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Abstract. The article is dedicated to exploring the role of rhyme in the English poetic
discourse of the XXI century. Rhyme, being the central element of most poetic genres, has
unique pragmatic effect both when it is present (in classical verse) and absent (in verse libre).
The role of rhyme ranges from ensuring memorization to broader communicative and cognitive
influences, as justified by the studies reviewed in the article. The aim of the article is to contrast
practices of using and omitting rhyme in contemporary English poetry and to reveal the
pragmatic potential of rhyme. For this purpose, works of contemporary poets are scrutinized
via methods of comparison and contrast, pragmatic analysis and stylistic analysis. Our findings
show that rhyme, whenever present, serves not only for text memorization or embellishment,
but also has deeper relations with the core of the poem. In case of verse libre or blank verse,
the absence of rhyme (especially when paired with the graphic element of ignoring capital
letters) turns a poem into a dynamic work, an unfinished process. An increasing tendency of
ignoring rhyme in contemporary English poetry might be linked to the graphic character of
poetry itself. Whenever rhyme is absent, there is an “extra” element which fills its place, and
usually those elements are either graphical additions or peculiarities of punctuation. The
scientific novelty of the article lies in revealing the pragmatic role of rhyme and justifying that
this role is fulfilled even when rhyme is absent. The theoretical and practical significance of
the article lies in exploring the role of rhyme considering pragmatics, stylistics, and cognitive
poetics.
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Basic provisions

There have been multiple views on why rhyme is significant for the
perception of a work of poetry. The word “rhyme” itself refers to the practice of
placing similarly sounding words at the end of lines. At the same time, there is
another meaning which is also quite widespread: rhyme as a type of a poem.
Usually, “rhymes” are small, easily memorized poems designed specifically for
children or for certain occurrences (for instance, nursery rhymes). The practice
of including rhyme in children’s poems roots in the usefulness of the device and
the effect it creates. However, there is a tendency in English poetry which is
becoming more and more widespread: the absence of rhyme. Now, from the
viewpoint of poetry theory, there is blank verse which lacks rhyme and which has
been present for quite a long time. Most of Shakespeare’s plays are written in
blank verse. It is estimated that more than a half of English poems lack rhyme.
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Blank verse needs to be differentiated from free verse (verse libre). The
former lacks rhyme but has other elements — rhythm and meter. Free verse lacks
every attribute of poetry. In a way, it is an excerpt of speech. Graphically, free
verse is often represented without capitalizing the initial letters of lines and
omitting punctuation marks: in the same way as a person’s free speech would be
documented. This quality of free verse brings it close to the representation of pure
thought. Paul Hunter states that contemporary English authors are refusing to use
rhyme because rhymed poems look and sound artificial [1]. The effort poets put
into searching for rhymes and arranging lines could be spent elsewhere, he states.
It becomes evident that contemporary English poetry has all the qualities of raw,
unprocessed flow of thoughts documented in its very original form. At the same
time, Hunter notes rhyme itself has quite a ubiquitous manner, and its effects
exceed simple embellishment. In other words, authors use rhyme not only
because the genre demands it, but also due to the pragmatic reasons [1].

Our present article aims at exploring the reasons for the utilization of rhyme,
the pragmatic and communicative results of its usage, and the cases when a work
of poetry lacks both rhyme and rhythm. The purpose is to both unveil the role of
rhyme and identify the elements which substitute it in contemporary English
poetry.

Introduction

Speaking of rhyme, it is necessary to dwell on the history of poetry, that is,
where poetry originates from. Ancient Greek and Roman poetry did have rhyme
occasionally, though its most widespread and well-known examples are written
in blank verse. Homer’s Iliad and Odyssey, Sappho’s love poems, poetic plays —
all these works utilized various types of meter (the most usual was dactylic
hexameter), while thyme was not as ubiquitous. In Aristotle’s poetics, however,
both meter and rhyme are noted as being important for the poetic style [2].

