee nNpaBAMBO OTPa3N XMW3Hb, HecocTosATeNeH. MpaBunbHen 6bIN0 6bl CKasaThb,
uyTto [AnKKeHC N Tekkepeil, 4ONONHAA APYT Apyra, BMecTe fanu 6onee npaBau-
BYIO KapTUHY XU3HU, YeM KaXAblii N3 HUX B OTAENbHOCTW. TOBOPUTbL 0 TBOpYe-
cTBe TekKepes 3HAYUT rOBOPUTL B MEPBYIO Ouvepedb O poMaHe “Spmapka Tuwe-
cnasusa".

B “Apmapke TuiecnaBma” HeT poMaHTUYecKOro reposi. Lo66unH, XO0Tb U f0-
por cepauy aBTOpa, OKa3blBaeTCA B KOHLE KOHLLOB CEHTUMEHTANbHbIM TNYMLOM.
CaMmblii MHTepeCHbIi 06pa3 pomaHa - bekku LWapn. Mogo6Horo obpasa B aHr-
Nnuiickoi nutepatype A0 Tekkepes He 6bIn0. Takow, KaKOn OHa ABNAETCH, CAe-
nana bekkn cama XW3Hb. BeKKW 3HaeT, 4TO JO/MKHA NoNaratbCA B XWU3HU TOMb-
KO Ha cebs 1 CBOI yM.

BaXHYI0 pofib B pa3BUTUM NOCAEAYHOLWNX COObITUIA B XXU3HN TepoeB urpaet
B poMaHe anu3of 6uTBblI Npu BaTepnoo.

TekKeped Ha3biBaeT XMW3Hb aHrIMINCKOro 6ypxyasHoro obuiectsa spmap-
KOV TwecnaBus, Tak Kak B Hell, Kak Ha ApMapKe, BCe MPOAAETCA M MoKynaetcs,
a M4o0n0M, KOTOPOMY BCe MOKNOHAKTCA, ABNAIOTCSA LeHbIN.

Ex. 10. Translate into Russian:
N Few More Words About W. M. Thackeray.

Thackeray and Dickens were such near contemporaries that it is natural that
their work should have often been compared. In educational and social status
they were widely separated. Dickens had little regular education: his father was
often in prison for debt and he himself had early started to earn his living in a
blacking factory. Thackeray, bom in Calcutta, the son of an East India Company
official, had the benefits of Charterhouse* and Cambridge. Dickens when he
was poor knew the meaning of poverty, but for Thackeray to be poor merely
meant that for the time one relied on credit. Dickens was excitable, while
Thackeray was lethargic and had to drive himself to composition. Throughout
his whole life Thackeray was a journalist. Up to 1854 he was a regular con-
tributor to “Punch”*, and later he was editor of “The Comhill”*. As a novelist
he began late with “Vanity Fair” (1847-1848) when he was thirty-six. Ten years
later he was working at his last considerable novel, “The Virginians” (1857-
1859). For one brilliant decade the bright yellow shilling numbers became a
feature of English life. In those years he had published “Pendennis” (1848-
1850), “Henry Esmond” (1852), and “The Newcomes” (1853-1855).

“Vanity Fair” showed him at his best, in a clear-sighted realism, a deep de-
testation of insincerity, and a broad and powerful development of narrative. His



characterization and, indeed, all his effects are more subtle than in Dickens. He
is less troubled by presenting a moral solution than by evoking an image of life
as he has seen it. This gives the true mark of greatness to his portrait of Becky
Sharp. She is an adventurous and a deceitful woman, but Thackeray so presents
her that the audience can never retain an attitude of detached judgement.* As an
artist he showed no consistent development from this first brilliant work.
“Pendennis” and “The Newcomes” are too involved in digressions to have the
strength of design which “Vanity Fair” possessed. The skill remains in individ-
ual scenes and characters. In the portrayal of sentiment he is more delicate than
Dickens, and in Colonel Newcome* he makes the final portrait of what an Eng-
lish gentleman would like to be. The defect in structure in these novels is cor-
rected in “Henry Esmond”, in which Thackeray wrote a historical novel on the
18th century, a period of which his lectures on “The English Humourists” and
“The Four Georges”* show him a master. He reconstructed in “Henry Esmond”
the atmosphere of the age of Queen Anne, through a plot carefully devised, and
with a theme difficult to control.*

Notes:

- Charterhouse - n3BecTHas yacTHas cpefHAa LW Kona B AHIIUK
- “Punch” - oMOpuCTUYECKINIE XXYypHan

- “The Cornhill” - nuTepaTypHbIiA XXypHan

- retain an attitude of detached judgement - ocTaTbCA paBHOAYLWHbIM, 6ecnpu-
CTPacTHbIM

- Colonel Newcome - nonKOBHWK HbIOKOM - TrfnaBHbI repoii pomaHa
“HblOKOMbI”

-“The Four Georges” - “YeTbipe [eopra” - caTupuyeckne ouyepku Tekkepes 06
aHTINACKUX KOPONsax
- difficult to control - (koTOopas) He MOXEeT He yBeyb

Text 7. Thomas Hardy (1840-1928)

It would be interesting to know how much nineteenth-century poetry lost
because of the dominance of the novel as a literary form. Two novelists at least,
George Meredith and Thomas Hardy began as poets, and continued as poets in
the intervals of writing novels.

Thomas Hardy is not a philosophical poet as is Meredith, though a settled
belief in the cruelty of life, and in the pathos of men and women who are
tormented by it, seems to lurk behind all his work. In his many short lyrics, he
shows men and women, caught in the tragic irony of circumstances, inflicting
cruelty on one another, or pursued by a malign destiny. The brevity with which



these clear-cut pictures are controlled* is evidence of the individual poetic art
which he possessed. Tn the years when his work as a novelist was over, he
composed his epic drama of the Napoleonic wars, “The Dynasts”* (1903-1908).
The range of the poem, with its Overworld, and its widely extended human
scene, is held within Hardy's control as completely as the brief, human incidents
of the lyrics.* He has created a drama too elaborate for the stage, but one which
will arouse many clear and moving scenes in the theatre of the mind* for which
it was intended.

Thomas Hardy saw England as an Englishman bom in Dorchester, and
living for the greater part of his life in the Wessex he portrayed. In 187) Hardy
published his first novel, “Desperate Remedies”,* and from that year until the
appearance of “Jude the Obscure”* in 1896 he produced novels regularly, of
which the most memorable by common consent are “The Return of the Native”*
(1878); “The Mayor of Casterbridge”* (1886); and “Tess of the D'Urbervilles”*
(1891).

An architect by profession, he gave to his novels a design that was
architectural, employing each circumstance in the narrative to one accumulated
effect. The final impression was one of a malign Fate functioning in men's lives,
corrupting their possibilities of happiness, and beckoning them towards tragedy.
While this intuition about life did not harden into a philosophy, it was so
persistent that it had every aspect of a doctrine. His intellect contributed to it in
revolting* against the optimism of nineteenth-century materialism, and in
refusing the consolations of the Christian faith. While he saw life thus as cruel
and purposeless, he does not remain a detached spectator. He has pity for the
puppets of Destiny, and it is a compassion that extends from man to the
earthworms, and the diseased leaves on the trees. Such a conception gave his
novels a high seriousness which few of his contemporaries possessed. It was as
if a scene of Greek tragedy were being played out among his Wessex rustics. An
early criticism of his work lay in this very incongruity, that his rustic characters
should have the high passions, the noble and tragic proportions, which he gave
them. .

No theory can in itself make a novelist, and Hardy's novels, whether they
are great or not, have appealed to successive generations of readers. He
possessed varied gifts. First, he had supremely the gift of anecdote,* the power
of inventing lively incidents through which his story could move. He had
patience in displaying through the incident the gradual interplay of his
characters.* His knowledge of country life made vivid the details in his stories,
coloured and attractive in themselves, apart from their importance in the secure
structure of his theme.* Nor would he allow himself to be confined by the
reticence which had limited the art of so many of his contemporaries. In “Tess”
and in “Jude the Obscure” be brought the novel in England near to the dignity
of high tragedy. Nature, which to Wordsworth and the romantics had seemed



stimulating and benign, appreared to Hardy as cruel and relentless. At the same
time his kindliest characters are those who have lived away from the towns in a
quiet rural life, refusing to challenge the wrathful spirits which play such havoc
with life.

His position as a novelist is difficult to assess with any certainty. At first
he was condemned as a ‘second-rate romantic’, and in the year of his death he
was elevated into one of the greatest figures of English literature. The first view
is ill-informed and the second excessive, but the sincerity and courage of his art
leave him a great figure in our fiction. In the European war of 1914-1918 he
was read with pleasure as one who had the courage to portray life with the
grimness that it possessed and in portraying it not to lose pity. Often in times of
stress Hardy’s art will function in a similar way and so enter into the permanent
tradition of English literature.

