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IIJIEHAPHE 3ACIIAHHA

BOURDET J.-F.

(Le Mans Université, France)

LA FABLE DANS TOUS SES ETATS : GENRE DISCURSIF ET
CREATIVITE POETIQUE

La fable est un genre littéraire reconnu en tant que tel et partagé dans de
nombreux espaces culturels. Ce genre discursif se retrouve en Occident depuis
I’antiquité grecque et romaine (Esope, Phédre), mais également dans le monde indien
(Pilpay) et arabo- persan (Kalila wa Dimna). Il se diffuse a travers toute I’histoire de
la littérature (Krylov, Anouilh, etc.)

En tant que genre littéraire, la fable est caractérisée par les traits suivants:

- Elle propose une séquence narrative, un récit anthropomorphique mettant en
scéne des animaux (le plus souvent), humanisés de par leurs attitudes et paroles ainsi
que par les valeurs morales dont ils sont porteurs.

- Au récit proprement dit s’adjoint une séquence délibérative et injonctive,
placée généralement en fin de texte qui a pour role de commenter et d’expliciter les
¢événements du récit dans une perspective morale a forte valeur pédagogique
(apprentissage) et sociologique (attestation des regles sociales du vivre ensemble).

- Enfin, le récit et sa morale sont mis en texte dans un tissu discursif de type
poctique recourant le plus souvent a la mise en vers, ou a la forme breve de
I’apologue en prose.

Si I’on prend comme exemple, I’'une des fables les plus célebres: «Le Corbeau et
le Renardy, on peut retracer son évolution a travers 1’histoire et les cultures.

Cela commence au 6°™ siécle avant Jésus Christ en Gréce avec le texte proposé

par le fabuliste Esope:



«Kopa& kai ahdmné.

Kopag xpéag apmdcag €mi tivog dévdpov €kdbicev. AAdmnE o0& Oeoacapévn adtov Kol
BovAopévn tod kpéatog meptyevécsHol oTaca EMNVEL ADTOV MG gLUEYEDN T Kol KaAdv, Aéyovoa Kol
O TPETEL DTG LAMGTA TV OpvimV Pacidedety, kol TodTo Thvimg dv éyévero, el poviy glxev. ‘O
0¢ mapaotioat avth 0EA@V OTL Kol oV Exel, Amobolmv TO KpEag HeYaAn Ekekpayel. Exeivn 6&
npocdpapodoa Kai O kpéag dpracaca Epn- « Q kopaé, kai ppévag i elyeg, o0dEV v £8éncag &ig
10 TAVTOV o€ PactAedooy.

[Ipog Gvépa avonTov 0 Adyog eDKOPOG.

«Un corbeau était posé sur un arbre avec un morceau de viande crue. Un renard 1’apercut, et,
voulant se rendre maitre de la viande, se posta devant lui et loua ses proportions élégantes et sa
beauté, ajoutant que nul n’était mieux fait que lui pour étre le roi des oiseaux, et qu’il le serait
devenu slirement, s’il avait de la voix. Le corbeau, voulant lui montrer que la voix non plus ne lui
manquait pas, lacha la viande et poussa de grands cris. Le renard se précipita et, saisissant le
morceau, dit: «O corbeau, si tu avais aussi du jugement, il ne te manquerait rien pour devenir le roi
des oiseaux».

Pour les hommes stupides, ce discours est opportuny.

Comme on le voit, nous trouvons la les différents ¢léments qui seront repris au
fil des siécles: les deux animaux mis en scéne, le corbeau «kopaé» et le renard
«ahodmé» se confrontent pour la possession d’un objet désiré; mais il faut noter que,
de maniére trés réaliste, cet objet est un morceau de viande crue «kpéag
apmdooc» sans doute tiré d’un cadavre, ce qui parait parfaitement adapté aux
pratiques nécrophage du volatile charognard comme a I’attirance exercé sur le
mammifeére carnivore et également charognard a ses heures. On peut alors se
demander pourquoi, dans les reprises successives de cette histoire, et particulierement
chez La Fontaine, la viande disparait pour laisser place a un fromage.

La responsabilité en revient a Phédre, un fabuliste latin du premier siécle aprés

Jésus-Christ, car c’est lui qui opere cette substitution:



Vulpis et Coruus
«Quae se laudari gaudent uerbis subdolis,
serae dant poenas turpi paenitentia.
Cum de fenestra coruus raptum caseum
comesse uellet, celsa residens arbore,
uulpes inuidit, deinde sic coepit loqui:
«O qui tuarum, corue, pinnarum est nitor!
Quantum decoris corpore et uultu geris!
Si uocem haberes, nulla prior ales foret».
At ille, dum etiam uocem uult ostendere,
lato ore emisit caseum; quem celeriter

dolosa uulpes auidis rapuit dentibus.

Le renard et le corbeau
Qui se réjouit d’étre loué par des paroles rusées
Regoit habituellement les punitions d’un ignoble
repentir
D’un fromage volé sur une fenétre
Un corbeau allait faire son repas
Un renard I’apercut et lui parla ainsi :
«O quel est I’éclat de tes plumes corbeau
Combien de beauté tu portes sur le corps et le
visage
Si tu as une voix pareille nul ne te dépasserais.»

Sur cela, voulant montrer sa voix

Tum demum ingemuit corui deceptus stupor. Le corbeau fit tomber le fromage dont rapidement
Le renard trompeur se saisit de ses dents avides.

Alors le corbeau stupide gémit sur sa sottise.

Par rapport a Esope, Phédre procéde a plusieurs modifications. La premiére est
¢vidente: le texte est en vers, vers respectant la métrique latine. Ensuite la morale est
placée au début et non a la fin: «Quae se laudari gaudent uerbis subdolis, serae dant
poenas turpi paenitentia.» («Qui se réjouit d’étre loué¢ par des paroles rusées recoit
habituellement les punitions d’un ignoble repentir »). Mais surtout la viande a
disparu, remplacée par un fromage, volé par le corbeau sur une fenétre (Cum de
fenestra coruus raptum caseum), fromage dont le corbeau allait faire son repas.

Voila qui interroge car les oiseaux ne consomment pas de fromage, ne pouvant
les digérer, non plus que les renards d’ailleurs. Il faut constater dans cette substitution
une accentuation de I’anthropomorphisation a laquelle se livre la fable. C’est que
pour les Romains, le fromage est un mets de choix, célébré et recherché et, qu’a en
faire 1’objet du conflit, on permet d’amplifier la capacité du lecteur a se projeter dans
le désir qui confronte les deux animaux conduits a se disputer un objet précieux,

source d’envie, de jalousie et donc de désir.



C’est cette version que Jean de la Fontaine va suivre de prés’ pour élaborer au
dix-septiéme siécle sa propre version de la fable mettant en scéne un corbeau et un

renard:

«Maitre Corbeau, sur un arbre perché,

Tenait en son bec un fromage.

Maitre Renard, par 1'odeur alléché,

Lui tint & peu prés ce langage:

Et bonjour, Monsieur du Corbeau,

Que vous étes joli! que vous me semblez beau!
Sans mentir, si votre ramage

Se rapporte a votre plumage,

Vous étes le Phénix des hotes de ces bois.
A ces mots le Corbeau ne se sent pas de joie,
Et pour montrer sa belle voix,

Il ouvre un large bec, laisse tomber sa proie.

Le Renard s'en saisit, et dit: Mon bon Monsieur,
Apprenez que tout flatteur
Vit aux dépens de celui qui I'écoute.

Cette legon vaut bien un fromage sans doute.
Le Corbeau honteux et confus

Jura, mais un peu tard, qu'on ne l'y prendrait plus.»

On retrouve bien le récit, tel que Phedre ’avait mis en forme, a ceci pres que la
morale est rejetée & la fin comme chez Esope. Et La Fontaine garde le fromage; il en
fait ’enjeu et le support d’un conflit de désirs car, si la flatterie est bien le moyen par
lequel le renard va se saisir de cet élément convoité, c’est 1’antagonisme des désirs
que La Fontaine met en scéne: conflit entre les désirs mimétiques du corbeau et du
renard pour s’approprier le fromage; mais, plus profondément, conflit pour le seul

corbeau entre le désir de garder le fromage et le désir d’accomplir, par la voix,

! Aidé par la traduction de la fable d’Esope (en latin par Nivelet en 1610) et de celle de Phédre (en francais par Sacy en
1647).



I’idéal de lui-méme que le renard lui offre en le comparant au Phénix.

Ainsi, la fable est bien plus anthropomorphique qu’on ne le pensait au départ:
elle met en scéne le jeu mimétique et contradictoire du désir des hommes, conduits a
s’affronter sur des enjeux et objets communs, véritables supports transitionnels dont
I’importance ne tient pas seulement a leur valeur propre, mais a leur capacité a activer
et a intégrer les désirs croisés qui se portent sur eux. Ce jeu mimétique dont René
Girard “a proposé une analyse magistrale, donne 4 la fable une autre portée que celle
d’une perspective pédagogique s’adressant a un jeune public; elle renvoie I’homme a
la part cachée de ses représentations.

Mais il y a plus: tout ceci se joue dans la construction d’une distanciation
permettant au lecteur d’étre a la fois dans I’histoire (se reconnaissant a travers les
figures animaliéres) et hors de celle-ci par le registre ironique que La Fontaine
développe tout au fil du texte. C’est par le jeu des dénominations que cette distance
est construite car c’est par elles que le corbeau va franchir toutes les phases de
I’ascension et de la chute.

Dés le début, nous n’avons pas affaire & un simple volatile, mais a un
personnage reconnu et identifié comme assez ¢élevé dans 1’échelle sociale: «Maitre
Corbeau» renvoie en effet a un statut qualifié, celui d’un maitre artisan ou pédagogue.
Et le renard («Maitre Renard») s’en voit également qualifié pour respecter la
dimension mimétique que nous avons évoquée plus haut. Puis vient le discours du
renard et alors s’envolent les dénominations attribuées au corbeau lorsque la flatterie
les utilise. Ce n’est plus un simple bourgeois qu’évoque le discours du renard, mais
un aristocrate: «Monsieur du Corbeau», désormais anobli par la particule; puis,
ascension supréme, le voici mythifié, comparé a un animal symbolique, un dieu pour
tout dire: «le Phénix des hotes de ces bois.»

On comprend que parvenu a ce niveau d’extase (au sens d’une ek-stasis, d’un
dépassement hors de soi), le malheureux corbeau ne puisse résister a la force de

suggestion qui I’arrache a lui-méme pour lui faire croire qu’il est un autre, un autre

2 René Girard, La violence et e sacré, Paris, Grasset, 1972.

10



qui aurait belle voix et corps beau...

Mais le fantasme s’écroule quand tombe le fromage et que s’éteint, avec sa
perte, la raison de la flatterie; alors plus de divinité, plus de noblesse, plus méme de
bourgeoisie; mais une dénomination populaire, celle qu’on utilise pour s’adresser
avec quelque mépris a un inférieur: « Mon bon Monsieur », avec toute 1’ironie de
I’adjectif qui vaut ici a contresens. Le corbeau restera seul, avec son désir frustré et
les dénominations perdues d’une image de lui-méme a laquelle il aura cru trop vite.

Tel est le génie de La Fontaine: dire tant en si peu de mots, et dire en-dessous du
dire pour dire plus qu’on n’avait cru comprendre.

Cette fable célébre connaitra d’autres avatars; on peut, par exemple citer la
version qu’en donne, a la suite de La Fontaine, le fabuliste I. Krylov au début du dix-

neuvieme siecle:

Combien de fois a-t-on répété au monde,

Que la flatterie est infame, nuisible; mais cela n’a servi a rien,
Et dans le cceur, le flatteur trouvera toujours un recoin.

Un jour, Dieu envoya un morceau de fromage a la Corneille;
La Corneille, s’étant perchée sur un sapin,

Se préparait justement a déjeuner,

Elle se mit a réfléchir, tenant le fromage dans son bec.

La Renarde passait non loin de ce malheur;

Tout a coup, I’odeur du fromage retint la Renarde:

La Renarde voit le fromage, le fromage fascine la Renarde.
Rusée, elle s’approche de 1’arbre sur la pointe des pieds;
Elle agite sa queue, sans quitter des yeux la Corneille,

Et dit d’une voix si douce, a peine audible:

«Ma chere, que vous étes belle!

Quelle grace dans votre cou, quels jolis yeux!

A vous voir, on dirait une histoire!

Quelles plumes! quel petit bec!

Et srement, vous avez la voix d’un ange!

Chantez, mon trésor, n’ayez pas honte!

Si, ma sceur, avec une telle beauté,
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Vous étes aussi une chanteuse experte,

Vous seriez parmi nous la reine des oiseaux!»

Sous I’empire de cet ¢loge, la téte de la devineresse s’embrouilla,
De joie, dans son gosier la respiration se bloqua,

Et aux paroles flatteuses de la Renarde

La Corneille cria de toute sa gorge de corneille:

Le fromage tomba — et la rusée en fit son affaire.

(traduction André Slivka)

L’intérét de cette variante tient ici en partie a la langue puisque, en russe,
corbeau et renard sont tous deux des termes féminins (Bopona, Jlucuna); voila qui
favorise grandement la tonalit¢ villageoise que prend alors le texte, associant deux
commeres, une corneille et une renarde, paysannes se disputant un fromage accordé
par Dieu lui-méme.

Ainsi la méme histoire peut-elle évoluer dans des contextes différents (des
«chronotopes» au sens de Bakhtine®) et ce, dans I’espace comme dans le temps. De
plus, la fable comme genre discursif renvoie aussi a une dimension anthropologique:
celle du rapport possible entre 1’homme et 1’animal, rapport qui se retrouve mis en
forme dans les sources narratives et religicuses a I’ceuvre dans les cultures les plus
diverses (contes et légendes populaires et mythologiques, théogonies et mythes
fondateurs, art pariétal, figures divines, totems et masques).

La fable a alors beaucoup a nous apprendre; non pas seulement en termes
d’éthique (par la valeur explicative et injonctive de la morale du texte); mais bien
plus en termes de représentation des aspirations humaines a travers des corps
animalisés, vecteurs de projection de nos fantasmes et de nos craintes.

Dans toutes les cultures le corps et le facies d’animaux a forte valeur
symbolique ont ¢été utilisés comme supports de rites religieux, de mises en scéne
thérapeutiques, de vecteurs d’imaginaire. On peut solliciter ici les masques aftricains,
la représentation des dieux égyptiens, azteéques ou indiens, les totems amérindiens, les

parures chamaniques, les mythologies les plus diverses de la Greéce antique a

% Mikhail Bakhtine, Esthétique et théorie du roman, trad. fr., Paris, Gallimard, 1978.
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I’Amazonie. Partout les animaux parlent de ’homme et I’homme parle a travers eux.
On peut, a juste titre, supposer que, dés la naissance de I’art pariétal, les
représentations animales qui ornent les grottes du paléolithique racontent a leur
maniere des histoires d’hommes et d’animaux lié€s: anticipation de chasses invoquées,
récits de quétes passées, invocation des forces qui les traversent.

C’est que I’animal dont on porte le masque, 1’animal que I’on représente est un
support offert a la projection de nos aspirations comme de nos craintes, espace et
forme de nos fantasmes les plus profonds.

Alors, la fable, dans sa civilité apparemment bénigne, n’en porte pas moins un
message venu du fond des ages, dans cette projection offerte a nos désirs; homme et
animal a la fois, lorsque notre humanité construite dialogue avec notre animalité

possible.
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KUMAR D.
(Dyal Singh College, Karnal, India)

EFFECTIVE METHODS OF TEACHING ENGLISH:
A 21°T CENTURY PERSPECTIVE

English has acquired the status of universal language as it is spoken worldwide.
Both personally and professionally, people from diverse backgrounds-religion,
educational, location and qualification communicate in the English language. It is
considered as mandatory as well as a status symbol in the society to talk in English
language. To master command and fluency, one needs to improve and practice daily
of speaking English which enhance the speaking skills of a person. Besides, one can
go for and pursue some courses from any language academy or any Language
Education Institutes. A vast majority of People from different cultures is eager to

learn the English language to acquire speaking English skills. In the history of
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teaching languages, there are many teaching approaches and techniques, with some
being more well-known and successful than others. Language teaching methods are
reliant on and affected by various hypotheses of language learning. The historical
backdrop of language teaching advances in multiple ways.

There are a lot of methods of teaching English and we've listed a few that are
very famous and active.

1. Grammar-cum-Translation Method

The Grammar-cum-Translation Method is a very traditional teaching approach
which prioritises translation from the students’ mother tongue into the target language
and vice versa. To succeed in this approach, students need to memorize long lists of
vocabulary and detailed grammar formats and rules.

2. The Direct Method

The audio method is also known as the direct method, which involves thinking
and speaking in English. Here the communication between the teacher and the
student is strictly in English, and the student is barred from using their native
language. When using the Direct method of language teaching all teaching happens
in the target language, forcing the learner to think and speak in that language. The
learner does not use their native language in the classroom at all!

3. The Audio-Lingual Method

This method was developed in response to some of the problems associated with
Grammar-Translation. As a result, classes are usually held in the target language as
this approach deliberately seeks to prioritise speaking and listening skills. The audio-
lingual method is also recognized as the Army Method. During the First World War,
the American Armed forces started escalating oral courses known as the 'Military
Particular Training Program'. Instructive organisations later received it as an audio-
lingual method.

4. Suggestopedia

Suggestopedia is a behaviourist theory developed by Georgi Lozanov, the
Bulgarian psychotherapist in the 1970s. It is listed in the methods of teaching English

and uses the environment, music, decoratives, etc., for learning the language.
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5. The Silent Way

It’s perhaps hard to imagine a language classroom where the teacher doesn’t
actually say much, but that’s the principle at the heart of this approach. As with CLL
above, this approach deliberately shifts the focus from the teacher’s teaching to the
student’s learning. The silent way leans mainly on the student's self-sufficiency.

6. Total Physical Response

It is a way of language teaching in which the teacher presents language objects
as instructions and the students have to do exactly what the teacher tells them.
Students might therefore be asked to sit down, stand up, point to the clock or walk to
the front of the class. As students improve, such instructions can become more
detailed including additional elements for language comprehension, including
adverbs (e.g. talk quickly), adjectives (e.g put on your red jumper) and prepositions
(e.g stand in front of the teacher).

7. Community Language Learning

Community language learning is one of the innovative methods of teaching
English. It is a language-teaching approach in which students cooperate to create
what parts of a language they might want to learn. It depends on the counselling
approach. CLL is most likely one of the English teaching methods where the student
feels the most secure. There's an extraordinary accentuation on the relationship and
bond between the student and teacher.

In contrast to a ton of different methods and ways to deal with teaching English
as a Second Language, a great deal of the native language is utilized for translation
purposes.

8. The Natural approach

Adherents of this approach characterise it as recognising and highlighting the
difference between learning and acquiring a language. For them, learning a language
requires structure, textbooks, resources and memorising grammar rules or vocabulary
lists. Whereas acquiring a language only needs teachers to create an environment
which immerses students in the repetition, correction and recall of their target

language.
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9. Task-based language teaching (TBLT)

The focus of TBLT Language Teaching is solely on the completion of a detailed
task which interests and engages the learners. Learners use the language skills that
they already have to complete the task and work through three distinct phases — a pre-
task, the task itself and post-task review.

10. Communicative Language Teaching

The thought behind this methodology is to assist students with conveying all the
more successfully and effectively in sensible circumstances that they may wind up.
Therefore, this teaching includes concentrating on important capacities like thanking,
complaining, suggesting, inviting, and requesting directions to give some examples.

This approach is probably now the most popular teaching model for English
language teaching globally. In part because it aims to put students in a variety of real-
life situations, so that they can learn how to use their language skills to communicate
in the real world. Educators therefore tend to focus on fluency of communication
rather than accuracy and lessons are more hands-on than theoretical.

11. Lexical Approach

Another significant method of teaching English is the lexical approach. The
lexical approach in language teaching looks to create a proposition for a schedule
plan and language teaching established on a view of language in which lexis assumes
a focal job.

The Lexical approach depends on computer studies that have recently
distinguished the most customarily utilized words. This approach in teaching centres
around vocabulary is securing and teaching lexical lumps arranged by their
recurrence and use.

12. Cooperative Language Learning (CLL)

Cooperative Language Learning or CLL forms part of a wider teaching
approach known as Collaborative or Community Language Learning (CLL). CLL
seeks to make the maximum use of cooperative activities involving pairs and small
groups of learners in the classroom. As such, it is a student-centered, rather than a

teacher-centered, approach to language teaching.
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In the CLL classroom, all of the language learning activities are deliberately
designed to maximise opportunities for social interactions. Students should
accomplish tasks by interacting between themselves and talking / working together.

The teacher’s role is to act as a facilitator of and a participant in the learning tasks.
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BABELYUK O. A.
(The University of Sydney, Australia)

ENGLISH IN AUSTRALIA:
HISTORICAL AND MULTICULTURAL ASPECTS

Australian English is a relatively new dialect, emerging over 200 years ago
among children of early colonists in Sydney who were influenced mainly by various
Southeast English dialects. In the late 19th and early 20th centuries, distinct forms
like Broad, Cultivated, and General Australian English developed, with General
Australian becoming the most common in recent decades. The second half of the 20th
century saw Australian English increasingly recognized as a standard form, reflecting
the nation’s independence. Today, there are three major subgroups: Standard
Australian English, Aboriginal English, and ethnocultural varieties. Aboriginal
English is a dialect influenced by Indigenous languages, used by over 80% of

Indigenous Australians, and differs significantly from Standard Australian English.
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Despite English being the national language, a large part of the population speaks
other languages at home, highlighting Australia’s multicultural landscape.

In Australia, the English language has a rich history of its development.
Surprisingly, Australian English is a relatively new dialect of English and is over 200
years old. Furthermore, we can claim that “Australian English can be described as a
new dialect that developed as a result of contact between people who spoke different,
mutually intelligible, varieties of English” [Cox, Palethorpe 2007].

The early form of Australian English dates back to the 1830s. It was first spoken
by the children of the colonists born into the early colony in Sydney. We may
suppose that the children in the new colony were exposed to a wide range of different
dialects from all over England, but as the research proved, mainly the southeast,
particularly from London. They used this dialect to mark their peer group
membership. As Fritz claimed, “Even when new settlers arrived, this new dialect of
the children would have been strong enough to deflect the influence of new children”
[Fritz 2007]. This very first generation of children created a new dialect of the
English language that was to become the language of the Australian nation.

Later, in the late 19th and early 20th centuries, “the “proto” South Australian
English developed. Its differentiating feature was broadness based primarily on the
diphthongs. “Accent varied, ranging from the most local type (Broad Australian)
through to a more British sounding type (Cultivated Australian)” [Fritz 2007]. An
intermediate category, General Australian, was the most common type at that time.
“Over the past 40 years, Australian English speakers have gradually moved towards
the center of this broadness continuum” [Malcolm 2004] and today the majority of
younger speakers use a General type of Australian English.

Throughout the second half of the 20th century, Australian English became
increasingly accepted as the standard form of English used in this country which was
in tune with Australian independence. Hence, in contemporary Australian society, we
can distinguish three major dialect subgroups of Australian English: 1) Standard
Australian English; 2) Australian First Nations varieties of English, that is
Aboriginal English; 3) Ethnocultural Australian varieties of English.
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It is hard to believe, but before colonization there were about 500 tribes and 250
languages spoken by approximately 400.000 Aboriginal people. During the settling
and colonization, their numbers dropped to 30- 50.000. Today over half of these
languages are no longer spoken due to the years of genocide and policies of forced
assimilation of Aboriginal people and First Strait Islanders peoples into white
Australian society. Aboriginal children were taken by force from their families and
put in special boarding schools before giving them to “civilised people” to raise them
(between 1910 and 1970). They ended up working as servants for white Australians.
(more detail in a film “Rabbit Proof Fence”). They belong to the “Stolen Generation”
and now being of hybrid origin, they seek for their national identity.

Less than 20 Australian languages can be considered ‘living’ languages [Butcher
2008; Butcher, Anderson 2008]. These are languages that are used in everyday
communication as the first language of a community of speakers and passed on to the
next generation. Unfortunately, but “fewer than 10 indigenous Australian languages
have more than 1000 speakers” [Malcolm 2004a; Malcolm 2004b], and the Tongan
language among them.

Aboriginal English is a dialectal form of English reflecting peculiarities of
Aboriginal language and culture. It combines some aspects of Standard English: a
similar structure, but speech characteristics and words are of the Aboriginal
language. It has its own grammatical rules, sounds, words and meanings which shows
indications of a particular Aboriginal language. It is widely used in regular, everyday
communication of Aboriginal people [Malcolm 2004a; Malcolm 2004b].

From the linguistic point of view Aboriginal English incorporates complex, rule-
governed varieties of English. It is spoken by over 80% of Indigenous peoples in
Australia [Butcher 2008; Butcher, Anderson 2008]. It differs from standard
Australian English in systematic ways and at all levels of linguistic structure
(phonetical, grammatical, word building, syntax), especially sentence formation and
semantics of words. Aboriginal English and Standard Australian English are very
different in the way word meanings expressed in various social contexts and this may

have serious implications, particularly in education and in the courts [Malcolm
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2004a; Malcolm 2004b].

Besides, it is mutually intelligible between regional varieties and can also be
known by its local names, such as Koori or Murri English, Broome lingo, and
Noongar English [Butcher 2008; Butcher, Anderson 2008; Malcolm 2004a; Malcolm
2004b]. Hence, today, many members of the Aboriginal population use some form of
Australian Aboriginal English, which is the first and often the only language of most
Aboriginal children.

Though English is the national language of Australia, surprisingly, according
to the 2021 census, “72% of people speak only English at home. The most
common languages spoken at home other than English were Mandarin, Arabic,
Cantonese, Vietnamese, and Italian” [Cox, Palethorpe 2007; Moore 2008]. It means
that contemporary Australian society is marked by multilingualism, as many
Australians speak around 300 different languages, including many Indigenous
languages. Besides, more than 35% of people in Sydney were born outside
Australia. By the way, the Multilingual Research Centre [Moore 2008] at
Macquarie University in Sydney occupies the leading position in multilingualism
research, being located in Australia’s most multilingual city, with one of

Australia’s largest concentrations of language and education researchers.
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GENDERED LANGUAGE IN CINEMATIC DISCOURSE:
LIWC-22 ANALYSIS

The topic of gendered language has long fascinated linguists and cultural
researchers. How we speak reflects not only individual personality but also societal
norms and expectations. Cinema, as a reflection of culture, offers a rich platform to
investigate these dynamics. However, prior studies on gendered language in media
have produced mixed and sometimes contradictory findings [Newman et al. 2008;
Lenard 2016; Lenard 2017; Zmigrodzki 2021]. This inconsistency inspired me to
approach the subject with a fresh perspective, leveraging the robust computational
capabilities of the Linguistic Inquiry and Word Count tool (commonly known as
LIWC), in its latest iteration, LIWC-22.

To explore gendered language in cinematic discourse, the research focuses on
mass culture, English-language films spanning the years 1999 to 2023. The study
draws on over 150 films, including the Top 30 Box Office Films during the period,
the Top 20 Box Office Franchises, and the Top 20 Box Office Films with a Leading
Female Character. These selections reflect the most widely consumed and culturally
impactful films, offering a comprehensive view of how gendered language manifests
in popular cinema. For this study, dialogues from 387 female and 735 male characters
were analyzed, focusing exclusively on those who had at least 200 words of dialogue.

The threshold was chosen to ensure reliability, aligning with LIWC’s methodological
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guidelines.

LIWC is a powerful computational software widely used in psycholinguistic and
sociolinguistic studies. It analyzes text on multiple dimensions (117 categories),
including emotional tone, cognitive processes, social dynamics, and linguistic style.
With an extensive built-in dictionary, LIWC-22 assigns words to various predefined
categories, allowing researchers to identify subtle patterns in language use across
contexts. This tool was particularly well-suited for this study, as it enabled a
quantitative analysis of gendered language in cinematic discourse while maintaining
a focus on psychological and social variables.

This research focuses on several categories both traditionally associated with
gender differences and results being comparatively new and less investigated. These
categories include among others: Words per sentence, Bigwords (words with six or
more letters), Clout, Power, Analytic thinking, Tone, Feeling, Politeness, Swearing,
Social words, Family, Affiliation, and question frequency.

To ensure the results were statistically sound, such metrics as mean, standard
deviation, and effect size were employed to assess the magnitude of gender
differences. These tools provided clarity on the scope and consistency of the patterns
observed.

Mean: The mean is a central tendency measure that provides an overall
summary of the data. It is calculated by summing all the values in a dataset and
dividing by the number of values. The mean serves as a benchmark to compare the
typical value between different groups, offering insights into general trends across
male and female characters.

Standard Deviation: The standard deviation quantifies the dispersion or
variability of the data points around the mean. A smaller standard deviation indicates
that the values are closely clustered around the mean, reflecting consistency within
the group. Conversely, a larger standard deviation suggests greater variation in the
data. In this study, standard deviation helped determine how consistent the language
use was within the male and female groups, providing a measure of reliability for the

observed differences.
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Effect Size: The effect size measures the magnitude of the difference between
two groups, independent of sample size. It provides a more nuanced understanding of
the practical significance of the differences observed. For example, an effect size of
0.2 typically indicates a small difference, 0.5 indicates a moderate difference, and 0.8
suggests a large difference. This metric is crucial for interpreting the real-world
relevance of the gender disparities in language use, allowing us to assess not only
whether the differences exist but also how meaningful those differences are in a
broader context.

The linguistic analysis of cinematic dialogue reveals distinct patterns in how
female and male characters are portrayed through language, offering insights into
underlying gender dynamics in film narratives. Across various psycholinguistic and
social categories, these differences highlight both subtle and overt ways in which
gendered communication shapes audience perceptions of character roles and
identities.

The linguistic analysis of cinematic dialogue highlights nuanced yet persistent
gender-based differences in language use, shedding light on how female and male
characters are portrayed in mass culture films. While some disparities align with
traditional gender roles, others reflect a shift toward more balanced depictions.

Key Findings and Their Implications

e Sentence Structure and Complexity: Female characters use slightly shorter
sentences on average, with an effect size of 0.16. This difference grows to 0.25 when
musicals are excluded. Male characters tend to use marginally more complex words
("bigwords") with an effect size of 0.23.

e Emotional and Social Language: Tone and Emotion: Female characters
exhibit more positive emotional tone (effect size: 0.21) and slightly more emotional
intensity overall (effect size: 0.13). However, male characters express slightly more
negative tone (effect size: 0.15). Both genders show minimal differences in "anger"
and "sadness." Social References: Female characters more frequently reference social

roles and relationships (effect size: 0.29). They also mention family-related terms
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more often (effect size: 0.29), reflecting their association with caregiving and
nurturing roles.

e Authority and Cognitive Processing: Male characters use more "power-
related” language (effect size: 0.27) and work-related words (effect size: 0.24),
aligning with their portrayal in roles emphasizing dominance and career focus. In
terms of "analytic" language, male characters scored higher with an effect size of
0.39, suggesting a more abstract, detached communication style compared to female
characters.

e Adjective and Adverb Usage: Adjective use shows minimal gender differences
overall (effect size: 0.06). However, female characters tend to use adjectives
describing appearance and emotions (e.g., "beautiful,” "happy"), while male
characters favor adjectives tied to abilities and traits (e.g., "powerful,” "dedicated").
Female characters use adverbs slightly more frequently (effect size: 0.25), possibly
reflecting greater elaboration in their speech.

e Conflict and Politeness: Male characters use slightly more conflict-related
language (effect size: 0.14), consistent with traditional portrayals of men in
adversarial roles. Politeness is distributed evenly across genders, with a very small
difference (effect size: 0.08), indicating that courtesy is a shared trait in cinematic
dialogue.

e Other Observations: Female characters use personal pronouns like "I" and
"you" more often (effect sizes: 0.20 and 0.31, respectively), emphasizing relational
and conversational dynamics. Male characters rely more on analytic constructs,
framing them as authoritative and goal-oriented.

These findings shed light on how cinema mirrors and perpetuates societal
gender norms. Female characters, often depicted as emotional and relational,
reinforce traditional gendered archetypes. Meanwhile, male characters continue to
embody dominance, power, and ambition. While these patterns reflect longstanding
stereotypes, the growing prevalence of strong, independent female leads in recent

films suggests that these norms are slowly evolving.
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Cekuisn 1.
JIIHIT'BOKOT'HITUBHI JOCJIIXKEHHS MOBHUX OJJMHUILD

BII'YHOBA H. O.

(Ooecvkuit nayionanvnuil ynisepcumem im. 1. 1. Meunuxosa)

CHIBBITHOILIEHHS TEPMIHIB «KKOMYHIKATUBHUM XIJI» TA
«KOMYHIKATUBHHUH KPOK» B KOHBEPCAIIIMHOMY AHAJII3I

B kouBepcariiinoMy aHamizi turn — xomyuikamuenuti xkpox (abo pennixosuil
KpOK) BU3HAUYAETHCS SK (PparMeHT JUCKYPCY OJIHOTO MOBIISI, BiJIMEKOBAHOTO
muckypcom iHmux [Carlson 1983, c¢. 9]. «Kpok — 1e Te, 10 TOBOPUTH OJHMH
CIIBPO3MOBHHK TP/l THM, SIK IHIIMK CIIIBPO3MOBHUK IMOYMHAE TOBOpUTHY [Sacks et
al, 1974, c. 701]. Orxe, kpuTepieM sl BUAUICHHS PEIUTIKOBOTO KPOKY CIyTy€e

IIpoCTa O3HaKa: MOMCHT, KOJIM OAWH YYAaCHHUK CHiJIKYBaHHH IIPpUIINHAEC TOBOPUTH, a
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iHmMi po3nounHae. OTke, PEIUIIKOBHA KPOK TMOCTaeE (PopMaIbHO-CTPYKTYPHOIO
OJIMHUIICIO J1aJIOTy.

Komynikamuenuii xio € BepOaabHOIO ab0 HEBEpOAIBHOIO JI€I0 OJHOrO 3
YYaCHHKIB, MIHIMaJIbHUM 3HAUYIIHM €JIEMEHTOM, 1[0 PO3BUBAE B3aEMO/III0, IPOCYBAE
CHUJIKYBaHHS 3 METOIO IOCATHEHHS 3arajbHoi komyHikaTuBHOI MeTu [Coulthard 1977;
Edmondson 1981; Stenstrom 1984]. KoMmyHikaTuBHUN Xig — 1€ (PYyHKIIOHAJIBHO-
CTPYKTYpHA OJUHUII 11aJIOTIYHOTO JUCKYPCY.

KomMyHikaTHBHI KpOKH HE MOXYTh OYTH IHIIIIOBAJIBHUMH 1 PEaKTUBHUMH: IS
O3HAaKa HAJIECKUTh TUIBKM KOMYHIKATHBHOMY XOAy 1 OOyMOBJIEHa HOro
GyHKIIIOHATEHOIO cripsiMoBaHicTio [Roulet 1992, c. 92].

OTxe, KoMyHIKamMUueHUll Xi0 1 penjikosuli KpoK BUIILISIOTHCS Ha MIJCTaBl PI3HUX
M1aX01B ((PYHKIIOHATBHO-CTPYKTYPHOIO JUIsl X0y 1 OpMaIbHO-CTPYKTYPHOIO IS
perutiku). PertikoBuil Kpok 1 KOMyHIKATUBHUHM X1l — OAUHUII PI3HOI MPUPOJIU, TOMY
BOHU HE BCTYMNAlOTh B CUCTEMHI a00 i€papXidHi BIIHOIIECHHS.

Pemika 3a cBoiM 00csSroM He 3aBkaM 301raeThbes 3 akToM 1 xoa0M [Edmondson
1981, c. 7], pemnikoBuil KpOK MOXKe MaTH KiIbka KOMyHiKaTuBHUX XO/iB [Coulthard
1977, c. 69], onue ab0 HaBITH MEHIIIE OJTHOTO KOMYHIKATHBHOTO XOJY.

3a HaAIIMMU CIIOCTEPEKCHHSIMH, KOMYHIKATUBHUN X1 MOXe 30iratucs 3
KOMYHIKaTUBHUM KpPOKOM, MOXE CKJIagaTHhCS 3 JIBOX 1 OUIbIIe KOMYHIKaTUBHUX
KpPOKIB, TOJIOBHE JIJIsl XO/Iy — peali3yBaTh 3ayM MOBIIS.