In her short article in “Tales of the Forgotten” magazine, Spencer McDaniel,
an ancient poetry expert, states that rhyme itself emerged in the medieval period
[3]. She examines Ancient Hebrew, Babylonian, Ancient Greek and Roman
poetry along with some examples from Medieval Germanic poems. None of these
exemplified works have rhyme in its traditional form. What poets and storytellers
used for embellishment was alliteration (an attribute of Germanic and later
Anglo-Saxon epic poems), meter, rhythm, and repetition. While repetition was
more common for the most ancient pieces, gradual development of poetic forms
allowed for liberty in style and expanded the scope of figurative means.

The question of when and how rhyme entered European and particularly
English poetry remains blurred. It is known that Beowulf, one of the most popular
examples of Old English poetry, lacked rhyme but had alliteration: starting the
first lines with words beginning with the same letter. That attribute is common
for some other Old English epic poems. In Middle English, however, we



encounter Chaucer’s ballads which have very clear and versatile examples of
rhyme. For instance:
So hath my herte caught in remembraunce
Your beaute hool, and steadfast governaunce... [4].

The rhyme scheme of this piece is aaba abbab. The time of this shift from
heavy, alliterated, dactylic-hexametric epic poems to a rather elegant and light
poetry forms is quite difficult to identify. However, there are several theories
which explain why rhyme was absent in European poetry — and where it
eventually came from.

When it comes to the purposes of using rhyme in a work, they are quite
numerous, starting from the aesthetic appeal to pragmatic means, from stylistic
embellishment to prosodic peculiarities. Apart from consciously predicted results
of using rhyme (memorization, for instance), there are influences which authors
did not intend to produce by using rhyme — the extent of those influences is
explored in certain studies.

Methods and materials

In this article, the methods of comparison and contrast are used when
analyzing the texts of certain poems. In particular, poems with and without rhyme
are contrasted, and peculiarities of their graphic representation, their influence
and the role of certain elements are scrutinized. When reviewing the previous
research on the given theme, the method of theoretical analysis is used. The
method of stylistic analysis is applied to the texts under scrutiny, along with
pragmatic analysis. When it comes to materials utilized, poems from
contemporary English poetry magazines are studied. All the authors are from the
XXI century.

Results and discussion

On the history of using rhyme. In Ancient Greek and Roman poetic works,
using rhyme was considered an attempt to make them sound lighter and more
pleasant — hence such works could not be considered pieces of “high” poetry. The
same is true about the epic Germanic and later Anglo-Saxon poetry. Alliteration
and meter, already present in these verses, were enough to make them as epic and
memorable as possible. Rhyme would affect epic poetry in a different way,
perhaps easing its memorization but altering the heavy, solemn tone with which
they would be recited. Rhymed poetry became ubiquitous when poetry itself
stopped being a prerogative of epic poem composers: the emergence and spread
of lyrics and the works of troubadours accelerated that process.

Now, the first theory states that it was religious poetry which introduced
rhyme in the English poetic discourse. Indeed, Medieval Latin church hymns did
have rhyme: using that device made them more accessible to the general public
and ensured their memorization. Religious discourse was far different from the
epic discourse of early Medieval times. While epic poems could be recited with



as many alterations as a storyteller found pleasing, church hymns could not be
changed that much. The sacred character of these texts did not allow for abundant
alterations, hence the use of rhyme: to make sure people remember those hymns
in their exact form. An example is shown below.
O splendor of God’s glory bright
That brings forth the light from Light... [5].

This is an extract from a 4"-century church hymn written by a Milani “father
of church”. As we see, the Italian church poetry of that time utilized rhyme quite
extensively: even in this small extract there is both external and internal rhyme,
accompanied by a clever use of repetition. The next poem of British origin has a
structure close to this.

Be thou my vision, oh Lord of my heart,
be all else but naught to me, save that Thou art... [5].