Notes:

- The brevity with which these clear-cut pictures are controlled - kpaTkocTb, Xa-
pakTepHas ANnA 9TUX YeTKUX KapTUH

-“The Dynasts” - anuyeckasa gpama “AuHacTbl”, B KOTOpPOW n3obpaxeHa EBpona
nepuoja HanonNeoHOBCKMX BOIH

- The range of the poem with its Overworld, and its widely extended human
scene, is held within Hardy’s control as completely as the brief, human inci-
dents of his lyrics - wnpokas naHopama UCTOPUYECKUX COBLITUIA (BpeEMEH Ha-
NMONMEOHOBCKUIA BOWH) M MUP LYXOB HapucoBaHbl B Moame Fapanm c Takum xe
MacTepCTBOM, KakK U 06bl[JeHHbIe CLEHbl U ClyYan U3 XXU3HU B €ro Nnpuke

- which will arouse many clear and moving scenes in the theatre of the mind -
KOoTOpas facT 60raTyto nuwy ymy 1n BOOOpaXKeHuto

- “Desperate Remedies” - pomaH “OT4yasHHble cpegcTBa”

“Jude the Obscure” - pomaH “d>Xya HezameTHbIR”

- “The Return of the Native” - pomaH “Bo3BpalieHne Ha pOANHY”

- “The Mayor of Casterbridge” - pomaH “M3ap KacTepbpunaxa”

“Tess of the D’Urbervilles” - poman “Tacc n3 poga O ’9pbepsunnein”

- His intellect contributed to it in revolting... - Ero 3acnyroii asnsetrca npo-
TecT...

- the gift of anecdote - gap pacckasunka

- the gradual interplay of his characters - pa3BuTue OTHOWEHWUA MeXAY reposiMu
- the secure structure of his theme - xopowo npogymMaHHOe pa3BuTne TEMbI



Exercises to Text7

Ex. 1. Find in the text the English equivalents of the following Russian word-
combinations:

CNWNLWKOM CNOXHbIli; Y6eXAeHHOCTb; rONoACTBO pomMaHa; 61aropoAcTBoO U Tpa-
rM3Mm; No o6l eMy MHEHUIO; MHOTME NMOKONEHUS; He TOBOPA, YX, 06 NX BaXHO-
CTU; camu no cebe; THEBHble AYXW; NMPUYECKME CTUXOTBOPEHWS; MPOABUTb
XEeCTOKOCTb; He 6pocas Bbi30Ba; BeAyL M K Tparefnu; cnocobHOCTb M306pe-
TaTb; AlePEBEHCKMNE MEPCOHaXW; And obuieil uenn; HeKOMMeTeHTHbIN; Gecnpu-
CTpacTHblii Habnofatenb; NpaBWIbHO OLEHUTb;, COXpPaHUTb COCTpafjaHue; OH
obnagan tepneHnem

Ex. 2. Insert suitable words from Text 7:

1 Hardy did not think that Christian (Bepa) could give (yTeweHune) to the people
(npecnepgyemsbliin) by a (6e3xanocTHblli 1 3n0i) fate. 2. He was (nocnegoBaTteb-
HbllA) in his (cocTpagaHue) to everything alive. 3. The writer (nposBnaTe) great
(Tepnenune) in showing through small incidents (B3anmopeicteune) of his char-
acters. 4. Critics (ocyxpaaTtb) Hardy for (HecooTBeTcTBMe) of his rustic charac-
ters to the high passions and great (goctonHcTBo) he endows them with. 5. His
attitude to people and things was never (6ecnpuctpacTHblii). 6. You can’t (oue-
HMUTb) Hardy properly without taking into consideration his poetry. 7. Hardy ar-
gues with those writers who consider nature (go6pas) and stimulating. 8. (He
roeops, yx, 0) Hardy’s popularity among his contemporaries, his novels ap-
pealed to the readers of successive generations.

Ex. 3. Give synonyms of the following words from the text:
to employ, to function, to corrupt, to revolt, purposeless, to possess, varied, in-
cident, rural, havoc, to assess, to elevate, malign.

Ex. 4. Translate the following sentences into Russian paying special attention to
the emphatic construction:

1 It is his novel writing, and not poetry, that brought Hardy popularity. 2. It
was in his lyrics that the writer first displayed the ability to show the people
tormented by the cruelty of life. 3. It is his native Wessex that gave him varied
subject-matter for the novels. 4. It was the profession of an architect that helped
him to give an architectural design to his novels. 5. It is his knowledge of coun-
try life that made vivid the details of his stories.

Ex.5. a) revise the functions of the infinitive:

MHpUHNTMB (HenpepeneHHaa Gopma rnarona) npeactaBnaeT cob60ii HENUUYHYIO
thopMmy rnarona, Kotopas TO/IbKO Ha3blBaeT LeACTBUE, HE YyKa3biBas HW nnua, HU



yucna. MHOUHUTMB OTBEYAET Ha BONPOCHI - YTO Aenatb? 4To caenatb?: to read,
to buy, to write - ynTaTth, NMpoYMTaTh; NOKYyNaTb, KYNUTb; MUCaTb, Hanucarb.
dopmanbHbIM NPU3HAKOM WHMUHWTUBA ABNAETCA YyacTuua to, KoTopas He nMme-
€T CaMOCTOATEeNIbHOI0 3HAYEHUA U He NMpPUHMMaeT ygapeHuns. OfHaKo yacTuua
to nepej MHPUHUTUBOM 4acTo ONyCKaeTcH.

VHQMHUTNB Nnpou3oLwen OT OTrN1aronbHOro CyWwecTBUTENbHOIO U COXpaHUn
CBOWCTBa 3TOW 4YacTU peyun, BbIMONHAA B NPEANOXEHUUN, KaK U UHOUHUTUB B
PYCCKOM fA3blKe, CUHTaKCU4eCcKne QYHKLNN CyLLeCTBUTENbHOTO.

WHOUHNTUB MOXET CAYXUTb B NPEAIOXKEHNN:
1 Mopnexawnum:

To skate is pleasant. KaTaTbcA Ha KOHbKax NPUATHO.
Korga MHOUHNTUB UMeeT nNpu cebe NOACHUTENbHbIE CNOBA, OH 06bIYHO CTOMUT
nocne ckasyemoro. B aTom cnyyae nepef CKasyeMblM CTOUT MeCcTOMMEHMe it.

It was difficult to refuse his request. Bbino TpyAHO 0TKa3aTb B ero npocbbe.
2. IMeHHOM YacTblo CKasyemoro:

Our plan is to go to the Crimea for Haw nnaH - noexaTb Ha n1eTo B KpbiM,
the summer.

3. YacTbto COCTABHOTO FN1arojbHOro ckasyemoro:

He can speak English. OH yMeeT roBOpUTb MO-aHTNUACKN.

She continued to translate the letter. OHa npogonkana nepeBoAUTb MUCbMO.
4. lonofIHEHMEM:

I told him to go there. A Benen emy nonTun Tyga.

5. OnpegeneHuem:

I have no desire to go there. Y MeHS HeT XenaHua noTun Tyga.

He is always the first (the second, OH BCerga NpuxoamnT B KNy6 nepBbim
the last) to come to the club. (BTOpbIM, MOCAEAHUM).

6. O6CTOATENLCTBOM:

a) uenu (nHorga c corosamm in order, so as):

He worked hard not to lag behind OH ycepaHo paboTan, 4Tobbl He OTCTa-
the group. BaTb OT rpynmbl.

6) cneacteua (co cnoeamu too, enough):

1don’t know him well enough to ask ¥ 3Hat0 ero He0CTaTOYHO XOPOLLO,

him for help. 4TO6bI MPOCUTbL €ro 0 MOMOLY Y.
It is too cold to bathe today. CerogHs CAMWKOM X0N0OAHO, YTO6bI
Kynatbcs.

InaronbHble CBOWCTBA MHOUHWTMBA BbIPAXAOTCSA B CNEAYIOLLEM:
1 MHOWHUTUB MOXET UMETb NPSIMOE AOMO/HEHME!

I told him to post the letter. ¢ Benen emy oTnpaBuTb NUCbMO.
2. IHOUHNTUB MOXET ONpefenaTbCa Hapeunem:
| asked him to speak slowly. A nonpocun ero roBOpUTbH MEANEHHO.

3. UHQUHNTUB MMeeT HOPMbl BpeMeHW W 3anora. B aHrnMiickoMm f3bike nepe-
XOfHble FNarobl UMeT YeTbipe hOpMbl UHOUHUTUBA B AeCTBUTENILHOM 3an0-



re n aBe (Gopmbl B cTpagaTenbHOM 3anore. HenepexofiHble FNaronbl, Kak He
uMmetolLne hopm € TpaaaTenbHOro 3an10ra, UMeT TONbKO (hOPMbl UHDUHUTUBA B
[eicCTBUTENbHOM 3anore.