MiHIMaJIbHOI OJMHHICI0 KOMYHIKATUBHOI B3a€MOJii TPaJMIIITHO BBa)KarOTh
JBOPEIUTIKOBE YTBOPEHHS: CYMDXKHY Mapy, IIaJOTIYHUN (KOMYHIKaTUBHMI) OOMIH,
IHTEpaKTUBHMM  OJIOK, IHTEpakiiio, eneMeHTapHui 1uki. KomyHikaTuBHa
CIPSIMOBAHICTh  PEIUIIKOBOTO  XOAY TPOTPECHBHOTO  TOPSIAKY  HAa3UBAETHCA
iHiYil06aNbHOI0, a 3BOPOTHA KOMYHIKAaTHBHA CIPSMOBAHICTh PO3IJIAJAETHCA SIK
peazysanibHa — y3roJIKeHa 3 MUJILOBOIO CIIPSIMOBAHICTIO 1HIIIFOBAIBHOTO XOIY.

[HimiroBansHe BUCJIOBJIIOBAHHSA MOBIIA M UTa€THCS iHTepIpeTartii
CIIIBPO3MOBHUKOM, BHCJIOBJICHIH HUM Yy 3BOpOTHINM perurii. [IpoTe, iHTepakiis He
3aBXKJU 3aKIHUyeThCs Ha 1[boMy. CIiBpO3MOBHUKY MOK€ OyTH Ba)KJIMBO Hi3HATHCH,

Yy 3pO3yMiB HOTO peakiiiio 1HIIIATOp MIaJIoTy, YW TMPUUHSITHA MOro peakiis 1 4u
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MPaBUJIBHO BIH CaM 1HTEPIIPETYBaB BUCIIOBIIOBAHHSA 1HIIIaTOpa iHTepakii. Lle moxe
BUMAaraTty NoJaibioro Bkiany iHimiaropa [Tsui 1984; Mishler 1975]. Takum unHOM,
B KOHBEpCallliHOMY aHalli3l ONEpyloTh 1€ OJHUM YTBOPEHHSIM — MOGIEHHEGUM
eniz00oMm.

Moenennecsuti  enizo0 (SeqUence) Moyke BKIIOYAaTH JBa abo  OlIblie
KoMyHikaTuBH1 Kpoku. Ha nymky E. 'opdbmana, moHATTS cymikHOI mapu sk 6a30Boi
OJIMHUII 1HTEpakIlii Moke BBoauTH B oMaHy [Goffman 1981, c. 48]. PutyanbHi
oOMiHM perutikamu, 3riiHo 3 E. I'obdmanom, 3a3Buuaii Tpuiiankosi: «Peakiiist iHOI
3QJIMIIAE TTOYYTTS HE3aJ0BOJEHOCTI BIJl pUTyally 1 HACTYNHHUN 1HILIIOBAJIBHUI KpPOK
Oyne HeoOxigHuM, OakaHuM a0o0, NMPUHAKWMHI, JTO3BOJEHUM, Yy pE3yabTaTl 4YOro
BiZIOY/IeTHCSl TPHUIIAHKOBHH €11i30/1 a00 HU3Ka CYMDKHHX Iap» [Tam camo, ¢. 23].

E. Mimnep 3a3Haudae, 1m0 Tak camMo, SIK NMUTaHHS BHUMAarae BIJIOBiJAl, Tak 1
peaxiiisi B CBOI 4Yepry BHUMarae HacTYyNHOI MOAAJBIIOI peakuii BiA 3amuTyBaua. L{s
noJiajbllla peakliis, Ha Horo AyMKy, € 3HaKOM 3 OOKy 3alluTyBaya, 1110 HOro MUTaHHS
OTpUMAJIO BIJMNOBIAb, aJ€KBaTHY a00 HeaJeKBaTHY, BIANOBIAHY a00 HEBIAMOBIAHY
[Mishler 1975, c. 32].

Emi b. M. Lllyi npononye sk 0a30By OAMHUIIO 1HTEPAKLIi mpuuieHHUl enizoo
(06MiH) 3 HACTYITHUMH CTPYKTYPHHUMHU €JeMeHTaMH: iHiriaiis, peakiis i follow-up —
npuiinaTTs [Tsui 1994, c. 25].

Ha nymky Emi b. M. Lyi, xig npudHATTA € AyXK€ BaXJIUBUM €JIEMEHTOM
MOBJICHHEBOTO ermizony. Lle eneMeHT, Ha KoMy 0a3yeTbCsl TOAAIBIIE CIUTKYBaHHS.
Bin BuKOHye 3arajibHy (YHKIIIO TIATBEPIKEHHS pe3yJIbTaTy CIUJIKYBaHHS, SKe
CKJIaJIaJIOCs 3 IHIIIFOBAJIBLHOIO 1 pecroHCcUBHOTO Xo1B [Tsui 1994, c¢. 34]. Tpu xomau
TPHOXUJICHHOTO €MMi30/1y CIIBBIIHOCITHCS OJIMH 3 OJHUM TAaKUM YWHOM, 1100 KOKEH
Xil TOTyBaB HacTynHuil. Y chinkyBaHHi face-to-face xim-npuiHATTS 4Yacto
peani3yeTbcsi HEBEpOATBHUMH 3aC00aMU, TAKUMH SIK KMBOK, IOCMIIIIKA, PyX OpiB 1
T.iH. [Tam camo, c. 37].

Y po3MoBi 100pe 3HAHOMHUX MOBIIB XIA-MPUUHATTS YacTO BIACYTHIN. A.
CteHcTpOoM 3a3HAYMIIA, IO B PO3MOBAX OJIPY’KEHOI Mapu BoHA 3adiKCyBasia 3HAYHO

MEHIIIE TaKUX XOJIB, HIX B IHIMX Oecimax [Stenstrom 1984, c. 243]. Lle moxHa
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MOSICHUTU TUM (PaKTOM, 110 100pe 3HaiOMI1 CIIBPO3MOBHHUKH BOJIOJIIOTH 3arajJbHUMHU
(GbOHOBUMHU 3HAHHSAMHM, OT)KE€ B IXHIH IHTEpHpeTaiii BUCIOBIIOBAHb OJWH OJHOTO
HaBpsJ YU MOXXYTh BUHUKHYTH Mepemkoau abo 3aTpuMku. TakuM 4WHOM, HEMae
HEOOXIZTHOCTI B EKCIUNIMTHOMY 3aBEpIICHHI, M0 MIATBEPIKYE pe3yjbTar
criyikyBaHHsA. HeoOXimHICT, TPOAYKYBaHHS XOAYy MNPHUHHATTA, IO BHpaXKae
OPUWHATTS HaJaHOi TMOCIyrH, BiACyTHS, Ha 1ymky E. Toddmana, mis
CIIBPO3MOBHHKIB, TAKUX SIK YOJOBIK 1 qpyxuHa [Goffman 1981, c. 19].

Pi3HOBHZIOM MOBJIGHHEBOTO €IM1130/ly, 110 BKJIIOYA€ OUIBIIE JBOX KPOKIB, €
CyMiXKHa Mapa, BCTaBJieHa BcepeauHy 1HIoi1 napu, Ha3BaHa E. Illernodd ecmasnum
enizooom (insertion sequence) [Schegloff 1972]. V cBoro uwepry, I'. JIxeddepcon
NPOIIOHYE TEPMIH nobiunutl enizod (Side sequence), sIKUil JIemIo BiIPi3HAETHCS Bij
BctaBHoro enizony E. lllernodd. [Tobiunmii enizon, sikuil qociiaHUIs KBaliikye K
emi3on 30010 (Misapprehension sequence), ckiTagaeTbes 3 OUIBIT HIXK OJHIET CyMIKHOT
napu: JaHUW €Mi30] BKJIIOYA€ HACTYNHI KPOKH: TBEPIKEHHS, HEPO3YMIHHS 1
pPO3’SICHEHHS, a TaKOXX MOXJIMBUN KOMIIOHEHT €Mi30y — TepMiHATOp (3HaK
3aBepiueHns) [Jefferson 1972, c¢. 317], cxoxwii 3a CEMaHTUKOIO Ha XiJl MPUAHATTS.
Otxe, Ha nymky [. JlxeddepcoH, mobGIiyHMI emi30 CKIAAAETbCS 3 TPHOX ab0
YOTUPHOX KPOKIB.

OTxe, TPUXWIBHUKKA KOHBEPCAIIIHHOTO aHalli3y CTPOrO  PO3PI3HSIOTH
KOMYHIKAMUGHUU XI0 1 pennikoguti Kpok: MEepIni € (PyHKIIOHATbHO-CTPYKTYPHOIO
OJIMHUIICIO fianory, npyruii — QopmanbHO-cTpykTypHOIo. Illomo kinbkocTi
CKJIaJIOBUX €JIEMEHTApHOI KOMYHIKaTMBHOI B3a€MOJii, Ha 3MIHY TpaauIliiHINI

CYMIDICHIT napi Hapasl NPUXOIUTb MPUUIEHHUL MOBIEHHEBULL eNni300.
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BEPEMYYKE. O.

(Banopisbkuil nayionanvrutl ynisepcumenm)

AHI'JIOMOBHI JIIHT'BOETUYHI KATETOPIi GOOD TA EVIL:
JIAXPOHIUHU ACIIEKT

AKTyasnbHicTb. J0OpO 1 3710 BUCTYNAIOTh €JIEMEHTAMH O1HAPHOT OHTOJOTTYHOI
OTIO3HIIii, SIKa € OCHOBOIIOJIOKHOIO ISl KOHIIENTYaJIbHOI KApTUHU CBITY Ta BEIUKOIO
MIpOI0 BHW3HAYa€ 3JaTHICTh JIOJWHU JO IM3HAHHA (EeHOMEHIB 00’ €KTHUBHOI
peanbHOCTI B aKcioyoTiuHii TuiontuHi. BBaxaemo, mo karteropii GOOD Tta EVIL
MOKJaZeHl B OCHOBY (OpMyBaHHS KapTUHU CBITYy Ta 3IHCHEHHS OIIHIOBAHHS
00’ekTuBHOI peanbHOCTI. JlocmmkenHo o0’ekruBanii konmnentiB GOOD Tta EVIL
MPUCBAYEHA JIOCUTh 4YHCEIbHA KIJbKICTh MOBO3HABUMX HAYKOBHX TIpailb, €
OPEeIMETOM  JIOCHI/DKEHHS cTaBainu ix korHiTBHI pucu [[lepomna 2021],
nepeKIalallbKui aclekT iX BiATBOPEHHS y 1iiboBid MoBi [Tamenko 2019], abo x
JOCIIJDKCHHST BUKOHYBAJIMCS Yy KommapatuBHoMmy acnekti [CososiioBa 2012;
Ocinmuyk 2021; JaBuaenko 2023]. OaHak, 3BaXkal04yu Ha BiICYTHICTh B YKPaiHCHKOMY
MOBO3HABCTBI BUUEPIHUX JOCIIKEHb, K1 PO3TJIAIAI0Th €TUMOJIOTIUHI MPodiIl UX

KaTeropiil, mocTae HarajabHa HEOOX1THICTh JOCITIHKEHHS 1X €TUMOJIOTIYHUX JOMEHIB,
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mo ¢GopMyrOTh iX AlaXpOHIYHMM Oa3uc, a I11e, B CBOK 4Yepry, poOUTh BHECOK Yy
PO3YMIHHS MIPOIIECIB KaTeropu3aliii Ta KOHIENTyaji3alii OyTTs.

MeTow AOCHIIKEHHSI € BCTAHOBJICHHS Ta XapaKTEPUCTHUKAa ETUMOJOTIYHUX
podiaiB aHTIOMOBHMX JIIHTBoeTHUHKMX KaTeropii GOOD Tta EVIL. V BianosigHOCTI
3 JIOCIITHUIIBKOIO METOI0 HEOOXITHO BMKOHATH HACTYIHI 3aBJAHHS: BHUCBITIWUTHU
0COOJIMBOCTI PO3pPOOJICHOT aBTOPOM METOJMKHA €TUMOJIOTTIYHOTO MpOQUIIOBaHHS;
1HBEHTapU3yBaTu BepOaIi3aToOpy aHTIIOMOBHUX JIHrBoeTHUHUX Kareropit GOOD rta
EVIL; cxapakrepu3yBaTH  CEMAaHTHKO-KOTHITMBHI  3MIHM Yy  BHSIBICHHUX
BepOanizaTopax; BCTAHOBUTHM €THUMOJIOTIYHI TpOo(uIl aHaII30BaHUX KaTeropiu;
BUSIBUTU 3aKOHOMIPHOCTI TEPBUMHHOI KOHIENTyamizamii 1i1ed pob6pa 1 37a B
AHTJIIICHKINA MOBI.

006’exkTOM JTOCIIIKEHHS BUCTYIa0Th aHrioMoBH1 KoHenty GOOD Tta EVIL, a
NpeaMeToM JOCTIHKEHHS € 3aco0U X MeTapopUuyHOi 00’ €KTUBAIII].

3acTocoBaHI MeTOAM JOCHIJKEHHS BKJIIOYAIOTh: METOJU KOPITYCHOTO,
JeKCUKorpadiyHOro, CEeMaHTHYHOTO, ACcGIHIIIHHOIO, CEeMAaHTUKO-KOTHITUBHOTO Ta
JIHTBOKOHIIENTYaLHOTO aHaJI3y.

HaykoBa HOBM3HA JOCHIDKEHHS TIOJSITaE y TOMY, IO y HHOMY Oylio BHepIie
Oy70:  TpeACTaBICHO  poO3poOJieHy  aBTOPOM  METOAMKY  €THMOJIOTTYHOTO
npodIOBaHHS; BU3HAYEHO KOHIIENTYaJbHUI 0a3uCc aHTJIOMOBHUX JITHTBOECTUYHUX
kareropiit GOOD Tta EVIL; BuCBiTIEHO eTUMOJIOTIYHI Tpodiyii aHaII30BaHUX
KaTeTropiH.

VY pesynbTaTi NPOBEICHOrO MOCTIIKEHHS MM NI HACTYIMHUX BUCHOBKIB.
AmnrnomoBHi JgiHrsoetnyHi kareropii GOOD ta EVIL € BaXaMBUMH KOHCTUTYEHTaMH
KOHIENTYaJIbHOI KApTHUHHU CBITY, SKI KaTErOpH3ylOTh Ta KOHIENTYali3ylOTh JOCBIJ
MDKOCOOHMCTICHUX BIITHOCHH B MOPAJIbHO-aKCIOJIOTIUHIN TUTONMHI. DOpMyBaHHS IHX
KaTeropii, BiI0OYBaJIOCS IPOTATOM THCSUOJITh Y PE3ybTaTi 4oro B icTopii ¢ijocodii,
Mopani Ta penirii chopMmyBamMcs TMEBHI KOHLEMIIi IMI0AO0 iX po3yMmiHHA. B
NOJANbLIOMY 1IIi KaTeropii CKJajld OCHOBY [UIi (OpPMyBaHHS KOMIUIEKCHOTO
MEHTAJILHOTO ()EHOMEHY — aHTJIOMOBHOT JIIHTBOETUYHOI CUCTEMHU.

Bunnknenns ermuynnx kareropiin GOOD Tta EVIL o0ymoBieHO BpOIKEHOIO

3IaTHICTIO JIIOJIMHU KJjacu(iKyBaTH 1HGOPMAIIHO-eMITIpUYHUNA MaTepiall BITHOCHO
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BKE HASIBHUX OJJMHUIIL MEHTAJILHOTO JIEKCUKOHY, TOMY JOCTYII JI0 iX KOTHITUBHOI CYyTI
BIIKPUBAETbCS  4epe3 MOoOyIoBYy 1X  eTUMojoriyHux  npodiiei.  OcHOBY
€TUMOJIOTIYHOTO TPO(UITIOBaHHS CKJIaJIa€ TPAEKTOPHO-OPIEHTHPHA KOPEJSIIs, 0
OKpECITIOE€ TUISAX CEMAHTUYHOI €BOJIONIi HOMIHATMBHUX 3ac00IB  MOBH, SKHi
BIJUI3EPKAIIIOE «KOTHITMBHUN IIJISAX» TPOIECIB KaTeropusaiii 1 KOHIENTyasi3arlii
JUHCHOCTI, W TIOSICHIOE BHOIp MEBHOI «MOBHOI OOTOPTKW» JJIi KOHKPETHUX CTHYHHMX
KaTeropiiu.

[Tpodimoranns kateropii GOOD BigOyBangocs BiTHOCHO PI3HUX €THUMOJIOTTYHUX
OpleHTHpIB, sKI € KorHiTuBHUMH pucamu jaoMeHiB OBJECT, ENVIRONMENT,
PRICE, MAN, STRENGHT, BEHAVIOUR, JUSTICE, siki y CBOIO 4epry € By3JIaMH
¢peiimie. PHYSICAL WORLD, TRADE, OWNERSHIP, SOCIAL RELATIONS,
FIGHT TA SOCIAL BEHAVIOUR.

BcraHoBieHo, 1m0 KoOHIENTyajdbHa 0aza €TUMOJIOTIYHOTO MPO(UI0 ETHYHOT
kareropii EVIL Bxmouae nmomenn DAMAGE, DECAY, SPLITTING, DEFECT,
IMPERFECTION, THEFT, SORROW, PAIN, UNSATISFACTORY ENTITY,
PEDERAST, DIRT, WITCH, NECROMANCER, sxi € By3namu ¢pperimiB PHYSICAL
WORLD, HUMAN RELATIONS, MARITAL RELATIONS, SORCERY. Otxe, B
€TUMOJIOTIYHUX ~ Npo(UIAX ETUYHUX KATEeropid NepeBaKarTh JOMEHH, SKi
KOHLENTYaI3yI0Th KOHKPETHI pedi, 1[0 HaJlekaTh 10 0a30BOr0 MKUTTEBOTO JOCBITY
monunau, 30kpemMa nomenn OBJECT, LIVING BEING Ta ixui rinoHimu. [ls
3aKOHOMIPHICTh € KOTE€PEHTHOIO 3 YCTAJIEHOIO JTYMKOIO PO Te, 1110 a0CTPaKTHI SBHILA

YCBIJOMJITIOIOTBCS BIJIHOCHO 0a30BUX Ta MPOCTUX KOHKPETHUX pEUEH.
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I'AXAPIS K. B.

(3anopizbkuil HayioHaNbHUL YHIGEepcUumen)

JIIAXPOHIUHU AHAJII3 JEKCEMU-HOMIHAHTY KOHLENTY
EPIDEMIC

Bnepmie mu 3ycTpiuaeMo Jiekcemy epidemic y HayKOBOMY, a KOHKPETHO
MEIUYHOMY KOHTEKCTI y pobortax ['immokpara. CmpaBa B Tomy, 1o ['immoxpar
BBO)XAB MOXUIMBICTh MPOTHO3YBAaHHS TOSIBU 1 TNPOTIKAHHS XBOPOO OJHHUM 3
HaBaKJTMBIIIUX aCTEKTIB MeauIuHU. L[ Bipa crioHyKanza Horo po3risiaTh XBOpoOy
SK JAUHAMIYHUM TpoOIEeC 13 BJIACHUM PO3BUTKOM, SIKUM € TIOCHIJIOBHUM 1
MTOBTOPIOBAHUM aJITOPUTMOM.

[lepBunHa hopma JieKcemMu, 110 BUKOPUCTOBYETHCA JIJIsi BepOastizallii KOHIENTY
EPIDEMIC, cxiiamaeTscs 3 IBOX CMHUCJIOBUX YaCTHUH — €pi, 110 O3HAYAE «HAD, «HA»
a0 x «3Bepxy» 1 démos, 1110 O3HAYAE IO a00 «HAPOI».

3BepTaroun yBary Ha Te€, IO B CBOiX po0OOTax BUYEHUW BHUKOPUCTAHUMN
HO3OJIOTIYHMM MiAXiJA, HEOOXITHO BIA3HAYUTH, IO 3HAYEHHS, B SKOMY BiH
BHUKOPHCTOBYBAB JieKceMy epidemios, TIIMI0Cs Ha Bl YaCTUHU:

1) Sk rpyna BUMaaKiB 3aXBOPIOBAHHS, K1 KJITHIYHO OYJM CXOX1 OJUH 3 OJHUM
32 MEIMYHUMU TTOKa3HUKAMH;

2) Sk rpynu pi3HUX 3aXBOPIOBaHb, SIKI BUHUKAIOTH B OJUH 1 TOM K€ 4ac POKY
a00 B OJHOMY 1 TOMY K MICIIi, 1 TOIIUPIOIOTHCS «HA HAPO», TOOTO MarOTh MAaCOBUM

XapakTep 3apaXKeHHSI.
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Takum umnoMm, ['immokpat 3acTocoByBaB JiekceMy epidemios MO BIAHOIICHHIO
70 Tpydo CHHApPOMIB a00 3axBOPIOBaHh 3 TIOCWJIAHHAM Ha artMmocdepHi
XapaKTepUCTUKH, TOpU POKy abo reorpadiro, a 1HOAI 1 HA TOIIMPEHHS JaHOTO
CHUHAPOMY Cepe/I JTIFOACHKOT OMyJIAIIi.

Hacrynnuit eran akryanizaiii konenty EPIDEMIC nactynus pazom 3 HOBOIO
XBUJICIO BIPYCHHUX 3apak€Hb — B SIKOCTI TOJIOBHOI (hopMu BepOaizalii TyT BUCTyIIA€e
@paniry3pka JekceMa epidémie, sika BOEpIIe 3yCTpIYaeThes B Takid Gpopmi y TeKcTax
noyatrky 18 cromiTrs (B OUIBII paHHIX JpKepenax MOKHa 3yCTpITH Takl (GopMu
nekcemu sk épydime B 14 cromitti i epidimie B 17 cromitTi BianmosigHo) [Rosenberg
1993].

Oxford English Dictionary nae moBosi ieTanbHy XpPOHOJIOTIIO 3MIH y 3HA4YEHHI,
aKoro HaOyBajia jekcema epidemic B aHIJIHCBKIA MOB1 BIJ CEpeAHIX BIKIB [0
Cy4acHOCTI. 3riJIHO I1i€1 XpOHOJIOTIi, yC1 3HAUEHHS JIaHOi JIGKCEMU MOJKHA TOJUIUTH
JIB1 BEJIMKI TPYNH — 3HaYEHHA (POPMU MPUKMETHHKA Ta 3HAYCHHSI (JOPMHU IMEHHHKA.

Jlekcema epidemic cro4yaTky BHKOPUCTOBYBajacs MJisg MO3HAYEHHS TOCTPOTO
3aXBOPIOBAHHS, SIKE MAaCOBO TOIIUPIOETHCS CepeJ] HACEJICHHS MeBHOTO periony. OnHe
3 nepmmux 3aiKCOBaHUX i1 3aCTOCYBaHb BITHOCUTHCS A0 1603 poKy 1 3ycTpiyaeThes y
OMHKCI YyMHU B AHIII:

«An Epidemick plague, is a common and popular sicknesse, hapning in some
region, or countrey, at a certaine time,..producing in all sorts of people, one and the
same kind of sicknesse» [Lodge 1603].

YV XVI-XIX cromTrsix TepMmiH HaO0yB HIMPOKOrO0 BUKOPUCTAHHS B OMNHUCAaX
PI3HMX 3aXBOPIOBaHb, TAaKUX K JIMXOMaHKa abo XoJiepa, 1 MOCTYHNOBO MPOHHK Y
TEKCTH HAyKOBHX, PEIITTHHUX 1 XyJI0KHIX pPOOIT:

1) «The purple Feavour was then Epidemicke, and many families in the towne
visited therewith» [More 1641];

2) «The Epidemic fever... has prevailed much in this part of the Kingdom»
[Cowper 1783];

3) «The endemick and epidemick diseases in Scotland, fall chiefly, as is usual,
on the poor» [Malthus 1803][;
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4) «It seems probable that phlebotomus fever was epidemic at the same time as
malaria» [Journal of the Royal Army Medical Corps 1910].

3rogoM epidemic moyaaM BUKOPUCTOBYBaTH 1 B OOpazHOMY 3HA4YeHHI Jis
MMO3HAYEHHSI Oyab-SIKOTO SIBHUINA, SKE IMBHJIKO TOIIUPIOETBCA 1 Mae HebakaHi
Hachmiaku. Y iteparypi ¥ nyoOmmucerumi  XVII-XX cromith 1med TepMiH
3aCTOCOBYBaJM 10 TaKHX SIBHII, SIK MOPAJbHHUI 3aHEINaJ], €KOHOMIYHI Kpu3HW abo
MaHisl 10 TIEBHOT MO/TH:

1) «And then with guilty conscience they remember Their Epidemick purpos'd
treachery» [Vicars 1617];

2) «That Epidemique mercy that he hath obliged all by» [Waterhouse 1667];

3) «The trade of universal stealing is not so epidemick there as with us» [Swift
1789];

4) «The mania for prize scholarships, then epidemic, infected the curators»
(Pattison M., 1868).

VY npyriii nonoBuHi XX CTOJITTA KOHUENT «EMIIEMIsD PO3IIUPUB CBOE
CEMaHTUYHE I10JIe, OXOIUIFOIYM HEiH(EKIiHHI 3axBOprOBaHHS (OXKHPIHHS, pak) i
HEMEIWYHI MOJli, Taki SIK NOIIMPEHHS KOMIIIOTEPHUX BIPYCIB UM CYCHIJIBHUX
HACTpPOIB:

1) «<He was a pious just man... only a little tainted with the Epidemique of those
times [Latin communi temporum errore abreptus]» [Godwin 1630];

2) «There are epidemics of opinion as well as of disease» [Brodie 1856];

3) «The American life style, emphasizing rich foods and leisure, is the prime
contributor to the epidemic of diabetes in this country» [Tyndall 1979];

4) «Racial stereotypes may be playing a role in the US opioid overdose
epidemic, according to a leading expert on opioid addiction» [The Independent
2016].

VY cydacHOMy po3yMiHHI epidemiC 3HOBY MOBEPTAETHCS 10 CBOIO IMEPBICHOTO
3HaYeHHS SK MeTaopy MacoOBOCTI, SIka OXOIUTIOE HE JIMIIE 3aXBOPIOBAHHSA, aje i
KOJIEKTUBHI eMoIlii, TeHaeHiii abo cormianbHi sBumia. Ll eBomrortis BimoOpaxkae

3IaTHICTh TEPMiHA aJaNTyBaTUCS JI0 3MiH Y CYCHIbCTBI, BijioOpa)katouu HOB1 peaii
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Ta KOHTCKCTH.

«Gun violence is a public health epidemic. We must not surrender to it»
[Sederer 2015].

«Empowering creativity is at the heart of who we are. Epidemic Sound enriches
the creative process, enabling content creators to elevate the content and engage their
audiences with our ever-expanding catalog of world-class music and sound effects.
We collaborate closely with our community of content creators and music creators to
help them grow.

Epidemic Sound exists so that music can fly freely and fairly between creators
around the world» [Epidemic Sound].

Otxe, oTpumaHi (HakTH TIATBEP/KYIOTh MPUIYIIEHHS MPO T€, M0 KOHIEHT
EPIDEMIC mpoiimoB yucienHi ictopuuHi TpaHcdopMmallii. PO3BUTOK JEKCHYHOTO
3HAYCHHS CJI0Ba "emigeMis’, 10 HOMIHY€E JOCIIPKYBaHUN HaMU KOHIIEIIT, B1I0yBaBCs
nuisixoM audepeHIianii i yCcKJIagHEHHS 3a pPaxXyHOK HallapyBaHHS JOJATKOBUX
cMuUCHIB 1 BIATIHKIB. Lli cMmMuciaum mnoB'si3aHi 3 pemiri€lo, HayKOBO-TEXHIYHUM
MIPOTPECOM, PO3BUTKOM MEIUIIMHM Ta BIUIMBOM MACIITa0HHMX CBITOBHUX €mieMild Ha

KOJICKTUBHY CB1JJOMICTh HACEJICHHS.
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JOMBPOBCBKA C. A.

(Ooecvruii nayionanvnuti ynisepcumem imeni I. 1. Meunuxosa)

TEPMIHOCUCTEMA JIIHI'BOKYJbTYPHOI KOHIENTOJIOI'TT

JIIHTBOKYJIBTYPOJIOTiS, sIKAa BUOKPEMIJIACh B OKPEMHUN HAYKOBHM HANpPSIMOK Yy
90-Ti pOKM MHHYIOTO CTONITTS SK PpO3AUT aHTPOIOJIOTIYHOI JIHTBICTHKH,
30Cepe/KeHa Ha MposBaxX JYXOBHOI KyJbTYPH Hapony, BIIOUTUX Ta 3aKPIIUICHUX Y
rioro moBi Ta MosieHHI [[lomoxxun 2015]. ba3oBo JOCHITHOI OJMHHUIICIO
JIHTBOKYJIBTYPOJIOTi ~ BUCTyNmae€  (JIHTBOKYJbTYpHHMI)  KOHLENT, KU Y
HaW3arajJbHIIOMY BUTJIA/I 3BOJAUTHCS 1O TOHSTTS SK CYKYIMHOCTI ICTOTHUX O3HaK
npeaMeTa, «3aHypeHoro» B KyabTypy Ta MoBy [Komeraea 2018], 1 sxmio
JIHTBOKYJIBTYPOJIOTiSl 3aiMa€ThCsl AOCTIIKEHHSM JIIHTBOKYJIBTYPU B LIJIOMY, TO
JIHTBOKOHIIENTOJIOT1SI BUBYA€E OKpEMI (hparMeHTH JIIHTBOKYJIBTYPH, 5Kl MIPEACTABIICHI
(JIIHTBOKYJIbTYPHHUMH) KOHIETITAMHU.

JIIHrBOKOHIIENTOJIOTIS € MPOJOBKEHHSAM Ta PO3BUTKOM KJIACHYHOI, CTPYKTYPHOL
Ta (DYHKIIOHAJBLHOI CEMaHTHKH, 30aradyeHoi JaHUMHU KyJIbTYpOJIOTii, KOTHITOJIOTII,
comiofiorii, icTOpii Ta IHMKX CYMDKHUX JUCIHIUTIH. Jl0 OCHOBHHX METOMIB

TOCIIKEHHSI BITHOCSATHCS KOMIIOHEHTHUW (CEMHHI) aHali3 1 Teopis JIEKCHKO-
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CEMaHTUYHOTO TOJIS: OTPHUMAaHI B PE3yibTaTi KOMIIOHEHTHOTO aHalli3y CMHCIOBI
O3HaKM KOHIIENTY PO3TAIIOBYIOTHCS B CEMAHTHUYHOMY IPOCTOPl B 3aJ€KHOCTI Bif
cBO€1 3HauymocTi Bif sapa ao nepudepii [Komeraera 2018; Cmarmiit 2020].
JIOCTHIAHULBKUIM O00'€KT JIIHTBOKOHIIETITOJIOTI] — KOHIIENIT — Ma€ «HACKPI3ZHUI»
XapakTep 1 BKIIOYAE CEMAHTHKY TEKCTOBUX Ta JUCKYPCHHX YTBOpEHb (1110MH,
napeMii, adopu3MH, XyA0KHI TBOPH Ta 1H.), V SKUX BIJOOpaKarOThCSI CEMaHTHYHI
O03HaKM MEHTaIbHUX oauHuIlb [Koneraesa 2018].

JIIHTBOKOHIIENITOJIOTIYHI ~ JIOCTIJKEHHS CIIPSMOBaHI TOJOBHUM YHMHOM Ha
BUBYCHHS KOHKPETHUX MEHTAIBHUX OJWHHIIH, IO MAIOTh KYJIbTYPHY CHeHUdIKy i
3HAaXOJATh BUpPA3 y MOBi. BenudesHwil BHECOK y CTAaHOBIEHHS JIHTBOKYJIBTYPHOI
KoHLlenToNorii  3po6una ['anna BexOuibka, ska [gajna mnepiie BU3HAYCHHS
JIHTBOKYJIBTYPHOTO KOHIIENTY 1 MpoaHami3yBaia «KyJIbTypocHenu(piuyH1» KOHIENTH
«apyx06a» Ta «cBoboma» [Wierzbicka 1972].

Ha Tmi yuciaeHHMX JIHTBICTUYHHMX IIKIJT Ta HAMpsMIB, IO BPaxOBYIOTh Ta
JOCIIKYIOTh 3B'I30K MOBH 3 KYJBTYpOl y (hOpMi BUBYEHHS TEMATHYHHUX IOJIB,
CEMaHTHYHHUX KJIACiB CJIIB, BCTAHOBJICHHS 3QJIC)KHOCTI MOBHHX (DAKTIB Ta SBHII BiJ
COLIAIBHUX Ta KYyJIbTYPHUX (DAKTOpIB TOIO, JIHIBOKYJbTYpPHA KOHLEMTOJOTIS
BUJIIJIIETBCSA CBOIM KOMIUIEKCHUM Ta CHUCTEMAaTH30BaHUM TIAXOIOM JI0 TpeIMeTa
JOCIIIKEHHS Ta PO3POOJICHICTIO CBOIX JIOCHITHUIIBKAX METOIMK. 3B'SI30K KYJIbTYPHO
MapKOBaHUX OIEpAlIfHUX OJMHUIIL MHUCIEHHS 13 3acobamMu ix BepOamizaii
BHBYAETHCS Y €IHOCTI PI3HOSKICHUX CKJIQJOBUX — MOHSATIHHOT, 0Opa3HOi Ta OI[IHHOI —
3 0€3yMOBHUM JIOMIHYBaHHSM OOpa3HOi CKJIAJ0BOI, a MaTepiajaoM JJis JOCIIIKEHHS
CIIyTYIOTh Oyab-ski jguckypcHi obmacti [[Ipuxoasko 2008]. Bmepre ii 0a3oBumii
TEPMiH — JIHTBOKYJIBTYPHUIM KOHLENT — ONUHSETHCS B 30H1 yBard Ha novyatky 90-x
POKIB MHHYJIOTO CTOJITTSI.

[ToHATTS «KapTUHU CBITY» SIK TJI00abHOTO 00pa3y cBity (Weltbild) 1 BBengene y
BXKHTOK y ninrBictuky M. JI. BaiicrepGepom [Weisgerber 1967], meramizauii —
«(eTHO)MOBHA KapTUHU CBITY» — SIK CYKYIHICTh 3HaHb IIPO CBIT y IMepeciueHiit
CBIZIOMOCTI, 3a()iIKCOBAaHMX B OJMHUIIIX MOBH.

IM's «xoHmenTochepa», 10 03HAYAE€ CYKYMHICTh KOHIIENTIB B3arajii, HaOyBae
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pPO3IIMPEHHS] — «HAIlOHAJIbHA, €THIYHA, JIHTBOKYJIbTYpHAa KOHLENTOoc(epay, IIo
O3HAaua€ CYKYIMHICTh JIIHTBOKYJIBTYPHUX KOHIICTITIB, IO BUIUISIIOTHCS 3 MOBHOI
kapTuHH cBity [[Ipuxoasko 2008; ITlomroxun 2015].

[Tin «MOBHOIO OCOOMCTICTIO» B JIIHTBOKYJIBTYPHIA KOHIIETITOJIOTII PO3YMIETHCS
3aKpIIJICHUA TEPEeBAKHO B JIEKCHUYHINA cHCTeMl 0a30BUN HAIllOHAJIBHO-KYJbTYPHUN
IPOTOTHUIT HOCISI MOBH, 110 BKJIFOYAE CBITOTJISAIHI YCTAaHOBKH, I[IHHICHI MPIOPUTETH Ta
MOBEAIHKOBI peakili, BiI0OpakeH1 y CIOBHUKY — OCOOHCTICTh CJIOBHHKOBA,
etHocemanThuHa [[Tomoxxun 2015], sxa BUCTymae cy0'€KTOM MOBHOT KapTHHH CBITY
Ta HaI[lOHAJILHOI KOHIIENTOC(hEpH.

TepmiHocucTeMa JIHMBOKOHIIENTOJIOTIT BKJIIOYAE TOHSATTS KOHILEOTyasi3amii —
MpoIleCy Ta pe3yjbTaTy CTBOPEHHSI KOHIENTY — CTPYKTYpPYBaHHS 3HaHb MPO CBIT.
BianoBigHO TEpMiHOJIOTIYHE HAMIOBHEHHS I[LOTO TMOHSTTS 3aJ€KHUTh BiJl PO3YMIHHSA
KOHIIETITY $IK JIIHTBOKYJBTYPHOI CYTHOCTI: MOBHA KOHIIENTyalli3allisi € 30araueHHsIM
CEMAHTUKH TI€BHOTO TOHATTS O3HAKaMH, 3alO3MYEHUMH 3 CEMAaHTUKM MOBHHX
MOKA3HHUKIB, IO JICKCUKAII3YIOTh Iie oHATTs [[Ipuxoapko 2008].