Another peculiarity of church hymns was that they were supposed to be
sung, not recited. Epic poems were sung as well, but there are significant
differences between slow, recitative-like singing of epic poem tellers and voicing
the church hymns. The text of the latter had to be easier, lighter, clearer. It had to
have certain elements of prosody and stylistics which would aid in singing: in
particular, rhyme.

At the same time, most of these church hymns were produced in Latin and
sung in Latin; their translation took place centuries later. Till the Normal
conquest, epic poems and occasional lyric works constituted the bulk of English
poetry, and that poetry, undocumented and recited mostly orally, still lacked
rhyme. So, where did rhyme come from?

The second theory, peculiar yet interesting, states that Arabic poetry, namely
its famous beits and quatrains, influenced the European poetry of the Middle
Ages. Levine, for instance, states that Arabic poetic forms could have entered
Europe through the Silk Way or via Mediterranean sails [6]. In her short review
of the history of rhyme, this scholar notes that rhyme itself was an attribute of
love-themed poems which emerged on the basis of emotional, sophisticated and
almost entirely lyric Arabic poetry. In Clouston’s book on Arabic poetry, there is
this poem by Hatem Tai:

How frail are riches and their joys,
Morn builds the heap that eve destroys... [7].

This is an example of beit: a type of Arabic poetry which almost always has
four lines in a stanza that rhyme as follows — aabb. Levine states that beits
influenced troubadour poetry in Europe, which resulted in the emergence and
development of rhymed lyric poetry. The aabb rhyme scheme is later present in
some of Chaucer’s works (out of Canterbury tales), in Lake Poets” works, and in
Elizabeth Browning’s certain poems. This rhyme scheme becomes ubiquitous by
XVI century —a century marked by the return to classic forms of poetry, the return
to omitting rhyme and using peculiarities of meter instead.



Now, despite certain blind spots in the history of rhyme, we may summarize
that it was not a property of ancient and medieval epic poetry but emerged — from
different sources — a bit later and resulted in the development of lyrical poetic
forms. Rhyme has been present in English poetry for approximately fifteen
centuries, developing and aiding in perception and memorization. It is in XX
century that rhyme itself stopped being an irreplaceable attribute of a poetic work.
Exploring new forms and the emergence of new directions of literature allowed
poets to utilize various graphic and prosodic elements which, in theory, could
replace rhyme entirely. This liberty led to the fact that contemporary English
poetry if almost entirely rhyme-less. Be it blank verse or free verse, it ignores
rhyme due to a variety of reasons.

On the effect of rhyme. Researchers who consider rhyme not only a historical
construct but also a pragmatically necessary tool, usually underline two properties
rhyme adds to a poem:

e Memorization;

¢ Aesthetic appeal.

Rhymed poems are memorized easier as they stimulate the brain in quite a
peculiar way. At the same time, this statement might not be entirely true: there is
research both supporting and disapproving it. In 2013, Christian Obermeier et al
conducted an experiment involving several participants who listened to XIX-
century German poems and noted their characteristics. As a result, most of the
participants were able to recite the first few lines of the poems, and it was evident
they were using rhymes to aid in remembering [8]. Also, the experiment tested
the overall liking of the poems, their aesthetics, their emotional appeal, their
expressiveness and a variety of other variables. Rhymed German poems showed
high results on all those scales. The research, however, did not involve poems
without rhyme, which leaves its credibility questionable.

R. Tsur, a prominent researcher in the field of cognitive poetics, states that
the effect of rhyme on memorization is complicated [9]. He describes an
experiment involving children of two groups: those who could read well and
those who could not. Now, those children were given groups of words to
memorize, and some of those words rhymed. Good-readers made mistakes when
trying to retell the words given, while the children who could barely read did not
have difficulties with this task. Tsur connects this confusion with the image of a
word that a person has in their mind: that image is two-dimensional, its form
being one dimension and its content being another. When words rhyme, their
form prevails their content, thus creating a distraction. Tsur’s review is in the field
of cognitive poetics, and he manages to prove that rhyme has a deep impact on
human consciousness when it is present.