Active Passive
Indefinite to ask to be asked
Continuous to be asking
Prefect to have asked to have been asked

Perfect Continuous to have been asking

Tonbko gns Indefinite Infinitive Active n Indefinite Infinitive Passive
MMEKTCS COOTBETCTBYHOLME (DOPMbI B PYCCKOM f3blKe: to ask - cnpalusath, to
be asked - 6bITb CNpOWEHHbIM (CNpawmnBaeMbiM). Ans ocTanbHbIX GOPM UHPU-
HUTMBA B PYCCKOM $i3blKe HET COOTBETCTBYIOLUX (OPM, U OHU HE MOTYT nepe-
BOAMTHCS Ha PYCCKWIA A3bIK M30/IMPOBAHHO, T.6. BHE MPEAN0XEHUS.

b) translate the following sentences into Russian and determine the functions of
the Infinitive:

1. Hardy created a drama not to be staged but to arouse many clear and
moving scenes in imagination. 2. He must have forgotten about it. 3. Thomas
Hardy, the author of many famous novels used to say that, writing them, he had
lost time to be spent on creating poetry. 4. | remained there to see what would
happen. 5. “Tess of the D ’urbervilles” and “Jude the Obscure” arc the novels to
be read first of all the novels Hardy created. 6. Hardy was not the man to share
the optimism of the 19k century materialism and to accept the consolations of
the Christian faith. 7. | should like him to be invited to the.concert. 8. She is
said to be writing a new play. 9. He was talented enough to create the novels to
be appreciated by the readers of some generations. 10. He is known to have
been working on this novel for many years.

Ex. 6. Use these words and word-combinations in the sentences of your own:

incident; inflict; brevity; arouse; clearcut; function (v); doctrine; at least;
the tragic irony of circumstances; by common consent; a detached spectator; the
puppets of Destiny; whether they are great or not; successive generations; var-
ied gifts; in a similar way.

Ex. 7. Write out from the dictionary the principal meanings of the following
verbs (with or without prepositions) and the word-combinations with these
verbs; memorize them and use them in sentences of your own:

to play, to lose, to catch, to hold, to bring



Ex. 8. Answer the questions:

1. Is it possible to say that Hardy is not a philosophical poet? 2. Is “The Dy-
nasts” a drama for the stage? 3. What part did Wessex play in Hardy’s work? 4.
Did his architectural profession influence his literary work in any way? 5. What
was his conception of fate? 6. What was his attitude to the Christian faith? 7.
What incongruity did early critics see in his works? 8. Why did his books ap-
peal to the readers of different generations? 9. In what way did his knowledge
of the country and its people help him? 10. What was Hardy’s attitude to na-
ture? 11. What are two opinions about his position as a novelist? 12. What
makes Hardy a really great figure in English fiction?

Ex. 9. Translate into English:

Tomac lapau 6bln pasHOCTOPOHHE OfapeHHbIM MucaTenem WU OAHUM U3
KpynHeAWnx noaToB AHIUMK, XOTS NPOCNABU/CS KaK poMaHuUCT. Fapan poaun-
cs 1 npoBen 60NblWYI0 YaCTb XU3HU B Yaccekce. OTTyja UM B3ATbl MHOTUeE Te-
Mbl 1 MEPCOHaXW ero KHUr. Mpodeccus apxuTekTopa oTpasmaach Ha ero nuca-
TenbCKOM MacTepcTBe. Kak HWMKTO [pyroil, OH yMen MCNONb30BaTb He3Hayu-
TeNbHble AeTanu AN co3gaHusa obuero agekTa. B pomaHax [apau, Kak U B
ero cTuxax, 3By4uT TeMa 3/10ro poka, NpecneAytolero 4yenoseka, KOTOpomy OH
ropsayo cumnaTmanpyet. XXanocTb U cocTpajaHne K N0AsM 1 BoOGLLE KO BCEMY
XUBOMY - OCHOBHas uyepTa TBOpuYecTBa lapfAn. XapakTepHOo, YTO ero repou He
WIWLYT YTEWEHNsA B XPUCTUAHCKOW penurun. NMpocTbiX NOAEH - CeNbCKUX XUTe-
neil - nucatenb HafenseT BbICOKMMMU CTPacTAMU W MoOBecTByeT 06 uX Tparuye-
CKO cyabbGe ¢ TakO Cepbe3HOCTbI U YYBCTBOM, UYTO HampallnBaeTcs CpaBHe-
HUWe C rpeyeckoit Tparegnei.

Y Fapaun 6bIn TanaHT NPUAYMbIBaTb CMELIHble CUTYaLUK, XXNBO paccKasbl-
BaTb 0 3a6aBHbIX MPOMCLIECTBUAX, YTO, B COYETAHWWU C MPEKPACHbIM 3HaHWEM
XW3HU 1 Nogell, fenano NOBeCTBOBAHME XUBbLIM WU ApKUM. TTpUpoay OH cuuTan
KECTOKOA 1 6ec)KanoCcTHOW, BHOCAUWLe 6ecnopsifoK M paspylleHne B XU3Hb
nogen.

Fapau - 60NblIO NucaTenb, NPOM3BEAEHUA KOTOPOro YNTAOTCA C UHTepe-
COM NOABMU MHOTMX MOKONEeHUA. Mbl BbICOKO LeHWM Tomaca [apau 3a cTpa-
CTHOCTb W TNYGUHY €ro couuanbHbiX 06MMYEHMIA, 3a ero CTONKUIA Aemokpa-
TU3M.

Ex. 10. Translate into Russian:

Hardy the Poet
Thomas Hardy wrote all of his great Wessex novels in the 19thcentury, and
as a novelist is outside the scope of the present work. But though he wrote po-
ems in his early youth, and at intervals during his novel-writing period, it was in
his last thirty years that he turned his back on prose-fiction and devoted himself



to his first love, poetry, to whom in spirit he had always remained true. His ad-
mirers are divided into those who rank his novels higher and those who prefer
his poetry. He himself is on the side of the latter. To be a poet, to give his life to
poetry, that had always been his desire, and if he had been quite free to choose
it is likely that he would have written no novels at all. In later life he spoke with
the utmost impatience of those who insisted on regarding him as a novelist
rather than a poet, complaining of American visitors who were inclined to inter-
rupt any remark about his poems with: “And now, Mr. Hardy, tell us something
about your real work.”

It is worth asking what Hardy was supremely qualified* to do in literature,
whether prose or verse, and how far he achieved it in either form. After exam-
ining his novels alone, and before his best verse had been written or published,
a very competent critic, Lionel Johnson, writing in 1896, compared Hardy not
with another novelist, but with a great poet - with Wordsworth. That was a tes-
timony to the poetic quality of his mind, revealed in prose, by one who had
never known that Hardy could write poetry of a very high order in metrical
form.* Poetic feeling and power are evinced in all the more moving passages in
the novels; Marty South’s lament in “The Woodlanders”,* though written in
prose, may stand as one of the superb, the most moving lyrics of the English
language; and there are scores of passages in the novels which have a compara-
ble effect on our minds. In spite of his own preference, one cannot lightly con-
clude that the main work of his middle life was devoted to a second-best; in the
case of a person so single-minded, so consistent as Hardy his poetry sprang
from the same impulse as that which inspired the best of his novels.

There are three elements which Hardy is supremely qualified to show,
which are found, separately or in combination, in his best work - Nature, in her
sweeter or her wilder moods; Humanity, breathtaking and passionate; the Des-
tiny, presiding over all, cruel in its blindness. In his epic drama, “The Dynasts”,
the third element only is revealed with all Hardy’s power, and we shall expect
some loss through the absence of the first and the second.

But the sweeter and more humane life comes before us again and again in
the short lyrical poems which Hardy went on writing to the end of his life, and
with more grip, more distinctiveness as he got older. In his early poems he had
been content to write as the spirit moved, adopting the measures and something
of the of the manner of that other Wessex poet, Barnes, or using metrical forms
which clung to his memory from the reading of other poets, Shelley or Ten-
nyson, or Hood, or Browning. But in the later lyrical poems there is a greater
weight of experience, and emotion arising from experience, a deeper undercur-
rent of thought, and a variety and richness of diction. He uses common words to
convey uncommon ideas, and is not afraid of uncommon, even uncouth words,
if they serve his purpose, and still employs West Country words which Bames
in his way had used just as Bums used Scottish words.



Notes:

- was qualified = was capable, could

- of a very high order of metrical form - coBepleHHble MO CBOEN MO3ITUYECKONA
thopme

- “The Woodlanders” - pomaH “XXutenu necos”

PART TWO. Texts for Independent Studying

1. Read Text One, translate it into Russian, divide it into logical parts and
entitle them.

Text 1. Geoffrey Chaucer

Modem poetry begins with Geoffrey Chaucer (1340 - 1400), diplomat, sol-
dier and scholar. He was a bourgeois who understood the court and had a keen
eye for the ordinary man, and he was a reader who had studied most of the lit-
erature available at his time. More particularly, he profited by his French and
Italian journeys to study the more ambitious ways of Continental poetry. Like
every scholar of his time he knew medieval Latin, and he had read diligently
some of the Latin classics, especially Ovid and Vergil.* He wrote because he
must have been aware of his own genius. His audience was necessarily a small
one, and in his own lifetime could not have been more than a few thousand
people, comprising courtiers and members of the rising professional and mer-
chant classes.

It is for “The Canterbury Tales” that Chaucer’s name is best remembered,
the unfinished collection of stories told by the pilgrims on their journey to
Canterbury, with the “Prologue”, the clearest picture of late medieval life exis-
tent anywhere. His quick, sure strokes portray the pilgrims at once as types and
individuals true of their own age and, still more, representative of humanity in
general. The idea of a collection of stories Chaucer may have had from Boccac-
cio’s “Decameron”*, but he borrowed little more than the initial idea. He keeps
the whole poem alive by interspersing the tales themselves with the talk, the
quarrels, and the opinions of the pilgrims, and here the “Wife of Bath” with her
detailed comments on marriage and the treatment of the male sex is supreme.