3a piI3HUMH O3HAaKaMHM BHUOKPEMIIIOIOTH PI3HOMAaHITHI BUJM JIHTBOKYJIBTYPHHUX
KOHLIENITIB, $K pI3HOIMEHHI («KyJbTyYpHa JIOMIHAHTa», «KJIIOYOBa  17€5»,
(JTIHTBOKYJIBTYPHUN THUIIAX»), TaK 1 YTBOPEHI HUISXOM aJl'€KTUBHOTO PO3IIMPEHHS
0a30BOr0 TepMiHa (E€MOIliiHI, 1JUIOKYTHBHI, PETyJIATHBHI, MapaMETPUYHI Ta I1HIII
KOHLIENITH). 3pOCTa€ KUIbKICTh JOCIIKEHb, EMIIPUYHOIO 0a3010 SKUX € «KIACTEPH
KOHIICTITIBY. Y TaKi CEMaHTHYHI KOMITJIEKCH JOCTIAHUKYA HAlYacTille BKIOYAIOTh 5K
caMi KOHIIENTH, TaK 1 iX CEMaHTUYHI MTPOTWICKHOCTI — «aHTUKOHIenTu». Ili
YKpYIHEH1 00'€KTHU JOCHIKEHHSI OTPUMYIOTh Pi3HI Ha3BU — "KOHLENTYyallbHE Mose",
"KOHIIeTITyaTbHa Miana", "Tpali€eHT-KOHIENT" Ta iH.

He3Baxkatoum Ha CyTTeBI PO3ODKHOCTI Yy JyMKax IIOAO CYTHOCTI
JIHTBOKYJIBTYPHOTO KOHLETNTY, ¥ PO3YMiHHI MOTO BIIMIHHUX O3HAaK CHOTOJIHI BXKE
icHye TieBHUU KOHCeHCyCc. OCHOBHHUMH  XapaKTEPUCTHUKAMU JIIHTBOKYJIHTYPHOTO
KOHIIENITY BU3HAIOThCS: 1) 0araTOBUMIPHICTh SIK HACTIOK CHHTETHU3MY — HasBHICTh
CEMaHTUYHO PI3HOPITHUX CKJIAJOBHX; 2) I€pApXidHICTh, CHCTEMHA 3aJICKHICTh O3HAK;

3) erHocnenudiuHicTh. Jl0 HOTO J0MATKOBUX O3HAK YHAJICKHIOIOTh HOMIHATHUBHY
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HIUIBHICTh SIK MHOXKHHHICTH CIIOCOOIB BepOamizallii; AUCKYPCHY (COLIOKYJIbTYpPHY,
OHTOTEHJIEPHY, aKCIOJOTI1YHY) BapiaTUBHICTh 1 JUCKYpPCOIICHTPUYHICTh — 3IaTHICTh

BUCTYNATH MOYATKOM JUCKYPCY.
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KOBYTA K. C., BUCTPOB 41. B.

(IIpuxapnamceruil nayionanvnutl ynieepcumem im. Bacuns Cmeganuka)

TPAHCKYJbTYPHA IJIEHTUYHICTh B YKPATHCBKOMY
CIMEMHOMY MEMYAPI BIKTOPII BEJIIM « THE ROOSTER HOUSEx:
JIHT'BO-KOTHITUBHUM ACHEKT

dinonorivuni cTymii, Ak 1 Oyap-sKka iHma chepa A0CTiHKeHb, BU3HAYA€ aKTyallbHi
HalpsMU BUBYEHHS BIIIITOBXYIOYHMCH Bijl INIOOAJbHUX €KOHOMIYHUX, TOJITUYHUX,
COLIIAIbHUX Ta KYJbTYPHHUX IPOIIECIB, a TAKOXX BPAXOBYIOUHM 3arajibHi aKaJeMiuHl

TEHJICHIII, 30KpeMa MDKIUCUUILUIIHAPHICTh, TMPAKTUYHICT Yy BUKOPHUCTaHHI,
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KOMeEpITiami3aifo Ta IMIUIEMEHTATUBHICTh y IIUPOKOMY PO3YMiHHI. 3a mepion
octanHiXx 50-TH POKIB y Tajy3l JIHIBICTUYHUX Ta JITEPaTypO3HABUMX JOCIIIKEHB
3HAYHO 3pIC Ta NPOJOBXKYE 3POCTATH HAYKOBUU I1HTEPEC 10 BUBYCHHS MOHSTTS
1IGHTUYHOCTI Y BChOMY CBITI, III0, Y CBOIO YEPTy, MPHU3BEJIO J0 3POCTaHHS KIIBKOCTI
HAyKOBOI Ta MyOIIIMCTUYHOI JIITEpATypH NPO 1ICHTUYHICTb. ICHY€e MpUMyIIeHHS, 110
noTpiOHA HOBAa KOHIICMINiS 1ACHTUYHOCTI, OCKUIBKA JUHaAMIYHA MIrparis, K OJuH 3
acTeKTIB Tiobai3ariii, 3MiHIOe MoOyaoBy cBiToBHX cribHOT [Barker 2001, c. 21].
Ko Koauch MOKHA OyJo MPOCTEKUTH BCEOIYHI CITUTBHI 3B’SI3KM MK JIOJBMU
OJIHI€I HaIlll B «r€pOIYHOMY MHUHYJIOMY, BEJITUKHX ICTOPUYHHX IOCTATAX, CIaBl», 5K
npunyckae (Qpanuy3pkuii  ginocodp E. PeHaH, To cporoaHi 1e 3acTocyBaTH
npakTUIHO He MoimBO [Penan 2000, c. 112]. bararo mronel, siki MOTpamuin y
«MDKKYJIBTYPHUH CTaH», MDK JBOMa, a JEKOJIM W KUIbKOMa HalllOHAJbHUMU
MPUHAIECKHOCTAMU, HaMarajaucsi BU3HAYUTU CBOIO 3MIIIAHY 1JICHTHUYHICTh Y HOBUX
TEepMiHax, MOBEPXHEBO OPIEHTYIOUMCh HA KOHKPETHI (aKkToOpH, Taki sSK peiiris, paca,
MoBa Ta 1HW. /o mpukiany, konu nucbMeHHUKa A. Maanyda, kUil HapoJHUBCS B
JIiBaHi 1 mpoBiB TaMm 27 POKIB CBOTO XUTTS, a Mi3HimIe ocenuBcs y Opaniiii Ta KuB
TaM 22 pOKH, 3allUTaH, YU BIUYyBa€ BIH ceOe Ouiblie (ppaHIly30M UM JIIBAHIEM, BiH
BianoBiB «O0oma!y. Bin BBaxkaB, 1110 OUIBIIICTD HAMPYKEHOCTI Ta KOH(IIIKTIB Y CBITI
€ HaCIIKOM TMpoOJeM TIOJ0 HEMPaBWILHOTO PO3YMIHHS 1J€HTHYHOCTI, IO
NPU3BOJNTH JI0 MYJIETUPACOBOrO Ta MOBHOro HacuiabctBa [Maalouf 2008, c. 8]. V
3B’SI3KY 3 TAKUMU «MIOOIYHUMH edeKTaMI» Mirpallii Ta MOJITUYHOTO MepeMaIyBaHHs
KapTH CBITY, BUHUKJIA HEOOX1IHICTh OKPECIUTH MOHATTS TPUHAJIEKHOCTI TO-HOBOMY,
HaJIaBIIM HOMY JICIIO BIIOKPEMJICHOTO Ta CHENU(IYHOTrO 3HaYEHHS, 0 W 3yMOBIIIOE
aKmyaabHicme 1OCIT1HKCHHS.

3a Bu3HaueHHAM A.J[arHiHO, TPAHCKYJIbTYypHA 1IEHTUYHICTD - 1€ 1A€HTHUYHICTb
oco0u, sKa € Pe3yslbTaToM IMMPOKOTO MIKHAPOIHOTO OCBITY, TMEPEKUTOTO IEI0
0Cc00010, TOOTO «MHOXHHHOi, THYy4KOi, MeTamMOop(iuyHOI 1ACHTHYHOCTI 3 KUIbKOMA
cTaHamu npuHanexHocti» [Dagnino 2012, ¢. 10]. InentudikyBatu cede sIK JIOAUHY 3
TPAHCKYJIBTYPHOIO 1ICHTHYHICTIO — 116 HOBHH CIIOCIO pO3MNISIIaTH TOHSTTS

KyJIbTYpH Ta 1IGHTUYHOCTI, 110 BIAMOBIJAE CydacHId Teopli KyJIbTypH SK MOTOKY, a
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He cytHocti [Hannerz 1992], to0to sk KymbTypH, IO MOCTIHHO pPO3BHUBAETHCS. 1
3MIHIOETHCSA 31 301UTBIIICHASIM B3a€MO/Iii Ta JTOCBIMY 1HAWBIIA.

[nenTuuHicTh K Taka (HE3BaXalOUW HA KOMIUIEKCHICTh TOHSTTS) Ha
010JI0TIYHOMY Ta TCUXOJOTIYHOMY DPIBHSIX HE B OCTAHHIO YEpPry BH3HAYAETHCS 3a
MUCJICHHSIM Ta CIIOBECHHMM BHCIJIOBIIIOBAaHHSM OCOOM, a BIJMOBIJHO 32 MOBHOIO
o3Hakorw [Benrpuniok 2016]. 3Biacu BUILUIUBAE BHOIp MemoOuKu ITOCITIHKEHHS,
30KpeMa METOH JIIHTBICTHYHOTO Ta KOTHITUBHOTO aHAi31B.

OgHuM 13 TPOBIIHUX OPIEHTUPIB CYYaCHOI KOTHITUBHOI  JIHTBICTHUKH
3AJIMIIAETHCS KOHLENL[is Ipo Te, 0 «MEHTAJIbHI MPOLIECH He Jinie 0a3yroThCs Ha
MEBHUX pENpe3eHTAallisX, a W BIANOBIJAIOTh MEBHUM MPOLEAYpaM - KOTHITUBHHUM
obuncienusam» [Lakoff 1982 c. 141]. KimrouoBuM MOMEHTOM JaHOT'O BU3HAYCHHS IS
HAIIOTO JTOCIIPKCHHS € TIOHATTS «KOTHITUBHOTO OOYMCIICHHS», IO, Y CBOIO Yepry,
TATHE 32 COOO0I0 MPOIEAYPY, a BIAMOBIIHO, T03BOJISIE HA OCHOBI Mem ooy KilbKiCHO20
aHai3y MOBIICHHEBUX OJIMHUIL Ta KOHCTPYKIM 3MOZENIOBAaTU TMEBHI MaTEPHU
MOBJIEHHSI MHUCJIEHHS 1HAMBIAA 3 TPAHCKYJIbTYPHOIO MPHUHAJIEKHICTIO, a BIAMOBIIHO,
BU3HAYUTH MOT0 MIACBIIOMY 1JIGHTUYHICTh. 3 OCTAaHHIX PO3BIIOK Yy cdepi
MOJICTIIOBaHHSI MOXHA 3pOOMTH BHCHOBKHM, IO MOJCIIOBaHHSI SK HAyKOBO-
Mi3HaBaJbHUN METOJ JIJISl aHaJi3y KOTHITUBHOI AisUTBHOCTI YCIIIIHO 3aCTOCOBYIOTH Y
TUX BHUIMAJKax, KOJU Oe3nocepesHe BUBUEHHS 00 €KTa MOJIEIIOBAHHS YCKIIaJHEHE,
yepe3 BIJICYTHICTh 0€3M0cepeIHbOr0 KOHTAKTy 3 HUM. TUNOBI 00’ €KTH TaKOro poay -
MUCJIEHHEBA JISIBHICTD JIIOJIMHUA W MOBAa y BCIX ii mposiBax. JlJis cCTBOpeHHS MOJeni
HEOOX1AHO BOJOMITH 1H(OpPMAII€El0 NPO  BJIACTUBOCTI TMOBEIIHKHM 00’ €KTa
MoJientoBaHHs 3a nmeBHux ymoB [Lakoff 1982 c. 141]. Takox I'. Jlakod 3a3Hauae, mo
HaWyCHIITHIIIE MOJIECTIOITHCS CaMe PUCH, TIOB’s3aH1 31 CTPYKTYPHOIO OpraHi3alli€ro
o0’exta. Y BUINAAKY 3 JIHIBICTHYHUMHU MOJEISIMU YYEHHMH CTBEpIKYE, IO
JIHTBICTHYHI MOJIENII MalOTh Ha METI nepeadadeHHs IOBEIIHKA 00’€KTa, a TaKOXK
MOSICHEHHS MO0 BJIACTUBOCTEM.

Mamepianom n1s  JIHTBO-KOTHITUBHOI'O — MOJICIIOBAHHS  TPAHCKYJIbTYPHOI
IIGHTUYHOCTI CIYTyIOTh TEKCTH aBTOPIB, $KI BIacHe 1 MO3UIIOHYIOTbCA SIK

TPAHCKYJIBTYPHI, @ B CBOIX Po0OTax 3raayroTh NpO MUHYJIE KUTTS, KUTTI MK JABOX

41



KyJIbTYp, 6araTopacoBiCTh poay, MIrpamiiHuii Mporec pOAUHH TOILIO.

Kaura  aMepukaHCHKO-YKpAaiHCHKOI ~ NHUCHMCHHHWIN,  JKypPHAIICTKH  Ta
nepekinagauku Bikropii bemim «The Rooster House» — 1e Mmemyapu Ta icTOpHUYHE
ponuHU B YKpaiHi. Y HapaTHBI NEPeIUITaeTbcs 0coOUCTe, MOMITUYHE Ta ICTOPUYHE,
MOYMHAIOUM 3 1i MOIIYKY BiAMOBIAEH mpo i1 mpaaiga Hukonuma, skuit 3HUK i 4ac
pansHcbkux yuctok 1930-x poki. Lle poscmimyBaHHs moBepTae ii B YKpainy, e
BOHA PO3MIPKOBYE TIPO CBOE TUTUHCTBO, OYPXJIHMBY MOJITHYHY ICTOPIIO PETIOHY Ta
JOCB1J 11 pOAVHM Yepe3 KIIFOUOB1 ICTOPUYHI MO/11i, Taki sik ['onomomop, pyra cBiToBa
BiliHa Ta pansHCBKi penpecii. «The Rooster House» — B’si3uuist Kb y [MonTasi —
CUMBOJI3yE CTpax 1 TpaBMy, IO MEPEAAEThCS 3 TMOKOJIHHSA B TOKOJIHHA 1 €
CIIEMEHTOM MeHmanbHol gizuunoi cucmemnoi mooeni [Abbott 1985, ¢.186 1. 3aBasaku
IbOMY JIOCHIDKEHHIO benimM 3ManboBye CTIMKICTh CIM'i Ta TpPHUBAJIMM BIUIMB
palIsHCHKOI BJaJM HA 1IEHTHYHICTH 1 maM’sTh YKpainu (moodens noditi). CTOCOBHO
JUTUHCTBA Ta CTApLIOro BIKY KHHMra (pikcye Taki MOMEHTH, SIK po3aymu bemim mpo
yac, mpoBeAeHUl B YkpaiHi 3 0alycero Ta mpajigycem, MiIKPECTIOud, SK I
croragyd mpo ciMeiiHE KOXaHHS Ta CUIbCbKE JXHUTTS c(opMyBanu ii CBITOIJISI
(abcmpakmua cucmemHa mooenb). Y HapaTUBI TaKOXX BHCBITIIOIOTHCS 0COOH
MOXUJIOTO BIKY B 11 ciM’1, Taki sk ii 6a0ycsa Acs, 1 IXHI POJIi SIK XpaHUTENIB 1CTOPIH 1
nam’siTi, AKl CTalTh KIOYOBUMH JUIsl PO3YMIHHS CKIJIQJHOTO MHUHYJIOIO CiM’i Ta

Ykpainu (moodeni 0oceioy).

Jlimepamypa
Benepuniox M. 1. Beryn 10 MOBO3HABCTBA : KOHCHEKT Jekiii. [Bano-®pankiBcek : [OHTYHT,
2016.
Penan E. «lllo take Hamisn?» «Harmionanizm» (AnTtonoris). KuiB : Cmonockum, 2000. ¢. 107-120.
URL.: https://zbruc.eu/node/59455
Abbott, V., Black, J. H., & Smith, E. E. (1985). The representation of scripts in memory. Journal of
Memory and Language, 24, 179-199.
Barker, C., Galasinski, D., & Galasinski, D. D. (2001). Cultural studies and discourse analysis : A

dialogue on language and identity. Sage.

42


https://zbruc.eu/node/59455

Belim V. The Rooster House, Abrams Press 2023, 230 p.

Dagnino, A. (2012). Transcultural writers and transcultural literature in the age of global modernity.
Transnational Literature, 4(2), 1-20.

Hannerz, U. (1992). Cultural complexity : Studies in the social organization of meaning. Columbia
University Press

Lakoff G. Categories : An essay in cognitive linguistics. LiMed. Linguistics in the morning calm :
Selected papers from the SICOL-1981. Seoul : Hanship, 1982. P. 139-193

Maalouf A. “How the multiplicity of languages could strengthen Europe”. 2008. Brussels. p. 1-30.
Nordlander J. Towards a Semantics of Linguistic Time. Uppsala : Sweedish Science Press, 1997.
197 p.

Sudrez-Orozco, C. (2004). Formulating identity in a globalized world. Globalization: Culture and
education in the new millennium, 173-202.

The Guardian. The Rooster House by Victoria Belim review — secrets and lies in Ukraine.

Autobiography and memaoir.

A N 1 ) ) ) o ) ) o o ) o o e o ) o)

KY3HCIIOBA I. B.

(HayionanvHutl yHigepcumem «3anopizbka nOJIimMexHiKa»)

METOHIMIA SIK OF'€EKT BUBUEHHSI KOTHITUBHOI
JIIHI'BICTUKHA

Sk B1IOMO, METOHIMIS TPEACTaBJsi€ COOOK 3aMiHy OJHOTO CJIOBAa IHIIUM Ha
OCHOBI CYMIDXKHOCTI iXHIX 3HAa4€Hb. A 1€ 03Hayae, M0 el CTUIIICTUYHUN NMpUiioM, Ha
BiIMiIHY Bif Mertadopu, Oa3yeThbcsi HE Ha MOAIOHOCTI TPEIMETiB, a Ha IiX
MIPUHAJIC)KHOCTI JI0 TIEBHUX SBUII] a00 MOHSATH, SIKI MOB'I3aH1 PI3HUMH BITHOIICHHIMU
(IpUYMHHO-HACIIKOBUMH, YaCOBHUMH, IMPOCTOPOBUMHU  TOIIO). AHAIIZYIOUH
METOHIMII0, CJTi] 3a3HAYNTH, 110 BeJIMKa KUIBKICTh JOCIITHUKIB BU3HAYAE ii SK TPOII,
3aCHOBAHMM Ha B3a€MOJIli KOHTEKCTYaJIbHOTO Ta CJIIOBHMKOBOI'O 3HA4Y€Hb CJIOBA,
3aCHOBAHUX HA CYMIDKHOCTI.

AKTHUBHE BHUBUYCHHS METOHIMIi Y PYyCJi KOTHITHBHOI JIIHT'BICTUKH PO3MOYAIOCS
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HanpukiHimi XX cr. i npencrasieHo npausMu A. bapcenonu, P. Mennocu, P. Koxa,
K. ITentep. Y BITUYM3HSHIN JIHTBICTHII SBUIIE KOHIIETITYATbHOI METOHIMIT 3HAXOIUTh
BUCBITJIEHHS Y  KOTHITMBHO-TIOCTOJIOT1YHMX  po3Biakax  B. I'. HikoHoBOI,
O. I1. Bopo6iioBoi, I. A. Tpybenko Tomo. MeTOHIMIS PO3TIIAIAETLCA K MEXaHI3M
MUCJICHHS 1 KOHIIeNTyali3allii HOBCAKICHHOTO JIOCBITY, 110 MPOSBISIETHCS HE JIUIIE Y
MOBJICHHI Ha BCIX PIBHSX MOBH, a W HEBepOaJIbHUX TEKCTaX Ta HaBITh MOBEIIHII
JIIOTAHU.

3araapHONPUMHSTE TIIYMAadeHHS METOHIMIi y KOTHITHBHINA JIIHTBICTUIIl TakKe:
«MeToHIMISI — 1€ KOTHITUBHUM MpOILIEeC, MPHU IKOMY OJIHA KOHIIENTyaJlbHA OJUHULIS
(p14, momis, BAACTHBICTh) — KOpPEJIAT — 3a0e3Meduy€e MEHTaJbHUM JOCTYI 10 1HIION
KOHLICTITYaJIbHOI OJIMHUIII — pepepeHTa — B MeXax Toro camoro ¢peimy,
koHientochepu abo imeanizoBaHoi kKorHiTUBHOI Mozeni» [Kovecses 1998, c. 99].
[Hakiie kaxyuyu, BUTIIyMay€HHsI METOHIMIl IPYHTY€TbCS Ha HAsBHOCTI 3B 3Ky MIX
JIBOMA €JIeMEHTaMH, OJIMH 13 IIUX €JIEMEHTIB PEIPE3CHTYETHCS Y MOBJICHHI — KOPEJIST,
IHIIMI MaeThCsl Ha yBa3l — pedepeHT. Lleil 3B'A30K HA3MBAIOTh CYMIKHICTIO, 1
BHHUKAE BIH MDK KOMIIOHEHTaMH II€BHOI CHCTEMH 3HAHHS, IO (OPMYETHCS Y
JIIOJIMHY 3 HA0YTOTO HEIO IOCBIAY U CHIIMKIONEUYHUX 3HaHb PO CBIT.

JIx. Jlakodd BHCIOBIIOBAaB MPUITYIIECHHS, IO «METOHIMIS TaK camo, fK 1
Metadopa € CHIBHMM KOTHITUBHUM 1HCTPYMEHTOM, 3a JIOIOMOTOI SIKOTO
B1I0yBa€ThCS Mi3HAHHS CBITY JIIOJUHOI. METOHIMIUHI KOHIIENTH CTPYKTYPYIOTh HE
TUIBKK MOBY, ajié TaKoXX ¥ MHUCJASHHS, BITHOCHHHM 1 Jii  JIIOJUHHNY
[Lakoff, Johnson 2003, c. 132].

JIx. bapHzeH BBaxaB, 1110 METOHIMIs, 5K 1 MeTadopa, «0a3yeTbest Ha acoriarlii
MDK JBOMa ifessMu». HaykoBellb BHAUISE JIBa THIM acoIliarfiii: acorais Mix
CMHCJIaMH Ta acolrialliss Mk imenamu [Barnden 2010, c. 27].

Minny Ta He3amepeuHy poJib METOHIMII B MOBI Ta KOMYyHIKamii
npoJieMOHCTpoBaHo B mpansix A. bapcenonu, 3. Koseuema 1 I'. Pagnena, B. Kpodra,
K. Jlanrakepa, K. Jlittamop Ttomo. Came UMMM JOCHIJHUKAMU BU3HAYEHO
METOHIMIYHUH  XapakTep MOBH, OCKUIBKM MOPHUPOJHE TMparHeHHS  MOBIS

BUCJIOBJIFOBATUCS TIPO T1 pedi, SIK1 MalOTh JIJIsl HbOTO «O1IbIIIe KOTHITUBHE 3HAYCHHS»,
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CTa€ MPUYMHOI0 METOHIMIYHUX BHUCJIOBIB, MO JAIOTh 3MOTY <JTIOJIMHI 3TrajlaTd PO
CYTHICTB, fIKa Ma€ OuIbllIe KOTHITUBHE 3HAUEHHS 1 MPOCTIIIE MOBHE BUPAXKEHHS, TUM
CaMUM BHUKJIMKABIIM YSBJICHHS IIPO 1HIIY CYTHICTb, MEHII BHIJIEHY abo 3i
cKJaaHimuM mno3HadeHHsm» [['onuapenko 2013, c¢. 30]. [lmigHuMH B KOHTEKCTI
HAIIOro JOCTIPKEHHS € CTyli Cy4YaCHUX 3aKOpJIOHHUX JHrBICTIB A. CanamMmypoBud
(A. Salamurovi¢, 2017) ta X. XKomap-Canueca (J.Jodar-Sanchez, 2020), y sxux
METOHIMIiSI PO3TIISIIAETHCS KPi3b MPU3MY TOJMITUYHOTO JUCKYpPCYy Ta JOJCHKOI
iHTepakiii. Cryaii  BITYM3HAHMX ~ YYEHUX  MPUCBSIYYIOTHCS  JIOCIHII>KEHHIO
(¢yHKLIOHYBaHHA MeTOHIMII y cydacHux Meniatekcrax (I'. I'emko, B. 3aiiiesa),
JIHTBOKOTHITUBHUX XapaKTEPUCTUK METOHIMII y CBITIl Teopii 1Aeali30BaHOl
korHiTuBHO1 Mojeni (I. Kauyp), MOBHUX, TICHXOJOTIYHUX Ta KOTHITUBHUX ACIEKTIB
METOHIMIYHUX nepeHecenb (O. ["amueHko) Tomo.

Sk Oyno 3a3HAYE€HO, METOHIMIIO PO3IJIANAIOTh SIK OJMHMIKO KOTHITUBICTUKH 1
BU3HAYAIOTh K KOTHITUBHUHN TPOLIEC, B AKOMY Bi1IOYBAETHCS PO3YMOBE CIIPUMHSATTS
OJTHOTO KOHIIENTY 3a jgomomororo ixmoro [Fauconnier 1998, c. 157]. Ywmmano
JTOCITITHUKIB, Y CBOIO UEPry, PO3IISIAIOTh METOHIMIIO SK JIHTBICTHYHE SBHIIE, IO
CIIUPAETHCSI HA SICKPaBl KOHIENTYalbHI BIAHOCUHU MiX €JIE€MEHTaMH KOTHITUBHOTO
dbpetimy [Ungerer 2006, c. 44].

KornituBHI 10OCTIIKEHHS METOHIMIT JO3BOJWJIN TO-1HIIOMY TOTJISHYTH Ha IIei
(¢enomeH. KorHiTMBHMI HampsMOK, CHOUPAlOYMCh HAa YBECh MONEpPEIHINA JOCBIJ
TPATUIIMHUX JIHTBICTUYHUX JIOCTIKEHBb, J03BOJISIE BUSBUTH MEHTAJIbHI OCHOBH
MOBHHX SIBHIIl Ta 3HAYHO PO3IIMPUTH TOTISAM Ha METOHIMIIO. Y Mexax
KOTHITUBHOTO IMIAXOAY METOHIMISI PO3IJISIAAETHCS HE JIMIIE SIK JIHTBICTUYHE SIBUIIIE,
ane sk (yHIaMEHTAJbHA BJIACTUBICTH HAIIOi CBIIOMOCTI, SIK OJWH 3 TPUHIUIIIB
opraHizailii TMOBCSKJICHHOTO MHUCJEHHS 1 MEBHUM Cmocid KOHIEeNTyami3alii Ta
Kareropusailli miicHOCTI. J[OCHTh BIYyYHO XapaKTepU3ye€ METOHIMIIO HACTYITHE
Bu3Ha4YeHHs. «Metonymy is a cognitive process in which one conceptual entity, the
vehicle, provides mental access to...conceptual entity, the target, within the
idealized cognitive model» [Mendoza 2003, c. 118].

KonnentyanbHICTh METOHIMIT TOSICHIOETHCS THM, IO B OCHOBI 11 JIGKHUTh
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pedepeHIlis Ha MeBHUH KOHIENT. MeToHIMIs MoAiI0HO MeTadopl € YACTUHOIO HAIIOTO
MOBCSAKJICHHOTO MHCIICHHS, 3aCHOBaHAa Ha JOCBIMI, MIJAEThCA 3arajbHAM 1
CHUCTEMHHM IIPUHIIAIIAM 1 CTPYKTYpY€E HaIlll JyMKH 1 Jii.

Crpob6a TeMaTHIHO KiIacH(iKyBaTH METOHIMIIO IiKaBa ISl JOCIIKEHHS IIHOTO
MOBHOTO SIBHILIA CaM€ 3 TMOIJISAY CEMaHTUYHOTO TpyNyBaHHS, OJHAK MOJAUT Ha
TEMaTU4YHl TPy HE € BUYEPIHUM, JOCKOHAIMM M OCTaTOYHHUM, OCKUIBKU PI3HI
JIKCEMU BUSIBISIOTH 3JaTHICTh 0 (DYHKI[IOHYBaHHS B KUIBKOX TEMaTHYHUX TpyTax.
Ha namry gymky, B ocHOBI Kiacuikaiii JiexkaTb HE CEMaHTHYHI MPOLIECH, HE THUIIH
CEMaHTUYHUX 3CYBIB UM THUIH acolliallii, a, BIaCHEe, TEMATUYHUI PO3MOILI JICKCUKH.
He3Baxatoun Ha JOCHTh TIPYHTOBHE OCMMCIEHHS, NpoOiemMy Kiacudikaii
METOHIMIYHOTO TIEPEHECEHHsI 3aJIeKHO BiJ THUMIB acouiamii MDK CYMDKHUMH
MOHATTSIMU HE MOXHA BBAXKATH OCTAaTOYHO BHUPIIMICHOI, OCKUIBKH HEPIIKO
JOCIITHUKA OOMEXYIOThCSl TepepaxyBaHHSIM METOHIMIYHUX MOJIE]eil, Ha 3pa3oK
«aBTOp — TBIPY», «Iisl — pe3yJbTaT», HE BUAULIIOUN Kay3aJbHUW TUI SK Takuid. Y
HaIlIOMY JOCHIIPKEHHI MU CIUPAEMOCS Ha Kiacudikalliio, MPUHIMUI SKO1 MOJSATae y
BHJIUVICHHI OCHOBHHUX THITIB TIEPEHECEHHS HAMMEHYBaHHS 3a acoIlialli€l0 CyMIXXHOCTI,
a caMe Kay3aJlbHOTO, JIOKaJbHOTO, aTpUOYTUBHOIO, TEMIOPAIbHOIO THIIIB.
[lepenecenns 111, BiIOMBAaIOYM TOW YW TOW 3B’SI30K MIDK TMOHSATTAMH KOHKPETHHUX
KJIaciB, TPYNYKOThCS B IIATUIH, IO TEPeAalOTh BIJIHOMICHHS MIXK POJIOBUMH
MOHATTSAMH IIOAO0 TOHITh KOHKPETHHX OO0 €KTIB, ajie € BHIOBUMH IOJO0 3arajibHUX
MOHATH, AacoIliamisi MK SKAMH BHpPaXEHa MOJEIIMU TieBHOro Ttumy. OTXe,
METOHIMIIO B JIIHTBICTMUYHIN JIITEpaTypl PO3IJISAAIOTh 3a HAJEXKHICTIO 0 MEBHOTO
TUITY — Kay3aJdbHOTO, JOKAJIBHOTO, TEMIOPATBLHOTO, aTPUOYTUBHOTO, KOXKEH 3 SKUX
B1IOMBAa€ CEMaHTUYHI 3B’SI3KM pi3HOTO xapaktepy. KoHkpeTH1 peamizaiii TOro uu
TOrO0 TUIY 3B’SI3Ky MOXHA TMOEAHATH B MIJTUIM HAa OCHOBI CHIJIBHOCTI 3MICTy H
o0cary BU3HA4YyBaHMX TMOHATh. Kiacudikyroun MeTOHIMIUHI HOMIHAII, MaEMO
BpaxyBaTu cdepy MOMUPEHHS, a TAaKOX HAWMPOIYKTUBHIINI THIH METOHIMIYHUX
NEPEHECEHb, 1110 AKTUBHO (DYHKIIIOHYIOTh Y TEKCTaX Cy4aCHOTO MEHEIKMEHTA.

OTxe, KOTHITUBHUM MIAXIJ 10 BUBYCHHS METOHIMIT yBiOpaB y cebe JOCSATHEHHS

TPaIUIIMHUX MIAXOIB Ta CTaB HAWOLIBII TMEPCIIEKTUBHUM HAIPSMKOM, OCKLIbKHU
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J03BOJISIE  PO3LIMPUTH  MEX1 TPAAMLIMHOTO PO3YMIHHS IIbOTO  (PEHOMEHY,
PO3TISAAI0YM METOHIMIIO SIK KOTHITUBHUN MEXaHi3M, 10 BUKOPUCTOBYETHCS IJIf
JIOTIYHMX Omepaliid Ta CYy[KeHb MPO CBIT, KOHIIENTyali3alii Ta KaTeropuzarii
M03aMOBHOI JisTbHOCTI. KOTHITUBHA CYyTHICTh METOHIMIi y0adaeThCs B TOMY, IO B
X0/l TIPOIIECy METOHIMI3aIlli O/lHa KOHIIENTyallbHa CYTHICTh 3a0e3Ieuye TOCTYyM 0
1HIIIOT KOHIIENTYaJIbHOI CYTHOCT1 B MEXKaX OJIHI€T KOHIENTyanbHO1 cpepr. MeToHIMis
— 1€ BaXJIMBUHA MEXaHI3M KOTHILIi, 3a JOMOMOTOI0 SIKOTO JIOJAMHA PO3yMi€
aOCTpaKTHI MOHATTS ¥ PO3MIPKOBYE MPO HUX, BOHA IPYHTYETHCS HA IOCBI/1 JIFOJIUHU.
3a JOMOMOIOK0 KOTHITUBHOIO MIAXOAY CTAIOTh MOKJIMBUMHU JOCHIIKEHHSI CYTHOCTI
MOBHHUX SIBUII, @ 4Y€pe3 HUX 1 KOTHITUBHUX MEXaHI3MIB Ta CTPYKTYp JIOJCHKOL

CB1JJOMOCTI.
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JIABPEHEHKO /1. O., HIEBYYK O. B.

(3anopizvKuill HaYiOHANLHUU YHIgepcUumen)

JOCJILIZKEHHSA BZKUBAHHSA MOBHUX 3ACOBIB HA MATEPIAJII
TEKCTIB IICEHb MY3UYHOI T'PYIIHA LINKIN PARK

AHami3 TOCTiKEeHb TEKCTIB Majoi ¢popMu, TOOTO MCEHb, MOXKE MOKa3aTH, IO
iM TpUTaMaHH1 YiTKI CTPYKTYpHIi, IIparMaThyHi Ta JIHTBOCTUIIICTUYHI OCOOJIUBOCTI.
Omxe, mpoaHamizyemo micHIO “Numb” my3munoi rpymu Linkin Park 3 ams0omy
Meteora 2003 poky MO0 CTWIICTHYHUX TNPUMOMIB 3a JIOMOMOTOK SIKMX
CTBOPIOETHCS HEMOBTOPHUIN HACTpid iX TBopyocTi [Anigbogu 2017, c. 3-8]. IlicHio
“Numb” cmiBae HOIUNITOK, SIKMH EMOIIIMHO «OHIMIBY», IIOO 3aXHCTHTH ceOe BIJ
OyIIEBHOTO OO0 Ta KOHTPOJIIO, IO 3IIMCHIOETbCS 3 OOKy Horo OaTbhkiB. 3
JHTBICTUYHOI TOYKHU 30PY, TEKCT MICHI JEMOHCTPYE LIy HU3KY JIGKCHYHUX MOBHHX
3ac001B, K1 COPUSIIOTH IEPeadl 3arajbHo]l 1€l Ta HACTPOIO MICHI.

[To-miepme, Tekct micHi “Numb” € 6araTUM Ha CHHOHIMHM, IO OJHOYACHO
(YHKIIIOHYIOTh K eniTeTH. [l0 rOJIOBHOTO CJIOBA y TEKCTI NUMD BUKOPUCTOBYIOTHCS
roro cunonimu broken, tired, disappointed. II[o0 BHCIOBUTH PO3ryOJICHICTh
MiUIITKA, M0 rnepedyBae MiJl I[IJIKOBUTUM KOHTpPOJEM OaThKiB, BUKOPUCTOBYETHCS
ciaoBo lost, no sxoro momarorecs iforo yactkoBi cuHoHIMH faithless, fallen, wasted.
CuHOHIMH, $KI BHUCTYNAalOTh B pOJI EMITETIB, MEPEeNarTh TOJOBHY 11110, SKa
BIIYYBAETHCS Y KOXKHOMY PSAJIKY IMICHI, ajieé KOKHOTO pa3y 3 IHIIMM BIATIHKOM. Lle
PI3HOMAHITTSI CTBOPIOE BIIUYTTSI €MOLIIMHOI BTOMU Ta BI4ar0 HapaTopa.