For example, the explained experiment may look like the following. A group
of children, consisting of both those who are and are not good at reading, are
given a set of words, for instance:

Thorn rose corn shade apple spade hop grape crop



There are numerous ways to keep these words in mind. One may logically
assume that children are most likely to memorize them by pairing the rhyming
ones: thorn — corn, shade — spade, hop — crop. However, as Tsur describes, this is
not the case. Those children who cannot read or do it quite poorly have almost no
difficulty in memorizing the given words by either pairing them semantically or
creating meaningful groups: thorn and rose, apple and grape, spade and hop, corn
and crop, etc. The most interesting part concerns children who are very good at
reading and who must not — logically — have any difficulty here.

The truth is, they do. Tsur describes significant delays in memorizing and
recalling the given words. When asked to list the words, good readers are
excellent at recalling the words which sound different (apple, corn, rose, shade
etc.), but they confuse similarly sounding words. Another test involves both good
and poor readers: they need to memorize rhymed and unrhymed words.

Cat hat pat brat mat
Rose thorn bush apple tree

The lists above are provided as examples, and they do not reflect the entirety
of the experimental material given to those children. Similarly to the previous
test, the children with good command of language had difficulty memorizing
rhymed words, while poor readers could easily recall both lists.

In Tsur’s understanding, the idea behind this experiment can be expressed
in the following two statements:

1. Children who have good command of language often confuse words
which sound the same.
2. Children with poor command of reading rarely confuse words which

sound the same.

Reasons behind those effects are quite simple. Now, Tsur introduces the
term of phonetic coding which refers to how people encode acoustic images of
words in their minds. Whenever that image is recalled, people are likely to
produce a certain cognitive response. Children who can read well are also good
at phonetic coding: they easily recognize syllables, and they perceive similarly
sounding words as closely related. Children who cannot read well are unburdened
by the acoustic image of the word. While they certainly do understand the words
cat and mouse sound differently, they are unlikely to draw conclusions from the
closeness between cat and hat, mouse and house.

As children learn to read, acoustic images of words become an inevitable
element of their understanding of notions. The confusion described above
transforms into the famous aesthetic effect poems have on people: while form
does not dominate content to the full extent, it sure has a certain impact on how
that content is perceived.

Tsur titles that effect “poetic coding” coming from “phonetic coding”. The
term refers to a specific type of decoding information which occurs when a person
hears or reads a piece of poetry. Rhymed, rhythmic poetic work with a certain
meter results in a vastly different type of cognitive response.



Tsur also believes that poetry may have a hypnotizing effect. This
corresponds to Jakobson’s belief related to the magical function of language. The
magical function, though believed to mainly refer to shamanic recitations and
ritualistic songs, is also realized through poetry. Obermeier also cites Jakobson
while attempting to justify why poetry has such a deep aesthetic appeal [9]. To
understand why poetry may be called a hypnotizer, it is enough to pay close
attention to several lines from Edgar Allan Poe’s famous poem “Raven”:

Ah, distinctly I remember it was in the bleak December ...
And the silken, sad, uncertain rustling of each purple curtain...
This is it, and nothing more... [10].

Poe utilizes both external and internal rhyme, onomatopoeia, alliteration and
assonance, and he has a tendency to end each stanza with a line that is
significantly shorter than the rest. This, paired with the intensity of the content,
creates an atmosphere of horror and dread, which, undoubtedly, was Poe’s main
intention. The reason why this poem is hypnotizing lies in the fact that the
acoustic image of words such as “silken”, “sad”, “uncertain” etc. have a certain
impact on the reader’s mind — an impact exceeding logical and semantic
connections to the content of the given word. When a poem is recited, its
influence expands, and memorizing meanings of the words is eventually
dominated by memorizing the way words sound and the way they form rhythmic
groups and syntagmas.