Geoffrey Chaucer is the “father of English poetry” and one of the greatest
narrative poets of England.

Bom about 1340, he was very fortunately placed in the social scale. His father
was a wine merchant in London presumably wealthy and certainly prominent,
whose relations with the court of Edward Ill enabled him to give Geoffrey every
advantage by way of education and experience that a young nobleman could



have enjoyed. At the same time, since the Chaucers belonged to the merchant
class, he would have had opportunities of knowing men and women of every
degree. While still in his ‘teens, he was attached to the train of a royal duchess
and saw service with the king’s army in France. His life thereafter was that of a
courtier and public servant. He was sent on missions to France and Italy, had a
long tenure of an important office in the customs, had charge of numerous
royal estates and buildings, sat in parliament as a knight of the shire from Kent,
and served as justice of the peace in the same county, where he must have had
land. His wife, like himself, was connected with the court, heing a lady-in-
waiting to the queen at the time he married her. Until the middle of 1391 he was
almost constantly in one service or another - so actively, indeed, that one won-
ders how he found time to write so much verse and prose as he left behind him
at his death on October 25, 1400, even though two important works were still
incomplete.

Chaucer’s successful career as a man of affairs was important, in a number
of ways, with reference to his infinitely greater career as a poet. It brought him
into contact with men and women of every kind, gave him the opportunity of
knowing intimately many parts of England as well as London, and by good
fortune took him to Italy at a time when Dante’s fame was still fresh and Boc-
caccio and Petrarch* still lived. His imagination was fed by his experience of
men as well as books; it was fired and directed, unquestionably, by reading the
great Italian poets. Though no man’s disciple, he absorbed everything his
French and Italian predecessors had to give him, and in mature middle age pro-
duced his masterpieces, which are still unrivalled in their kind.

Probably he did his early experimenting in French, since French was the
language of the court and of polite literature when he grew up. His first book
that can be dated was an allegorical elegy “The Book of the Duchess”. Not later
than 1387 he embarked on his most ambitious project of all, “The Canterbury
Tales”. That he did not live to write the sixty-odd tales he planned is a misfo-
trune, but it does not keep us from admiring the general dramatic scheme as
well as the completed sections. He went far enough with his plan to make what
we have one of the great stories of all time.

Apart from the brilliant “Prologue”, which pictures a representative group
of medieval men and women, the collection includes specimens of every type of
story current in the Middle Ages. “The Nun’s Priest’s Tale”* is perhaps the best
fable ever written; “The Pardoner’s Tale”* is really a mock sermon delivered
by a slightly tipsy seller of relics and pardons, but it contains a superbly told
narrative which in bare outline is one of the examples wherewith preachers
pointed their homilies;* “The Second Nun’s Tale” is a lay, or short romance.
The range of his art in story-telling was limited to no one form, to no one mood,
to no one length, an equal to it was his resourcefulness as a poet.



Notes:
- Ovid and Vergil - OBugnin n Beprunuii - fpeBHEPUMCKME NO3Thl, XMUBLINE B
1B. H. 3.

- “The Canterbury Tales” - “KeHTepbepuiickue pacckasbl” - COOPHWK HOBENN B
CTUXOTBOPHOI hopme

- Boccaccio’s “Decameron” - “[ekamepoH” BOKKay4yo - COOPHWMK HOBENN
nUTanbsiHCKoro nucatensa [A)oBaHHuM Bokkayyo (1313 - 1375), )KMBLIErO B 3NOXY
BospoxgeHus

- Petrarch - MeTpapka - UTaNbAHCKWUIA NO3T anoxu Bo3poxaeHus

-“The Nun’s Priest’s Tale” - “Paccka3 CBfilleHHMKa, COMPOBOXAALWEro Ha-
CTOATENbHULY”

- “The Pardoner’s Tale” - “Paccka3 npogaBua MHAYNbreHuuin”

- which in bare outline is one of the examples wherewith preachers pointed their
homilies - KoTopblii B 06WMUX YepTax M306paxaeT, Kak NMPOMOBEAHUKU yKpa-
WaKT CBOU NponoBeau

2. Read Text Two, translate into Russian; make a summary of it.
Text 2. The Beginnings of English Drama

The beginnings of drama in England are obscure. There is evidence that
when Romans were in England they established vast amphitheatres for the pro-
duction of plays, but when the Romans departed their theatres departed with
them. The earliest records of acting in the Middle Ages are concerned not with
plays but with individual players, jesters, clowns, tumblers and ministrels. Of
these the most important is the “ministrel”, who is a link between the Anglo-
Saxon “scop”, who sang long poems of heroes, and the later theatre. Through-
out the Middle Ages, in his multi-coloured coat, the ministrel must have been a
familiar and welcome figure. He could be found at the King’s court, in castles,
at tournaments and weddings, or in the market-places, gathering a crowd, and
speaking or singing his stories. It is recorded that in the army of William the
Conqueror,* the ministrel Taillefer died reciting the lay of Roncesvalles.* On
occasion the ministrel could grow rich under wealthy patronage, and lands and
valuable presents were assigned to him. Yet the life of the humbler ministrel
was at best a hard one, tramping the roads, exposed to the weather and relying
upon the generosity of such audiences as he could find. Officially, the hand of
the Church was against him, and there was little hope that his soul would be
saved from damnation. At the same time the Church must have seen that the sto-
ries of the ministrels encouraged pilgrims in the more weary stages of their
journeys. Some clerics even imitated the methods of the ministrels, and stood in
public places mingling words of religious guidance with secular stories. Monks,



too. were human after all, and enjoyed the ministrel’s stories, and sometimes an
unfrocked cleric would himself turn ministrel.

If the Church did not look kindly upon the ministrels, and their less repu-
table companions, it was the Church itself that brought back the drama into
England. The Church had condemned the theatre of the Roman Empire, and its
spectacles and themes gave every reason for such an attack. Yet the ritual of the
Church had itself something dramatic within it, and by the 10th century that rit-
ual extended into the rudiments ofa play.

Notes:

- William the Conqueror - Bunbrenbm 3aBoeBaTeflb, HOPMaHHCKUIA repuor, Ko-
TopbIA B 1066T. noKopua AHIAnIO
- the lay of Roncesvalles - necHb 0 PoHCeBanbCKON 6uTBE

3. Read Text Three, translate it into Russian.
Text 3. Ben Jonson

The genius of Shakespeare should not allow the rest of the drama of his age
to be obscured. Contemporary with him was Ben Jonson (1573-1637), a com-
bative, powerful personality, in almost every way a contrast to him. Jonson was
a classicist, a moralist, and a reformer of the drama. In comedy he turned his
back upon romance, and presented the London of his own day with a strenuous
effort towards realism,* and an attempt to contain the action within the “unities”
of time, place and theme. Nor was he content that his excellence should escape
the attention ofhis audiences. In prefatory verses he will thunder out the virtues
of Ins play, like some dowager presenting estimable but ungainly daughters.
While Shakespeare is showing Belmont and the Forest of Arden, Jonson depicts
the rogues of Barthlomew and Thames Side.* From his first successful play,
“Every Man in his Humour”,* he showed a consistency of method, though with
much development in skill. His characters were, as he described them,
“humours” characters: one element in their moral nature was displayed
throughout the play and exposed for ridicule. The nearest approach to this
method in Shakespeare is in Malvolio, but Jonson used this “static” type of
character with great success to emphasize the weakness and the moral diseases
of human nature. His gallery of “humours” is so extensive that he is in a way the
Dickens of the 17Ih century, though without Dickens’s sense of buoyant high
spirits, or his sentimentality. The corruption of the new wealth, which com-



merce was giving to the middle classes, affected Jonson deeply enough for him
to add bitterness to his comedy.

It is only to be regretted that from the 18lh century the idolatry of Shake-
speare has deprived Jonson of the place which should be his upon the English
stage.

Notes:
- with a strenuous effort towards realism - ¢ 60nbW UM peannsaMmom
- Bartholomew Fair and Thames Side - gemokpaTuyeckue paiioHbl JIoHA0HA
- “Every Man in his Humour” - komegus b. J>oHcoHa “Bcsik B cBOeM Hpase”

4. Read Text Four, entitle the logical parts of it; translate the text into Russian.
Text 4. Daniel Defoe

When, in the second decade of the 18lhcentury, the novel really emerged it
did so from a man to whom art and literary theory meant nothing, from a writer
who was not a gentleman but a tradesman dealing in commodities. In a sense,
the relation Defoe bears to the artist is that of the forger* but he was forging not
works of art but transcripts of actual experience. We see him as a novelist after
the event,* as it were. A novelist was the last thing he wished to appear as; and
by a paradox, it is exactly this that makes him the archetypal novelist.