[To-npyre, oquuM 13 HalisicKpaBimMUx 00pa3HUX 3ac001B, BUKOPUCTAHUX Y TICHI,
€ Mmetadopa. Y TEKCTi IICHI HEOTHOPA30BO OMKMCYIOTHCSA €MOIIiT OMOBiaya K NUMD.
Hamnpukinaz, mpuciiB MICTUTh Taki PSAKU:

| 've become so numb

| can 't feel you there

Become so tired [Linkin Park 2003].

H}I MeTa(bopa € BCCOXOINTIOIOYOIO: BOHA BIKHMBAETHC, H106 OIIKUCATH IIOYYTTA
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BIJICTOPOHEHOCT1, CAMOTHOCTI Ta BiJIIPBAHOCTI TOJIOBHOTO T'epOsl Bl HABKOJIUIIHHOTO
cBiTy. Takoxx Mertadopa «OHIMIHHS» BHUKOPHUCTOBYETHCS JUIS Mepenadl BIAYYTTA
€MOI[IHOTO BUCHAKEHHS Ta BIJJJATICHOCTI. JJOCUThH MOKA30BUM € CIOBOCHONYUYEHHS
smothering me, 1m0 MOCIIBHO TPaKTYETHCS SIK «TYIIUTH MEHE», a Y IMICHI BOHO Ma€
3HAUYEHHS «MYYUTH a00 JpaTyBaTW», 10 € ajio31€l0 Ha TOCTIMHUI THCK 3 OOKY
0aTBhKIB JIPUIHOTO TE€POS.

ABTOp micHI “Numb” TakoX BUKOPUCTOBYE CMMBOJII3M, 00 Kparle rnepeaaTi
cBill cTaH. Hampuknan, HaCTymH1 psKyd BUKOHYIOTh POJIb CUMBOILY:

Caught in the undertow

Just caught in the undertow [Linkin Park 2003].

Tyt undertow, T006TO cHiIbHA MiIBOIHA TEYisl, BUKOPUCTOBYETHCS SIK CHMBOJ
MOYYTTIB aBTOpa, IO OyJIO «3MHUTO» 3 HOTO NyIli, SIKYy LISl Te€4is eMOLIi OropHyna.
Takox MOKa30BUM € CHMBOJI YY>KOTO B3YyTTs, 110 MOBTOPIOETHCS Y MICHI JIEKUIbKA
pasziB, walking in your shoes. Ile — cuMBOJ THCKy, IO 3MYIIY€E BiJIIMOBIIATH
OUIKYBaHHSM IHIIUX. [J1€ BUKOPUCTAHHS HE BIACHOTO B3YTTS CHMBOJII3YE €MIATIIO,
Ky JEMOHCTPYE MOBEIlb: BIH HamaraeTbCsi TaKUM YHMHOM HAJIarOJUTH 3B 530K 3
IHIIIMMH JTFOJIbMH, POIIOHYIOUX cTaTH Ha Horo Micie [Ayandele 2016, c. 74-76].

Psnok all 1 want to do is be more like me and be less like you e npuknamzom
AHTUTE3U, OCKUIBKM TIPEJCTABJISE JBI NMPOTHUIICKHI iAei: OyTH OLIbIIEe CXOXHUM Ha
cebe 1 MeHIe Ha Koroch iHImoro. KoHTpacT Mik HMMHU JBOMaA 1I€SIMU MiIKPECIIOE
Oa)kaHHsI Tepost 3BUTLHUTHUCSA B1JI O4IKYBaHb 1 TUCKY IHIIUX Ta CTaTH BIPHUM COOI.

PosransitnemMo rpamMathyHi MOBHI 3acoO0M. BoOHM 3a3BU4ail CTBOPIOIOTH TOH
HETUINOBUN  e(deKT MoOyloBU pEYeHb, 3aBIASKH  SIKOMY PSAIKH  IICEHb
3amam’IToBytoThes Kpaie [Dunn 2005, ¢. 736]. V Tekcti michHi “Numb” gotupu
pa3d TOBTOPIOETHCSA TPUCHIB, SIKUH BHpa)xka€ TOJOBHY JyMKY, 30Kpema
MOBTOPIOETHCS  KIIIOUOBa (Ppasza, ska OMHUCYy€e BHYTPINIHIN cTaH omoBimauda: [’ve
become so numb.

[leit moBTOP TaKOX MITKPECIIIOE 171e10 €EMOIIIMHOT BIICTOPOHEHOCTI Ta IMiICHITIOE
TOJIOBHY 1€t0 micHi. binbur Toro, ik mMpOJOBKEHHS AYMKH MPO CTaH «OHIMIHHS»,

aBTOP ICHI Y PI3HUX KYyILIeTax MOBTOPIO€ psanku [ can’t feel you there 1 I'm tired of
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being what you want me to be.

Crin 30cepenuTrcs Ha mapaJjieIbHUX KOHCTPYKIsAX:

I'm tired of being what you want me to be

Feeling so faithless, lost under the surface [Linkin Park 2003].

VY 1mux psakax BUKOPUCTOBYETHCS MapayielibHa KOHCTPYKINS, 1100 IOB’A3aTH
171e10 30BHIMIHBOI BIAMOBIIHOCTI (MEPIIMHA PAIOK) 1 BHYTPIIIHBOTO JUCKOMQOPTY
(mpyruii psgok). Bxxkusanns ciis being i feeling migkpecroe BimuyTTs po3uapyBaHHs
1 BIIUY>KE€HHsI B TicHI. Takok mapasnenbHa KOHCTPYKIIis, HasiBHA y PSAKY €very step
that | take is another mistake to you, cTBoproe mapanenbHUiA 3B’ 30K MiXK KPOKOM 1
MTOMHJIKOIO.

OcTaHHIM €TarnoM Haioro AOCTIHKEHHS € aHami3 (POHETUYHMX MOBHHX 3aCO0I1B.
BoHu € BaXJIMBUM €IE€MEHTOM JOCIIJIKEHHS MICEHb, OCKUIBKU POOJISATHh TEKCT MICHI
MPUEMHUM 1 MY3UYHO pi3HOMaHITHUM. Jlochimkytoun (oHETHYHI 3aco00M MOBHOI
oOpa3HocTi y micHi “Numb”, koHcTaryeMo (akT BXKHUBaHHS aJjiTepamii y psaky
caught in the undertow, just caught in the undertow. Bnpomosxk psaka
noBToproroThes mpurosocHi 38yku [K], [n], [d], [t], [j]. Lle cTBoproe My3uunuii edexr,
110 Mepeae HEraTUBHY CKJIAJIOBY 1CTOPIi, PO SIKY PO3MOBIIAI0Th Yy MICHI, 1 MACHIIIOE
nepea0aueHHs MACTKH Ta MPUTHIYEHOTO CTaHy.

Hactynmaum ¢GhoHETHYHUM MPUHOMOM € KOHCOHAHC, 110 3yCTPIYAETHCS Y PIAKY
I'm tired of being what you want me to be. TyT 6auuM0 TOBTOP JABOX OCHOBHHX
NPUTOJIOCHUX 3BYKIiB [W], [t]: TAKUM YMHOM CTBOPIOETHCS PUTM Ta MY3HKAJIbHICTh,
MIJKPECTIOETHCA EMOLI CMYTKY 1 pO34apyBaHHS.

SckpaBum QpoHeTHUHUM 3ac000M y TicHI “Numb” € acoHaHC, 1110 BXKUBAETHCA Y
PAIKaX TPUCITIBY:

1’ve become so numb

I can’t feel you there [Linkin Park 2003].

TyT HasiBHMIT TOBTOP TOJIOCHUX 3BYKIB [ai], [i], [20], [a:] : came Ha nux psaakax
CriBak BUKOPHCTOBYE TEXHIKY CKPHUMIHTY, TOOTO 3aBISKH aHOMY aCOHAHCY repou
BTIJIIOE CBOi HETaTHUBHI €MOIlli, HE BUKOPHCTOBYIOUM IIPUTOJIOCHI 3BYKH, SKi

IpOKpUYaTH OYyJI0 O TyXkKe CKIIAIHO.
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[TimcymoByrOUHM TIpOBENEHE AOCTIIKEHHS MOBHOTO MaTepiany micHi “Numb”,
3a3HAYAEMO, IO i HACTPId HEMOXJIMBO TepenaTd 0e3 BKUBAHHS TEBHUX MOBHUX
3ac00iB, SIKI «BHUIPOMIHIOIOTH» MOUYTTs Tepos. IIcuxosoriyHuii cTaH OIoBijaya
HANIOBHEHMI HETaTUBHUMHU €MOLISMHU, 30KpeMa PO3JpaTyBaHHSM, Yepe3 30BHIIIHIH
Ta BHYTpimHIA KOHQIIKTH. [lomaBiaeHui 1 NPUTHIYEHUH HACTPIA CTBOPIOETHCS
3aBISKM BXKHMBAHHIO eIMITETIB, MeTragop Ta aHTUTe3W. EMmTETH MiAKPECTIOTh
eMOIIiifHE BUCHAXEHHS Ta 130JbOBAaHICTh MIPOTATOHICTA; MOTHB 130JIAIII1 ITepeaaHo 3a
JIOTIOMOTOI0  MeTadopy; aHTUTE3a CTBOPIOE €(EKT TCUXOJOTIYHOI HaAIpyTH,
AKIEHTYIOYHU MIPOTUCTOSIHHA MIXK OIOBia4eM 1 HOTO OTOUEHHSIM.

AHani3 (oHEeTHYHMX 3ac001B MOBHOI OOPAa3HOCTI BUSIBUB B)KHMBAaHHS ajliTeparlii,
KOHCOHAHCY Ta acoHaHCy. AUlTepallis Ta KOHCOHAaHC 3a0€3MeuyloTh PUTMIYHICTD 1
MY3HUKaJIbHICTh, $KI 3a0e3MeuyloTh 30CEPEIKCHICTh Ha KIIOUYOBUX E€MOIIMHUX
MOMEHTaX, a camMe Ha pO34YapyBaHHI Y CBOEMY CEPEJOBHIII Ta BHYTPIIIHHOMY
JUCOHAHCY. ACOHaHC JOJa€ TJIMOWHU HETaTUBHUM €MOIIIM Ta J03BOJISIE
BUKOPUCTATU TaKy TEXHIKY CIIBY SIK CKPUMIHT, 10 MIAKPECTIOE ehEeKT KPUKy Iyl

HapaTopa, SIKUi € BaKJIMBOIO YaCTUHOIO Mepeayl eMOIItHOro (OHY MiCHI.
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MAKCHUMEHKO A. B., LIEBYYK O. B.

(3anopizvKuill HaYiOHANLHUU YHIgepcUumen)

MOPIBHSIJIbHUM AHAJII3 JIHI'BICTUUHHUX TA
EKCTPAJIIHI' BICTUYHUX ®AKTOPIB B CYHACHHUX KOMIKCAX
BUJABHHUIITBA MARVEL COMICS

CydacHa KyJbTypa Mac-mejia BiJI3HAYA€THCA CTPIMKAM PO3BUTKOM KOMIKCIB,
AK1 CTaJIM BaXXJIMBUM 3aCO00M KOMYHIKaIlli Ta po3Baru. Cepea HalOUIbII BILTMBOBHUX
BUJIABHUITB y Iiii ramy3i Marvel Comics mocimae ocoOmuBe Micie 3aBISKH CBOIM
SICKpaBHM TIEPCOHAKaM, CKJIQTHUM CIOKETaM 1 Bi3yaJbHIN JUHAMIIIL.

SIK BiIOMO, KOMIKC € KOMIUIEKCHUM MYJIbTUMOJAIBHUM TEKCTOM, IO MiCTUTh
HE JIUIIE MOBHI €JIEMEHTH, a ¥ HaOlp BI3yaJdbHUX, ayJlaIbHUX (PENpe3eHTOBAHUX
BI3yaJIbHO), XKECTUKYJSAIIMHUX Ta TPOCTOPOBHUX eyieMeHTIB. lle poOuTh KOMIKC
AKAHPOM, SIKMI CIIPUHAMAETHCS BepOAIIbHO Ta Bi3yasibHO. TakuM 4MHOM, JIHTBICTHYHI
Ta EKCTPAJIHTBICTUYHI (DAKTOPU BINIrParOTh BAXKIWBY pPOJb y CTBOPEHHI Ta
inTepnperarii komikciB Marvel [Cohn 2019].

3a3Buuail mMoA0 KOMIKCIB JIHIBICTHYHI (AKTOPU CTOCYIOTHCSI MOBJICHHS Ta
TEKCTOBHX €JIEMEHTIB. CIOJIU BXOSTH J1aJIOTU M1k MEPCOHAKAMH, OTOBI/Ib 1 3BYKOBI
edexTr. MoBa, 10 BUKOPUCTOBYETHCS B KOMikcax Marvel, yacto xapakrepusyerbes
PO3MOBHUM CTUJIEM, IO CIPHUSE€ CTBOPEHHIO BIAUYTTS OJM3BKOCTI Ta JAOCTYIMHOCTI
IUIsl 4yuTadiB. BUKOpHUCTaHHS oOHOMamonei Ta IHIIUX 3BYKOBUX €(EKTIB TaKOX
JIOTIOBHIOE 3arajibHUil TMPOIIEC YHWTAaHHS KOMIKCY, CTBOPIOIOYM MYJIBTHCEHCOPHHIA
JOCB1Jl, IKAW MJACUITIOE Bi3yalbH1 €IEMEHTH.

ExcrpaninrBicrnuni ¢pakropm B KOMIKCax OXOIUTIOIOTH Bi3yallbH1 €JIEMEHTH, a
came KOMITO3UIIII0 MaHeNlel, KOJIbOPOBY ramy, TOBIIMHY JiHIM, a TaKOX MIMIKY Ta
KECTUKYJSIIII0 TMepcoHaxiB. Hampukian, BUKOPUCTAHHS TUHAMIYHOT KOMIIO3HITIT
naHesei, sICkpaBoi KECTUKYJISLIT Ta MIMIKM JI0MIOMaratoTh CTBOPUTH BIAUYTTS PyXy
Ta IUHAMIKK y ClleHaX OWTB kaHpy action, a BUKOPUCTaHHS SICKPABHX KOJBOPIB i

KUPHUX JIHIA IOCWIIOE 3arajbHHMI BIUIMB Bi3yalbHOro psay [3aBaaceka 2016,
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c. 163-167].

Jlu3aiiH MepCcoHaXiB TaKOXX BITHOCUTHCSA JO EKCTPAJTIHTBICTUUHUX (PaAKTOPIB.
[Tepconaxi maitke 3aBXKIU MAalOTh YHIKaJIbHY 30BHINIHICTh T4 KOCTIOMH, SIKI MUTTEBO
11eHTU(DIKYIOThCST 1 O3BOJIAIOTH BIAPI3HATU TepcoHaxiB. Lle cTBoproe y dymTauis
BIIUYTTS 3HAHOMCTBA Ta MPUB’A3aHOCTI, OCKUIBKA BOHHU 3aHYPIOIOTHCS Y BHYTPIIIHIN
CBIT IIepCOHaXIB Ta ixH1 icTopii. Bci 111 pakTopu 3HAXOAATHCSA Y MOCTIMHINA B3aEMO i1
Ta € HEOOXIIHMMHU JUIsi CTBOPEHHSI TOBHOIIIHHOI Ta MLUIICHOI MOBHOI KapTHHH,
XapakTepHoi i komikci Marvel.

CHnpuiHATTS KOMIIOHEHTIB KOMIKCY (POpMY€ YABICHHS IPO MO/II Ta TepoiB, K y
¢dparmenTi 300paxkeHHs JlroquHu-nIaByka y koMmikci “Amazing Spider-Man” (2022),
7€ BTOMJIGHUH Cymeprepoil majae Ha CBO€ JIDKKO. 300pakeHHsS MIMIKU Trepos
JIOTIOBHIOETHCSI HE TUIBKU WOTO KECTaMH, aje W BepOalbHUM KOHTEHTOM, a came: |
don’t know what I 'd have done if I 'd caught him. I only stopped him last time because
he didn’t know when to quit. Wonder what that feels like. Here we ¢o0. Y upomy
(parMeHTI HasBHI TPU 3HAKOBI CHUCTEMHM: Bi3yalbHa (MepelaHa 3a JOTOMOTOIO
rpadigHoro 300pakeHHsI MIMIKHM Ta KECTIB Cymnepreposi), BepOanbHa (mepeaana yepes
CJIOBa MepcoHaxka) Ta ¢oHOCEMaHTUYHA (TIpeACTaBlieHa BepOasizalli€lo 3ByKOBOTO
enemeHTy thump).

[Ipuknagom mporecy MyJIbTHMOJAIBLHOT KOMYHIKallii € (parMeHT MepIioro
BUITycKy KoMikcy “X-Men: Red” (2018), y sxomy aBTOp 3HAllOMHTH YuTaya 3
Jlrongemu Ixc. I'epoi 300pakeHi B 1EHTpaIbHIA YaCTHHI CTOPIHKH, a MOPS 3 HUMU
Hanucani ixHi imena: Gentle. Namor. Nightcrawler. Jean Grey. Trinary. Honey
Badger. Wolverine. Omxe, aBTop mnepenae iHdoOpMallilo PO IrepoiB Bi3yaabHO Ta
BepOabHO. MyJIBTUMOIATBHICT OyAb-SIKWX TEKCTIB MOXKHA PO3TJISIIATH HA TPHOX
PIBHSIX, SIKI BIJIPI3HSIOTBCA  CTYNEHEM B3a€MOAIl 3  JIIHIBICTUYHUMH  Ta
EKCTPATIHTBICTUYHUMH CKJIQJOBUMHU: TEKCTH 3 HYJIBOBOIO MYJIBTHMOIAIBHICTIO,
TEKCTH 3 YaCTKOBOIO MYJIbTUMOJAJBHICTIO, TEKCTH 3 TOBHOIO MYJIHTUMOJAIBHICTIO
[PwxkoBa 2009]. B aHrIoMOBHOMY KOMIKCI HasBHI TUIBKM JBa  PIBHI
MYJbTUMOJIAJIBHOCTI: MOBHUN Ta YAaCTKOBUM, IO MPOCTEXKYETHCS B OCOOIUBOCTSIX

opraHizailii TEKCTOBOrO MpOCTOpy. BiACYTHICTP HYJIBOBOI MYJbTHUMOJAIBHOCTI
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MOSICHIOETHCSI TUM, 110 Bi3yaJbHUN KOMIIOHEHT MPUCYTHINW 3aBXKIU Ta MOBHICTIO a0
YaCTKOBO CTOCY€EThCS BepOAIbHOT YaCTUHH.

IloBHAa MYJbLTHUMOAAJBHICTD XapaKTEPU3YEThCS TICHUM 3B SI3KOM  MIXK
JIHTBICTUYHUM Ta EKCTPAJiHTBICTUYHUM KOMIIOHEHTaMH. Y BHUIAAKYy MOBHOI
MYJIBTUMOJAIBHOCT] BEpOAJIbHI €JIEMEHTH HE MOXXYTh OYTH PO3IJISIHYTI OKPEMO Bi
HeBepOAJbHUX, OCKUIBKA BOHHU B3a€MOJIIOTH Ta MiJICHIIOIOTH OJWH OJHOTO, 1 MIX
HAMH ICHYIOTH TICHI CEMaHTHYHI BIIHOCHMHH. MOBHAa 4YacTHHA OpPIEHTYETHCS Ha
Bi3yasibHy 1 HaBmaku [PwxkkoBa 2009]. B acmekTi moBHOT MyJIBTHMOJAIBHOCTI
300pakeHHsI TPUB’s3aHe 10 BepOanbHOro moBigoMiieHHs. [lpuknagom peamizamii
MOBHOT MYJIbTUMOJAILHOCTI € (parmeHT Komikcy “lron Fist” (2017), B skomy
300paKeHUI CBITJIOBOJIOCUN YOJIOBIK, SKUW JIUBUTHCS Y J3€pKayio, a BepOalibHE
MOBIIOMJICHHS p0O3’ICHIOE 1oro noxokeHHs: “My name is Danny Rand. Iron Fist ™.

3a BIICYTHOCTI BepOaIbHOTO KOHTEHTY YMTau HE OTpUMaE Beiei iHGopmarlii mpo
o0Opa3 nepcoHaxka, Tak camo sK 1 6e3 Horo 300pakeHHs BepOaIbHUI KOHTEHT MOT0 He
aktyanizye. OTxe, BepOaJbHUII KOHTEHT HEPO3JIJIbHO MOB’SI3aHUM 3 Bi3yaJlbHUM
KOHTEHTOM JIJisi Tiepelayi IUTICHOTO TOBIJOMJICHHS. Y KOMIKcax 1H(opMalis
COPUMMAEThCS 3A€0UIBIIOTO Bi3yaJlbHO, TOMY EKCTPAJIIHIBICTUYHUI (akTop €
HEOOXI1THUM €JIEMEHTOM OpTaHi3allli KOMIKCYy, HeBepOATbHUNA KOMIIOHEHT TOTIUOIIIOE
BepOanbHy 1H(OpMaIio. EKCTpaliHrBiICTMYHI 3aCO0M KOMIKCY PO3IIMPIOIOTH
MO>KJIMBOCTI JIIHTBICTUYHHUX €JeMEHTIB y nepeaadl iHpopmauii [Conomyk 2011, C.
129-134].

[Ipy wacTKoOBili MYJbTHMOJAJBHOCTI TEKCTYy BepOalbHUN CKIAAHUK €
BIJIHOCHO aBTOHOMHUM Ta HE3aJIKHUM BiJl 300pa’KeHHs, X04a MK CJIOBECHUMHM Ta
rpaiYHIMH KOMIIOHEHTaMH ICHYIOTh CEMAHTHUYHI BIJHOCHMHH. B 1bOoMy BHUMAAKy
rpa@iuHuil eJeMEeHT JIMIE CYNPOBOJKYE BepOalbHy YacTUHY TEKCTy 1 HE €
000OB’SI3KOBUM i1 opradizamii Tekcty. CHUMBONIYHMIA  PIBEHb  YaCTKOBOI
MYJIBTUMOJIAIBHOCTI MPOCTEXKYEThCs B Komikci  “Occupy Avengers” (2017).
['o10BHMM aHTAaroHiCTOM KOMIKCY € TEpPOpPHMCTHYHA HallBBIMChKOBA OpTraHi3ailis
«['apa», cumBoiOM sSKOT € 4yepemn, OOpaMJIEHHMH 3JI0BICHUMH IIyNajbIsIMU

BocbMHuHOTA. Jliia mornubneHHs iHdopmarliii, 10 aapecoBaHa 4YWTayeBi, aBTOP
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300paxkae 1€l cUMBOJ Ha Ofs31 areHTIB «l'iapw» Ta Ha cTiHax mpumimeHb. [Ipu
YACTKOBIM MyJIbTUMOJAIBHOCTI YHUTa4 JEKOAYE TIIbKU Bi3yalbHMA KOHTEHT, 11100
3pO3yMITH MOl Ta nepcoHaxiB. OgHAK, pa3oM 3 BepOaIbHUM KOHTEHTOM, YUTau
OTpUMY€E TIOBHY 1HGOpMAIIiIO Ta IIJTICHE MOBIMOMICHHS Tipo (parmenT. Ha BimMiny
BiJl IOBHOI MYJbTUMOAAJIBHOCTI, IPU YACTKOBIM MYJbTUMOJAIBHOCTI YATAY JEKOIYE
TUIbKH €KCTPATIHTBICTUYHUN KOHTEHT, 100 3p03YMITH MO/Ii1 UM IMEPCOHAXKIB.
3aranoMm, fK JIHTBICTUYHI, TaK 1 EKCTPAJIHTBICTHYHI (AKTOpU BIAIrParOThH
BaXIIMBY pPOJb y CTBOpPEHHI Ta iHTeprpertaiii komikciB Marvel. JlinrBictuuni
€JICMEHTH, TakKl fK J1ajJJoTH, MOBHI OCOOJIMBOCTI Ta CTWJIICTHKA, JIOIIOMAararoTh
nepeaTi OCOOMCTICTh Ta XapakTep KOXKHOTO MEpCOHa)a, M0 pOOUTh iX OUIBII
PEATICTUMHUMH Ta >KUBUMHU JUIsl 4yMTada. EKCTPaNIHTBICTHYHI €JIEMEHTH, TaKl SIK
MaJIIOHKH, KOJBOPH, PaMKH Ta KOMIIO3UIIisl, CTBOPIOIOTh Bi3yalbHy atMmocdepy Ta
MepeIaroTh HACTPIi Ta eMOIIii ClIeH Ta NepcoHaxiB. Bei 111 ¢akTopu € HeoOXiTHUMU
JUIsl CTBOPEHHSI TOBHOIIIHHOTO Ta IIJIICHOTO KOMIKCY, SIKMM 3aXOIUTIOE 4YWTaya Ta

3aMIIaEe He3a0yTHI BPayKEHHS.

Jimepamypa
Puoickosa B. KpeonizoBaHi TEKCTH B acleKTl BUBUEHHS peKJiaMu B OaHKIBCBKIN cdepi YKpaiHH.
Kwuis: Hopa-/Ipyk, 2009. 261 c.
Conowyx JI. CTUIIICTUYHI acTIeKTH Mpe3eHTallil HeBepOaJlbHUX KOMIIOHEHTIB KOMYHIKaIlli y TEKCTI.
Memoouxa uxknaoanms ino3eMHux Mo8: HayK.-MeToJl. 30. XapKiBCbKHUI HalllOHAJbHUN YHIBEPCUTET
im. B.H. Kapasina. Cepis : Pomano-repmancbka ¢inosorisa. Xapkis, 2011. Bum. 972. C. 129-134.
3asaocvka O. GeHOMEH KpeoJi30BaHOTO TEKCTY: aKTyajbHa MpoljemMa CydyacHUX JIHTBICTHYHHUX
JOCHIJKeHb. Jlinegicmuuni docnioxcenns : 30ipHUK HaykoBHX mnpanb. XHIIY im. I'.C. CxoBopoau.
2016. Bum. 43. C. 163-167.
Cohn N. Visual narratives and the mind: Comprehension, cognition, and learning. Psychology of
Learning and Motivation. Tilburg: Tilburg University Press, 2019. P. 97-127.

A N ) 1 ) ) o e ) o e ) o) o e o ) o)

55



HIPYC P. B.

(IIpuxapnamcexuil Hayionanehutl yuisepcumem im. B. Cmeghanuxa)

CJIOBOTBIPHI IPOIIECHU TBOPEHHSI META®OPUYHUX MOJIEJIENA Y
CYUACHIN AHIJIIMCBHKINA MOBI

Y cydacHiif JIHTBICTUYHIN Haylll IOCIIPKEHHS CJIOBOTBIPHMX IPOIIECIB
TBOpEHHS MeTadOpUYHUX MOJENeH y aHMIHChKIM MOBI HaOyBae 0OCOOIMBOI
aKTyaJIbHOCTI B KOHTEKCTI PO3BUTKY KOTHITMBHOi JIIHTBICTUKM Ta Teopli
koHIenTyanbHoi Metadopu [Lakoff, Johnson 2003, c. 3-5]. Anamiz KopmycHHUX
nanux (British National Corpus ta The Corpus of Contemporary American English)
CBIJYUThH MPO AKTHBHE (DYHKIIIOHYBaHHS MeTa(pOpUUYHHMX MOJENEH K y Ipolecax
CJIOBOCKJIaJIaHHS, TaK 1 B apikcabHOMY CIIOBOTBOPEHHI, 1110 3yMOBJIIO€ HEOOX1/THICTh
iX KOMIUIEKCHOTO JIOCIIIJIKEHHS.

AKTYaJbHICTh JOCHIIKEHHSI BU3HAYAETHCS OTPEOOI0 CTBOPEHHSI KOMIUIEKCHOI
kinacudikamii MeTaQopuYHUX MOJENeH y PI3HUX THUIAX CJIOBOTBIPHUX TPOIECIB
aHricbkoi MoBU. Oco0MBOi yBaru noTpedye aHali3 CEMaHTHYHOI MPO30POCTI SIK
CKJIAJIHMX CJIB, TaK 1 adiKcalbHUX IEPUBATIB, a TAKOX ITOCIIKCHHS B3a€MOJIIT
MeTaGopUUHKX MEXaHI3MIB y IpoIiecax cioBoTBopeHHs [Benczes 2006, c. 23-25].

Y mpoueci aochimkeHHs OyJ0 BHSBICHO Ta CHUCTEMaTH30BaHO OCHOBHI
MexaH13MH MeTadopu3allii B CIOBOTBOPEHHI Cy4acHOi aHTJiHChKOi MOBU. [lepmii
MEXaHI3M peai3yeTbCsl uepe3 CJIOBOCKIaAaHHsA, Je MeTadopuyHi Mojeni
(GYHKIIIOHYIOTh Y YOTHPHOX OCHOBHHX marepHax [Schmid 2020, c. 182-184].

[lepmmii Tum mpeacTaBIeHUN KOHCTPYKIISIMU 3 MeTapopudHO-0a30BaHUMU
CEeMaHTUYHUMHU BIJHOIICHHSIMHU Ta METOHIMIYHO-0a30BaHUM MOJU(]IKaTOPOM.
Hanpuknan, y ckmagnomy ciori "macarena page” (COCA: 2019) crnoctepiraerhcest
MeTtapopuvHE BIJHOIICHHS MIX KOMIOHEHTamMH, a wMmojaudikaTop '"Mmacarena”
METOHIMIYHO MO3HA4Ya€ Oy/b-sKe IBUIKOILIMHHE 3aXOTUICHHS.

Hpyruit mexanizm metadopusalii peamizyerbes yepes adikcariro, e mpedikcu

Ta cy(iKCH BHCTYIAIOTh HOCIIMHU JOAaTKOBHX MeTadopuuHuX 3HadeHb [Booij 2019,
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c. 89-91]. Tak, mpedikc over- y cmoax "overthink", "overwork" tpanchopmye
IIPOCTOPOBE 3HAUeHHS "HaA" y 3HAYCHHs HAJMIPHOCTI 1ii, a cydikc -ish y nexcemax
"wolfish", "bookish" nmepenae HasBHICTH IEBHUX O3HAK, MPUTAMaHHUX OCHOBI CJIOBA
[Lakoff, Johnson 2003, c. 14-15]. Takuii mMexaHi3m Mertadopuzaiii CBIIYATH PO
CUCTEMAaTUYHUI XapakTep IIePeHECeHHs 3Ha4eHb Yy Tpoleci adikcaabHOTO
CIIOBOTBOPCHHSI.

JlochmipkeHHsT TOKa3ano, IO B mporeci adikcalabHOrO CIOBOTBOPEHHS
MeTadopudHi MOJIEIl MOXKYTh 0a3yBaTHCS Ha:

- IpocTOpOBUX BimHOImIEeHHAX (Undercurrent, overtake, uprise) [Lakoff, Johnson
2003, c. 25-26];

- TeMIIOpaJbHHUX BiIHOMICHHAX (pre-war, post-modern, ex-wife) [Lieber 2016,
c. 45-47];

- kBajitatuBHUX xapaktepuctukax (childish, foolish, sweetish) [Booij 2019,
c. 92-93].

VY Xxoa1 AOCHIAKEHHS] BUSIBIIEHO B3a€MOJII0 PI3HUX CIIOBOTBIPHUX MEXAHI3MIB Y
CTBOpEHHI MeTaQOopruHUX 3HaYeHb. Hanpukian, y ciosi "Overworker" moenHyroTbes
npedikcampHa mpocTtopoBa Meradopa (OVer-) ta areHTuBHa Metadopa (-er),
CTBOPIOIOYH KOMILIEKCHE MeTadopuuHe 3HaueHHs [Benczes 2006, c. 67-68].

AHami3 KOpITyCHOTO Martepially T03BOJMB BUIUIUTH Tpajallil0o CeMaHTUYHOL
MIPO30POCTI 5K y CKIIAJHUX CIIOBaX, Tak 1 B adikcanbHux yTBopeHHsx [Benczes 2006,
c. 72-73; Schmid 2020, c. 162-164]. V cdepi adikcarii cioctepiraemo:

- MOBHICTIO TIpo30pi AepuBatu (rewrite, unhappy);

- YaCTKOBO IIpo30pi yTBopeHHs (undertake, outgrow);

- MmeTadopuuHO TIepeocMuciieHi aepusatu (outbreak, overthrow).

VY mpomeci AOCTiIKEHHS BUSBJICHO CHCTEMAaTH4YHI KOHIICTITYaJbHI MaITyBaHHS
MDK JOMEHaMH JpKepesa Ta MM SIK Yy KOMIIO3UTax, Tak 1 B adiKCaTbHUX JIepUBaTaX
[Lakoff, Johnson 2003, c. 55-56]. Hanpukiaza, y cioBi ¢ioBi "outgrow" mpoctopose
3HAYEHHS BUXOY 32 MEKi BUKOPUCTOBYETHCSI JIJIsl TO3HAUCHHS MTPOIIECY PO3BUTKY YU
3poctaHHs. Taki MeTaQOpUYHI MEPEHECEHHSI € TUIIOBUM MEXaHI3MOM (HOpMyBaHHS

HOBHUX 3HAY€Hb CJIIB y Cy4acHiil aHTJIMCHKIN MOBI.
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[IpoBenenmii aHai3 TakOXX BUSBUB BAXKIMBY POJb KYJIbTYPHOTO KOHTEKCTY Y
dbopmyBaHHI MeTahOPUIHUX MOJENIEH SK Y CKIAJHHUX CIOBaX, Tak 1 B adiKCaabHUX
yrBopeHHsx [Schmid 2020, c. 162-164]. Hanpuknan, cknagae cioso "glass ceiling”
BiJIoOpa)kae COIIOKYJIBTYpHE PO3YMIHHS HEBUIUMUX Oap'epiB, TOMI K mpedikcanbHe
yrBopenHs "super-mom” (COCA: 2021) akryani3ye KyJIbTYPHO 3yMOBIICHE YSBIICHHS
PO HAJIMOKIIMBOCTI CY4acCHOI KIHKH-MaTepi.

Metadopuuni mMozesni B aikcalbHOMY CIOBOTBOPEHHI YacTO CIHPAIOTHCA Ha
IpoCcTOpOBY opienTalio [Benczes 2006, c. 82-83; Lakoff, Johnson 2003, c. 58-60].
Tak, npecdikcu under-, over-, up-, down- cTBOPIOIOTH 3HAYCHHS Yepe3 MPOCTOPOBI
obOpazu: "underperform" mnepemae HemocTaTHICTH Aii yepe3 oOpa3 "BHU3Y',
"overachieve" Bupakae HaJMIpHICTH uepe3 oOpa3 "BBepxy", "upscale" o3nagae
MOKpAIICHHS Yepe3 pyx Bropy, a "downgrade" - moripuieHHs yepe3 pyX BHH3.

CkyagHi cioBa JEMOHCTPYIOTh IMOJABIMHE NEPEHECEHHs 3HA4YeHHS (K Y
"heartbreaker” - nmoennanHs 00pa3zy po30UTOro cepiis Ta €MOI[IHHOTO BIUIMBY), TOJII
sk adikcalabHI YTBOPEHHS peai3yloTh B3aeMojit0 ocHoBU Ta adikca ("heartless",
"powerful”, "enlighten™) [Benczes 2006, c. 82-83; Lieber 2016, c. 98-99].

MertadopuuHi MoJiesl B CIOBOTBOPEHHI PO3AUISIOTHCS HA TPU TUIIH: CTPYKTYPHI
(6a3yroThCsi Ha 3B'SI3KAX MDK TMOHATTAMH), OpIEHTAIHI (BUKOPUCTOBYIOTH
MPOCTOPOBI 00pa3u) Ta OHTOJOTIYHI (MPEACTABIAIOTh aOCTPAKTHI TOHSATTS 5K
¢iznuni 00'extn) [Booij 2019, ¢. 112-114].