Rhyme, blank verse and free verse in contemporary English poetry.

The first poem which we are about to study is “Rain” by Dan Paterson, a
poem published in “The New Yorker” in May 2008. A good example of how
rhyme and repetition can be paired to create a unique effect, the poem pays tribute
to the already mentioned hypnotizing excerpt by Poe.

The poem has seven stanzas each consisting of four lines, plus there is an
additional line at the end of the poem that serves as a refrain.

The rhyme scheme throughout the poem is as follows: aabb. There are,
however, some exclusions. For instance, the first stanza ends with half-rhyme:

or darkening a hung-out dress,
or streaming down her upturned face... [11].

The last line of the poem does not fully rhyme with the preceding lines:

we rose up from the fallen waters
the fallen rain’s own sons and daughters,
and none of this, none of this matters [11].

Paying attention to the rest of rhymes, they are nearly perfect, mostly made
of one-syllable words such as frame, blood, source, cold etc.

The central idea of the poem is contrasting the notions of rain and movie
(film, in Paterson’s understanding). Extended metaphors serve as a way to bring
these two semantic areas together: the author describes rain as a force that is
capable of darkening, dampening, changing and altering. Film, in that case, serves
as a sort of container for rain, the rain itself being both the starting point and the



catalyzer of events to unfold. Now, let us turn to the exact role of rhyme in
supporting the central idea and adding depth to the core of the poem.

If we pay close attention to the rhymes in the poem, we may notice that one
line is most likely to describe the features of rain while the other refers to the
features of a movie. For instance:

Downpour (a word describing heavy rainfall) — script and score (words
referring to the cinematic universe)

Woman sits alone (the fact that rain is most commonly associated with
solitude) — a silent telephone (a prop from a movie)

Source (here meaning the movie itself or its initial conflict or the script) —
watercourse

Another interesting peculiarity is how often the author utilizes the word
water and its synonyms. Eventually, the last thing to mention is that two central
words of the poem — frame and rain — also form a half-rhyme. Here frame refers
to the lens angle, the point from which the scene is observed: it is practically the
reader’s point of view. Through the use of rhyme, the author creates an image
which, with its acoustic characteristics and visual traits, is most likely to provoke
a certain cognitive response.

The poem is written without extensive graphic or visual aids. Its only
graphical peculiarity is the use of italics at the end of the poem: the place where
the author’s speech transforms into what he is reading from a neon store sign. We
may or may not call this a stylistic feature. At the same time, it is evident that the
poem would be perceived in its exact same form had we removed the italics.

A more positive though similarly meditative poetic form is presented in
“The dollhouse” by A. E. Stallings, a contemporary American poet. She uses
heroic couplets written in the classic iambic pentameter to describe games she
and her sister used to play. With a plot so trivial and the idea so nostalgic, the
poem had to adhere to certain classicism. Here the total obedience to the rules of
poetry creates a certain effect: it brings the reader to the times when poems did
have rhyme. This nostalgic effect may be observed in a few following lines:

Bookcases stamped in ink upon the walls
Mismatched chairs where sat the jointed dolls... [12].

It is not only the dollhouse the author is describing: it is also the real house

someone was living in. This dichotomy may be observed later:
After their teeth were brushed...

Here it becomes unknown whether the author is referring to the actual
dolls or to herself and her sister.

The dolls awoke, alarmed, took inventory...

While describing the reason why the dolls would wake up in the middle of
the night, the author uses such images as the tiger or a passer-by, thus bringing
the story closer to the actual situation which could take place in real life.



The use of rhyme here is almost entirely dictated by the necessity to adhere
to the classic forms of poetry: indeed, a childhood story is best narrated in
lambic pentameter and utilizing those light one-syllable rhymes.