When he wrote the first part of “The Life and Strange Surprising Adven-
tures of Robinson Crusoe, of York, Mariner”, by far the best known of the 374
works with which he is authoritatively credited,* Defoe was fifty-nine. By any
standard he was one of the most remarkable men who ever lived. Yet while it
would be absurd to maintain that his genius has not received its due, one does
notice quite commonly in his critics a certain meanness of spirit towards him.
Praise tends to be of grudging,* and one can only see in this the vestigial re-
mains of the contempt, which is one of class,* expressed in Swift’s reference to
him as “the fellow that was pilloried, 1have forgotten his name”. In fact Defoe
was almost the prototype of a kind of Englishman increasingly prominent dur-
ing the 18th century and reaching its apotheosis in the 19th: the man from the
lower classes, whose bias was essentially practical and whose success in life,
whether in trade or industry, was intimately connected with his Protestant re-
ligious beliefs and the notion of personal responsibility they inculcated. It was
men of this kind who made the Industrial Revolution, first as scientists and
technologists, and then as industrialists, like the Lancashire and Yorkshire tex-
tile manufacturers.

This new type of Englishman, empirical, self-reliant, energetic, and with the
sense of a direct relation with a God made in his own image, he expresses in the



character of Crusoe. The sources ofthe book have been haunted down by schol-
ars, but his indebtedness to earlier writers cannot take away from Defoe’s origi-
nality. In writing “Crusoe” he was not, of course, consciously writing a novel:
he was writing a spoof-autobiography which was to be taken by his readers as
fact. “Crusoe” sums up, as it were, within itself all the travel books that had
gone before it. It is in its way a highly scientific work; its facts, geographical
and otherwise,* are as accurate as the knowledge of his day could make them.
The secret of the uncanny verisimilitude he achieves has often been analysed.
He was the master of the literal;* he produces his illusion of complete reality by
employing a mass of circumstantial detail of a kind no one, we think as we read,
would bother to invent. In “Robinson Crusoe”, for example, the shipwreck and
the hero’s sojourn on his island, though the most important parts of the book,
are still only parts. Before he reaches the point of being cast away, Crusoe
passes through a whole gamut of adventures, including a period in slavery to the
Barbary corsairs. By the time we reach the shipwreck it had already become in
our mind something that would inevitably happen to a man, like him, it is in
other words, in character. The smaller lies have conditioned us to accept the
bigger one. It is certainly incredible enough: Crusoe is on his island twenty-
eight years, two months, and nineteen days. The exactitude is characteristic: it is
partly because we can follow Crusoe’s experiences at times from day to day and
always from year to year, with the dates given, that we swallow the impossible.
But we accept Crusoe’s story even more readily because Defoe puts the stress
all the time not on the island or on the dangers surrounding his hero but on Cru-
soe, the man himself. It is Crusoe who fills the picture, and he does so as a truly
heroic figure, a man dominating nature.

Crusoe is a strikingly complete character; though there are whole areas of
human experience on which he has nothing to say, this does not make his com-
pleteness the less, for those he does report on are rendered so fully that we can
work out for ourselves his attitude to the others. At first sight the clue to Cru-
soe’s character may seem to be his: “It was in vain to sit still and wish for what
was not to be had, and this extremely rous’d my application”, together with his
powers of observation and deduction.

But there is also the other side to Crusoe, the religious side, his preoccupa-
tion with theology, his moralizing. As much as Milton,* Crusoe is God’s Eng-
lishman, and God helps those who help themselves. The sense of partnership
between God and man is with Crusoe all the time.

Within a year of the publication of “Crusoe” a parody of it had appeared,
ending with the point-blank assertion that Defoe was a liar. He retorted that the
book was in fact allegorical, every important passage in it corresponding to an
event in his own life. However disingenuous Defoe’s defence may be in detail,
in a sense it is obviously and profoundly true. No doubt Defoe began with no
other intention than to write a fake-autobiograpby of a sailor, but the reader who



returns to it as an adult cannot fail to see in it more than the adventures of the
castaway on an uninhabited island.

To talk of his influence is to plunge into imponderables.* It would be as
easy to discuss and weigh the influence on our novel of the English weather or
the English climate. One can only say, that without him we should all be differ-
ent from what we are. One great contemporary he certainly influenced, and it
was Swift.

Notes:
- forger - umuTatop
- anovelist after the event - pomaHucT-penopTep
- with which he is authoritatively credited - kKoTopble HaBepHSiKa HanucaHbl UM
- praise tends to be grudging - xBanaT ero Mmano
- which is one of class - Takoe Xe, Kak ” ...
- otherwise = others
- he was the master of the literal - B coBepweHcTBe Bnajgen MCKycCTBOM TOYHOTO
onucaHusa
- Milton - [>X0H MunbToH (1608-1674) - aHFAMACKWMIA NO3T, MONUTUYECKUIA
fneAaTenb, MbICNNUTENb
- to plunge into imponderables - (Bce paBHO 4T0) 06BACHATL HEYTO HEOOBACHM-
moe

5. Translate Text Five.
Text 5. Laurence Sterne

Of the 18lh century novelists, the strangest, and the most variously judged,
is Laurence Sterne (1713-1768). The great-grandson of a bishop, and the son of
a soldier, he was educated almost in the barrack-room, but he found his way to
Cambridge and to a Master’s degree.* He was ordained, and obtained a living in
Yorkshire, but though he read theology and published sermons, he had also
studied the works of his “dear Rabelais* and dearer Cervantes”. Even in the 18th
century, when there were many odd clergymen, Sterne would have stood high in
a competition to select the oddest. His “Life and Opinions of Tristram Shandy,
Gent” (1759- 67) is anovel without predecessors, and the product of an original
mind, and immediately popular. Judged by ordinary story-telling standards
“Tristram Shandy” is preposterous. The reader has to wait until the third book
before the hero is bom, and even then his future life remains undefined. The
narrative consists of episodes, conversations, perpetual digressions, excursions
in learning, with unfinished sentences, dashes, blank pages, fantastic syntax,
caprices in humour, bawdy, and sentiment. In the midst of all this there are



characters clearly indentifiable: Toby, the veteran of Marlborough’s cam-
paigns* and the clearest source of the sentimental in the novel. At first sight it
all seems a perversion, a wanton destruction of form, but to judge thus would be
to judge superficially. Sterne is asserting, however indirectly, that the orderly
narratives of events, with their time and space realism, have little relation to the
disorder of the human mind where sequence is not logical but incredibly capri-
cious. In “ Tristram Shandy” he is led to describe this earth as a planet made up
of the sweepings of all the rest, and the incongruity of life, which drove Swift to
black moods of satire, affected him also, but in a different way. It accounts for
his broad facetiousness, for his Rabelaisianism,* his recognition of the comic in
the very physical figure of man. Nor is this comedy left in detached aridity.
While he laughs at the odd experience which is human life, he feels for man-
kind, afflicted and suffering. The sentiment frequently seems excessive to the
subjects which arouse it ... To this indulgement in sentiment the name senti-
mental may be attached, and the term was used by Sterne himself in the title of
his “Sentimental Journey” (1761), where he portrays a journey through France
with a quieter mood than is present in “Tristram Shandy” and with less display
of learning, though the humour that invigorated the earlier work is not forgot-
ten.

Notes:
- a Master’s degree - yyeHas cTeneHb Marucrpa
- Rabelais - ®paHcya Pabne (1494-1553), hpaHLy3CKUiA nucaTenb-rymaHncT
- Marlborough’s campaigns - BoeHHble MoxoAbl repyora Manb6opo
- Rabelaisianism - pabne3naHcTBO

6. Translate Text Six into Russian.
Text 6. Richard Sheridan

Much distinction is attached to the comedy of Richard Sheridan (1751-
1816), who in his extraordinary career was at one time Under-Secretary for For-
eign Affairs and Secretary to the Treasury. Unfortunately he was early dis-
tracted from his career as a dramatist, so that his fame depends on three come-
dies: “The Rivals” (1775), “The School for Scandal” (1777) and “The Critic”
(1779). With Sheridan something of the brilliance of Restoration dialogue* re-
turned into comedy, though without the narrow and immoral Restoration word.
Instead, a more genial and romantic atmosphere is created, as if some memories
of Shakespeare were descending 18lh century Bath.* The characters are firmly
presented, with clerity reminiscent of Jonson,* though the atmosphere in
Sheridan is gayer. Some concessions to sentimentalism he felt bound to make,



but the ironic spectator need not take them too seriously. There is no depth in
Sheridan’s world, no new interpretation of human nature. In this he is nearer to
Wilde* than to Jonson. It must always be remembered how short was his career
as a dramatist. “The Rivals” show an ease and mastery which in a first play is
almost incredible. Already in “The School for Scandal” he has improved on this
brilliant beginning, both in the balance of the action and the technical perfec-
tion of the scenes. The main memory from his plays is of the verbal dexterity
and the laughter which his well-planned scenes can create. He was sufficiently
realistic to portray the late 18thcentury as no other dramatist had done, yet with
geniality ofromance.