Bcranosinieno, mo GopmyBaHHS HOBUX JISKCUYHUX OJMHHILL BiTOYBAETHCS Yepe3
CUCTEMAaTHUYHI KOHUENTyalbHI MalyBaHHA MDK JIOMEHaMH, $KI  MOXYTb
peani3oByBaTUCS SIK Ha PIBHI OCHOB IIPH CJIOBOCKJIaJIaHHI, TaK 1 Ha piBHI a(iKCiB MpU
nepuBartii. [IpoBenene AOCHIHKEHHS MIATBEPIKYE, MO0 MeTa)OPUIHI KOMIIO3UTH €
HE IIMIIEe MPOAYKTHBHUM 3acCO00OM CJIOBOTBOPEHHS, a W BaXKIUBUM MEXaHI3MOM
CEMaHTUYHOI  KOHJEHcAIll, 10 JO03BOJISIE E€KOHOMHO BHpPaXXaTW  CKJIAJHI
KOHIICTITYaJIbHI BiHOIIEHHS. BusBieHi mojmeni MeTtagopuyHOro CIOBOCKIIATAaHHS
JEMOHCTPYIOTh CHCTEMHHUI XapaKTep B3a€MO/Iii KOTHITUBHUX Ta MOBHUX MEXaHi3MiB
y Tpollecax HOMIHAIli Ta CBIQ4aTh TPO TEHMACHINIO 10 pallioHaji3amii MOBHOI

CHUCTEMHM MpHU 30epeKeHHI i1 €KCIIPECUBHOTO MOTEHITIAITY.
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PRYKHODCHENKO O. O.

(Zaporizhzhia National University)

PECULIARITIES OF THE MYSTICAL WORLDVIEW

In recent years, the concept of "the worldview", which seemed to have lost its
relevance a few years ago, is returning to scientific circulation. The fact is that
postmodern trends in culture, characteristic of the end of the 20th century, do not
support a systemic vision of the world, but, on the contrary, focus on reducing
complex phenomena to simple ones. The worldview, of course, involves a systematic,
integrated vision of the world, the search for a certain "plot" in the world, in other
words, certain grounds and principles underlying the construction of a holistic image
of the world.

The study of the category of the mystical has been repeatedly carried out by
national and foreign linguistic studios; the concept of mysticism was the subject of
analysis in philosophy and cultural studies; the phenomenon of mysticism was
analyzed within the framework of cultural studies [and aesthetics. But modern
linguistic studies do not pay enough attention to the investigation of the nature of the
mystical in all the variety of its specific semantic manifestations in English-language

literary prose (thriller novels and gothic novels).
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"Mysticism" comes from the Greek word Mystikos (Greek: pvotikdc, "the secret
one™), which means mysterious. V. Schelling characterizes mysticism as mysterious,
something that goes beyond human understanding. Mysticism involves viewing the
world through hidden, mysterious phenomena, and the direct existence of the
supernatural world with the creatures that inhabit it, where incomprehensible
phenomena occur.

Today, the concept of the mystical is defined as a conceptual category, as a
semantic unity of semantic components of a general nature, which act as direct
expressions of the norms of consciousness and connect the linguistic material with
the organizational principles of the thinking process, receiving a specific speech
realization.

The study of the verbalization of the mystical in Gothic novels and thrillers, an
appeal to the implicit meanings of non-verbal means, act as a mode of access to the
secrets of mental processes and emotional experiences of a person, which collectively
form a reflection of the imagery of the discourse.

The mystical category is the result of human experience conditioned by the
universal laws of thinking and is represented in the language of the English literary
text by a system of different-level (lexical, word-forming, grammatical) linguistic
means that reproduce its meaning. The phenomenon of the mystical refers to the deep
level of semantics, while its specific linguistic implementation, the choice of
language means, the distribution of the semantic load between linguistic units of
different levels is carried out at the surface level.

Language reference is not directed directly at the phenomena of the real world,
but at certain ideal entities - mental referents, which, due to the creativity of the
human mind, are able to construct and structure unreal objects and unreal situations.
It is this process that determines the establishment of the limits of mutual agreement
of individual conceptual schemes, which can be considered as constructive systems
of mental representations, reproduced by various means of language.

Usually mystics, regardless of their faith, consider their "mystical experience" as

part of the process of human transformation, and not as the ultimate goal of their
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efforts. Therefore, "mysticism" is better considered as a set of various practices,
discourses, texts, systems, traditions and experiences aimed at the transformation of a
person, which can be interpreted differently in different cultural traditions.

The idea of the mystical in the mind of the writer may differ from the idea of the
mystical presented to the reader in the text of the work. Literary mysticism does not
coincide with mysticism itself in a narrow sense, which is due to the specificity of
artistic creativity. Therefore, to take into account the possible interpretations of the
mystical in the texts, we use a broad definition of the mystical in fiction: as the
embodiment of the supernatural experience of passive knowledge of the secret,
supernatural and possible communication with it using a system of expressive means.

Mysticism is seen as a complex cultural phenomenon, a universal phenomenon
with many different ways of expression that encompasses religious, theosophical and
philosophical teachings and doctrines. It is presented as the main structure, the root of
spiritual traditions, from which various religious concepts emerge, interwoven into a
diverse system of teachings and traditions, which in turn finds its reflection in the
artistic picture of the world.

We single out a mystical worldview that reflects a specific way of perceiving
and interacting with reality/unreality, based on spiritual knowledge and belief in the
supernatural. It presupposes the existence of an "other" reality in which the world is

inhabited by creatures that influence the life, events and outlook of a person.

N N N 8 8 ) ) 1l ) o ) o o o el o ) )

HPUXOAYEHKO O. O., TUMOILIYK M. B.

(Banopizvruil nayionanerutl yruisepcumen)

TEPMIH «KOHIEIT» Y CYYACHIH JIHI BICTHIII

JlropuHa SIK y4acHUK akTy KOMyHikauii abo cmpuiiMae Te, IO TOBOPSTH abo

NUITyTh 1HIIN, a00 caMa TMOPOJKYE BHUCIOBIIOBAHHA. Y TMEPIIOMY BHUIMAAKY il
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TIHACHOI0 METOI0 € PO3YyMIHHS JYMOK, IO BHUPAKAIOTHCS 32 JOTOMOTOK) MOBHU SIK
3aco0y ixHbol1 mepeaaui. OpHaK 3HAHHS, IO BUKOPUCTOBYIOTHCS MPHU JIEKOAYBaHHI
BUCJIOBJIIOBAHHSI, @K HISIK HE OOMEKYIOThCS BIJOMOCTSIMH MTpo MOBY. Croi1 BXOJUTH
TakoX 1H(oOpMaIlis Mpo MHUp, COIllyM, MOBHY CHTYyalifo Ta Oarato iHmoro. Ilpu
IIbOMY JKOJICH 13 3rajJlaHuX TUIiB iHMOpMalii HE € €IUHUM JOCTaTHIM IS
BUHUKHEHHSI pO3yMiHHA. TiMbKM BUBYEHHS CIOCOOIB B3a€EMOJII Ta Opraizallii BCiX
TUIIB 3HaHHS HaOJIMKae 0 pO3yMiHHS CYTI MOBHOI KOMYyHiKallii. BuBueHHsS 3HaHb,
[0 BUKOPUCTOBYIOTHCSA IIiJl Yac MOBHOTO CHUIKYBaHHS, BBaXKAEThCS OJIHUM 13
MPOBIJTHUX ACTIEKTIB KOTHITUBHOI JIHTBICTUKHU. KpiM TOTO, 11€¥ HAIpsSMOK HAyKW MPO
MOBY 3aiiMa€ThCsl aHAII30M 3B'SI3KY MOBHHUX IPOIIECIB 3 Mi3HABAIBHOIO JISJIbHICTIO
JIIOJTMHU, 3 aKTaMH KOHIIENTyalli3allii Ta KaTeropu3aiii.

[lutaHHd posi KOHILENTyadi3amii B JIOACBKOMY TI3HAaHHS € OJHUM 13
IIEHTPAJIbHUX THUTaHb Cy4acHOi KOTHITMBHOI JIHTBICTUKH. KoHIlenTyamizaiisa — 1ie
OCMHCJICHHSI 1H(OpMaIllii, 0 HAAXOAUTH, YSIBHE KOHCTPYIOBAHHSA MPEAMETIB 1 SIBUIII,
[0 TIPU3BOJUTH 10 YTBOPEHHS IMEBHUX KOJCKTUBHHUX YSABJICHB MPO CBIT y BUTIIAII
KOHIIETITIB SIK CMHUCIIIB, (DIKCOBAaHUX Y CBIIOMOCTI JIFOJICH.

[Ipu NIHrBOKOTHITUBHOMY MIJXO1, B SIKOMY CEMaHTHKa CJIOBA CIIBBIAHOCUTHCS
3 yciM 00CATOM 3HaHb MPO MO3HAUYYyBaHE, KOHIIENT PO3TISIAETHCS B MEXKaX MOHSThH
3HaHHS Ta CBIJOMOCTI 1 PO3YMIETBCS SK MEHTAJbHE YTBOPEHHS, CBOEPIAHUN (OKYyC
3HaHb MPO CBIT, IO MOEJHYE B COO1 BIACTUBOCTI MOHATTS Ta ySBJICHHS, KOTHITUBHA
CTPYKTypa, IO BKJIIOYAE PIZHOCYOCTpaTHI OAMHMII OIEPATUBHOI CBIIOMOCTI. Y
IHTepHpeTalii TaKoTro Pojly Ha MepUIOMY IJIaHl BUCTyIa€e mpodsiemMa CiBBIAHOIIECHHS
MOBU Ta CBIJIOMOCTI, a SIK HAcJiJIOK — MUTaHHSA NP0 CIHIBBIJHOIIEHHS TEPMIHIB
KOHIIETIT 1 MOHATTA. lle 3aKOHOMIPHO, OCKUIBKM TEPMIH KOHIICNIT NPHUHIIOB Y
JIHTBICTUKY 3 JIOTIKH, JI€ BIH COIPUHAMAETHCA K CUHOHIM T€PMIHA MOHSTTS: KOHLEIT
(Bim ;at. conceptus — TMOHSTTS) — IUIICHA CYKYIHICTh YSIBJICHBb MPO BIACTHBOCTI
o0'exkta. BignmoBigHO 10 Tpaawmilii, MO CKJIAjacs, B MPUPOIHIN MOBI IiJl KOHIIETITOM
PO3YMIETHCSI TOW aOCTPAKTHHUM 3MICT, YCBIJIOMJIEHHS SIKOTO € HEOOX1JHOK YMOBOO
a/JIeKBaTHOTO BXKMBAHHS JaHOTO iMeHi. Pi3HI iMeHa MOXYyTh MO3HA4YaTH TOM caMuid

00'€KT 1 HABITh BUpaKaTU aOCTPAKTHUMN 3MICT, ajie HE HABITaKW».
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OTmxe, y TpaAuliiHI{ JIHTBICTUIIl KOHIIENIT TPAKTyBaBCAd SK 1Aes, IO
BiloOpakae B y3arajibHeHiil (opMmi IpeaMeTH Ta SBUIIA 3a TOTIOMOTOI0 (hikcarii ix

BJIACTUBOCTEH Ta B3a€EMOBIJIHOCHH. Y €BPOIEHCHKIN JIHIBICTUIIl KOHIIETT
TPAKTY€EThCS Y MeXax Teopii MOBU AJs crieniaiabHuX mised. B. CMit 3a3Havae, 110
KOHIICTIT CJIiJI po3yMiTH K kBaHT 3HaHHg [Smith 2000]. I'. ITixT po3risgae KOHICHT
SIK OJMHMIN TyMKH, 3HaHH: 1 miznaxs [Picht 2002, p.7].

KoHmenTu Ta MOHATTA SK JIHTBOKOTHITHBHI SIBUIA HAPO/KYIOTHCSI B TPOIIECi
COPUMHATTS CBITY, CTBOPIOIOTHCS B aKTax MI3HAHHS, B1IOOpaKalOTh Ta
y3arajibHIOIOTh JIOACBKMM JOCBI Yy pI3HMX THHax aisuibHOCTI. IloegHyBaTucs
MOXYTh SIK O3HaKH, 110 BiJOOpa)katOTh peaibHO HAsBHI €JIEMEHTH MIMCHOCTI, TaK 1
O3HaKH, IO BIJOOpaXKarOTh €JIEMEHTH MIHCHOCTI, IO ICHYIOTh OKpPEMO, ajie He
BUSIBJISIIOTHCS B TOMY UM 1HIIOMY KOHKPETHOMY TTO€THaHHI. B 0CTaHHBOMY BHUTIAJIKY €
KOHIICTIT, ajieé B MPHUPOJ BIJACYTHI caMi TNPEIMETH, BIACYTHI pePepeHTu Yy
BIJIMOBIJIHUX CJIIB, XO4a YyTTEB1 00pa3u, 10 BIIOOPaKaIOTh peaibHO 1ICHYIOY1, HasBHI
o3Haku. OTke, KOHLENT — 1€ BIAOMTOK JMAIMCHOCTI, ajie MpOJIyKT, 00poOJieHui
BHACIIIJIOK MUCJICHHEBOT TISUTBHOCTI.

TepMiH «KOHLIENT» aKTUBHO YBIMIIOB JO TEPMIHOJIOTIYHOI CUCTEMH Cy4acHOi
rymaniTapHoi Hayku. lleil mporiec BiOyBaBCSi OJJHOYACHO B KIJTBKOX HampsMKax.
[lepmmii HanpsIMOK TOB'SI3aHUM 3 «OOKUBAHHSIM» KOHIIETITOM CBOTO TEOPETUYHOTO
MPOCTOPY — MOIIYKOM Ae(MIHIIINA TOHATTS Ta 3A1MCHEHHSIM THUIIOJIOTI3a1lll KOHIIETITIB,
JIPYTUil — 3 TOPOJKEHHSM BJIACHUX JEPUBATIB, TMOSBOIO CIIB Ta MOEAHAHb THUITY
KoHIlenToc(hepa, KOHIIENTOCUCTEMA, KOHIICTITOTOJE.

TakuM YWHOM, KOHIICNT HAPOKYETHCA SAK OIUHUIL  YHIBEPCAIBHOTO
MPEAMETHOTO KOy, KA 3aJHUIIAEThCS WOTO SApOM. Spo MOCTIHHO OTrOpPTAEThCH,
HAMOBHIOETHCS HOBUMM IUIaCTaMU KOHIENTyaJbHUX O3HAK, IO 30UIbIIyE 00CAT
KOHIENTY 1 HACU4ye MOro 3MicT, y IJIaHl BUPAXXEHHS 1€ BTUTIOETHCSA y TOMY, LIO
B1JIOMOCTI TIPO KOHIIENT MOKHAa OTPUMYBaTH HE 3 OJHOTO MOBHOTO 3HakKa, a 13
3HAYHOI 1X CYKYIHOCTI, IO YTBOPIOE CKJIAJHY JIHTBICTUYHY KOHIIENTYalbHY

[apagurmy.
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CTYJIIHA €. B.

(Banopisbkuil nayionanvhutl ynisepcumem)

KOHIEIITYAJIBHA CTPYKTYPA BAI'ATO3HAYHOI'O CJIOBA
(HA MATEPIAJII ®PAHIY3bKOI'O AI€CJTOBA TOMBER)

[Tonicemist K KOHIIENTyaJIbHUN (PEHOMEH BUCTYyNaa 00’ €KTOM JOCIIIKEHHS Ha
marepiani pizaux MoB (I. B. barmyt, H. I. Menbuuk, B. I1. Cimonok, I'. Onumiax).
OcTanHIM YacoM 3'SBISIFOTHCS JOCIIPKEHHS 3 KOTHITHMBHOI JIHTBICTHKH, B SKHX
BIITHOCHHHU MDK MOX1THUMHU 3HAYCHHSMH ITOJICEMAaHTHIHOTO CJIOBA MPEICTABJICHI K
Ha0Ip CTPYKTYpPOBaHUX KOTHITMBHHUX 3B'SI3KIB, SIKI PENPE3EHTYIOTh Pi3HI ()parMeHTU
3HaHb Npo HaBkoaumHii cBiT (H. T. CnuBka, Marina Nielsen).

MarepiaioM JOCHIDKCHHS CTajdu JIeKCUKO-ceMaHTuuHi Bapianta (JICB)
3Ha4YCHHs (DpaHIy3bKOTO MOJICEMaHTUYHOTO JieciioBa tOMbDer sk Takoro, 1o MOXe
MaTy 3HAYEHHS BEPTUKAIBHOTO PYXy 3Bepxy BHM3. KokHe 3 IMX 3HAYCHHSM, Ha
HaIly TyMKY, BepOaii3ye NeBHUN KOHLENTYyaabHUH 3MicT. [IpeqmeToM € KOTHITHBHA
CEMaHTHKa J€CIOBa, BXKUTOTO y MPSMOMY 3HAUY€HHI, K CTPYKTypa KOTHITUBHHMX
MIPOIIECIB, YSABIICHD, ITI0 TIOBTOPIOETHCSI.

BpaxoByroun 3aiiikaBi€HICTh HAYKOBIIIB JOCIIPKCHHSIM (PeHOMEHA JIEKCUYHO1
noJriceMii y CydacHii JIIHTBICTUYHIN Haylll, OyAe He 3aiiBUM, HaJaTH 1i BU3HAYCHHS,
Ha SIKE MM CIHPAEMOCS y JTOCHTIKEHHI. SIKIO B3ATH 70 yBaru, 1o Iie¢ 00JacTh, siKa
OyJia J0CIIPKeHa Ta BU3HaYeHa 0arato pasiB y pi3HI YacH 1 B paMKax PI3HUX TEOPIH
— JIEKCUKO-CEMaHTHYHOI, TICUXOMIHIBICTUYHOI 1 KOTHITUBHOI — poOode BHU3HAYEHHS

noyriceMii y JaHOMY JIOCTIIXKEHHI € HACTYITHUM: TIOJIicEMIsl — IIe sIBUILE 0OYMOBIICHE
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MOBHOIO CHCTEMOIO, a TaKOX HEHpOQi310J0TriYHOI0, TICUXOJIOTIYHOIO 1 COIIATbHOIO
npupo 010 Jroauau [Stosic, Fagard, p. 17].

Posrnsnaroun mosicemito mij KyToM 30py ICUXOJIHTBICTUKH, BUCHI BBaKAIOTh,
o y nam'siti 30epiratotbes auiie GpikcoBaHi aOCTPaKTHI CTPUXKHEBI 3HAYCHHS, a Bl
CTPW)KHEBHMX 3HAUYC€Hb BHUPOOJISIOTHCS 1HIIN KOHKPETHI 3HAYCHHS BIAMOBITHO [0
JaHOTO KOHTEKCTY [ CuBKa].

["'0710BHOIO METOIO JOCIIKEHB TOJTiCeMil Y JIIHTBOKOTHITUBHOMY aCIIEKTI OYJI0
BIITBOPEHHS MEXaH13My pOOOTH KOTHITUBHOI CUCTEMH JIFOJIUHHU.

JIns mpoBeNEeHHsS JOCHIIKEHHS 3BEPHEMOCS CIIOYATKy J0 €eTUMOJorii. 3a
CTBEP/UKCHHSIM BYCHHX JieciaoBo tomber y cywacHiii ¢paHIly3pKiii MOBI 3aiimMae
MOJIOKEHHSI OCHOBHOTO JI1€CIIOBA MAIHHS, TOXOAUTH 3 HAPOIHOI JATUHI 1 CXOUTH JI0
aiecioBa tumbare, moxiJHOTO Bijl 3BYKOHACIITyBaJIbHOTO CJIOBA, IO ITO3HAYAE 3BYK
najiHHsA abo cTpubka (tumb). V dpaniy3bkiit MoBi BiH ynepiie 3'siuseTbes y XII cT.
ta Mae 10 XIII cr. HegudepenmiioBane 3HaUCHHS SIK J1€cI0oBO naaiHHs [Dauzat et al.
1993, c. 768]. Y pocinipkeHHI MM 3BEpTajuCs [0 TaKUX CIOBHHUKIB, fKI €
kiaacuikoBaHi SK 3aeanvhi CAOBHUKH (paHity3pkoi MoBu: Dauzat A,. Dubois J,
Mittérand H.. Dictionnaire étymologique et historique du frangais, Le Robert Dico en
ligne, Larousse Dictionnaire de la langue frangaise. Omnuc cemantuku ciioBa tomber,
3a(hikcoBaHEeHil B TaKuMX CIOBHHMKax (Hampukian, Le Robert, Larousse), € 3aranbHo
BU3HAHUM (PPaHKOMOBHMMHM KOpHCTyBauamu. HaBenemo HalOUIbII —3arajibHe
BU3HAYCHHS 11bOTO JlieciioBa y nmpssMomy 3HadeHHi: aller de haut en bas, en vertu de
son propre poids: pyxamuce 36epxy enuz nio diero erachoi msaxckocmi [Larousse]. 3
MOTJISTy KOTHITUBHOTO IMIAXOAY JO MOBH, CEMaHTHKa jiecioBa tomber Bukivkae
0COOJIMBUI 1HTEpEC, OCKUIBKM BUCTYNAa€ MOBHOIO (DOPMOIO JJis KOHIENTyami3aril
O0COOJIMBUX aKTIB CBIJOMOCTI, $IKl y 3arajJbHOMY BHUIJISIII MOXXKHAa BU3HAYUTH TaK:
YCBIAOMJICHHS BCIX BU[IIB MEPEMIIIEHHS 00’ €KTa y BEPTUKAJIbHIN TUIOIIHHI.

Pizni JICB maHOrOo mojiceMaHTHYHOTO JIECIOBA MAlOTh TEBHI BIAMIHHOCTI y
npsiMmoMy 3HadeHHl. Lleli ¢akT [103BOJIslE CTBEPIKYBaTH, IO CTPYKTypa
KOHIENTYyani3amli KoxHOi Jii € pizHow. Tak, cepen MpsMHUX 3HAU€Hb BUIUISETHCA

nHactynuuii JICB: einone naoinns 3sepxy enuz: Descendre vers le sol, en parlant des
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précipitations atmosphériques. ITpukiagaMu MOXYTb cTaTH atMochepHi siBuIa: des
grélons enormes tombent, la neige tombe, la pluie tombe, les gros flocons de neige
tombent, la gréle tombe. Ile 3naueHHs — BiIbHE MAIHHS 3BEPXY — BIAPI3HAETHCS Y
HactyrmHomy JICB o3Hakoro 6iokpinnenns. étre entrainé, precipite, par son propre
poids, d’un lieu haut vers un lieu bas. Hanpukiazn, tomber d’une échelle. L 'oiseau est
tombé du nid. De gros blocs de terre sont tombés [Larousse]. Y mnopiBHSHHI 3
BUIPHUM TMaJIHHSAM 3BEpXy Take MEpPEeMIillleHHsS MOXe OYyTH OIliHEHE MO I1HIIOMY
CBIJIOMICTIO CIIOCTepiraya. IepeMillleHHs] y BepPTUKaIbHIA IUIOIIMHI, J&¢ 00 €KTH
BTPayalOTh KOHTAKT 13 MOBEPXHEIO, KO €, HANPHUKJIAJ, KpOHa JiepeBa, /€ BOHU
criouaTky 3akpiruieHi: Se détacher de |’organe qui les porte, en parlant de feuilles, de
cheveux: les feuilles tombent, les fleurs tombent, les pétales tombent, les fruits
tombent, les dents tombent, les cheveux tombent [Larousse].

Hactynse npsime 3HaueHHs aiecioBa tomber moxe Oytu chopMoBaHe sk BTpaTa
BEPTUKAJIBHOI Opi€HTAIil YM TaaiHHS y pe3ynbraTi BTpatu piBHoBaru: Perdre
I’equilibre et faire une chute, s'affaisser au sol ; s'abattre, crouler, s'écrouler
[Larousse]. Tlpukiamamui MOXKyTh OyTH BUpaXCeHHsS 3 (paHIy3bKHUX CIOBHHKIB!
tomber dans la fosse, tomber dans le vide, tomber de sa chaise, tomber dans un
fauteuil, la voiture tombe dans la fosse, tomber par terre, tomber de tout son long [Le
Petit Robert]. ¥V ganmx npukiagax KOHIENTyasi3amis Iii MaaiHHsS BPaxOBY€ Taki
CKJIQJIOBI: TOYATKOBE IIOJIOKEHHS 00’€KTa, MPUMYCOBE BEPTHKaJIbHE NamiHHA (3
BepXy BHHM3) Ha iHImy IuromuHy: dans la fosse, par terre, de tout son long, dans un
fauteuil, dans le vide. KonmenryameHa cTtpyktypa 1oro JICB miecioBa
YCKJIQJIHSIIOThCSl O3HAKOK — MEPEXiJl 3 OJHOrO TOJIOKEHHS B 1HIIE Yepe3 MaiiHHSA 1
MPUYUHY Y1 MOTHBAIIIIO T {IHHS.

OcraHHe TmpssMe 3HAYCHHS TIOJIICEMAHTUYHOIO [II€CIIOBA TIOKA3ye€ BIJIbHE
nepeMilieHHs npu ¢GikcyBaHHI 3Bepxy: étre attaché, fixé par une extrémité et pendre
librement : Une abondante chevelure tombe sur ses épaule. Ses cheveux tombaient en
boucles sur ses épaules. Les rideaux tombent jusqu’au sol [Larousse]. 1Lli npuknaau
CBIUaTh, 110 MEPEMIIICHHS IMEBHOTO 00’€KTa 3BEpXy BHMU3 € BIACYTHIM, aie, 5K

3ayBaxkyroTh gociigHuku M. B. XKykosa, U. Kop IllanH, BOHO BUMIPIOETHCS 3BEPXY
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BHU3 1 ctpymye B3 [Zhukova, Kor Chahine 2020, c. 236]. Illogo xoHuenTyaibHOI
CTPYKTYpPH BXKUTKY JAHOTO JICKCHKO-CEMAaHTHYHOTO BapiaHTa BBa)KA€EMO, 1[0 BOHA
MICTUTh OLIIHHY CKJamoBy — Cette robe tombe bien, — a Hociii MOBH yCBimOMITIOE
MPUKPITIICHHS 3BEPXY.

Buxoasun 3 moJIoKEHHS TPO KOTHITUBHY MPUPOJY TMOJiceMli cloBa, MU
HaAMaraJiucb JIOBECTH ICHYBaHHS 0a30BMX KOHIIENTYaJbHUX CTPYKTYp, SKi
MOB’SI3yI0Th MK COOOI0 Ta CHiBBIAHOCATH JIEKCMKO-CEMAaHTHYHI BapiaHTU A1€CIOBA
tomber, moeqHyroun X sk 3arajyibHEe 3HAHHI PO BEPTUKAIBHE TaiHHS, JI¢ TOJIOBHOO
€ KOHIIENTyajbHa CKJIAJ0OBAa — YCBIJIOMJICHHS TNEPEMIIIECHHS, MaJlIHHS 3BEPXY BHHU3.
Koxen JICB 3 mpsiMUM 3HA4Y€HHSM CITIBIAJa€ 3 BIAMOBIAHUM KOHLENTYaJIbHUM
ysBieHHAM. Tak, ronoBHOI0 ckinagoBa Bcix JICB € BepTukanbHe MajiHHS 3BEPXY
BHU3. Y CBOIO uepry koxkeH 3 JICB Takox Mae meBHY KOHIIENTyajlbHY CKIIAJOBY,
TOOTO 3HaAHHS, IO BUPIINIYIOTH BXUTOK 1 IHTEPIpETAIll0 JAaHOTO JIIECTOBA Y
KOHKpPETHOMY BkMBaHHI. Cepel KOHLENTyaJllbHUX CKJIAJOBUX HACTyIHI: BUIbHE
BEPTUKAJIbHE TAJIHHSA MpEeIMETa, BEpTUKAJIbHE MAIIHHSA 4epe3 BTpaTy KpIIUICHHS,

BUIbHE BEPTUKAJIbHE MIEPEMIIIICHHS 3 KPITUICHHSM 3BEPXY.
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TAJIABIPA H. M.

(Kuiscokutl HayionanbHuil 1iH2GICIMUYHULL YHIBEpCUMEm)

BA30BI KOHIEIITH TPOLIAJBHUX 3BEPHEHD
AMEPUKAHCBKHUX ITPE3UJIEHTIB

[IpomansHi 3BEepHEHHS A0 Hailii, 3amodarkoBaHi Jlxopmkem BamuHTrTOHOM,
MaloTh HAa METI MIACYMyBaTH CHAAIIMHY NPE3UACHTA, MOAUTUTHCS MYIPICTIO 1
3pooutu 3acrepexenns [Ellis 2022, c. 25]. Bonu Oymu mporosoiieHi He Bcima
Mpe3uIeHTaMH, ajieé B emnoxy cydacHux 3MI mpesuaeHT Moke 3BepTaTtucs 10 Hallii
OlnpI  Oe3mocepelHbO 1 HeraitHo, 100 BHUCJIOBUTH TMOJSKY CHIBpOOITHUKAM 1
MPUXUIBHUKAM, TIOBTOPUTH 11e1 aaMiHICTpallli 100 HaIllOHATLHOI METH AMEpUKH,
HaJaTH apryMEHTaIlli aMepUKaHChKOTO JiJepCcTBa Yy CBITI, 3rajlaTh aMepUKaHCHKI
IIHHOCTI Ta MATBEpIUTH MUpHY repenauy Biuagu [Keith 2017, el.ref.]. Kirouosi izei,
BHCJIOBJIEHI Yy TMPOMOBI, BI1I0Opa)xarOTh BIXM AaMEpPUKAHCHKOI ICTOPii 1 [al0Th
YSIBJICHHSI IIPO HaralibHi MPOOJIeMHU Ta TOCSATHEHHS KOXKHOTO MOKOJIIHHS aMEPUKAHIIIB,

10 pO6I/ITB BHUBYCHHA 3a3HAYCHUX BI/ICTyHiB AKTYAJIbHUM.
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MeToio TpOMOHOBAHOI PO3BIAKM € BCTAHOBJIEHHS 0a30BUX KOHIICTITIB
IOpOIIAIbHUX 3BEPHEHb [BOX aMEPHUKAaHCHKUX Tmpe3uaeHTiB: bapaka Obamu 1
Honanpna Tpammna. KoHnenT tiaymadarh SIK OJUHUINI0O MEHTAIBHOI CB1JIOMOCTI, sIKa
BioOpakae 3HaHHA Ta AocBig monuau [UYepHenko 2021, c. 45] i Bupakaerbes 3a
JOTIOMOTOI0 MOBH, KOTpa Imiepedae iHdOpMalil0 Mpo MNPEeIAMETH, JIIoAeH, Mol
[Uepnenko 2021, c. 46]. 3acobom BepOaizallii KOHIENTIB Yy HAIIOMY JOCITIKCHHS
CIIYTYIOTh KOHCTPYKIIii, TOOTO MO€AHAHHS 3HAYCHHS 1 (OpMHU, KOTP1 30€epiraroThCs y
rOTOBOMY BHUTIJISiI B am’stTi Jtroauuu [Ungerer, Hartmann 2023, ¢. 7].

[IpoanainizoBaHi nmpomaibHI 3BEpHEHHS akTyani3ytoTh koHuentu B/ISTYHICTD,
[NOKPAILLEHHA, JEMOKPATIA, €AHICTD, sxi mo-pi3HOMY MpeACTaBi€Hl y
BHUCTYIaX JIBOX MPE3UICHTIB.

Konuent BAAYHICTD gk BUSB NOUyTTS NOASKUA y PE3yJbTaTl MO3UTHBHOL
OILIIHKU YHET-HEOY b AISUTBHOCTI MPEACTABICHUH Y MPOIANbHUX 3BepHEHHAX O0amu 1
Tpamma. Ilpu 1mpOoMy Ha mOYATKy NIPOMOBU JIEMOKpATa BXXHUTO Yy3arajbHEHI
koHcTpykii thank you, say thanks, a B kiHii — proud-koHCTpyKIlis, Mo BimoOpakae
TOPICTh 32 KOKHOTO, 3 KUM IMpaIfOBaB KUB 1 MpaIfoBaB MPE3UJEHT, Hamp., MOSt
proud to be your dad, made me proud. Jonansa Tpamn amenoBaB 10 KOHIICTITY
BJAYHICTD nHa movarky 3BepHEHHS 3a JIOMOMOTOI0 PO3IIMPEHUX KOHCTPYKINN ISt
BKa3IBKM Ha ajapecara, Hamp., thanking just a few of the amazing people, thank Vice
President Mike Pence, thank the American people, a Takox CHHOHIMIYHOT TTOOYTOBH
express my overwhelming gratitude.

O6uaBa mnpesuaeHTH akueHTyioTh KoHuent I[IOKPAILIEHHSA y cBoemy
3BEpHEHHI ISl BUOKPEMJICHHSI BJIACHUX JIOCATHEHB 1 3M00yTKIB aaMmiHicTpauii. [lpu
IIbOMY 3a3HAYEHUN KOHIIENT PEeaNi30BaHUN y MEPCIEKTHBI €KOHOMIKH OJHAKOBUMU
Ta CUHOHIMIYHMMHU KOHCTPYKIIisiMH, Hamp., Job creation, the economy is growing
again y npomosi Obamu Ta job creation, the fastest economic recovery y Buctyrmi
Tpamna. Konnent IIOKPAILIEHHA y cdepi Mmeauuuuu BTUIEHUN y TPOIIATIEHOMY
3BepHEeHHI (O0aMM KOHCTPYKIISIMU, IO BIJOOpaKarOTh JOCTYH 0 MEIUYHOTO
cTpaxyBaHHsI, Hamp., Secure the right to health insurance, toni six y mpomosi Tpamma

e KOHIICTIT BepOaIi30BaHUl SIK IOCATHEHHS Y CTBOPEHHI BakIMH, Hamp., produced
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two vaccines with record-breaking speed, ta mnposopicte BuOOpy mikapiB i
cTpaxyBaHHs, Harp., Created choice and transparency in healthcare.

KmrouoBa BiaminHicTh y peamizamii koHuenty [TOKPAIIEHHS mnonsrae B
aKIICHTYBaHHI HaJ3BUYaWHUX 3M00YTKIB 3a 4ac mepeOyBaHHS mpu Biami Tpamma 3a
JOTIOMOT'OI0 KOHCTPYKIIIM 3 MPUKMETHUKAMU y HAWUBUIIOMY CTYTE€HI MOPIBHSIHHI Y
ixapoMy ckiazi, Hamp., built the greatest economy in the history of the world, a6o 3
KOMIIOHEHTaMH, KOTpl MO3HAYalOTh JOCSTHEHHS HaWKpallux MOKa3HUKIB, Harp.,
America outperformed other countries economically. Kpim Toro, koHuenrt
[TOKPAILLIEHHA y cdepi exonorii peanizoBanuii auiie y Buctyni O0amu, OCKIIIbKH
3aXMCT JOBKULIS OUIBIN aKTyaJIbHUM AJI IEMOKPATIB, KOHCTPYKIISIMU 3 CEMaHTHUKOIO
30UIbIICHHS KiTbKOCTI, Hamp., doubled our renewable energy. VY 3BepHeHHi
pecnyOnikanis penpesenToBaHo koHuent [IOKPAIIIEHHA y cdepi 6e3nexun kpainu
3aBJSKU 3aKPUTTIO KOPJIOHY, TOMY IIIO 1151 001IsTHKA OyJia OJTHI€I0 3 TOJIOBHUX I 4ac
OanoryBanHs Tpamma y npesuaeHTH, Hamnp., achieved the most secure border in U.S.
history.

Konnent JJIEMOKPATIS peanizoBanwmii y 3sepHenHi O6amu K MOBEPHEHHS 110
MOTIePEeTHROTO CTaHy, Hamp., the task of rebuilding our democratic institutions, a6o
posmpenHs npag: expand human rights, and women s rights, and LGBT rights.

Y npomosi Tpamna npencraBnenuit konuent E€JHICTb y mnepcrnextusi
3rypTOBAHOCTI HapoAy, Hamp., We must unify, crmiapHuX HmiHHOCTEH, Hamp., instilling
our shared national identity.

Takum umHOM, 0a30Bi KOHIENTH TMPOIIATBHUX 3BEPHEHb aMEPUKAHCHKUX
npesuaeHTiB  BkaouaoTe BJIAYHICTD, ITOKPALIEHHSA, JAEMOKPATIA 1
€IHICTDb, sxi BimoOpaxarOTh OCHOBHY LUJIb BUCTYIy — aKIEHTYBaTH CHAALIUHY

IMpE3naACHTA.
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SIPLIEBA JI. I.

(Banopizvkuil nayionanvhuil yHieepcument)

KOHIIENT IDEE Y MOBHII KAPTUHI CBITY (HA IIPUKJIAI
®PAHI[Y3bKOTO META®OPHYHOT'O CJIOBOBKIUBAHHS)

Merta Hamoi po3BiIKM TOJIATAE y BUSBICHHI 1 CHCTEMaTH3allli OCHOBHUX THIIIB
MeTadop y penpeseHTailii Konuenrty idée.