A peculiar example of hidden rhyme may be found in “The last
Hummingbird of summer” by Beth Ann Fennelly. At first glance, the poem looks
like it is written in free verse, with no certain meter and absolutely no rhymes. At
the same time, there are several rhymes which are harder to find:

bade you gasp — hands clasped

swagger — water

you fret — they’ve left — not yet

there’s one — then none

you hate waste — let’s progress

Fennelly connects this idea of hidden rhymes to the very core of the story
she is telling: the story of a young woman discovering what she is capable of. As
the poem unfolds, the strength of the lyrical heroine becomes evident, which is
why the last rhyme is evident as well:

The last hummingbird of summer, zinging
To you alone, unmistakably, dipping its wing [13].

We have examined several cases of using rhyme both for aesthetic
embellishment and as an element of storytelling. Now let us dwell on a case
where rhyme is absent whatsoever and is replaced by quite a peculiar graphic
element.

This next poem is titled “Drifts”. Written by Danielle Vogel, it is one of
the freshest examples of American poetry. The poem lacks rhyme and meter,
and its lines are organized in a different way:

Perfect curtains of algae
Almost as one —
And the phytoplankton rise
Oxygen levels, a radiance [14].

As we see, lines are put one underneath another to form a ladder of some
sort or, perhaps, to graphically symbolize tide and drift. There are lines
containing a single word:

exchange (in the poem, this word is in italics also)
swamps
---- expansions
whelks
urchin,

The author’s punctuation is preserved here. It becomes evident that, in the
absence of rhyme or meter, the author needed other elements to both embellish
the work and to give it certain depth. The poem is highly graphical. It relies on
those punctuation marks to be read properly, to be understood properly. When
recited, the poem loses its original punctuation and turns into an occasionally
interrupted, unnaturally slow excerpt of speech.



This last poem has brought us closer to the question of why rhyme is so often
ignored in contemporary English poetry. Following Paul Hunter, we believe it is
due to the fact that contemporarily, poetry is no longer aimed at being recited and
read aloud [1]. It is spread through magazines, it is printed and read, it is
consumed graphically, not audially. For that reason, it stops requiring prosodic
and phonetic means to be poetry, to be a work of aesthetic appeal.

Conclusion

Having studied two existing theories on how rhyme might have entered
European poetry and having analyzed several rhyming and rhyme-less works of
poetry, we may state the following.

1. Rhyme has not been a characteristic of English poetry since the very
beginning: it was brought from the outer world and introduced.
2. The first theory of rhyme history states that rhyme originates from

Latin church hymns which had to be clear and easy to memorize. Hence, the
transition from heavy alliterated heroic epics to easier, lighter forms of poetry
was of religious manner.

3. The other theory states that Arabic rhymes (beits) were brought to
Europe through Mediterranean sea. They could have entered Italian verse first,
and in the age of Renaissance, lyric poetry could have become influenced by
Arabic rhyme schemes. Lyric poetry, pastorals, troubadours’ songs — those
examples of poetic works represent a much lighter and less epic layer. Hence the
transition was of intercultural manner.

4. No matter which of these theories is marked as the dominant, one
peculiarity of rhyme is clear: it was chosen voluntarily and is being used
voluntarily.

5. The reason why contemporary English poetry is mostly written in
blank or free verse may lie in two factors: an increasing tendency of printing and
spreading poetry without the need to recite it; a wish to bring poetry as close to
the documentation of pure thought as possible.