Notes:
- “The School for Scandal” - “LLkona 3anocnosus”
- Restoration dialogue - gnanor B KoMeausx anoxu PecTaBpauuu, M3BECTHbIX
CBOVMM OCTPOYMMUEM
- Bath - KypopTHbIA ropog baT, Kyja cbesxanocb Bbicllee 06W,eCTBO, OTNU-
yaBLleeca KpallHed pacnyL,eHHOCTbI0
- Jonson - beH O>XOHCOH (1573-1637) - aHrnuiickuin gpamatypr, aBTop KoMme-
Wi HpaBoB
- Wilde - Ockap Yaiinbg (1854-1900) - aHrAMACKWIA NucaTenb U gpamaTtypr

7. Translate Text Seven.
Text 7. Oliver Goldsmith

Oliver Goldsmith’s novel “The Vicar of Wakefield”,* published in 17786,
has proved by far the most popular 18th century novel apart from those of the
Big Four.* Its popularity, indeed, has been quite disproportionate to its
achievement as a novel, and much of it has undoubtedly been due to its
“niceness”,* which allowed adults to put it in the hands of young people when
“Tom Jones” was considered improper. As a novel, its faults are gross. “The
Vicar of Wakefield” survives almost in spite of Goldsmith’s own intentions.
We read it as a domestic idyll, and especially for the character of Dr. Primrose,
that unworldly clergyman who in so many ways is a softened, sweetened, more
respectable Parso Adams.* But it was not quite how Goldsmith meant us to see
his novel. In essential content it is obsessed with the same problem of arbitrary,
irresponsible power, The abduction of Olivia by Harry Thornhill, the young
squire, might have occurred in Richardson, Fielding or Smollett, and Dr. Prim-
rose’s experience in jail are likewise from the common fund which went to the



making of the 18lh century novel at its greatest. And Dr Primrose was meant to
be a figure of satire, almost a butt, a specimen of foolish optimism. Wisdom is
represented by Burchell, whose job is to save Primrose and his family from the
consequences of the vicar’s folly. But Goldsmith of all writers was the least cut
out to be a realistic novelist, and what he achieved was something very different
from what he intended; instead of the near-tragedy of a man who brought him-
selfand his family to ruin he produced something very much like a fairy-tale, an
idealized picture of rural life, with a delightful Quixotic comic character at the
centre and with Burchell as an awkward 18th-century good fairy to contrive a
happy ending. When we remember the book it is the comic idyll of family life
that comes first to mind; the intrigue, the abduction, and the resolution of the
plot require an effort of memory - inevitably, since they are carried out with
hardly more conviction than similar incidents would be in a modern musical
comedy.

Notes:
- “The Vicar of Wakefield” - “BekpunnbacKkunii cBALWEHHUK”
- the Big Four - yeTbipe Bbigatowmxcs nucatena XVlllb. - PuyapacoH, dun-
aunur, Cmonnet, CTepH
- niceness - NOPAJ0OYHOCTb
- Parson Adams - repoini pomaHa ®unguHra “Victopusa npuknroveHunin fxoseta
SHpgptoca un ero gpyra Abpaama Agamca”

8. Translate Text Eight into Russian; summarize the main idea.
Text 8. The Romantic Movement

The romantic movement in English literature coincides with the transfor-
mation of Britain from the agricultural and commercial country of the 18* into
“the workshop of the world”. It coincides with the Industrial Revolution at
home and the French Revolution abroad. It was (to simplify a very complicated
question) the expression of the need of the British writers to come to grips with
the new world that the Industrial Revolution created. In this task the old secure
standards of the 18if-ceniilry ruling classes were inevitably insufficient. The old
horizons were inadequate; a thousand new problems, new relationships, new
ideas came crowding in.

The writers whom we come to see as belonging to the Romantic movement
were men and women of widely differing attitudes to life and ways of writing.
Wordsworth and Byron, Coleridge and Keats, Shelly and Scott have, when we
come to look at their work, remarkably little in common in the way of positive



achievement or philosophy. But they have this that links them together: each is
responding in his particular way to the new situation brought about by the In-
dustrial Revolution.

The Romantic movement was not a literary movement away from realism.
On the contrary it was the aim of the Romantic writers to achieve a more sig-
nificant, more inclusive realism than the conventions of aristocratic literature
had permitted.They did not always succeed, for it was one thing to recognize
the inadequacies of the class-bound standards of the “classical” writers and
quite another to achieve a satisfactory democratic art. For reasons which, from
our point of vantage a hundred and fifty years on, it is not hard to understand, it
was easier for the Romantic writers to sense that it was impossible for them to
attach themselves any longer to the 18th century tradition, than to discover a
positive force upon which to base their work and aspirations. Hence the ten-
dency of a good deal of Romantic literature to lose itself in vagueness and in-
dividualist frustration and to become in the end romantic in the pejorative
sense.

9. Translate Text Nine.
Text 9. P.B. Shelley

When we pass from the first generation of Romantics to the second we are
in a new world. Wordsworth and Coleridge were young in the dawn of the
French Revolution; when Byron and Shelley began to write the Napoleonic War
was ending, and when it ended the tide of reaction set in. By that time Word-
sworth was middle-aged, soothed and tamed into acceptance of the “status quo”
in politics if not in economics, and returning step by step, to the Anglican fold;
Byron and Shelley were young high-spirited aristocrats, rebels against conven-
tion, the one a sceptic, the other a professed atheist.

P.B Shelley (1792-1822), to some critics, is irritating and ineffectual, yet
considered more sympathetically, he is, with Blake,* the nearest example of
poet as prophet, and he is a greater poet than Blake, and in his life he suffered
more. An unimaginative father forced the routine of Eton upon him* as a boy.
Later he escaped from Oxford by expulsion, for circulating his views on Athe-
ism to Heads of Colleges and others. From then to the end there is no steady
track to his life; he seemed to hurry from one situation to another by some
power beyond his will, though in every new crisis he maintains his integrity.
His early, rash marriage to Harriet Westbrook can be blamed upon neither of
them. That she suffered is obvious, and so everyone was to suffer who encoun-
tered Shelley’s ecstatic and uncompromising nature. That he should leave her



was inevitable, but to attach to him any responsibility tor her suicide would be
unjust. His nearest approach to happiness came from his association with Mary
Godwin, and after Harriet’s death she became his wife. With her his life was
spent mainly on the Continent, in Switzerland and Italy, and here he was killed
in 1822 during a storm in the Gulfof Spezia.

Before he was a poet Shelley was a prophet, and his poetry is largely the
medium for his prophetic message. He refused to accept life as it is lived, and
he tried to persuade others of the absence of any necessity for doing so. If
tyrany were removed, and cruelty, and the corruption of man by man through
jealousy and the exercise of power, life would be beautiful, and an experience
governed by love.* This message to humanity he had devised in part from the
“Political Justice” of his father-in-law, William Godwin.* His success as a poet
lay in the fact that, after such comparative failures as “Queen Mab” and “The
Revolt of Islam”, he succeeded ultimately in incorporating his message in
“Prometheus Unbound”.* In this lyrical drama he takes the tragedy of Aeschy-
lus* as a model, with the story of how Prometheus was bound to a rock by Ju-
piter. He modifies the legend to glorify the spirit that man might have if he took
love as his guiding law and refused to tolerate any tyrany, even though the
name of a god were summoned as the sanction.*

The theme of “Prometheus Unbound” is the great one, that of the moral
salvation of man, and the verse has a lyrical quality unsurpassed in modem lit-
erature. The images he employs in his poems are always of insubstantial things
- winds, dead leaves, sounds, colours, waters. Often in his verses he returns to
the image of a boat upon a moonlit sea; or the crescent moon itself, shaped like
a boat, burning in the clear Italian night. This image dwells in the mind even
after his verses have been forgotten: an ethereal form in a boat upon a lake, and
in the boat a light burning always. If his verses are less read than once they
were, and even if he isremembered by the ode “To the Skylark”, the least char-
acteristic of his poems, he has had some permanent influence on life, for with
his transculent spirit he has touched the philosophy of progress until it has be-
come vision, and from vision life may come.

Notes:

Blake - Yunbam bneik (1757-1827)- aHFMMACKNA MO3T U XYJ0XKHUK

forced the routine of Eton upon him - 3actaBun ero yuntbcsi B NToHe; NTOH -
KOHCepBaTMBHOe yuyeb6HOe 3aBefeHne B AHIIUN AN NPUBUIETMPOBAHHOIO CO-
cnosus

an experience would he governed by love - ntogn B cBOUX AencTBUAX 6YAYT py-
KOBOACTBOBATLCS N06OBbIO

William Godwin - Y. F'oaBuH (1756-1836)- NpOrpeccuBHbIii aHrAUACKNIA Ny6-
amumet



“Prometheus Unbound” - gpama Wennn “OcBo60oXaeHHbI MpomeTein”
Aeschylus - gpeBHerpeueckunii gpamatypr dcxun. Ero Tparegms HasbiBanacb
“TTpuKoOBaHHbIN MpomeTeir”

even though the name ofa god were summoned as the sanction - faxe ecnu oHa
ocBsilleHa MMeHeM 6ora

10. Translate the fragments; summarize the main idea of each of them
Text 10. On Drama

a) It is false to consider drama merely as a part of literarure. For literature
is an art dependent upon words, but the drama is a multiple art, using words,
scenic effects, music, the gestures of the actors and the organizing talents of a
producer. In some plays the gestures of the actors are of first importance and the
words play a negligible part. Here drama is approaching the ballet, in which the
gestures have been stylized and the words have disappeared. In other plays the
words seem of first importance, as in some of G.B. Shaw’s plays, where one
actor speaks, and all the others must learn to sit still and wait. The words used
in drama may be either verse or prose, but whichever form is employed the gen-
eral purpose of the drama must be served. Many writers of verse-drama have
believed that a play can be made out of a series of fine-sounding speeches. A C.
Swinburne* adhered to this idea, which arose from a misunderstanding of
Shakespeare’s practice. Shakespeare knew that the play must come first, and the
words, however brilliant, must be subservient to it.