00'exTOoM pocHipKeHHS € Tpoliec GopMyBaHHSA KOHIENTy idée B cydacHiid
(dpaHiy3bKiil kKapTuHi cBiTy. IIpeaMeToM JOCTIIKEHHS TOCTal0Th KOHTEKCTH, B AKX
BepOai3yeThCcsl  JTOCHIIKYBAaHUNM  KOHILENT.  AKTYaAJBbHICTh  JOCHIIKCHHS
HaIllOHATBHO-KYJIBTYPHOI crielM(iKK KapTUHU CBITY BU3HAHA CBITOBOIO HAYKOIO.

Tpaauiiiina ¢110cOPCHKO-IHIBICTUYHA MpodsieMa «MOBa 1 BiOOpaXKeHHS
CBITY», TIOCTaBJ€Ha B aHTUYHOCTI, po3poOmtoBana B. I'ymGonsaTom, E. Cemipom i
b. Yopdom, y mocmimkeHHSIX HOBOTO CIPSMYBAaHHS IHTEPIIPETYEThCA AK MpoOiieMa
MOBHO1 KapTHUHHU cBiTY. OIUH 13 MOCTYNaTiB KOTHITUBHOI JIIHTBICTUKHU MOJSITa€E B
TOMY, IO 3HAHHS JIIOJAWHU TPO CBIT, il JKUTTEBUW JOCBIJ OpPraHi3ylOThCS Ta
30epiratoThbCs y BUIJIAJI MEBHUX KOHUENTYAJIbHUX CTPYKTYp — (peilMmiB, ClieHApIiB,
MoOJeJIel, CXeM, KOHIIEIITIB.

O0'ekTOM IIHOTO JAOCIIKEHHS € KoHyenm. [IuTaHHS KOHIIETITOIOTIT PO3IJIsaaIn
Taki HaykoBIll, sk A. BexOunpbka, A. M. Ilpuxonbko, O. II. BopoGiiosa,
M. M. IomtoxkuH Ta iHII. Y CBOEMY AOCIIIKEHHI MU BPaxOBYBaJIM HayKOBI MO3ULIT
O. II. Bopo6iioBoi [Bopo6iioBa 2011], M. M. Ilomoxkuna [[Tomroxun 2015],
A. M. Ilpuxoapka [IIpuxoaerko 2008]. Tak, O. I1. BopobiioBa y3arajibHIO€ OCHOBHI

3M00yTKM KOHLIETITOJIOTII SIK Taiy3l KOTHITMBHMX CTYAlM, IO CKJamacsa Yy
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BITYM3HSHOMY MOBO3HaBYOMy mpoctopi. M. M. IlomrokuH 3a3HauMB, MIO
(JTIHTBOKYJIBTYPHUN KOHIICTIT — I1¢ MEHTaJIbHA OJIMHUIIS, CIEMEHT CBI1JIOMOCTI, SIKUU
BIJIrpa€ poJib MOCEPEAHNKA MIJK KYJIbTYporo 1 MoBoro» [ITomroxun 2015, ¢. 215].

Mu criupaemocs Ha nyMKy A.M. [Ipuxoapka, sIKuii 3a3Hadae, Mo «00’ EKTUBAIIISL
KOHIIETITY — II€ MPOIEC, Y SIKOMY OJHA MEHTaJbHA OAWHUIII aKTyalli3ye€TbCs yepes
iHITy, 00 KOHIIENT HE ICHYE€ caM II0 co0i, a € IHTEerpOBaHUM Yy CHCTEMY co0O01
nonioHux». [IIpuxompko 2008, c. 108]. Koxkma mpupomHa MoBa Mae BIACHHMA
cnenudiuauid  mMeTton KoHmenrtyanmizamii cBity. . Jlakobd, M. JI>KOHCOH,
HaIoJSATal0ud Ha 3aJIeKHOCTI peaibHOI KapTUHU MIMCHOCTI BiJ] TOTO, K JIIOJAWHA il
KOHLIETITyali3y€e, BIABOASATH OCHOBHE MICIE Yy BiIOOpaKeHHI 1I1€i 0O0'€KTUBHOI
peanbHOCTI Tipoliecam Metadopizamii. Meradopa mnpoHH3ye Halle TOBCIKICHHE
KUTTS, IPUYOMY HE JIMIIE MOBY, ajle U MUCIEHHs, W JisanbHIcTh. Hamia OyaeHHa
MOHATIHA cUCTeMa 110 CyTi cBoiit MeTadopuuna [Lakoff, Johnson, c. 25].

CnoBo «ifies» TPaKTY€eTbCA TAYMAaYHUMH CIIOBHUKAMU SIK:

1. [ToHsTTS, YySIBJAEHHS, 10 B1IOUBAIOThH AIMCHICTH Y CBIAOMOCTI JIFOJUHU Ta
BHUPAXAIOTh CTABJICHHS ii 10 HABKOJIHUIIIHBOTO CBITY.

2. OCHOBHMIA IPUHIIMII CBITOTIISTY; IEPEKOHAHHSI.

3. Hymxka nipo 1mo-uHeOyab, MipKyBaHHS 3 IPUBOAY YOTOCh. 3ayM, IIJIaH, HAMIp.

4. OcHOBHA AyMKa, 1110 BuzHavae 3Mict TBopy [BTCCYM 2009, c. 394].

VY ¢dpaniy3skiit MoBi idée désigne:

e Représentation abstraite et générale d'un étre, d'une maniére d'étre, d'un

rapport... — concept, notio;

e Toute représentation élaborée par la pensée (qu’il existe ou non un objet qui

lui corresponde);

¢ VVue, plus ou moins originale, dans le domaine de la connaissance— plan,
projet

e Fagon particuliére de se représenter le réel — opinion [Le Petit Robert 1979,
Le Robert 1992, p. 956].

IIcuxomoru BBaXKarOTh AYMKY, iI[CIO OCHOBHOIO OAWHHUICIO, «MOJICKYJIOIO»
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MUCJIEHHA. Mu posrisHynn mnoHan 250 npukiagiB i3 TBOpPIB  (paHIly3bKUX
nucbMeHHUKIB XIX — XXI cr., mo Mictateb meTadopuvHi CIOBOBXKHBAHHS 13
koHuenTom «idée». [IpoctopoBa Metadopa Bkazye Ha MicClie, /i€ 3HAXOIUThCA TyMKa.
Lle moxe OyTH:

1) téte, caboche: L idée d’'une greve fait son chemin dans la dure caboche de
ces hommes. [Tournier 1975, p. 204].

...les idées tournaient violemment dans sa téte comme le linge dans une
machine a laver. [Troyat 1976, p. 126].

2) esprit: ...Je sens se glisser dans mon esprit une idée qui réde autour de moi
[Tournier 1975, p. 381].

3) coeur: ...une idée vivante, ... une fois semée dans le ceeur de [’humanité, elle
hiverne dans les conditions les plus défavorables [S. Zweig, p. 126].

PosrasinyTi npukianyd J03BOJIMIM BUSBUTH TICHUHM 3B'SI30K MK MPOCTOPOBOIO
Mmetadoporo Ta metadoporo aii. ii Hag gymkamu BupaxaroTh 50 T1€CiiB, cepell SKUX
assembler, batir, brouiller, caresser, controler, coudre deux idées, detruire, diriger,
enfoncer, fixer, jeter sur le papier, planter, remuer, repousser, rouler, suivre, voler Ta
1H. AHaii3 NPUKIAAIB JO3BOJIMB BUIUIUTH KIUJIbKA THUIIB CTPYKTYPHUX (KOJM OJIHE
MOHATTSL CTPYKTYPHO BIOPSIKOBYETHCS B TEPMiHAX IHINOrO) Ta 1HIMX MeTadop,
BUKOPUCTAHUX TPU B1IOOPAKEHHI KOHIICTITY «JTyMKa:

1) «Amnimanictuuna meradopa» MPENCTaBISIE AYMKY SIK JKHBY icTOTy: Les
idées sont comme des étres vivantes... Elles croissent, proliferent... et elles finissent
par mourir. [Werber 2001, p. 140-141].

2) «byniBenmpHay wmeTadopa, 3a JOMOMOroK K0T (paHIy3bKi aBTOpHU
CTBOPIOIOTH 00pa3 AYMKH sIK 00'€KT, sIKHH MOXHa moOyayBaTu abo 3pyHHYBaTH: ..
J avais bdti une haute idée de moi dans [’esprit de mon ami [Proust 1993, p. 286].

3) AxTtuBHO MeTaQOpPH3YIOTHCSA BHPa3HM TEMATHYHOI 30HU TIOJFOBAHHI.
MoHa CTeXKUTH 3a JYMKORW, mnepecuigyBatu, nporanstu 1i: Il chassa cette idée
absurde pour toujours. [Troyat 1976, p. 108].

4) SkicHo-ominHa ~ Meradopa:  Bim3Haummo 50  NPUKMETHHKIB  Ta

JTIEMPUKMETHHUKIB, K1 XapakTepu3ylOTh AYMKHU: aigue, amere, audacieuse, avancée,
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baroque, basse,chaude, claire, courante, dure, enténebrée, grosse, hardie, haute,
irrécusable, large, lourde, lucide, lumineuse, noire, ombrageuse, profonde, rapide,
sainte, sombre, vagabondante:

...elle avait eu lidée assez baroque de nous inviter... [Proust 1994, p. 591].

Puis une idée lumineuse, torturante se présenta a son esprit [Tournier 1975, p.
354].

Takum 9rHOM, JOCIIHKEHHS TO3BOJUIIO BUSBUTH JIEKUIbKA BUAIB CTPYKTYPHHX
MmeTadop, IO CBigUaTh HpPO Te, IO KOHIeNnT Idée Moke BimoOpakaTHcs 3a
JOTIOMOT'OK0 TEPMIHIB 1HIIKUX Taidy3ed. BiH € 4acTHHOIO MOBHOI KapTHUHHM CBITY 1
BiI0MBae iCTOpUYHO C(HOPMOBAHI HAIBHI YSBICHHS (PaHIy3bKOIO0 HapoAy IIpo
HaBKOJIMIITHIN CBIT.
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Cekuin 2.
AKTYAJIbHI HIUTAHHS JIHTBICTUKU TEKCTY TA TUCKYPCOJIOTTI

AHIIJIOT'OBA €. /.

(3anopizbkuil HAYioHATbHULL YHIGEpCUmMent)

AHTJIOMOBHHMH HAYKOBO-TEXHIYHUM JUCKYPC 3 TO3ULIIN
IHTEPTEKCTYAJIbHUX 3B’SI3KIB

HaykoBo-TeXHIUHUIA NHUCKYpPC BHKOHY€E pSAJ BIIACTUBHX HOMY CHEUU(DIYHUX
byHKIIM:  Ti3HaBaJdbHY, 1HGOpMAaIliliHy, apryMeHTaTUBHY, KOMYHIKaTHBHY,
MOSICHIOBaNbHY, AunakTuuHy [llleBuenko, Mopozosa 2005]. Cmix 3a3HayuTH, IO
KOMILJIEKCHUM aHalli3 HayKOBO-TEXHIYHOTO JHUCKYPCY MPOBOAUTHCS 3 YpaxXyBaHHIM
JIHTBOCTHJIICTUYHUX, JIHTBOKOTHITUBHUX, MParMaTMYHUX Ta €KCTPAJIHTBICTUYHUX
ACITIEKTIB.

BuBueHHs Ta aHam3 KOTHITUBHHMX acCIEeKTIB HAyKOBO-TEXHIYHOTO JHUCKYPCY €
aKTyaJIbHOIO TEMOIO JIA JIHIBICTIB Y 3B’SI3Ky 3 PO3BUTKOM HAyKH, TEXHOJIOTIA Ta
mimkuTamsaiiero cycmiascTBa [IlepeaomoBa 2008; Crymuuipka, Jlenceka 2019].
JlocmiKeHHIO THTEPTEKCTYalIbHOCTI B HAYKOBO-TEXHIYHOMY AMCKYPCl SK OJHOMY 3
TaKUX KOTHITUBHUX ACTHEKTIB MPUCBSIYEHO OCTIKeHHs [ AHmiiorosa 2024].

HasBHICTP 1HTEPTEKCTyallbHUX 3B'SI3KIB € BIJAMIHHOI PHCOI0 HAyKOBO-
TexHIYHUX TekcTiB [barpunuyk 2016; TamakoBuu 2018]. Mwu BcTraHoBUIU
MPOTOTUIIHY OJAMHMIIO I1HTEPTEKCTYallbHOI KOMYHIKalli B HAyKOBO-TEXHIYHOMY
TEKCTI, 110 YTBOPEHA Y BUTJISAI TpiaJM «IIMTATa B JIarkax + iM’sl Ta Ha3Ba MOCUJIAHHS
+ O10miorpadiyHe TOCUITAHHS.

[Tinkpecnumo, 110 MUTYBAaHHS € OJHUM 13 3aC001B peatizallii IHnTepTeKCTyaTbHUX
3B’A3KIB Y HAyKOBO-TEXHIYHOMY AMCKypcl. HaykoBe HUTyBaHHS PO3TIISIIA€ETHCS SIK
EKCIUTIIIUTHE BKJIIOUEHHS; BOHO € MapKEePOM JI1aJIOTIYHOCTI Ta 3aCO00M IHTETPyBaHHSI
(dbparMeHTiB nepIIoKepesa B 1HIIUN TEKCT.

Y crarti [AuminoroBa 2024] mnpoBeAeHO aHalli3 AaHIVIOMOBHOTO HAayKOBO-
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TEXHIYHOTO AUCKYPCY (HAyKOB1 CTATTI Ta MOHOTPadii IHKEHEPHOTO CTIPSMYBaHH:) 32
KputepisMu GopMu Ta 00’eMy HUTyBaHHs. SIK pe3ynpTaT, OyJ0 BHOKPEMJICHO Ta
BCTAHOBJICHO TP TUIH MPSIMOIrO LIUTYBAHHS: MIOBHE, PEAYKOBaHE Ta CETMEHTOBAHE.

[ToBHEe TUTYBaHHS — II€ JOCJTIBHE IMOBTOPEHHS BXKE ICHYIOYOTO TEKCTYy 0e3
CKOPOYEHb, SIKE MpeACTaBisie co000 chopMyIbOBaHy Ta BUCIOBIEHY OTyMKy. OTxe,
[UTaTa y IbOMY BUMAJKYy € BUJOM IHTEPTEKCTYaJIbHOTO 3B'A3KY, KOJIU (parMeHt 3
TEKCTY-TIEPIIOKEpEa IHTETPY€ETHCS A0 TEKCTY-HOCIS.

J10 peayKOBaHOTO LIUTYBAHHS BITHOCHUMO CKOPOYEHHSI TEKCTY-TIEPIIOIKEpeEa y
BIJIMOBITHOCTI 3 LUISIMM LUTyBaHHA. J[JI1 HBOrO € XapakTepHUM BUKOPUCTAHHS
OpUIOMYy CHHTAKCHYHOTO 3JIMTTS LUTaTH Ta aBTOPCHKOTO TEKCTy 0e3 >KOIHHMX
CHeriaJbHUX BBIJIHUX CIIIB UM KOHCTPYKIiH. [lepexin 10 nuTyBaHHS BiIOYBa€ThCS 3
JOTIOMOT 010 JIATIOK, KYPCUBY, a00 JamoK Ta KypCHUBY BOJIHOYAC.

CermMeHTOBaHE LIMTYBAaHHS Ma€ BUIJIAJ 3B’SI3aHUX CTPYKTYpHO Ta 3a CEHCOM
LUTAaTHUX BCTaBOK, sIKI BUKOPUCTOBYIOThCS Uepe3 MaJIeHbK1 1HTEpBau. MapkepH, 1110
BKa3ylOTh Ha BBEJICHHS yYPUBKY (KypCHUB, JIallKH, MMOCHJIAHHS Ha aBTOpa ab0 Ha3BYy
1oro poboTH Ta piKk), € 000B’SI3KOBUMH MPU BUKOPUCTAHHI MPSMUX ITUTAT.

OpHouacHUl 3B'A30K ULWTAaTH 3 JBOMAa TEKCTaMH (POPMYE YMOBH JJId
IHTEPTEKCTYaJIbHOTO J1aJIoTy.

Hamu Takox BHALICHO Ta MPOAHAII30BaHO 1HII THIU €KCILTIIMTHUX BKIIOUCHD
(HempsiMa MOBa Ta aBTOPChKWU mepekas). Lli THmM XapakTepu3ylOThCs HasSBHICTIO
BBIJTHUX Ta BCTaBJICHMX KOHCTPYKIIiH, JICKCUYHUX, CHUHTAKCHYHUX 1 JIEKCHKO-
CUHTaKCUYHUX MapKepiB, A1€CIIB 1 MPUAMEHHUKOBO-1ECIIBHUX CIIOBOCIOJIYYEHbD.

Mu po3risgaeMo MOCHIAaHHS SIK IMIUTIIUTHUAN THM HUATYBaHHS Ta BiJ3HAYAEMO,
0 y BUMNAJKy TOCHJIaHb (YHKIIT MIKTEKCTOBUX 3B’S3KIB BUKOHYIOTHCS HE
dbparMeHTaMH CTaporo TEKCTy, a eJIeMEHTaMH TMapaTeKCTy, SAKi BKa3ylOTh Ha
MEPLLIOJIKEPETIO.

BcranoBieHo BIMB (heHOMEHY MpELEeACHTHUX 3HaHb Ha OpraHi3allilo TEKCTY B
HAayKOBO-TEXHIYHOMY JIMCKYpCl Ta Ha MPUKIaAl €TMOHIMIB JOBEJH, 10 MPEleIeHTHI
3HaHHA BepOaNI3yIOThCA y BUIJISAI MEBHHUX CIIB, CJIOBOCHONYy4YeHb ab0 TEpMIHIB.

Takuii TUD 1HTEPTEKCTyaJdbHUX 3B’SI3KIB HE Ma€ CHEHIaIbHUX TEKCTOBUX
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JeMapKaTopiB, OCKUIbKH E€MOHIMHU aleiol0Th O HAsBHOTO anepleniiifHOro piBHs
aBTOpA Ta YUTa4a HAYKOBO-TEXHIYHOTO TEKCTY.

Bci monoxeHHsT cTaTTi MPOUTIOCTPOBAHO BEIUKOKO KUIBKICTIO aBTEHTUYHOTO
aHTJIOMOBHOTO MaTepiaiy.

[IpoBeaenuit aHami3 M03BOJIAE€ BIJ3HAUWTH, IO IHTEPTEKCTyallbHI 3B’SI3KH B
aHTJIOMOBHOMY HAYKOBO-T€XHIYHOMY JUCKYPCl MalOTh BUCOKHUW pPIBE€Hb 3HAUYIIOCTI
B YCTaJeHI cHCTeMi BUPOOHMIITBA, Iepenayi i1 30epekeHHs HayKOBO-TEXHIYHUX
TEKCTIB. [HTepTeKCTyanabHl BKJIIOYEHHS (K eKCIUTIUTHI, TaK 1 IMIUTIIIUTHI)
J03BOJISIIOTH IHTETPYBATH TUM YH 1HITUM YHHOM (DparMEHTH TEKCTY-TIEpIIoKepera
0 aBTOPCBKOro TeKcTy. OTe, HasIBHICTb I1HTEPTEKCTYaJIbHUX 3B SI3KIB €
MOKa3HUKOM Te€TEePOTr€HHOCTI HAayKOBO-TEXHIYHOTO TEKCTY, IO € YMOBOI HOro
J1aJIOT1YHOCTI.

[lepcriekTHBM TOMANBIIMX PO3BIIOK BOAYaEMO Yy JOCHIDKEHHI 1HIIUX

JIIHTBOKOTHITHBHUX HapaMCTpiB AHTJIOMOBHOI'O HaYKOBO-TCXHi‘-IHOFO AUCKYPCY.
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BOI'YCJIABCBKA A. B., BPATEJIb O. M.

(Kuiscokuti Hayionanouuil yHieepcumem imeni Tapaca lllesuenxa)

CTPATEI'ISA AKCIOJOI'TYHOI NOJISIPU3ALIL Y EJTEKTOPAJIBHUX
ITPOMOBAX XAB'€EPA MIJIEA

B icropii Aprentunu Xas'ep Mijiest € SCKpaBOr 1 KOHTPOBEPCIHHOIO MTOCTATTIO,
ajpKe 17el, sIKi BiH MIATPUMYE 1 MpOIarye, 4acTo Cynepedars AIMCHUM LIHHOCTSIM
foro nonepenHukiB. Bubopiii, SKi MATpUMAaIN IbOTO KaHAWAATa HA MPE3UIEHTCHKUX
BHOOpax, 3a3HayalTh, MO BiH € "4UMOCh HOBUM" IS KpaiHH, 1 IO 3 HOro
MEpEMOrol0 "HacTaB yac MEPEropHYyTH Ha HOBY CTOPIHKY" B 1CTOpii ApPreHTHHU
[Reuters 2023]. Ili cmoBa sickpaBo BijoOpakalOTh OJMH 3 OCHOBHHUX AaCIIEKTIB
aKCIOJIOTIYHOI TMOJSpH3alli: PO3PUB MK CTapUMHU MOJITUYHUMHU TOPSAJIKAMM,
acoLliiOBaHUMU 3 MUHYJIMMH YPSJaMU, 1 HOBUM HOJIITUYHUM JiI€pOM, 1110 Hece "HOBI
IIHHOCTI1", SIK1 CTABJSATHCA B KOHTEKCTI "TIOPSATYHKY KpaiHu'.

VY Hamiii poOOTI MU AOCHIIKYEMO 3aCTOCYBaHHSI CTpaTerii akcioJOriyHOi
MoJIApU3aIlii y JUCKYypCl caMOro IMOJITHKa 3 MeTOK TpOoaHalli3yBaTH MEXaHI3MH ii
(GyHKIIOHYBaHHS Ta BU3HAYUTH 11 posib Y (POPMYBaHHI €JIEKTOPATBHOI TYMKH.

AKTYaJIbHICTh HAIIOTO JOCIIHKEHHS MOSICHIOETHCS HEOOXIAHICTIO OKPECIICHHS
MEXaHI3MIB BiJI0OpY JIGKCHYHUX OJWHHIIL JJII BHPAXKEHHS TMOJSIPHUX KaTeropii
"nobpa" 1 "3ma", "cBoro" 1 "uyxoro", "craporo" i "HOBOro" y mojgiTHYHOMY JUCKYpPCl
3 METOIO BIUIMBY Ha CB1JIOMICTh BUOOPIIIB 1 (hOpMYBaHHS CYCIUILHUX HACTPOIB.

Buxnan ocHoBHOro Mmartepiajiy. CTpaTerito akCioJIOT14HO1 MOJspU3aliii MOKHA
po3rignatd K 3acid (QopmMyBaHHS I[IHHICHUX OpIEHTUPIB Yy pELUIIEHTa, IO
peani3yeThCcsl uepe3 BUKOPUCTAHHS Y TIPOMOBI KOHTPACTHUX OIIIHHUX OJIMHUIIb, 5K
MOAUIAIOTECS Ha Taki, 0 BUPAXKAIOTh MO3UTUBHY a00 HEraTUBHY OLIHKY. OIIHKY B
MEKaxX aKcCloJIoTli BU3HAYAEMO SIK CY/DKEHHS UM JIYMKY NMpO 00’€KT, sika BHU3HAYAE
HOro XapakTepHCTUKY dYepe3 MpU3My LIHHOCTI, IO B CBOK Yepry I03HaYyae
BJIACTUBICTh O00’€KTa, SBHUIA YH 17ei, 10 NpoOyKye I1HTepec, OakaHHS abo

nparaeHHs cy0’ekra [lnpuenko 2019, c. 43].
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Y [OOomTHYHMX TPOMOBaX MH 3HAXOJAWMO BHUMNAJAKKA 3aCTOCYBaHHS SIK
IMILTIITUTHOT (TIPUXOBAHO1), TaK 1 EKCIUTIIUTHOI (BUPA’KEHO1) OIIHKH, SIKY MOJITHKA
HAJAl0Th PI3HUM sBUIAaM a0o0 ocobuctocTsMm [lnpuenko 2019, c. 44]. IMmmiinuTHA
OlLlIHKa MOXe Oa3yBaTUCS Ha OIHApHUX TPOTHUCTABICHHSIX, ab0 SK IX 1HAaKIIe
HA3UBAEMO — aKCIOJIOTIYHUX MOJEIAX. AKCIOJIOriYHA MOJEIb SABJISIE COOO0 OIIHHUIA
IJIaH BUCJIOBJIEHHS 1 BHpakae OlHApHI OMO3HUINI, MK €JIEeMEHTAaMU SKUX MOXYTh
BUHUKATH BiTHOIIICHHS MPOTHCTaBIICHHs abo 3ictaBieHHs [CampHikoBa 2010, c. 213].

ba3oBo10 BBaXkKaETHCS aKC10JI0TIYHA MOJIENb "I0Ope — moraHo", OJJHaK BOHA HE €
€AMHOICHYI0UOI0. JIOCHIAHUKM BUAUISIOTH 1HII BaplaHTH MOJSPHUX OI[IHKOBHUX
BI/IHOILICHB, HAIPUKJIIA, ""cBOE — uyxke', "0araTo — mano", "crape — HoBe", "OJIMKHE —
naneke", "yecHuid — HedecHui" Toro [CanpHikoBa 2010, ¢. 213].

3a3Ha4yeH1 akCloJIOT14HI MOJIEN] YacTO 3yCTPIYAIOThCS B MOJITUYHUX AUCKYpPCAX,
30KkpeMa B MpomoBax Xap’epa Mines, e MH 3HaXOJUMO BHKOPHUCTAHHS TaKUX
MPOTUCTABIICHb SIK "NMoOpe — morano", "cBoe — uyxke" 1 "HoBe — crape". Bkazani
OI[IHKOBI TIapaMeTpy BUCTYMAaOTh SK "KpaiHi Touku oliHoBaHHA" [CalibHIKOBa
2010, c. 213]: Bce "mobpe", "cBoe" 1 "HOBE" CIpUIMAETHCS K MO3UTUBHO-OIIHHE, a
"morane", '"dyxe" 1 '"crape" HaOyBae TmeOpaTUBHOTO 3a0apBJICHHS, TOMY
CIIpuiMaeThCsl K HeratuBHO-omiHHE [Impuenko 2019, c.49]. OmHak MK LIUMH
KpalHIMM TOYKaMH MOYTh BUHUKATH TPOMDKHI OIIIHKOBI 30HH, JUISI SIKUX €
XapaKTEpPHOI MEHIIA CTYIIHb €MOLIMHO-EKCIIPECUBHOI OILIHHOCTI, a OTXe
YHEMOJKJTUBITIOETHCS TXHs TouHa Kiacugikamis [CampHikoBa 2010, c. 213].

OuiHka B TOJITUYHOMY MOBJICHHI SIK TO3UTHUBHA, TaK 1 HETaTUBHA, MOXE
BepOani3yBaTUCs 3a JIONOMOTOI PI3HOMAHITHUX JIEKCUYHUX, CHUHTAKCUYHUX a0o
MparMaiHrBICTUYHUX 3ac001B. BapTo 3ayBaxuTH, 10 AESKlI TOCTITHUKN BKa3yIOTh,
10 KaTeropisi OI[IHKM HAWYITKIIIE MPOCIIIKOBYEThCS CaMe uepe3 JICKCUYHI OJUHUII
[libuenko 2019, c. 43]. Ilpu BUBYEHHI JEKCUYHUX OJWHMIL 3 aKCIOJIOTTYHUM
3MICTOM, MH MOXeMO c(opMyBaT (PYHKI[IOHAIHHO-CEMAHTUYHE TI0JIE OIlIHKH.
3riHO 3 AOCHIDKEHHSIMU YKpaiHCbkoi MOBO3HaBHIl IpuHu OHUILEHKO, MOOYyI0Ba

TAKOTO MOJISl MOYNHAETHCS 3 BUOKPEMIICHHS SIpa MOJISA OL[IHKY — HAHOUTBII MOTY>KHOT
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aKCloJIOTeMHU — 1 MPOJOBKYETHCA TMOOYOBOIO HABKOJOSIEPHOTO MPOCTOPY, SKUN
MICTUTh OIIHHI KOMIIOHEHTH pi3HOi iHTeHCHuBHOCTI [OHumenko 2005, ¢. 7].

BuBuatoumn auckypc npesujieHTa ApreHTUHU, MU TIPOCTEXKUIIH, 110 BiH BAA€THCS
710 3aCTOCYBaHHsI CTpaTerii akCiOoJOTIYHOI MONspU3allii, sKa BUSBISETHCS Y YITKOMY
PO3MEXYyBaHHI Ta MPOTUCTABJICHH] TO3UTUBHUX 1 HETATUBHUX aKC1OJOTIYHUX OIIHOK,
CIIPSIMOBAaHUX Ha CTBOPEHHS OMO3UIKA MK "cBoiMu" Ta "dyxumu", "moopumu" Ta
"moranumu", "HoBUMH" Ta "cTapumu". Y CBOiX MPOMOBax BiH aKTUBHO MPOBOIHUTH
MOPIBHSHHS MIXK IIIHHOCTSAMH, 1]1€ajlaMy Ta MIParHeHHSIMU CBOE€T MapTii 3 OJJHOTO OOKY
U 1gesMd W pIIEHHSAMU T[ONEPEIHIX KEPIBHUKIB JEpKaBU Ta KaHAWAATIB-
KOHKYPEHTIB 3 1HIIOTO OOKY.

Sk 3a3HayvalOTh HAYKOBIIL, JJIs KaTeropiit "cBoe" Ta "HoBe" xapakTepHa IEeBHA
JIBOICTICTh OIIIHKH, OJTHAK 37€OUIBIIOr0 BOHM € MO3UTUBHO MapKOBaHUMH, TOOTO,
acoIIIOI0ThCS 3 KaTeropiero noopa. [Ipu 1poMy, y MeBHUX KOHTEKCTaX BOHU 3J/1aTHI
Ha0yBaTH JI0JIaTKOBOT'O 1pOHIYHOTO BIATIHKY. OmiHKa "qy>ke" 3aBKIU aCOIIOETHCA 3
HETaTUBHUMU acriekTaMu. Y MpOTUCTaBlIeHH] "cTape/HoBe", "crape" acouitoeTbes 3
HETaTUBHUMHU TOHSTTSAMU, HAPHUKIIAA, "3acTapuricTio", a "HoBe" CIpHUIMAEThCS SIK
nporpecuBHe siute [lnpuenko 2019, c. 49].

AHanizytoun nuckypc Xap’epa Mijesi, criocTepiraeMo, 1o B HbOMY JIOMIHYE
nelopaTuBHAa OIIHHA JIGKCHKA, fKa BUSBISETbCS B JAMIMBUX CIIOBax, oOpaszax,
nuc(emMiCTUUHUX  KOHCTPYKIAX, MeTtadopax Tomo. Jlo HEraTMBHO-OI[IHHUX
OJIMHUIIb, SIKI MOXKHA BIJIHECTHU JI0 Kareropii "3me", "uyxe" i "crape", HaBeqeMo Taki
npukinaau: pequenio dato para aquellos esclavos mentales que no pueden salir de
estructuras vetusta que sdlo sirven para los politicos ladrones, que son complices de
los politicos ladrones; se pasaron toda su vida parasitando del Estado; a pesar de su
inmoralidad. ¥ 1ux BHCIIOBIIOBAaHHSAX IMOJITHK BUKOPHCTOBYe MeTadopy esclavos
mentales st cTBOpeHHS 00pa3y IHTENEeKTyalbHOI MEHIIIOBAPTOCTI OMOHEHTIB; 3a
normoMoror aucdemizmy estructuras vetusta Bkazye Ha 3acTapiii  MOJITHYHI
CHUCTEMH, III0 HE HECYTh KOPUCTI CYCIUILCTBY; CJoBa oOpasu politicos ladrones 1
parasitar 3arocTproloTh yBary peruiieHTa Ha IIKOJMI, SKy NMPUHOCATH KpaiHi HOro

OMOHEHTH a00 IMONEPEIHUKHU; CJIOBO 3 HEraTHBHOIO KoHoTamiero inmoralidad mpsimo
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BKa3ye Ha iXHIO aMOpaJIbHICTh. BukopucTanHs 3aiiMeHHuUKIB SU Ta aquellos migcumtoe
aKCIOJIOT1UHY MOJSIpU3aIliio, 00 TomoMarae 4iTKO OKPECIUTH TPYNOBY 1€HTUYHICTS 1
npoTUCcTaBUTH ii "dyxum". Taka cTparerisi 103BOJISIE MOMITHKY 3TyPTYyBaTH HABKOJIO
cebe OTHOAYMIIIB 1 MACHIUTH XHIO HETEPIHUMICTD JI0 OTIOHEHTA.

MemiopaTuBHa OIliHHA JIEKCHKA 3aCTOCOBYETHCA XaB'e€poM MisleeM 3 MEHIIIOIO
YaCTOTHICTIO, OJTHAK BOHA 3a0e3neuye MiATPUMKY Ta 3MIITHEHHS MO3UTUBHOTO 00pasy
"cBoix" ab0 "HOBHX" i€, AK1 BIH Mpomarye. 3pa3Ku €l JEKCUKU MPOCTEKYEMO Y
TakuxX (parMeHrtax: siempre hacemos e/ énfasis de determinar las bases de la nueva
Argentina; para que como dice nuestra Constitucion, aseguremos los beneficios de
la libertad para nosotros, para nuestra posteridad; porque el unico cambio
verdadero somos nosotros, porque una Argentina distinta es imposible con los

mismos de siempre. Y HaBeaeHUX (pparMeHTax 3aiMEHHUK NOSOtrOS € KITFOYOBUM JIS

KOHCOJIJIalii TPyHmud HABKOJIO CIUIBHOI 1JIGHTUYHOCTI, a akciojoreMw Nueva
Argentina, Constitucion, beneficios de la libertad i cambio verdadero crBoproroTh
MO3UTHBHY MEPCIEKTUBY, KA BIAJAJs€ MPUXUIBHUKIB 3MIH BIJl CTApPUX CTPYKTYP 1
00’eHy€ TX HABKOJIO MOCTATI MOJITHKA. B oCTaHHROMY MPUKIIAI MU CIIOCTEPITAEMO,
1[0 HaBITh Yy MO3UTUBHOMY KJtoul Mijiell aklleHTye yBary Ha MpPOTHCTaBJICHHI. Y
MO3UTHUBHO-OIIHHE TBep uKeHHs ("Mu" 1 "HoBe"), BiH IHTErpye 3TaJIky HEraTUBHOIO
acniekta ("BoHu" 1 "cTape"), 10 MOCKIIO€e €eKT aKCI0JIOTTYHOI MOJIIpU3aIlii.
BucHoBku. Y CBOiX eJeKTOpalbHUX NpoMoBax XaB’ep Mineill edeKTUBHO
3aCTOCOBYE CTpPATETil0 aKCIOJNOTIUHOI MOoJspu3allii, 1mo O0a3yeTbCsi Ha PI3KOMY
KOHTpacTi MK "cBoiM" 1 "uyxkum", "HoBUM" 1 "cTrapum". JIJisi mpOTUCTABIEHHS BIH
BUKOPHUCTOBYE HETATUBHY OI[IHHY JIGKCHKY IS AWCKPEIUTAIlil OMOHEHTIB B OYax

BUOOPIIIB 1 TO3UTUBHY — JIJIs TIITHECEHHS BJIACHUX 1/1eH 1 KOHCOJ1IaIlii OJTHOTYMIIIB.

Jlimepamypa
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81



Canvnixosa (Kyyenxo) B. 3aKOHOMIPHOCTI TpaJylOBaHHS aKCIOJOTIYHHMX 3HAa4Y€Hb CY4YaCHOTO
YKPaTHCHKOTO MOJITHYHOTO AUCKYpCY. Jlinesicmuyni cmyoii. 2010. Ne 21. C. 213-218.

Misculin N., Elliott L., Bianchi W. Argentine libertarian Milei pledges new political era after
election win. Reuters. URL.: https://www.reuters.com/world/americas/argentina-readies-vote-likely-
presidential-election-thriller-2023-11-19/ (nara 3sepuenns: 21.11.2024).

A N N 8 8 1 ) 1 1 ) ) ) ) ) ) A N

KRAVCHENKO N. O., BAZELEVAT. S.