Regardless of its history, as we have identified, rhyme has deep aesthetic,
cognitive, communicative and pragmatic effects. Its utilization is dictated not
only by a simple wish to embellish the poem, but also by a necessity to turn the
poetic work into a finite piece. Currently, it is becoming clear that English poetry,
having acquired rhyme in X-XI centuries, is gradually returning to its original
rhyme-less form. At the same time, the ways of replacing rhyme and restoring the
same pragmatic effect need further consideration.
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Anparna. Makana 21 raceIpAaFbl aFbUIIIBIH TO3TUKAJIBIK JUCKYPCHIHIAFbI YIKAC pesIiH
3epTTeyre apHaifaH. [lodTHKaNbIK >KaHpIapAblH KOMNIIUITiHIH OpTalblK 3JIeMeHTI Oona
OTBIPBIN, YIKAc ©31HiH KaTbICyblHAA Aa (KJIACCHKANBIK OJICHIE) /1€, OHBIH >KOKTBIFbIHIA J1a
(epkiH eJieHJIe) epeKIle MparMaTUKAJIBIK ocepre ue. Makanaaa KapacThIPbUIFaH 3epTTeyep
TonenereHied, yikac peiii ecte cakray bl bIHTaJAHABIPYIaH 06JeK KOMMYHUKATUBTI XKoHE
KOTHUTUBTI ocepiyiepre OaillaHpicThl. MakanaHblH MakcaTbl — Kas3ipri  aFbUIIIBIH
MO33UACBIHIAFEl YHKACThl KOJIJaHy MEH KOoJJaHOay TokipuOenepiH CalbICThIpYy KOHE
YHKACTBIH MparMaTUKalIbIK TOTeHHWanbiH amry. Ocbkl  MakcaTTa Kasipri akbHIap
HIBIFAPMAIIBUIBIFBl  CAJIBICTBIPY, NparMaTHKAIBIK TalAay >KOHE CTUIMCTUKAJIBIK Tayjay
ozicTepl apKbUIbl 3epTTeneni. bi3ain HoTHKenepiMi3 yilkac MOTIH/L XKaTTay HEeMece KopKeMiey
KBI3METIH aTKaphlll KaHa KoHMaii, eJIeHHIH MOHIMEH TepeHipek OaliIaHbIcTa eKeHIH KOpCceTe/i.
Epxin eneH HeMece yHKacChI3 ©JIEH KaFIalblHa YIUKAaCcThIH 0oMMaysl (acipece 6ac apinTepai
eneMey TpadUKalbIK JJIEMEHTIMEH YWIECKeHJle) 6eJIeHIl JAWHAMHUKAIBIK IIbIFapMara,
asiKTaJIMaraH ypJicke aifHanapipaabl. Ka3ipri aFbUIIIBIH MOI3UACHIHIA YHKACKa MOH OepMey
YPZIICIHIH KYIIC01 MO33USAHbIH rpaduKaiblK TaOUFaThIHA OalIaHbICTHI 0OMYbl MYMKiH. ¥HKac
KOK Ke37le OHBIH OpPHBIH «KOCBIMILIA@» 3JEMEHT ajlajbl XOHE OAeTTe OyJl 3JIEeMEHTTEp
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rpaduKaIbIK KOCHIMIIAJIAD HEMECE THIHBIC OCNTIIEPiHIH epeKIIeTKTepi OO TaObUIa b
MaxkanaHblH FBUTBIMH JKaHAJIBIFBI — YHKACTHIH MPAarMaTHKAIBIK POJIiH alllbII, OYII pOIIIiH YIKac
OonMaraH JKaFjaijia Jla OpBIHAAJATHIHBIH HETi3Jey. MakajgaHblH TEOPHUSUIBIK JKOHE
MPAKTUKAIBIK MAaHBI3bUIBIFBl YHUKACTBIH MparMaTHKa, CTHJIWCTHKA >KOHE KOTHHTHBTIK
MO3TUKAHBI €CKEPE OTHIPHIII, POJIIH 3ePTTEYIC JKATHIP.