The dramatist, more than any other artist, is dependent on the human factor,
and on the machinery. The poet or the novelist can proceed as long as he has
pen, ink and paper, but the dramatist must have players, a stage and an audi-
ence. Some writers have written dramas without a thought of the theatre, but
“this theatre of the mind” must be judged differently from the actual theatre,
with its physical and material problems.

b) English Drama of the 19th Century.

The drama of the early 19th century was on the whole deplorable. While po-
etry and fiction were drawing upon the genius of the romantics, the theatre was
the home mainly of irregular spectacles, melodrama and farce. Most of the ro-
mantic writers attempted drama but with little success. The one outstanding ex-
ception was, surprisingly, Shelley’s “The Cenci” (1820), though the theme of
incest made the play impossible for the stage. A number of reasons have been
assigned to this decay of the drama. A simple external reason can be found in
the monopoly held by the two houses*, Covent Garden and Drury Lane for the
performance of serious drama. They had become too large for the subtle effects
of the actor’s art, and the managers had been led to numerous expedients to
maintain solvency. The act of 1843 for regulating the theatre removed the mo-



nopoly and allowed the smaller theatres to produce drama equally with the two
patient houses. As a result, in the sixties, a number of new theatres were built in
London.

The decline of the drama cannot be assigned to any single cause. 1he pros-
perous middle-class society had no genuine appreciation of drama as an art, and
the actor, with a few notable exceptions, remained a member of a profession
without honour. The audiences which gathered to the 19th century theatre had
not the intelligence, or the imagination of the Elizabethan* audiences. The State
certainly looked with bleak unconcern upon the art, which should be a central
one in any healthy national life. Neither the Court, nor the Queen, had the talent
to encourage drama, and so commercialism, which was infecting England in
many other ways, dominated the drama.

The danger in the 19th century theatre was, above all, that it was unrelated to
the life of the time. The changes in the structure of society had so modified the
human personality itself that a new interpretation was essential.

Notes:
- A.C. Swinburne - A.Y4. CynH6epH (1837-1909) - aHrnniicknii NoaT, gpama-
TYpr, KPUTUK
- houses = theatres
- the Elizabethan audiences - 3puTenn enn3aBeTUHCKON 3MOXM, T.e. BpeMeH
Wekcnupa
- with bleak unconcern - ¢ yHbI/IbIM paBHOAYLWNEM

PART THREE. Study synonyms and words which are usually confused
by Russian learners. Do the given exercises

I. MoHnmaTb - to understand, to realize, to make out

to understand - to know the meaning, explanation of smth. - He didn’tun-
derstand me ( what | said). Syn. to see, to get (collog.) - Do you .see what |
mean? He didn’t see the point of the story. Get it? (Do you understand?)
You’ve got it all wrong (have misunderstood it).

to realize - to be fully conscious of, to understand - You don’t realize what a
difficult position I am in.

to make out - to manage to see, read (usu. implying difficulty), to understand -
1 can’t make out what you’ve written here. What a queer fellow he is! | can’t
make him out at all.



Ex. Choose the right word:

1 It’s necessary to ... the rule before doing this task. 2. The man was quiet. He
didn’t ... the danger. 3. I don’t .. why he has left. 4. She speaks in a low voice.
Can you ... what she is saying? 5. | wasn’t there on Friday. ... it? 6. Do you ...
what I mean? 7. As faras | can ... you’ll be able to do it alone.

2. Y3HaThb - to learn, to find out, to come (get) to know

to learn - to be told or informed - I’'m sorry to learn he is ill.

to find out - to learn by study, calculation, inquiry - Please, find out how to get
there / whether there is an express train.

to come (get) to know - to reach a point where one sees, feels, understands,
knows - When we came to know them better we rather liked them. When you
get to know him you’ll become friends.

3. YunTb, U3yunTh, BblYy4NTb - to study, to learn

study and learn are rather close synonyms. In general sense they both mean ‘to
get knowledge, to acquire information’.

to study is used mainly when we mean the process itself; it is used in a wider
and more general sense than to learn, e.g. The more we study, the more we
leam.

to learn may have an additional shade of meaning, namely, ‘to master smth.”’
e.g. | studied the reading rules but I haven’t learnt them yet. So ‘to leam’, as a
rule, means the result of the process of studying.

to learn may also mean ‘to make progress’ e.g. The child learns quickly,
to study may have an additional meaning, namely, ‘to investigate, to examine
closely’ e.g. He studied her face very carefully in the hope that it would tell
him her thoughts.

4. ObyyeHune, obpasoBaHue, BOCNMTaHuMe - training, education, upbringing
training - the act of systematic teaching, drilling; the state of being trained, usu.
to become a specialist in some special field.

e.g. He had much training before he became a good soldier,
education is used in a wider sense than the word ‘training’. Education is 1) the
teaching and training of the young, e.g. No country can neglect education. 2) the
knowledge and abilities developed through teaching and training.

e.g. He received a good education,
upbringing: methods of forming the character of a young person, e.g. He owed
his success to the good upbringing his parents had given him.

5. Mucbmo, nocnaHue - a letter, a note, a message
letter: a written message, e.g. On her birthday the teacher got many letters from
her former pupils.



note: a short informal letter, e.g. Yesterday | received note from my friend
invi-ting me to the opera.
The difference between Tetter’ and ‘message’ is that ‘message’ means any com-
munication (written or oral) while ‘a letter’ is a written message only,

e.g. Wireless messages told us that the ship was sinking.

Ex. Choose the right word:

1. Ann gets ... from her pen-friends in England. 2. A ... was received that the
plane had been caught up in a severe storm. 3.1left a ... for Ann telling her that
the party was fixed for Sunday. 4. | mustn’t forget to send the Whites a ... of
thanks. 5. Radio ... told us that the ship was sinking.

6. CnpocnTb, HaBeCTW cnpaeku - to inquire, to ask

The difference between ‘inquire’ and ‘ask’ is that ‘inquire’ is more formal and

expresses a more detailed (or more important) examination, e.g. Let us go to

the window for letters to be called for and inquire if there are any letters for me.
e.g. Mary asked me what | was doing at the post office.

Ex. Choose the right word:

1 lie .. me to telephone him the results of the interview. 2. Wait a minute, I"’ll
. if he has gone out. 3. Were you ... many additional questions at the exam?

4. Having ... his way of a passer-by, he continued to walk. 5. “Have you come to
... about Father’s health?” asked Henry.

7. CmoTpeTsb, rnafieTs - to look, to stare, to gaze, to glance
to look means ‘to use one’s eyes, to try to see’ e.g. He looked at me but didn’t
recognize me.
to stare means ‘to look steadily, with wide-open eyes, often with curiosity or
surprise, or vacantly (6eccmbicneHHo, paccesHH0)’. We may stare at a person or
thing, into the water, fire or anything that has depth (npuctanbHo cMoOTpeThb,
rna-3eTb, TapawmuTb/nannTbL rnasa), e.g. He was staring into the distance. Do
you like being stared at?
to gaze means ‘to look at smb. or smth. (or into smb.’s eyes) usu. long and
steadily with interest, love, desire, in wonder, admiration, etc.” e.g. lie’s very
fond ofhis little daughter - he can gaze at her photo for hours,
to glance is another synonym of this group which differs from the rest of them
by duration: it means looking at smth. briefly, passingly, a moment only,

e.g. She glanced shyly at him from behind the fan.

Ex. Choose the right word:

1 If simpolite to ... at people like that. 2. A big crowd stood on the pavement...
at the broken car. 3. No wonder people stand ... at this picture for hours: it’s so



beautiful. 4. The little boys stood ... at each other ready to start a fight. 5. ... at
her: she is ... out of the window with that strange expression of hers. 6. The
Greek myth runs that Narcissus ... at his own reflection in the water until he fell
in love with it. 7. She ... at me and lowered her eyes shyly.

8. OcTasaThbcs - to rest, to stay, to remain

to rest - to continue to be in a specified state, e.g. Let the matter rest. - MycTb
BCE

ocTaeTcs Kak ecTb. *

to stay - to be, remain in a place or condition. - e.g. | don’t want to stay here. -
1 He X04y 0CTaBaTbCA 3feCh.

to remain -1) to be still present after a part has gone. e.g. After the fire very lit-
tle remained of my house. 2) to continue to be in the same place or condition,
e.g. Everything remains without changes. (Bce ocTaetcs 6e3 n3amMeHeHni1.)

He remained silent.

Ex. Choose the right word:

1. Her fingers touched her forehead and ... there. 2. Do you often have to ... at
the office after work? 3. He ... silent. 4. She sat with her elbows ... on the ta-
ble.

5. Much ... to be settled.

*Longman Dictionary of Contemporary English

REST

1) relax - to stop working or doing an activity for a time and sit down or lie
down to relax; If you're tired, we’ll stop and rest for a while.

2) restyour feet. / legs / eyes etc. - to stop using a part of your body because it is
felling sore or tired,;

3) give support - to support an object or part of your body by putting it on or
against smth.; rest smth. against/ on etc.; Rest your head on my shoulder.

4) lie / lean on smth. for support (+ against) The ladder rested against the wall.
She sat with her elbows resting on the table.