(Odesa I. Mechnikov National University)

LINGUAL FEATURES OF ENGLISH-LANGUAGE PROTESTANT
SERMONS

The thesis is devoted to the study of religious discourse in its Sermon
realization. It is a vast term, which includes communication inside Christian
communities, prayer and interaction between preacher and congregation during the
sermon. Due to the challenges Ukraine is experiencing right now, this topic becomes
of great importance as it can shed some light on the pressing questions. Moreover, in
the last few years the war brought about the reappraisal of values, people started
being more careful with information they receive, which made the question of
persuasiveness and influence even more critical.

In the present research six sermons delivered by Francis Chan (the founder of
Cornerstone Community Church in Simi Valley, California in 1994, Eternity Bible
College in 2004 and a current preacher), and Timothy Keller (the founder of
Redeemer Presbyterian Church in New York City, New York in 1989, co-founder of
Redeemer City to City and an author of 31 books) have been analyzed. The sermons
under the analysis are “Falling Madly in Love with God”, “Prayer as a Way of
Walking in Love” and “Living Eternally” by Francis Chan and “Uncovering
meaning”, “Uncovering satisfaction”, “How to deal with dark times” by Timothy
Keller. The following general scientific and special linguistic methods were used in
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order to accomplish the tasks set in the work: descriptive method, method of
observation, comparative method, inductive generalization, auditory analysis and
interpretive analysis.

Sermon takes most of the service time in both Baptist and Presbyterian
communities. Halley’s Bible handbook states that “Sermon is the most important
ministry in the Church. Preaching of the Word can never be displaced. It is the most
effective force in sharing the Gospel.” [Henry Halley 1984, p. 818]. Collins
dictionary states that a sermon is a talk on a religious or moral subject that is given by
a member of the clergy as part of a church service [Collins 2007]. This definition is
fitting just for some communities as in Protestant churches not only clergy have the
right to preach. The textbook “Homiletics” describes evangelical sermon as a sermon
that, first of all, conveys the spirit and the heart of Christ’s teaching and, secondarily,
holds only to the evangelical ways of conducting a service [Homiletics 1993]. The
last definition is more accurate as it brings us back to the best role model that was
Jesus, the best preacher of all times.

The work provides the results of a study of the impact effect of preaching. For
this purpose, a survey was conducted with the aim to determine the preferences of the
sermon audience, namely what attracts listeners to a preacher, what kind of sermons
they find valuable etc. For the means of reliability, one hundred people took part in
the survey each of them being a current member of a Protestant church. The results of
the poll revealed that listeners treat word in a very serious understanding its
complexity. They do not consider it to be just a series of sounds, they believe that
words have sacral power. So listeners analyze preacher’s life to see if he lives out the
principles he is preaching. The number one thing on the list was the presence of
personal relationship with God. The second point was his personal example that,
basically, indicates whether the preacher himself believes in what he says or not. As a
result, most of the survey participants state that good structure is crucial, it helps
them to remember the sermon and to see the logic of preacher’s mind work. It can be
reached by means of presenting or dividing the speech into semantic groups each

containing one main point.
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Along with the survey the auditory analysis has been carried out. For the sake of
accuracy all of the participants have a good command of Phonetics. The chosen 18
excerpts belong to different parts of the sermons. The results of this analyses showed
that Francis Chan’s degree of emotions is rather high. The tone of his voice is rarely
quieter than average. The fact that all influential prosodic means are present in his
speech testifies to his outstanding speaker’s aptitude. Though the most informative
prosodic means is tempo, Francis Chan changes the speed of his speech in order to
draw congregation’s attention or it can as well just reveal his excitement and
emotional involvement. Hence, the phonetic means convey not only his declamatory
skills but unfolds his personal traits as well.

Francis Chan establishes the connection with the audience by the means of a
number of jokes, questions and by mentioning people or events his listeners are
familiar with. Talking about the filling of Francis’ sermons, there is a great number of
examples from his own life which makes his sermons more personal and trustworthy.
He also quotes Bible a lot during preaching that shows his deep knowledge of the
Scriptures.

In comparison to Francis Chan, Timothy Keller may be characterized as less
emotional, his sermons cannot be described as the monotonous ones. The diversity of
the melodic patterns of the utterance that conveys genuine surprise, delight or even
sometimes indignation does not let listeners’ attention go astray. For the sake of
credibility, Timothy Keller’s sermons abound with citing of classic literature and
famous art pieces such as Horace, Ibsen, CS Lewis etc. He often makes a pause
before quoting or gives his audience a “‘signal” by saying “quote” which helps his
listeners’ to stay focus without making any extra efforts. Timothy Keller’s knowledge
of the cultural context and some facts about his audience makes his listeners
immediately like him as they experience this pleasant feeling of being known. An
addition to that, his jokes are of intellectual type that testifies of his intelligence level.

The conducted survey concerning the influencing power of the sermon and
auditory analysis of sermons allow us to state the following: for the success of the

sermon, both extralingual factors (the personality of the preacher, his faith, his way of
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life, his sense of humour, his all-round development etc.) and the lingual features of
the sermon are requisite. It seems promising to further study the texts of Protestant

sermons from the point of view of their phonetic implementation.
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BYSTROV Y. V.
(Vasyl Stefanyk Precarpathian National University)

THE FUTURE OF HOLOCAUST NARRATIVE: BETWEEN MEMORY
AND POSTMEMORY

When analyzing the consequences of World War 11 in general and the Holocaust
in particular, a special attention is paid to the stories of those individuals who have
survived, as their discourses of trauma evolve into discourses of endurance — both in
physical and psychological terms. Only very recently the extermination of Ukrainian
Jews, which has been studied as part of the Nazi genocide in Europe, has become
subject of sustained historical analyses. In contemporary Ukraine, for example, it was
only after Ukraine’s independence, gained in 1991, that facilitated research into the
Nazi crimes against Jews in Ukraine. And these analyses reveal the heterogeneity of
the Holocaust experience across Ukrainian lands which found reflection in Holocaust
literature.

We are reaching a point in history when the generation who experienced the
Holocaust as the last survivors, witnesses or exiles will soon disappear. In this
respect, the Holocaust moves from the realm of communicative memory,

remembered within the lifetime of a generation, to that of cultural memory, where the
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past is available to us only via material objects and historical sites of memory.

The paper aims to reveal the issue of the survivor’s traumatic experience, self-
identification of Holocaust survivors in their diversity and complexity, as well as to
explore recent representations of the Holocaust through written narratives of the last
living witnesses of the Holocaust. | will approach such representations from the
perspective of child and young adult survivors, of those who were affected directly
by the Holocaust, of those who had a personal connection to their traumatic past. It is
the “first generation” of Holocaust survivors who reflects on the Holocaust for the
twenty-first century and whose representations have become a bridge between
communicative memory and cultural memory. And the limits of this inquiry are how
Ukraine and Ukrainians are represented in the literary legacy of Holocaust survivors.
One of the principal dilemmas Holocaust survivors have faced is how to voice the
traumatic experience that haunt them. Alicia Appleman-Jurman was able to voice and
represent her trauma in the form of memoir by analysing what happened to her and
her people.

As Marianne Hirsch claims, “postmemory” describes the relationship that the
“generation after” bears to the personal, collective, and cultural trauma of those who
came before — to the experiences they “remember” only by means of the stories,
images, and behaviors among which they grew up [Hirsch 2012, p. 5]. Appleman-
Jurman’s message on the future testifies to this type of relationships: “I believe that
the book will teach young people what enormous reserves of strength they possess
within themselves. | pray that all its readers, Jew or non-Jew alike, may unite in the
resolve that evil forces will never again be permitted to set one people against
another” [Appleman-Jurman 1988, p. 433].

Appleman-Jurman’s “Alicia. My Story” is centered in the Holocaust in Ukraine
between the summer of 1941 and the spring of 1944 where a half million Ukrainian
Jews fell victim to the Holocaust. Her story is not about the role of collective
resistance in survival, but rather the creation of her personal narrative and self-
identification because she was the only witness to what happened to her family

during the Holocaust in Ukraine.
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Many of the episodes, which Appleman-Jurman recounts, resonate closely with
classic texts by Anne Frank, Elie Wiesel, Primo Levi, Art Spiegelman and many
others that have found broad audiences. But her first-person account provides insights
into the Holocaust that only few books can. We can see the events through the
perspective of a teenage girl who not only witnessed antisemitic violence during and
after the Holocaust but also who was very much concerned with the fate of Jews in
particular and who gave full credit to fate and circumstances, her "non-Jewish" looks,
intuition, her strong constitution, vital friendships and the fellow-sufferers gave each
other. Beyond these unique experiences, her story adds nuance to commonplace
understandings of moral behavior in the Holocaust of its victims.

In the context of factual and fictional narrative, we can conclude that the
survivors’ testimonies are not subjective stories but a reliable source of information
that will make the history of the Holocaust comprehensive and transnational.
Appleman-Jurman belongs to those writers who was going to relive her traumatic
experience and reopen all her old wounds. Writing a memoir as a process is supposed
to have an embodied relationship between memory and the person remembering
because “if memory speaks in the memoir, then memory lives outside of the
individual skull case, and it lives in language. That is the difference between memory
and memoir, the difference between what must die and what may live” [Geok-Lin
Lim 2003, p. 444].

To conclude, focusing on the remembrance of the Holocaust and determining
the relation of memory and postmemory, a prominent role is given to the memoir
form for carrying memories. Through her literary contribution, Alicia Appleman-
Jurman bears witness to the atrocities of the Holocaust and ensures that the story of
those who suffered and survived should be preserved for future generations.
Appleman-Jurman’s memoir is deeply personal which provides a firsthand account of
the horrors she witnessed and endured. Alicia Appleman-Jurman articulated her
traumatic memories directly through the straightforward, evocative and daring
narrative which contributes much to the broader understanding of the individual

stories that make up the collective narrative of the Holocaust.
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BICKYB 1. II1.

(Bonuncoxuil nayionanvrutl yrisepcumem imeni Jleci Yxpainku)

EXO-KAMEPH Y COIJAJIBHUX MEIA:
KPUTUUYHUM KOHTEHT-AHAJII3

VY cydacHOMy CBITI CTPIMKHX MpPOPHBIB Yy c(epi TEXHOJOTIH, JIIOIU M03a
BJIJACHUM Oa)XaHHSIM ONUHSIOTHCS B OTOYEHHI HAJIMIPHOI KUIBKOCTI 1H(OpMalii.
JloCTynHICTh KOMYHIKAQTUBHUX TEXHOJIOTIM B YCIX IXHIX MpOsSBaX MPU3BOJIUTH IO
1110314 CTOCOBHO TOTO, IO OJHOAYMINl Y MEpEeXi, yiroOieHl pedi W 00’€KTH Ha
CTOpIHKaX 0COOUCTUX TPO(DIIIB MOXKYTh OOMEKYBaTH KOPUCTYBayiB, 3araHs04H iX B
paMKH TOCTIHHOTO MiAKPIMUICHHS BiacHUX nepekonans [Confirmation bias]. Ilix gac
MEeperiisiy COLialIbHUX MEpPEeX JIIOJM CXWIbHI BipuTH 1H(hOpMarii 6e3 ii mepeBipKH,
rMOOKOTO aHai3y 4YHM TMOUIYyKy JOCTOBIpHMX Jkepen. lle mpusBoauTh 10
MOIIMPEHHA e31H(opMallii Ta MaHITyJIIOBAaHHS CYCHUIBHOIO TYMKOK. Y HH(PPOBOMY
cepenoBuUlll iHGOpMAILlisl HAIAXOIUTh 13 PI3HUX JUKEPEJ, MICTUTh Pi3HI TOYKU 30py
[How algorithms and filter bubbles...; Cetina Presuel, Martinez Sierra 2019].
[To3asik, MOCTIMHO CIIOKMBAKOYM CXOXKI1 JIYMKH, III0 HE 3MIHIOIOTHCS, 1 HE TIIIAI0UH 1X
3I0POBIi KPUTHIII, JTFOIM TOTPAIUISIIOTh Y Tak 3BaHi «exo-kamepu» (echo chambers)
[What is an echo chamber?].

Exo-xkamepa — 11e cepefoBHIlE, Y SIKOMY JIIOJWHA CTHUKAETHCS BHUKIIOYHO 3
iHdopmariiero abo aymMKamu, WO BigoOpakarOTh 1 MIAKPIIUIIOTE i1 BIAcHI
nepekonannss [What is an echo chamber?]. Ilonpu 30BHIImIHIO 11rO3is
NCUXOJIOTIYHOTO  KOMGOPTY, €XO-KaMepu MOXKYTh  CIPUSATH  MOLIMPEHHIO

ae3iHdopmaliii Ta CIOTBOPIOBATU CIPUIHATTS, Yepe3 10 KOPHCTYyBady COLIaIbHUX
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MEpEX CTa€ CKIATHO BPAaxOBYBAaTH MPOTHIICKHI TOYKH 30PY Ta OOTOBOPIOBATH TEMH
Bumoro piBHs ckiamHocTi [Effective social media algorithms...]. IcnyBanus exo-
KaMmep € MPOSBOM TaK 3BAHMX KOTHITUBHUX BUKPHUBIICHB, BIJOMHUM SIK YIEPEIKEHHS
nigTBepokeras  [Confirmation bias], ToOrto cxwnpHICTIO HagaBaTH TIepeBary
1H(opMarlii, Mo MATBEP/KYE ICHYIOUI IEPEKOHAHHS.

dopMmyBaHHA €XO-KaMepu — YacTO CBIJIOMHUM BHOIp KOpPHUCTyBaua MeEpexi
[Effective social media algorithms...]. Jlromu wacto i cBiJioMO OOMEKYIOTH CBOI
COIllaJIbHI B3a€MO/I11, MIAMUCYIOYHChH JIUIIIE HA OJHOYMIIIB 1 MEPErJifIaloud KOHTEHT,
KWW IM 1T0A00a€eThcsl. TakuM YMHOM JIOCSTAETHCA UII031s1 JOCTYITY JIUIIE 10 SIKICHOTO
KOHTEHTY Ta YHUKHEHHsI HeOaXaHUX HEraTUBHUX eMolii 1 cynepedok. Hecimomo
JIIOJTU 130JTI0I0TH ce0e BiJl PI3HOMaHITHUX AYMOK 1 IIUPIIOTO CIIeKTpa iH(popMaIrii.

[IoMITHUM TpEHIOM CBOTOJACHHS CTAJM MOpagud MEMIMHUX 1H(]IIOeHCepIB
(6;orepiB, BiOrepiB, IOTYOepiB, TIKTOKEpiB), M0 MPONAryrOTh TJIHOOKUIA
CaMOpPO3BUTOK, MOTHUBYIOTH 1HIIIUX, OTOUYBaTH ceO€ JIOAbMHU, SIKI 1X HATUXAIOTh, SIK
y peaJbHOMY KHUTTI, Tak 1 B comiaabHuX Mepekax [Cetina Presuel, Martinez Sierra
2019]. V pesyabTari iXHS KOMYHIKATHBHAa KOMIIETCHTHICTh 3BYXKYETHCS,
KaJTiOpy€eThCs TPYHMOBUMHU HOPMaMH, ITI0 aBTOMATHYHO TPU3BOANUTH JO BiTaICHHS
Bl THUX, XTO HE BXOAUTh J0 c(hOpMOBaHOI TIpymu OFHOAYMIIB. HatomicTs,
KOPUCTYBaul TakuxX 1HGOPMAIIHHUX KaMep BTPAdyaroTh BIIKPUTICTH 10 AYMOK, SIKi
MOXYTh 3[aBaTUCA CyNEPEWIMBUMH, CTBOPIOIOTH €001  1H(QOpMaliiHI Ta
MICUXOJIOTIUHI Oap’epu, BTpaydarOuM 3[aTHICTh KUJATH BHUKJIMK TMEPEKOHAHHSM 1
obMmexeHHsM ocobucTocti [How algorithms and filter bubbles...].

OueBuaHO, 10 OeHediiapaMu TaKOi KOMYHIKAaTUBHOT MOJITUKA MOXYTh CTaTH
MEeBHI HEAOOPOUYECHI KOMITaHii 1 1HAUBIAN (HATIPUKIIAA, TMOJTITHKH), K1 XO9yTh, 1100
IPOMAJICHKICTh CIIpHUiiMaa MeBHY CUTYaIlll0 Y BUTITHOMY JUJIsl HUX CBiTJI. BHacminok
CTBOPEHHS €XO0-KaMep, CIeIlajJbHI YacTOTHI MOBHI MOJENI Ta MHaTEePHU AKTHBHO
3aCTOCOBYIOTH JUIsl GOPMYBAaHHS ¥ MIATPUMKHU MIEBHUX TYMOK, 17€0JIOT1i, BIUTUBAIOYH
Ha TPYNOBE MMUCIEHHS, 3arOCTPIOIOYM MOJSPU3AIII0 Ta BUKPUBISIIOYM COLIAIbHY
ineaTnunicTh [Diakopoulos, Koliska 2017].

EXO-KaMCpI/I BXKC CTaJIM 3BHMYHHUM ABHUIICM OJIAd MaHiHy.]II-OBaHHSI COHiaHBHI/IMI/I
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TpeHnaMu. Tak, y 3alponoHOBAaHOMY JOCTIIKEHHI MU IIPOaHANi3yBalli Ta Bi3yaJbHO
y3arajJpHWIM MyOMmiKaiii B COLIaJbHUX MEpeXax, MOB’sS3aHl 3 KPHUITOBAIIOTAMH,
MapKoBaH1 xemreramu, TakuMu sik #Crypto, #Cryptocurrency, #Altcoins, #Bitcoin,
#CryptoScam, #Hamster, #HamsterCombat 1 #BLUM 3a 10omoMoror iHCTpYMEHTIB
00poOku mpupogHoi mMoBu [Voyant Tools] Ta Bi3yamizamii 4aCTOTHOCTI BXKHTKY
JeKCeM-XeITeriB. MeTa JOCHIDKEHHs TMoJjisaraja y BHIBIEHHI 1H(GOpMAIIHHUX
OynpOalok Ta TOLIHHUX €HJCHINN Ha TuaT@opMax COIiadbHUX MEPEeX, TAKUX K X
(xomumHiN Twitter) 1 Reddit.

Pe3ynbraT MapkyBaHHsS TOHAJIBHOCTI MOKa3ajv, IO MyOJiKamii Ha miaaTdopmi
X MepeBa)KHO MalTh MO3UTUBHUW XapakTep, TOAl SK HEraTHBHI JOMHCH Maibke
BincytHi [VADER sentiment analysis]. Axaii3 cBiq4uTh, 1110 MPHYXHOIO IBOTO MOXKE
OyTu momupeHa Ha 0ararbOX COIlaIbHUX IUIaTgopMax, Takux gk Instagram uum
YouTube, mnpaktuka "TiHBOBOTO Oany". lle o3Hayae BUIAJIECHHS HEBUT1THOT
iH(dopMarllii, ska CynepedyuTh MOJITUIIl YW 1HTepecaM IaThopMu, 10 POOUTH ii
"HeBuguMoro". BoaHouac okpemi myOsikaiii 3 OCOOMCTUMU AyMKamMH BCE XK
MOTPAIJISIOTH KPi3b (PUIBTPU Ta CTUMYJIIOIOTH 0OTOBOPEHHS.

HailiyacTime BxuBaHi TE€pMiHM 3 IIaTGopMu X HABEAEHO y puc. 1, Toml sK
OCHOBHI Te€MH Bi00pakeHo Ha puc.2. CIiBCTaBICHHS KIIOYOBHUX CIIIB 13 TEMaMH Ja€

YSIBJICHHS TTPO OCHOBH1 TEHACHIIII..
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bitcoin 13.7%

buy 1.6%

value 11.1%

imminent 10.5%

Pucynok 2. Ocnoeni memu y X

Amnani3 nyOmikaiiid Ha miatdopmi Reddit mporemMoHCcTpyBaB OUIBIT HEUTPAJIbHI
pesyaprati. Ha Bigminy Bim X, Ha Reddit cmoctepiraerbcs Ounble IUCKYCid Ta
cynepedok. KopucTyBadi akTUBHO JIiIATBCS CBOIMH TOYKAMH 30Dy, J0JIAI0UN
odimiitH1 Kepena iHdopMallii, o Ja€ 3MOTy YUTadyaM JOCIIKYBAaTH MIPEACTaBIICHI
naHi ab0 3HAXOAWTH albTepHATHBHI. Lle yCKiIamHiO€ BU3HAYCHHS EMOIITHOTO TOHY
nyOJiKaiii SK MO3UTUBHOTO, HEWTpaabHOro uu HeratuHoro [VADER sentiment
analysis]. PesynbTat momryky Ta iX Bi3yamizallis 3a THMH CaMHUMH XeIITEraMH
MPU3BEJIM J0 BUIUICHHS Haly)KMBAHIIIMUX JIEKCEM, HaBeJAeHUX Ha puc. 3. Kirodosi
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Pucynox 3. Yacmommuicmo nexcem y Reddit

cryptocurrency 12.3%
crypto 1.7%
market 11.5%
just 10.1%

Pucynox 4. Ocnosni memu y Reddit
OTtpumMaHi pe3yabTaTH YiTKO JEMOHCTPYIOTh, IO aJTOPUTMHU COLIIAIIBHUX MEPExK

MIJICWIIOITh €(PEeKT MiATBEpKEHHS, BiA(IILTPOBYIOYN MEBHI IMyOIiKaIil IUIIXOM
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Y)KUBaHHSI BU3HAUEHOTO TEpeNiKy Kiro4uoBux ciiB. e mpu3Boauts 10 popmyBaHHs
Tak 3BaHMX "iHpOpMaliiHUX OynpOamoK", y Mexax SKHX KOPUCTyBaul MOCTIHHO
CTUKAIOTbCA 3 YK€ 3HalOMMMM HapatuBamu. Takuil miaxig oOMmexye
PI3HOMAaHITHICTh TOYOK 30pY Ta CTPUMYE PO3BUTOK KPUTHUHOTO MUCTCHHS. Y TaKUl
croci0 BiOYBAEThCS MIJACHUIICHHS COINAIBHOI 1301111, YCKIAIHIOETHCS B3a€EMOJIIS 3
HOCISIMHM MPOTWJICKHUX MOTJISAAIB, 110 MPU3BOAUTH 0 nosspusanii ayauropii. s
3MEHIIEHHS BIUIMBY €XO-KaMep HEOOXiJHO pO3BHUBATH y KOPHUCTYBAuUiB MEPEX
MelarpaMOTHICTh Ta KpUTHUHE MUCJIEHHS, CTUMYJIIOBATH 1X aKTUBHO BUCJIOBIIIOBATU
pi3HI JYMKH, CTaBUTH Il CYMHIB YCTajieHI HapaTUBU Ta (QOpMyBaTH OUIbII

30aJaHCOBAaHUN KOMYHIKaTUBHUI MPOCTIP.
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VASYLYNAR. S.

(Zaporihzhia National University)

FUNCTIONS OF INTERTEXTUALITY IN LITERARY DISCOURSE

The problem of intertextuality occupies one of the principal places in modern
linguistics. In the context of intertextuality it should be noted that the unity of form
and content is achieved by integral reproduction of the ideological content of the text
In its characteristic stylistic originality on the language basis.

The concept of intertext and intertextuality appeared as early as the 60s of the
20th century thanks to the research works of J. Kristeva [Kristeva 1980, p. 319]). The
phenomenon of "intertextuality" was perceived as new from the point of view of its
terminological design and the process of theoretical understanding of the
phenomenon of a literary work. In recent years, the terms intertext and intertextuality
have become very widespread in works on text linguistics (for example, the works of
J. Kristeva, R. Barthes, G. Allen and others).

Speaking about intertextuality, it seems quite reasonable to distinguish between
its two sides - the reader's (research) and the author's. From the reader's point of view,
intertextuality is an attitude towards (1) a more profound understanding of the text or
(2) resolution of misunderstanding of the text (text anomalies) by establishing
multidimensional connections with other texts, connected with the given referential,
syntagmatic-combinatorial, sound and rhythmic-syntactic memory of the word. By
analogy with intertextuality, we can talk about autotextuality, when misunderstanding
is resolved by establishing multidimensional connections generated by a certain
circulation of intertextual elements within the same text.

In a narrative text, the strategy of intertextuality becomes especially effective in
places where the linear logic of the story is violated, when discursive anomalies can
only be resolved by entering another text.

Intertextuality is a way of genesis of one's own text and postulation of one's own

poetic "I" through a complex system of relations of oppositions, identifications and
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disguises with the texts of other authors (i.e. other poetic "I'). Correspondingly, one
can speak of autointertextuality, when, during the generation of a new text, this
system of oppositions, identifications and disguises already acts in the structure of the
idiolect of a certain author, creating the multidimensionality of his "I'". Thus, in the
process of creativity, the second "I" of the poet, with whom he enters into a dialogue
(or more precisely, autocommunication "I-You", "I-He"), can be either the poet-
predecessor or himself. In the process of meta-comprehension and meta-description,
the dialogue character of literary texts is created. This dialogue character makes it
obvious why duality and doubling become such organic means of intertextualization:
the correlation of a text with other texts gives rise to doubles both at the level of the
plot and at the level of “text-text” [Lachman 1990].

In postmodernist texts, every contrast with the pretext turns into a connection, as
a result of which the intertextual connection takes on the character of a pun,
hyperbole, or their overlap. In this way, high and low registers are connected, and the
seemingly increased physical corporeality of the intertextual fragment compared to
other components of the text often forces modern authors to find its rethinking in the
sphere of physiology. It often becomes impossible not only to draw a line between
high and low, but also to decide whether a given work is artistic or can rather be
classified as literary-critical literature.

To some extent, this type of literary work is determined by foreign examples,
among which the novel “At Your Discretion” (1976) by the American writer R.
Federman is particularly indicative. The title of the novel determines the way it is
read - the reader is free to read the text as he sees fit, since its pages are not
numbered, and parts of the text are not categorized. At the same time, the text itself
presents life in quotations from R. Barthes, J. Borges and from R. Federman's own
novels, while graphically the text is often "articulated” according to the principle of a
collage with a philosophical subtext.

An intertextual approach to the study of postmodern texts seems to be very
timely, significant and extremely necessary. The named approach follows from the

hermeneutic method of research, but somewhat expands its boundaries, which opens
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up new possibilities in the interpretation of literary and journalistic texts.

So, intertextuality always disturbing the traditional belief in the originality of the
text and of the uniqueness of the authorial consciousness and inventiveness has
deflected the focus of literary criticism from the authorial issues to the textual ones.
Author has not been seen as the original source of the work and its meaning, and in
the intertextual practices the text has not been accepted as an autonomous entity
deciding its own meaning; henceforth intertextuality is a promising theory opening
new avenues of investigation in literary studies. The generalization of the very
concept of "intertext" has led to a noticeable expansion of its boundaries and a
blurring of its meaning. The boundaries of intertextuality are very unclear: if we
consider that everything is intertext, then there is a risk of depriving this phenomenon
of any specificity.

The study of the interaction of intertexts and the modern worldview can be

carried out in the space of other intertext systems.
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TF'AJIYIHBKHUX I. A.
(Banopizvrutl nayionanvHutl yruisepcumen)
OCOBJIMBOCTI MI®OJIOTI3MY ITOETUKU MATTYHOI'O PEAJII3BMY
(HA MTPUKJIAJI XYAOXHBOI'O TEKCTY C. PYIIII
“MIDNIGHT CHILDREN”)

Hanpuxinmi XX cTomiTTs B CBITI XYAOXKHBOI JIITEpaTypu OaraTbox KpaiH

€pomnu, 1 Benukoi bpuranii, 30kpeMa, 0coO/IMBY 3alliKaBICHICTh CTaja BUKIUKATH
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TBOPUICTh BUXIAWIB 13 KpaiH Cxomy, SKi ONWHWINCH AKTHUBHO 3aJy4€HUMHU [0
3ax1JHO€BPOIEHCHKUX KYJIBTYPHUX IPOIIECIB, YOCOOTIOIOYM pE3yJbTaT 3MIIICHHS
KyJIbTYp Ta O3HaMEHyIO4YM (OpMyBaHHS CBOEPITHOT OKpeMoi Teuli B paMKax
MOCTMOJICPHICTCHKOTO JiTepaTypHOro HampsmMy. Tak, TBOpuuil JOPOOOK HOBITHBOI
miteparypu Benukoi bputanii momoBHWIM CBOIMH caMOOYTHMMH poOOTaMM Iiijia
HU3Ka aBTOPIB, cepel SKUX OJHE 13 3HauylliX MICIb Cepell AaHIJIOMOBHHX
MMMCbMEHHMKIB CXiHOTO MOXO/KeHHs 3aiimae Canman Pymimi, skuii cTaB OgHUM 3
HebaratbOX NPENICTaBHUKIB JiiTepaTypHoro mpouecy AuHrmi XX CTOMITTS, SKUM
MPaKTUKY€ METOJ MAaridyHoro peajgi3My, WIIO0 BHUCBITIEHUH B JIITepaTypl Ha
CHOTOJIHIIIHIN JIeHh HE TOBHO, BU3HAYAIOUM aKTYaJIbHICTh MO0 JOCHIIKCHD,
3Ba)Kar0YM Ha KOMIUIEKC OCOOJIMBOCTEN XYI0KHBOTO CTHIIIO IILOTO HATIPSMY.

3Bakaloul Ha TOSIBY OCTaHHIM 4YacoM 3HA4YHOi KUIBKOCTI 3HAKOBHX
JTEpaTypHUX TBOPIB, SKI CTalOTh MNPEJCTABHUKAMHU HOBITHIX 1 HaWCy4YacCHIIIUX
JTEpaTypHUX HaAmpsIMIB  SIK  MariuHmii  peanizMm, chopMoBaHHl B  pycii
MOCTMOJIEPHI3MY, YyBara JOCHITHUKIB (OKYCYeThCS Ha BCEOIYHOMY BHBYEHHI
noAiOHUX TBOPIB, SKI 3a3BUYAll € CKJIQJHUMH 3aBASKA TAUOMHI 1 ToidoHii
MIPUXOBAHUX B HUX CMUCIIB.

Ile poGoTa mpUCBAYECHOI BHUBYEHHIO OCOOJMBOCTEH IIOCTUKH MAariqHOTO
peanizamy B pomani C. Pymai “OmniBHiuHi gitu”, Ae y GoKyci aHamizy — cnenudika
M1()OJIOTIYHOT OCHOBM POMaHy B ACMEKTI MOETUKH MAariuHoro peani3My, BUBUEHHS
CEMaHTHUKH SKO1 3JIIHCHIOETHCS 3a JOMOMOTOIO 3aJTy4€HHSI METOJO0JIOT1i KOTHITUBHOI
MOETUKH 1 CEMIOTHKH.

O6’exToM pociikeHHs1 € ocoOnuBocTi pomany C. Pymimi “OmiBHiuHi miti”
(“Midnight’s Children”), omy6sikoBanoro B 1981 poiii, TEKCT SKOro € mMarepiajoM
aHanizy. Mera poOOTH TOJAra€ y BH3HAYEHH! CHEHM(PIKKM MOETHUKHA MariuHoro
peanismy Ta ii peamizaiii B pomani C. Pymiai “OmniBriuni aitu” [Rushdie] B acriekTi
1oro Mi(hoI0TiYHOT OCHOBH HA TJII 3aTaJIbHOTO JITepaTypHOTro mporecy XX CTOMITTS.

Jlns peamizaifii MOCTaBJI€HOI METH 3aCTOCOBAHMM KOMIUIEKC METOJIB, IO
nependavae TOETHAHHSA KyJIbTYpPOJIOTIYHOTO aHali3y, TEKCTyaJlbHOTO aHami3y,

MOETOJIOTIYHUX ACMEKTIB CTPYKTYpU poMaHy (0COOIMBOCTEH XpOHOTOIYy, CUCTEMHU
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MEPCOHAXIB, XapakTepy HapaTuBy), aHalizy OOpa3HOCTI XYAOXKHBOIO TEKCTy 13
3ay4yeHHSIM JITepaTypHO-KPUTHUYHOI OLIHKK 32 TMPUHIMIAMH TOCTMOJEPHOI
KPUTHUKH.

Pesynpratu gocmimkenHs okpecnwnin cnenudiky TBopy Canmana Pymimi
“OniBHIYHI AITH, 0OCOOJMBO B ACTEKTI MOEAHAHHS MIQIYHOTO 1 peajbHOT0 B paKypci
TBOPIB MariyHoOro peajizMmy, IO MPOSIBISETHCS B HAPATUBHOMY Ta 00pa3HOMY IIaHaX
XYI0KHBOTO TEKCTY, Ta BiI0Opakye MpUTaMaHHI JJIsl MariYyHOro peai3My PUCH.

VY3aranpHIOUM MpoaHali30BaHi acnekTu Mmidosorismy B moetuii pomany C.
Pymiai “OmniBHIYHI OiTH”, OKPECIUMO OCHOBHI 3 HHUX, Ce€pell AKUX OararoBHUMipHa
CTpYKTypa d4acy 1 mnpoctopy (ICTOpUYHUM, MEpCOHANBbHUM, MI1(OTOTYHMIA
4ac/mpocTip), B SKUX MOXYTh MOEIHYBATUCHh OJIHOYACHO MIHYJIE M TEMEpIlIHE SK
€IMHMI MOTIK, a TAKOX PI3H1 MPOCTOPOBI CTPYKTYpH; Mi()OJOTTYHUI MOTHUB 1HIIIALIT
reposs (HEOOXIAHICTh CHHTE3y KYJIbTYpPHHX BIIMIHHOCTEH), IOBTOPIOBAHICTh
MipoJIOTIYHUX 00pa3iB-CUMBOJIB; 3alydeHHs 0oOpa3iB MipiB Ta jereHn, obpasiB 3
pi3HUX MI(OJOTIYHUX CHUCTEM IO TaKOX MOXYTh HaOyBaTh o0Opa3HOro Ta
CUMBOJIIYHOTO 3MICTY; 3aJIy4eHHS /IO CIOXKETY ICTOPHUYHUX TMOJIH, sIKIi HaOyBaroTh
XYJI0XKHBOI 1HTEepIpeTalii Ta Mi()oJOriYHOrO0 MEPEOCMUCIIEHHS IIJISIXOM CTBOPEHHS
TUHAMIYHUX O0Opa3iB 1 CIOXKETIB; 3allydeHHsS o0pa3iB Mi)oJOTIYHOTO (IUKIIIYHOTO)
4acy; a Ha TEKTOBOMY PiBHI Ma€ MICII€ CIOKETOYTBOPIOIOU1 OTIO3UIII].

B uimomy, wmidonorisaMm Ta 300paxeHHsT pPEaNbHOCTI B XYAO0XHBOMY TBOPI
C. Pymni, Ta TEHAEHINSX, MO0 MTPOSBWINCH HAa PIBHI HapaTHUBHOI Ta 0Opa3HOi
penpe3eHTalli 11iMCHOCTI B XYJO0KHIM KapTUHI CBITY poMaHy BIJOMBAa€E OCOOIMBOCTI
CBITOOQUEHHSI aBTOpa MHOT0 MYJIbTUKYJIbTYPHUM MIJIXOJOM JI0 CIPUHHATTA CBITY,
SKUW IHTETPYE €JIEMEHTH DPI3HHUX KYJIbTyp, MI(OJIOTIH Ta TpaauIliid, BIATBOPIOIOYH
noniQoHiuHe 3By4YaHHA KyiabTypu Cxomy, siky yocoOmoe Inmis. I 3miiicHioe 11e
C. Pymai camoOyTHO 1 CBO€EpIAHO B crneuuimi 3acTOCOBAHOIO HUM METOAY

MarigHoro peaji3zMy B MTOCTMOJIEPHICTCHKOMY TEKCTI.
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(ABH3 «Yaiceopoocvkutl nayionanvHuil yHigepcumeny)

PERSUASIVE STRATEGIES IN ENGLISH ACADEMIC DISCOURSE

Over the past five decades, the notion of “discourse” has emerged as a pivotal
concept in interdisciplinary discussions within the social sciences and humanities.
Scholars studying discourse often examine how social realities are shaped and
constructed through various communicative practices. This idea has gained
significant attention within academic and linguistic fields. From a wider perspective,
it now refers to understanding of how language is used in communication. Discourse,
therefore, includes all forms of communication that contribute to the creation and
sharing of meaning in specific contexts.