Tipek ce3aep: mMod33us, MOITUKAIBIK TUCKYpPC, YHAKAC, €pKiH OJIeH, YUKACCHI3 OJIeH, ,
yiKac cxeMmachl, IparMaTiuka
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AnHoranusi. CraThsi TIOCBSIIEHA WCCIENIOBAHUIO POJNM pPUOMBI B AHIIIMHCKOM
nostudeckoM nuckypee XXI Beka. Pudma, sBissch HEHTPaIbHBIM 2JIEMEHTOM OOJIBLIIMHCTBA
MOATUYECKUX JKaHPOB, IMEET YHUKAJIBHBIN MparMaTu4eckuii 3pGeKT Kak mpu ee HaIuIuu (B
KJIACCHUYECKOM CTHXE), TaK U IPHU ee OTCYTCTBUHU (B Bepauope). Poib pudMel Bapbupyercs ot
oOecrieyeHrsl 3alOMHHAHUS 70 0o0jee MIMPOKOr0 KOMMYHHUKAaTHBHOTO M KOTHUTHBHOTO
BO3/IEHUCTBUS, UTO 0OOCHOBAHO HCCIIEAOBAaHUSIMH, PACCMOTPEHHBIMU B cTaThe. Llenb craTtbu —
CPaBHUTH IPAKTUKHU YIOTPEOJICHHUS U MPOITycKa pu(pMBI B COBPEMEHHOW aHTIIMHCKON MO33UU
U PacKpbITh IparMaTudeckuil moteHuuan pupmel. C 3TOH 117610 TBOPYECTBO COBPEMEHHBIX
MO9TOB HCCIIEAYETCS METOJaMH CpaBHEHHsS W TPOTHBOIOCTABICHUS, IMPAarMaTudecKoro
aHaJIM3a U CTUIMCTHYECKOTOo aHaau3a. Halm pe3ynbTaThl MOKa3bIBaloOT, YTO puMa CIyKUT HE
TOJILKO JJISl 3aITOMUHAHUSI FJTH YKpAIICHUsS! TEKCTa, HO TaK)Ke UMeeT 0oJiee TITyOOKHe CBS3H C
CYTBIO CTUXOTBOpeHHMs. B ciydae BepauOpa unu 6e10ro ctuxa oTcyTcTBUE pUPMBI (0COOEHHO
B COYETAaHWH C rpadUIecKHM DJIEMEHTOM HWTHOPUPOBAHHS 3arjlaBHBIX OYKB) IpeBpariaet
CTUXOTBOpEHHE B JIUHAMHUYHOE NPOM3BEACHUE, He3aBepIIeHHBIH mpouecc. Pacrymas
TEH/ICHINS UTHOPUPOBAHHS pU(MBI B COBPEMEHHOM aHTITMHCKOM TT0A3UU MOXKET OBITH CBsI3aHa
¢ rpaduUecKUM XapakTepoM caMoi mos3uu. Korga pudma oTCyTCTBYET, €6 MECTO 3aMEHSET
«JIMIIHUI» 3JEMEHT, U OOBIYHO 3TH 3JEMEHTHI IMPEACTaBISAIOT coOoi b0 rpaduyeckue
JIONIOJTHEHUS, JTMOO OCOOEHHOCTH MyHKTyaluu. HayuHas HOBM3HA CTaTbU 3aKiIIOYaeTcs B
PACKPBITUU MTParMaTUIecKol pos pu¢Mbl 1 000CHOBAHUHU TOTO, YTO ATA POJIH BBITOIHAETCS
Jake Tpu OTCYTCTBUM pubMbL. TeopeTnueckas M INpakTHUeCKas 3HAYMMOCTb CTaTbU
3aKIII0YAaeTCsl B HCCICIOBAHUU POJIH PUGMBI C YYETOM TIparMaTHKH, CTHIHCTUKA W
KOTHUTHUBHOMN MOATHUKH.

KutoueBble ciioBa: 1mos3usi, MOATUYECKUN TUCKYpC, pudMa, BepiuOp, Oenblii CTHX,
MYHKTYyalus, cxema pugmsl, mparmaTuka
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