5) let the matter rest also let it rest - to stop discussing or dealing withsmth.;
We could go on arguing but I think we’d better let the matter rest.

6) lie buried - a word meaning to lie buried, used when you do not want to say
this directly: My mother rests beside my father in the family graveyard.
Last /final resting place - the place where someone is buried: He decided
that
Rome, where he had been so happy, would be his final resting place.



RIP - the written abbreviation of Rest In Peace, often written on a stone over
a grave.

9. Yno6HbIli - comfortable, convenient

comfortable -giving comfort to the body, e.g. a comfortable chair/bed; having
or providing comfort, e.g. Please, make yourself comfortable,

convenient - suitable, handy, serving to avoid trouble or difficulty, e.g. con-
veni-ent time, method, tool, place, etc. Will this bus be convenient to/for you?
Let’s arrange a convenient time and place for the conference.

10. Nwobumew - favourite, pet

favourite: a person or thing liked (preferred) above all others; e.g. This book is
a great favourite of mine. He is my uncle’s favourite.

pet: 1) a darling, e.g. There were three girls in the family, but the youngest had
always been her father’s pet. 2) an animal kept as a companion and treated with
affection, e.g. | have two pets: a dog and a parrot.

11. CTapwwuii - older(oldest), elder (eldest)

older: more advanced in years than someone else; e.g. Is your brother older
than you?

oldest: older than others; e.g. Who is the oldest in your class?

elder: bom earlier (of two in the same family; never followed by than);
e.g. Which is the elder of the two sisters?

eldest: the oldest or first-born (of a family of brothers and sisters; more than
two); e.g. The eldest girl looked after three little sisters.

Ex. Choose the right word:

1. Mr. Black is ... than his wife. 2. My ... brother is in Brazil. 3. Mr. Green is 95.
He is the ... friend | have. 4. Who is the ... in your group? 5. Which is the ... of
the two sisters? 6. The Smiths have two sons, Henry and Will. Will is the ... son
and Henry is the younger son. Will is three years ... than Henry.

12. HeBecTa - bride, fiancee

bride: woman on her wedding-day and through the honeymoon; e.g. The bride
looked very nice in her white wedding dress.

fiancee: woman to whom one is engaged; e.g. A man who is engaged, but not
yet married to a woman, when speaking of her, will say “My fiancee”.

13. Xo03aunH - master, owner, landlord/landlady, host/hostess

master: 1) man who has others working for him or under him; 2) male head of a
household; e.g. No man can serve two masters.

owner: person who owns smth; e.g. Who’s the owner of the house?



landlord: person from whom another rents land or building(s); e.g. The land-
lord showed us a cosy sitting-room.

host: person who entertains guests; e.g. As Mr. Hilton was away, Tom, the eld-
est son, acted as host at the party.

Ex. Choose the right word:

1. The slave-owners were known to be cruel ... . 2. Yesterday | went to a party.
Mr. Brown and Mrs. Brown invited me. | was their guest, they were my...and ...
. 3. He asked the ... if he had any rooms to let. 4. Who is the ... of the house?

5. But the ... of the house was not George Meadows; it was his mother.

14. Kpacussblit - beautiful, handsome, pretty

beautiful: giving pleasure or delight to the mind or senses. The word is applied
both to the human face or figure and to other objects; e.g. She was not beautiful,
her figure was too small and thin.

handsome: having good proportions; well-formed; good-looking (of a man);
having the kind of beauty that is associated with strength and dignity rather than
with feminine charm (of a woman); e.g. He is a handsome fellow. Would you
describe that lady as beautiful or handsome?

pretty: attractive, pleasing, charming, but less than beautiful. It implies deli-
cacy. So a tall woman with masculine features cannot be pretty, e.g. She’s a
pretty girl.

Note: Of all the synonyms beautiful is the strongest. Handsomeness and pret-
tiness are to beauty as parts to a whole. Handsome is more than pretty and
less than beautiful.

15. Xygoii - thin, lean, slender, slim

thin: having little flesh. It implies weariness or disproportion; e.g. How thin
you have grown! What’s the matter?

lean: (of persons and animals) thin, not fat. The difference between the words is
that lean more often than thin suggests a natural state, e.g. He looked lean but
healthy after his summer vacation.

slender: thin. When applied to the human body, slender implies a generally at-
tractive and pleasing thinness, delicacy, gracefulness (and usually good propor-
tions); e.g. awoman with a slender figure.

slim: it differs very little from slender. The opposite to slim is stout and also
thick; e.g. It was nice to be slim, and yet perhaps his cheeks were too thin.

Ex. Choose the right word:
1 Arthur was a ... little creature more like an Italian than an English lad. 2. She
is rather ... in the face. 3. She was a ... blue-eyed girl with thick golden plaits.



4. The fellow was as ... as a rail. 5. His doomed forehead, great moustache,...
cheeks and long jaw were covered from the sunshine by an old Panama hat.

16. MosepgeHue - behaviour, conduct

behaviour: way of acting; manners (to behave means to show good manners).
The word behavior is used when we speak about our manner of acting either in
the presence of others or towards others; e.g. His behavior towards me shows
that he doesn’t like me,

conduct: the actions of a person considered with reference to morality. The
word conduct is used when we mean the general character of our actions in
more serious instances of life, especially when the idea of the moral aspect of
the action is important; e.g. You are old enough to know the rules of conduct (to
know how you should behave).

Ex. Choose the right word:

1 Tom won a prize for good ... at school. 2. His strange ... on the road was
discussed by everybody in the village and it was explained in many different
ways. 3. You are old enough to know the rulesof.... 4.1don’tthink that any
one can approve of his ... towards his aunt, he ought to be polite to her. 5. Don’t
you see his ... towards you shows that he adores you?

17. HanomunHaTsb - resemble, remind (of)

resemble: to be like; to look like; to be similar to; to be of the same or similar
appearance; e.g. The boy resembles his father.

remind (of): to bring to the mind; to cause smb. to remember; e.g. He reminds
me of his brother (makes me think of his brother because he resembles him).
Remind me to answer these letters tonight.

18. O>kupgaThb - wait, to expect

wait (for): stay where one is, delay acting, until smb. comes or smth. happens;
e.g. Who are you waiting for?

expect: think or believe that smth. will happen or come, wish for and feel con-
fident that one will receive; e.g. We didn’t expect you to come so early.

Ex. Choose the right word:
1. They .. to work on Sundays. 2. Please, ... a minute. 3. How long have you

been .. ? 4. We ... them to arrive yesterday. 5. “Will he be late?” - “I ... s0.”
6. We are ... for the rain to stop. 7. You can’t leam a foreign language in a
week; it’s not to be ... . 8. They say that everything comes to those who ... . 9.

You are ... to much ofher. 10.1... you to be punctual.



19. Euwe - else, still, more, another, other, yet

else: (with indef. or interr. pron. or adv.) besides, in addition; e.g. Who else are
you waiting for?

still: even to this or that time; e.g. Is your sister still here. Hasn’t she left?

more: a greater amount, number; an additional amount; e.g. We need more
men/help. 1’d like one more cup of tea.

another: an additional (one); e.g. Will you have another (one more) cup of tea?
other: not already named or implied; e.g. What other books by this author have
you read?

yet: (in negative contexts or contexts indicating ignorance or uncertainty) by
this or that time; up to now, up to then; e.g. They are not here yet.

Ex. Choose the right word:

1 We have had no news from him ... . 2. He is ... busy. 3. Ask somebody ... to
help you. 4 .1don’t like this hat. Show me ... (one). 5. Would you like a little ...

ofthis soup? 6. W hat... museums did you see in London? 7. Have any ... paper?

I need two ... sheets of paper. 8. Will he ... be here when | get back? 9. At 2

o’clock they had not... decided how to spend the afternoon. 10. Have anything

... to do?

20. Cnyuaii, npoucwecTBue - incident, accident, event

incident: event, esp. one of less importance than others; e.g. frontier incidents,
accident: smth. that happens without a cause that can be seen at once, usu.
smth. unfortunate or undesirable; e.g. He was killed in a motoring accident,
event: happening, usu. smth. important; e.g. the chief events of 1999. Tell us all
about this strange event.

21. O6bABNATb, peKnamuposaThb - advertise, announce

advertise: to make known to people (by printing notices in newspapers, etc. or
by other means, e.g. TV); e.g. Manufacturers and shopkeepers advertise the
goods they want to sell. Advertisement - a printed notice about things to be
sold or things that are needed.

announce: to make news, facts known; to tell; e.g. Mr. Green announced (to his
friends) his engagement to Miss Collins. Announcement - smth. said, written,
or printed to make known what has happened or (more often) what will happen;
e.g. a broadcast announcement.

22. bonbHoOIA, He3aopoBbIii - ill, sick

In modem English to be ill means to be in bad health, to be unwell, while in the
USA to be sick is used in this meaning. Thus, when an American says that he
was sick he means that he was ill but when an Englishman says he was sick he



means that lie threw up or was ready to throw up food from his stomach (ero
TOWHMUNO).

Mind: both in England and in the USA, the sick man means the one who is ill.
The word ill is never used before a noun in this meaning (a sick child). When
used before anoun it means bad, e.g. an ill temper.
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