Because of its complexity and multi-dimensional nature, it is regarded as one of
the most challenging and ambiguous terms in language studies. Linguists claim that
the meaning of the term “discourse” can differ depending on the context in which it is
applied. However, there are identifiable main trends in how it is defined across
various approaches [Rodriguez-Vergara 2018, p. 297]. Thus, for example, discourse
can be defined as a formal way of thinking that can be expressed through language. It
also suggests a language unit which is generally longer than a separate sentence
[Nordquist 2024]. Furthermore, discourse is analyzed as language shaped by the
social conditions, such as who is using it and in what context [Henry and Tator 2002].
This emphasizes the notion that language not only reflects but also shapes social
dynamics and relationships. Denysova and Tsapro highlight that from the perspective
of linguistics, discourse deals with how language works in communication, including
the structure of sentences (syntax), the meaning of words and phrases (semantics),
and how language is used in context (pragmatics) [[enucosa, Ilanpo 2024, p.82].
Foucault approaches discourse as a form of ideology, describing it as “practices
which systematically form the objects of which they speak” [Foucault 1980, p. 133].

This definition emphasizes that discourse not only reflects but also actively constructs
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and organizes knowledge, shaping the way concepts are understood within a
particular framework of power and ideology.

As a result, the term “discourse” can be applied to specific contexts of language
use, such as genres or text types. Viewing genre as a component of discourse
emphasizes its role in reflecting the characteristics of social interaction [Baker and
Ellece 2013]. This perspective supports the differentiation between institutional and
non-institutional discourses. From a systemic functional perspective, genre is defined
as “a staged, goal-oriented social process” [Martin and Rose 2007, p. 8], which
involves collaboration and interaction with others; it serves specific purposes or aims,
and achieving these goals typically requires a series of steps.

In the variety of discourse types, academic discourse stands out as one of the
most illustrative examples of institutional discourse. It refers to the type of language
utilized in academic settings. This perspective highlights how discourse adapts to
particular social or professional environments. Hyland defines academic discourse as
an essential framework that influences how we understand the world and our role in
it, highlighting its wide-ranging impact [Hyland 2011b, p. 172]. Academic discourse
represents the specific way of communication within the academic world, as outlined
by Diamond [2019]. Historically, it encompasses all linguistic activities associated
with academia. Hyland further defines academic discourse as the methods of thinking
and using language that exist within the academy. Complex social activities, such as
educating students, demonstrating learning, disseminating ideas, and constructing
knowledge, all rely on language to be successfully carried out [Hyland 2011a, p. 171-
184]. There is an increasing acknowledgment of academic discourse as a key element
in discourse analysis within academic traditions [['oxman 2018, p. 38]. This
highlights its significance in understanding communication in educational and
research contexts.

Foucault argues that discourse is an intricate and multifaceted phenomenon,
necessitating analysis from various levels and employing diverse methodologies to
fully comprehend its complexity [Foucault 1978, p. 94]. Accordingly, this paper

investigates the theoretical foundations for the analysis of the persuasive use of
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language in English research papers as a special genre of academic discourse. A
framework for the study is developed, utilizing the techniques to identify persuasive
language. This research is qualitative, and the analysis is conducted by applying
Johnstone’s (1989) persuasive techniques as its methodological framework.

Persuasion is generally understood as a communicative activity aimed at
changing the attitudes, beliefs, and behaviors of individuals or groups [Miller and
Roloff 1980, p. 15]. This can be accomplished through a variety of persuasive
techniques, which can influence the way people think and act in a given context [Al
Abbad et al. 2019, p. 12]. Several definitions of persuasion describe it as a social
event or act aimed at promoting change. The primary goals of persuasion are to
reconstruct reality, establish ideology, and modify values, attitudes, and behaviors
[Al Abbad et al. 2019, p.12-13]. Diamond and Cobb suggest that during persuasion,
the persuaders (addressers) have the ability to shift and alter the attitudes and beliefs
of their audience (addressees) [Diamond and Cobb 1999]. Additionally, Simons and
Jones conclude that persuasive acts serve as communication tools designed to affect
the actions and decisions of others [Simons and Jones 2011].

Aristotle identifies three rhetorical appeals that speakers use in their oral
speeches to persuade their audience. The first is ethos, which relies on the personal
character and credibility of the speaker. The second is pathos, which seeks to
persuade by evoking emotions in the audience. The third is logos, which appeals to
logic and reason, using evidence and reasoning to persuade [cited in Al Abbad et al.
2019, p.19]

Persuasion is a complex act, typically goal-oriented, and often seeks a response
or reaction from the recipient. Depending on the definition of persuasion one follows,
it can be understood in two forms: 1) a strong form that aims not only to convince but
also to incite action, encouraging the persuaded individuals to actively participate in
an act (i.e. “action inducement”); 2) the weak form that leads individuals to agree
with a course of action but does not necessarily require them to change their beliefs.
Accordingly, the persuasion might be aimed at gaining respect without prompting

further action.
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Johnstone (1989) proposed a taxonomy of persuasive styles, outlining various
tactics that individuals might choose in specific situations. These tactics include:
quasilogical argumentation that involves presenting arguments that resemble logical
reasoning, often appealing to logos, or the logical aspect of persuasion; presentational
persuasion that focuses on presenting the message in a way that enhances its
persuasive effect, typically drawing on ethos, or the credibility and character of the
speaker; and finally analogical persuasion, achieved through analogies, aligning with
pathos, or emotional appeals, by making comparisons that resonate with the
audience's emotions or values.

In conclusion, the notion of discourse, particularly in the context of academic
and persuasive communication, plays a vital role in shaping how meaning is
constructed and conveyed. By understanding various persuasive techniques, such as
ethos, pathos, and logos, as well as Johnstone’s taxonomy, scholars can further
explore the power of language in shaping beliefs, attitudes, and behaviors in

academic contexts.
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CEMAHTHUYHI ®OPMU IHTEPTEKCTYAJIbHUX BK/IFIOYEHD ¥
POMAHI TOHHU TAPTT «TAEMHA ICTOPIS»

[TocTMOnepHICTChKIN  JliTepaTypl MNpUTAMaHHI HArpoOMajDKEHHS SIBHUX 1
MPUXOBAHUX IUTAT, PEMIHICIEHI[IH, IHTEpTEeKCTyajbHAa TIpa Ta AacOLaTUBHICTH
XYZ0KHBOTO MHUCIIEHHS, 110 00’ €AHYIOThCA Y IIUPOKUHN TEPMIH IHTEPTEKCTYaIbHICTb.
BuBueHnnsim 1nporo sBuina 3aiimanucs Taki BueHi, sk HO. KpucreBa, M. baxTiH,
K. Kenner, P. bapt Ta iHmi. Ha ocHOBI mpoBeAeHHX DOCTIIKEHb BHHUKIM Pi3HI

HiI[XOI[I/I J0 BU3HAYCHHS TAa BCTAHOBJICHHI MCK iHTCpTeKCTy.
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CyuacHa ykpainceka npocmimamms M. [llamoBan y Mekax BY3bKOi Moemi
IHTEPTEKCTYyaJIbHOCTI TPOTIOHYE TAaKCOHOMIIO 1HTEPTEKCTYaJbHUX €JIEMEHTIB, B
OCHOBY  SIKOi  TIOKJAQJIEHO  pPO3MEXKYBaHHS  OJHOTEKCTOBOi  (BIAHOILIEHHS
CHIBIPUCYTHOCTI) Ta CHUCTEMHO-TEKCTOBOI (BIAHOIICHHS JAepuBallii) pedepentii
[[amoBan 2013, ¢. 64-66]. Uurtau y mporieci ClipuiiMaHHS TEKCTY BHCTYIA€E Yy POJIi
JIEKOAYBAJIbHUKA, a/DKE PO3MiI3HAE MIKTEKCTOBI MOKJIUKAHHS, MO0 (POPMYIOTH HOTO
cMHUCIIOBUH mpocTip. TekcT mocrae reHepaTtopoM 0OaraTb0X CMHCIIB, SIKI MOXYTh
BIJIKpUBATUCS TPU TOBTOPHOMY YWTAaHHI, BUHUKHEHHI YHUCJICHHHX acoIliamii 3
inmmmu Texcramu. [[Ipocamosa 2019, c. 54].

Merta pob0oTH noJIArae y BUSIBJIEHHI Ta aHaIi31 IHTEPTEKCTYalbHUX BKJIIOYEHB Y
poMaHi BIOMOI TPEJICTABHUIII IMOCTMOJEPHICTCHKOI JITEpaTypu — CydacHOl
amepuKaHCcbkoi muchbMeHHULl JlonHu TapTr. MatepiasioM JOCHTIIKEHHS € POMaH
«TaemHua icropis» (The Secret History), Brnepmie omyOmiikoBanuii y CIIA y 1992
poui. B Ykpaini kuura Buiinuia y apyk y 2017 poui y nepexnani bormana Cractoka
Ta Oyna nepeBuana y 2023 poiii, 10 MiATBEPKYE 1HTEPEC YUTAUIB Ta JOCIITHUKIB
710 ILOTO TBOPY.

Y nocnipKeHHI  3aCTOCOBYBaBCA — KOHTEKCTYyalIlbHO-IHTEPIPETALIMHUN — Ta
OMHCOBO-aHATITUYHUM  METOAW,  OyJO  BHUKOPHUCTAHO  BY3bKY  MOJEIb
IHTEPTEKCTYaJIbHOCTI IS aHAJTI3Y Ta IHTEPHpEeTallii Xy10KHOTO TEKCTY .

Y mexax ogHoTekcToBoi pedepeniii M. IllanmoBan po3pi3Hse CEMaHTUYHI 1
CTWJIICTHYHI (JOPMHU IHTEPTEKCTYaTbHUX BKIIOUEHb. [l0 CEeMaHTHUYHUX, Yy CBOIO Yepry,
HaJjeXaTh IHTEPTEKCTyalbHI MOTHBH, TPAIUIIMHI CIOKETH, TPaauLIiHI 00pa3u,
pedepenis i konax [[Ilanosan 2013, ¢. 64-65].

Mortus tpariudoi momuiku «fatal flawy y pomani Jouuau TapTT € uepBOHOO
JHIEI0, 0 MNPOXOJIUTH Kpi3b YCIO ICTOpi0, BOYIOBYIOUM B OMNOBIAb HEOCSHKHI
po3ayMH Mpo BUMHKM repoiB. Omosimay, 27-piunuii Piuapy Ileiinen, namaraetbcs
PETPOCIIEKTUBHO OCMHUCIUTH TIOJIi, IO CTajJuCs 3 HUM IIiJl Yac HaBYaHHS Y
Bepmontcrkomy konemxki: «Does such a thing as ‘the fatal flaw’, that showy dark
crack running down the middle of life, exist outside literature? | used to think it

didn’t. Now I think it does» [Tartt 2022, c. 5]. ApucroTesib BUKOPUCTAB LIEH TEPMIH Y
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«[loetumi», mo06 omucaTtd KaTami3aTop, SIKWUWA BPEIITI-PEINT TMPHU3BOAUTH IO 3MIHU
J0J11 IIGHTPAIBHOTO TEePOsL.

OTxe, 3 MOTUBOM TpariuHol MOMUJIKK HEBIJl'€MHO TIOB'SI3aHUH MOTHB JI0i. YcCe,
3Ia€ThCA, BIMOYBAJIOCS BUTAIAKOBO, aje HacmpaBii Beno Pigapma mo toro, mo6 BiH
CTaB repoeM ictopii, siky BiH posmoBigae: «l took Greek so | could sleep late on
Mondays. It was entirely random decision which, as you will see, turned out to be
quite fateful» [Tartt 2022, c. 7]. He TiIbkM BUBYCHHS TPEIBKOI MOBH CTaJlo
BUIIAJIKOBUM BHOOpOM, aiie i BuOip konemxky: «l lit on Hampden by a trick of fate»
[Tartt 2022, c. 9].

Buninisemo cepen 1HTEPTEKCTyaJbHUX MOTHBIB ¥ MOTUB IHeper0adeHHs.
OCKUIbKY TOJIOBHI T€pOi € HOCISIMU JIaBHBOTPEI[LKOTO MAariyHOTO CHPUUHSTTS CBITY,
BOHHM 3YCTpidaloTh Oe3iiu 3HaKiB-monepekeHb: «one of them [ravens] hopped
clumsily to the end of a branch, which squeaked and bobbed under its weight and
sent it squawking into the air. The other two followed, with a battery of flaps. They
sailed over the meadow in a triangle formation, three dark shadows on the grass»
[Tartt 2022, c. 69]. V rpeupkiit Midosorii BOpoHH MOB'A3aHI 3 ATOUIOHOM, OOTOM
npoponrBa. Kpyk BBakaBCsS CHUMBOJIOM HEIIACTS, MOTaHUX HOBUH 1 OyB BICHHUKOM
ooriB y cBiTi cmepTHEX [dapmopi3 2010, ¢. 138]. InmmM npukiagoM € TpaKTyBaHHS
oI HEe3BUYaMHMM 4YuHOM, 3ampornoHoBane ['enpi: «On the way to Francis’s, a
pregnant dog ran across the road in front of us. That is a very bad omeny [Tartt
2022, c. 387]. Came 3HaMeHHs € peMiHiCIeHITi€r0 10 psaakiB 3 Omu [Noparrist.

Jlo iHTepTeKcTyaabHUX 00pa3iB BIAHOCHMMO 00pa3 aHTHUHOro Oora [lionica, Ha
4eCTh SKOTO MMChMEHHUII HaBITh XOTiIa Ha3BaTH KHUTY — «bor inro3ii» (The God of
Illusions). Ile#t oOpa3 po3KpHBAETHCSA pPi3HOIUTAHOBO. Ilo-Tiepiiie, BiH CHMBOIII3YE
uTr0311, 3MiHHI QopmMu Ta oOmaH OaueHHs: «You know what the Greeks called
Dionysus. The Many-Formed One. Sometimes it was a man, sometimes a woman,
And sometimes something else» [Tartt 2022, c. 188]. Hdus toro, mob 3aBecTH
3HAOMCTBa Ta YBIUTM B OOMEXKEHE eJiTHE Koyio, Piuapa Opemie mpo CBOE
MOXO/DKEHHS, poAuHy 1 noxia. Bin po30ymoBye Ta miarpumye mid, Haue dacai-

UTI03110 TIPO CBOE€ JKUTTS, 1100 HAOIM3UTHUCA 10 NMPUMApHUX 00pa3iB JIIOACH, SKUX
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HaBITh HE 3HAE.

[To-npyre, o6pa3 JlioHica pO3KPHBAETHCS B KOHTEKCTI MPOTUCTABICHHS
Anomnony. L1 6oru mpeacTaBisiOTh JABa MPOTUIIEKHI ACTIEKTH JIIOJCHKOT MPUPOIH 1
MucTenTBa. J[IOHICICHKUM 1/IeaioM € CIOHTAaHHA ¥ IMITyJIbCHBHA TBOPYICTbH, fKa
BUpakae BimuyTTs cBobomu Ta ekcrtasy [IlapanmoBcekuii 1977, c. 81]. 3a wmiero
KOHIICTIIIEI0 Kpaca € MIOKYI0YO0, CTPAIIHO, MPo 1o 3raaye Pivapa: «... the first
sentence that | ever learned in Greek. Xalena o kada. Beauty is harshy [Tartt 2022,
C. 612]. Lleii 0Opa3 sxaxJIMBOI KpacH CTBOPEHHMIA Ha OCHOBI «IloeTHKM» ApUCTOTEIS.

Takox 00pa3 [[ioHica clIyrye NPOBIIHUKOM Xa0Cy, HEKOHTPOJIbOBAHUX €MOIIIM
ta BunHKIB [[lapangoBcekuii 1977, c. 82]. Ilix uum BrumBom ['enpi BinTep ckoroe
BOMBCTBO, 3aXOIUICHHHM eKCTaTHYHUMH BimuytTsamu: «That surge of power and
delight, of confidence, of control. That sudden sense of the richness of the world. It’s
infinite possibility» [Tartt 2022, c. 557].

OTxe, IHTEPTEKCT — 11€ HOBUM TEKCT, SIKUA BUHHUK y Pe3yJbTaTl BUKOPUCTAHHS
aBTOPOM MIKTEKCTOBHX €JIEMEHTIB 1 3B'SI3KIB, 110 BBOJSTH B KYJIbTYPHUU MPOCTIP
HOBOT'O TEKCTY BCIO CYKYIHICTh IONEPEAHIX TEKCTIB, SKI BIIOWINCA B HHOMY.
[HTEepTEKCT MOTparuisie B HOBUM 1CTOPUKO-KYJIBTYPHUH KOHTEKCT Ta MiJJIa€ThCs
nedopmMariii, CTaroud JHKEPEIOM CMHUCIOBOI HOBH3HM. TaKUM YHWHOM, IHTEPTEKCT €
MeXaH13MOM 30epexeHHs KyJIbTYpHOT aM'sITl 1 Iepeaadl KyJbTypHOI CIIa IIIHH.

Poman «TaemHa icTopish» BKIIIOYa€e B ce0€ BEUMKY KUIbKICTh IHTEPTEKCTYaIbHUX
€JIEMEHTIB Ha pI3HMX pIBHAX pedepeHIli. 3a CeMaHTUYHUM KpPUTEPIEM cepen
IHTEpPTEKyCAIbHUX BKJIIOUYEHb y TBOpi JlonHu TapTt BuauIsieMo TpaauuiiiHi oOpasu
Ta 1HTEpTEeKCyTalIbHI MOTHUBU. Cepen TpaAMI[IHHUX MOTHBIB 3HAWJIEHO aHTHUYHI
MOTUBU «(aTallbHOI TOMHJIKH», NOd1 Ta mependadeHHs. KiroueM 10 pO3KpUTTS
IIMOWHU 1 CKJIAAHOCTI MIEPCOHAXKIB € MPOTUCTaBIIeHHs 00pa3iB JlioHica 1 AnoiuioHa,
gyepe3 Kl MPOCIIIKOBYETHCS BIYHA TeMa OOPOTHOM M1k PAI[IOHATIBHICTIO 1 €MOIIISIMH,
CBOOOJIO0I0 1 KOHTPOJIEM.

Poman «TaemHa icTopis» cTae SCKpaBUM MPUKIAJAOM  TOrO,  SIK
MMOCTMOJICPHICTChKA JIiTepaTypa BigoOpakac HEBU3HAYEHICTh Ta PO3MUTTI MEX MiK

peanpHICTIO Ta MioM, ICTOPIEI0 Ta XYI0XHBOIO (DaHTa3i1€r0, a TAKOX IMOCTIMHUMN
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MOIIYK ICTUHH B CBITI, J€ 11 ICTUHA MOX€E OyTH HEJOCSKHOIO.
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I'PUT'OPsH H. P., CMUPHA O. C.

(O0ecvkuti Hayionanvuuu yHieepcumem im. 1. 1. Meunuxosa)

AHI'JIIACBKA MOBA SIK 3ACIB CIIIJIKYBAHHS HOCIIB
PI3BHUX KYJIBTYP

AKTHBHE TIOIIMPEHHS AHTIIMNCHKOI MOBM SIK HAWBaXJIMBIIIOTO I1HCTPYMEHTY
MDKKYJBTYPHOIO CHIJIKYBaHHS, 3pOCTaHHS BIJCOTKAa HE-HOCIIB MOBHM cepen il
KOPUCTYBa4iB OCOOJIMBO TOCTPO TOCTAaBUIM TNpoOsieMy BUPOOJIEHHS CTaHAApTiB
HaBYaHHS 1HO3EMIIIB aHTJIIMCHKOI MOBH SIK MI>KHAPOTHOI.

VY poboTtax OputaHCchbKUX (POHETUCTIB HEOJTHOPA3ZOBO POOMIHCS CIIPOOU CKIACTH
peKoOMeH Al Juisi BUKJIAAaqiB aHTIIACHKOI MOBH, SKi O JOTOMOTJIM ONTHUMI3yBaTH
HaBYaHHS aHTJIINCHKOI (POHETUKH 32 paXyHOK BU3HAYEHHS (DOHETUYHUX ACTIEKTIB, 110
€ HaWOUIbII 3HAYYIIMMM JJI1 3a0€3MeUeHHs YCIIIIHOT KOMYHIKAI[ll aHrTiChKOIO
moBoto [Gimson, 1992].

Bupainenus QoHETMYHMX CTaHAApTIB JJIi HaBYaHHS aHTJIIACBKOI MOBH SIK
MIKHAPOHOT HEMOKJIMBO 0€3 UITKOTO YSIBJIEHHS PO 3aBAaHHS, sIKI CTaBISATh NEpes

MOBOIO KOPUCTYBayi, Kl ii BUBYAIOTh. 3aJIe)KHO BiJ TakuX 3aBlaHb, A. KparTeHaen
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BUJUISIE JBa PIBHI MOBHOI KOMIETEHIIi: MIHIMAaJbHUI — MIHIMAJIbHOI 3arajbHOI
PO30ipMBOCTI — 1 MaKCHMalIbHE BUCOKOTO cripuitHsTTs [Cruttenden, 2001].

Bupainsioun HalOUIbII BaXKJIMBI aCleKTH aHTIINChKOI (oHeTnku, KparrenaeH
3a3Hayae, MO Pi3HI €JIEMEHTH aHTIIMChbKOI BUMOBH MPEACTABISAIOTh PI3HUN CTYMIiHb
CKJIQJTHOCT1 3aJIKHO BiJi MOBHOI MIATOTOBKU KOPHUCTyBaua Ta MOTO MOXOKECHHS.
O4eBuHO, 110 MPOIEC BUKIIAJJAaHHSI Ma€ KOHLIEHTPYBATUCS HA TUX pPUCaX aHTJIHCHKOI
MOBH, SIKHX HEMae€ B piHINA MOB1. MeHIIe 3 TUM, ICHYIOTh TIEBH1 0a30B1 pPUCH BUMOBH,
JTOCUTH crielu(IvH1 IS aHTJIIMCHKOT MOBH, 110 € JOCTATHIM JIJIsi BA3HAYEHHS MEBHUX
pUC SIK MPIOPUTETHUX TTPU HaBYaHHI aHraikicbkol (Cruttenden 2001, c. 300). Ho Hux
BIIHOCSITHCSL:

1. Putm Ta akieHTyartis.

Putm aHrmiicbkoi MOBH, OKPEMOTO CJIOBAa 200 MOTOKY MOBJICHHS, MOB'SA3aHUN 3
MOCIa0JIEHHSM HEHAroJIOMIEHUX CKJIAJIIB, 1 € OCHOBHOIO BIJIMITHOIO PUCOIO BUMOBH: Y
MOTOIIl MOBJICHHS HEHAroJIOIICH1 CKJIaau, OUIBIIICTh 3 SIKUX MICTUTh PEIyKOBaHi
T'OJIOCHI, 3HAYHO MEePEBAYKAIOTh MIEPBUHHO a00 IPYTOPSTHO HATOJOMICH] CKIIAH.

2. CerMeHTHI OUHUIIL.

YacrotHictb. HeoOximHO BpaxoByBaTM TOM (akT, 100 ceped  3BYKIB
aHTIiichbKkoro MoBIieHHs 60% € mpuronocHumy, 1 uiie 40% — ronocaumu. Tomy He
JMBHO, 110 (haxiBIll OJHOCTAMHI B AYMIIi, 110 caMe€ MPUTOJIOCHUM CIIiJ TPHUAUIATA
0cOONMBY yBary MiJ Yac HaBYaHHA AaHIJINCBKOI SIK 3aco0y KPOCKYJbTYPHOIO
crinkyBanss [Cruttenden 2001].

3. InToHaris.

Hes3Baxkaroun Ha Te, 10 MNPAKTHUYHO BCl HE-TOHAJIBHI MOBHM MalOTh IE€BHI
3arajbHl IHTOHAIIWHI XapaKTePUCTUKH, HAMPUKIIA] BUKOPUCTAHHS CHAJHUX TOHIB Y
CTBEP/KYBaJbHUX 1 BUCXIJHUX TOHIB y 3alUTAIbHUX PEUYEHHAX, aHIIMChbKa MOBa
Ma€ HH3KY CHenu(piYHUX OCOOJIMBOCTEH, 30KpEMa, BIAPIZHAETHCS AaKTUBHUM
BXKMBaHHSAM CKJIaJHUX TOHIB. KpiM 11p0ro, HEOOXiTHO BpaxOBYBAaTH Jy’KE€ BAKIUBY
poJib 1HTOHAIIi A1l 3a0e3MeyueHHs aKIeHTyallli B MOTOIll MOBJICHHS — Iepernaau
OCHOBHOTO TOHY CIIy)KaTh BHUIUJICHHIO KJIFOYOBMX MOMEHTIB BHUCJIOBIIIOBAHHS 1

NPUBEPHEHHIO YBaru CiyXauyiB.
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VY 1mpoMy 3B’SI3Ky JOpeyHO Oyne po3rIIIHYTH crhernudiky peamisallii ToJIOCHUX
¢boHEM y MOBJIEHHI yYaCHUKIB MOMITUYHOTO PopyMy, skuil BigOyBcs B JliBepmymi y
TpaBHi 2023 poky. OTpuMaH1 M 4Yac AOCHIKEHHS Pe3yJbTaTh MOKa3yloTh YU €
OpuTaHChbKMH ab0 aMEepUKAHCHKUI CTaHAApTH AHTJINHCHKOI MOBH TMPECTHXKHUMU 1
HACKUJIbKM BHUPa)XCHI B MOBJICHHI y4YacHHUKIB (OpyMy TEHIEHII 0 CKOPOYCHHS
TOJIOCHUX, TUTIOB1 JJI1 MI>KHAPOJHOTO CKOPOUEHHSI aHTJI1HChKOI MOBH.

g oTpuMaHHS OO’ €KTUBHUX JaHUX y MOBJICHHI JOCIIKYBAaHMX YYaCHUKIB
dbopymy (1Boe OpHTaAHINB Ta OJWH aBCTpai€nb) Oya0 BiaiOpaHO IO JBa BUIAIKH
BXKMBaHHSI HaroyiomieHux rojocHux [&]. IlpoBeaeHuil cHekTpalbHUM aHamI3
JIO3BOJIMB BUJIJIUTA XapaKTepHI OCOOJIMBOCTI TOJOCHUX 3BYKIB B MOBJICHHI
JOCIIIKYBaHUX MOJITHKIB.

3BepTae Ha cebe yBary 3HayHa BIJICTaHb MDK KOHTPOJIbHUMHU MYHKTaMH, IO
CBITYMUTH MPO HEMOCTIOBHICTh peaiizallii poHem [&].

CepenHbOAMKTOPChKE 3HAYCHHS (JOPMAHT MOHO(PTOHTY [&]:

F, =603 eTajoHHe 3HaueHHs F, =759

F,=1381, 3 eTajoHHe 3HaueHHa F, = 1826

OTxe, BIAXWICHHS CEPEeIHbOAMKTOPCHKOTO 3HAUY€HHS (OPMAHT MOHO(DTOHTY
[®] BiA €TaJOHHOTO 3HAYEHHS JOCHUTH BEJIMKE, IO CBIAYUTH MPO TE, IO 3BYK
BUMOBIIIETHCS 3 OUIBIIMM MiIHOMOM 1 3aKPHUTICTIO, @ TaKOX € OLIbII BIJCYHYTUM
Hazaj 3a PsAJI0M MOPIBHSHO 3 €TAJIOHHUM.

OTxe 0COOJIMBO TOCTPO MOCTA€ 3aBIAaHHS BU3HAYEHHS (POHETUYHUX HOPM Ta
MozeNied JJIs aHMIMChKOI MOBHU SIK 3aC00y KpPOCKYJIbTYPHOTO CHUIKYBaHHS, SKI
MOTJIM O 3a/10BOJIBHUTH BHUMOBHI MOTPEOM KOPUCTYBaUiB Li€i MOBH Ta 3a0€3MEUUTH
HEOOXITHUN pIBEHb PO3YMIHHS BHUCJIOBIIOBAHHS, IO € OOOB'SI3KOBOIO YMOBOIO

YCHIIIHOCTI KOMYHIKAIlii aHTTIHChKOI0 MOBOIO Y MYJIbTUKYJIbTYPHOMY aCIIEKTI.

Jlimepamypa
Cruttenden A. Intonation Cambridge : CUP, 2001.

Gimson A. An Introduction to the Pronunciation of English. London, 1992. p.

N N N 8 ) 8 S 1l ) o 1 o ) o el el o )

108



AYHEBA O. 1.

(/Ivsiecokuil HayionanvHuu yHigepcumem im. leana @panka)

CHUMBO.II3M SIK TIOETOJIOTTYHUHI ITPUMOM TBOPEHHSI
MOCTIPOHII Y POMAHI JJOHAJIA PASTHA «THE SPINNING HEART»

[TIoCTIpOHIYHO MapKOBAaHHMW CIOXKET POMAHY Cy4acHOrO  1pJIaHJCHKOTrO
nucbMenHuKa Jlonana Pasua «The Spinning Hearty peanizyerbes 3aBAskv  pi3HEM
MOETOJIOTIYHUM TpUOMaM, 30KpeMa CHUMBOJII3MY. Po3risigaroun CHUMBOII3M  SK
ABTOPCHKUN 1IHCTPYMEHT TBOPEHHS MOCTIPOHIi, MPOCTEKUMO BIUIUB I[HOTO MPUIOMY
Ha YMUTAlbKy MEPUENIII0 CIOKETy, MEPCOHaXl Ta 00 €KTU TEKCTOBOTO IPOCTOPY
pOMaHy.

ABTOp TEPMIHOJIOTTYHOTO aHTJIOMOBHOT'O CJIOBHHKA JIITEPATYPHUX TEPMIHIB «A
dictionary of literary terms and literary theory» J. A. B. Cuddon Bu3nauae cuMBOII sIK
«an object, animate or inanimate, which represents or «stands for» something else», y
cBoro uepry «a literary symbol combines an image with a concept» [Cuddon 2013,
c.699]. BaxinBo 3a3HauMTH, 10 caM€ HAa YMOBHIM MOAIOHOCTI Ti€i ymM iHIIOT peamil
TEKCTOBOT'O MPOCTOPY XYA0KHBOTO TEKCTY BUHUKAE CHMBOJIIYHA acoIliallisg, YMOBHHUI
XapakTep SKOi, K MpaBUJIO, TPYHTYETHCS Ha CyO €KTMBHOMY JIOCBiJII aBTOpa Ta
yutadya. BimnoBimHo imeHTH(iKalis Ta poibk CHMMBOJIB y pomani «The Spinning
Heart» motpeOytoTh unTaiibkoi 0013HAHOCTI Y cepi KyIbTYpHO-ICTOPUIHUX peaii
pOMaHy EeKCTPaJIIHTBICTUYHOTO XapakTepy, PO3BHHEHOTO OOpa3HOTO MHCICHHS,
yBaru /10 MpeIMETHUX €JIEeMEHTIB OMOBII, X PO3Mi3HABaHHS 1 CTBOPEHHS acolliallii.

3arajioM pojib CUMBOJIB y XYIOXXHBOMY TEKCTI J03BOJISIE aBTOPY «KOAYBaTH
ckJagHy aoctpakTHy inewo» [bonmapyk 2020, c. 37] Ta yBUpa3HUTH aBTOPCHKHUI
CTHJIb, @ OCKUIBKHM POJIb CUMBOJIIB y XyJI0)KHbOMY TEKCTI BU3HAUAETHCSI KOHTEKCTOM
OTIOBiMI, IX IHTEpIpeTaIlisd CTa€ BU3HAYAILHUM (PAKTOPOM Y KOHTEKCTI PO3yMIHHS
aBTOPCHKOTO 33yMy, Y HAILIOMY BUIIAJKY — MOCTIPOHIi.

JloCTiIKyroul CHUMBOJI3M SIK TOETOJOTIYHHUI MPUHOM TBOPEHHS MOCTIPOHII Y

pomani «The Spinning Hearty, A0OUIILHO 3aCTOCOBYBAaTH TaKi METOIU SIK:
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cumgonozivHutl (00pa3HO-CTHIILOBUN ), MighokpumuuHul (3aTy4atouu Taki TIOHSITTS 5K
«i» Ta «apxerun») Ta Hapamonoeiunuti [bormapyk 2020, c. 97]. BimnosimHo
BUOKPEMUMO y pPOMaHi 00pa3HO-CTHJILOBI CHUMBOJIHM (MpeaMeTH), MioJoriuyHi M
apxeTUnHi o0pa3u (MepcoHa)ki) Ta OCOOJMBOCTI aBTOPCHKOI Hapalii, e ¢opma
OTIOBIJII Ta KOMIIO3HIIISI MAIOTh CUMBOJIIYHUN XapaKTep.

[IpeameTHO-cUMBOJIiYHA KapTuHa poMaHy JloHana PasiHa mpocTexyeThecs y
foro Ha3Bi, 00’ekTHBYIOUM «heart» Ha pi3HUX PIBHAX YHTAILKOTO JOCBIMY: BiX
MaTtepiaabHOro 00’ €KTa - CTaApUN CKPUITYYH MEXaH13M YEPBOHOTO METAJIEBOTO CEPIIS
Ha Opami O BXxony A0 OyauHKy — @peHka 10 adctpakTHOro — bo6061 BcTaHOBIIOE
napajuenb 13 0aTbKOM SIK aHAJIOTIYHUM 3a MPUPOJOI0 MexaHI3MoM: «There’s a red
metal heart in the centre of the low front gate, skewered on a rotating hinge. It’s
flaking now; the red is nearly gone...I can hear it creak, creak, creak as I walk away.
A flaking, creaking, spinning hearty ma «He laughs his crooked laugh...His heart is
caked with muck and his lungs are shrivelled and black, but still he manages to draw
in air and wheeze and cough and spit it back out» [Ryan 2012, c. 7]. Csigzome
MOPIBHSHHSA ceplist OaThKa 31 CTApUM METAJIEBUM CEPIIEM ITIIKPECTIOE CHMBOIIYHICTh
Ha3BU TBOPY, SIKa MOCTIPOHIYHO 13 MEPIIMX CTOPIHOK POMaHy OKPECIIOE€ Tpareiito
MEePCOHAXIB, Harojomyouu: bo601 He 3amepedye MOXIMBOCTI TMOJIATOJUTU CTape
MeTajeBe ceple, ajle He Oaxae SK PEMOHTYBaTH MEXaHi3M, Tak 1 Mpobadaru
0atbKOBI: «It needs to be scraped and sanded and painted and oiled. It still spins in
the wind, though» [Ryan 2012, c. 7].

dokycyrourch Ha niepcoHaxi bo00i sik Ha imocodcbkoMy apXeTUuni-pooodpasi,
MPOCTEKYEMO SIBHMI aBTOPCHKHM aKUEHT Ha MOpaibHId 3HAYYNIOCTI I[OTO
MEePCOHAXKA JUIsl TIEPEBAXKHOI OUIBIIOCTI TepoiB pomany. CiTorasgHo o6pa3 bo606i
MOKHA PO3IJISJIaTH K Y MJIOMIMHI Mi1OJIOTIYHIN, TaK 1 peiriiHiil Ta ¢putocodchKiid,
K BIAMOBITHI aro3ii Ha Teposi KeIbTChKOi Midororii, Icyca Ta rymaHiCTUYHOTO
pebopmartopa. @DI3MYHO CHIBHUNA, MYXHIM, CYBOpWH, BIpHHM KOXaHId Ta
NPUHIIMIIOBUN B o4ax oOAHOceNbIliB, bo0O01 Haramye reposi KeIbTChbKOi MidoJIOrii:
«...really good-looking, tall and fair-haired and weather-beaten in a lovely way»

[Ryan 2012, c. 61]. I3 inmoro 60Ky, 3aKOHOMIPHO, III0 YICHH 'POMaJ{, BUXOBaHI Ha
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XPUCTUSHCHKUX LIHHOCTSX 3 yciMa 11 peniriiHuMu 3a00poHaMH Ta YHEpeIKeHHIMH,
TSOKIFOTh 70 MOpiBHSAHHS bo0061 3 IcycoMm 3aBmsiku HOTO 4ecHOTaM Ta BiJICYTHOCTI
THIIIOTO KUBOTO MPUKIAAYy BUCOKUX MOPAIbHUX SIKOCTeH y cknaaHi yacu: « FATHER
COTTER used to say to us in school that a Christian, when faced with a moral
dilemma, should ask himself only one question: What would Jesus have done? I’'ve
always stuck by that, except when | was young | substituted my auld fella for Jesus
and when | got older, Bobby Mahon got the spot. How would | know what Jesus
would have done?» [Ryan 2012, c. 154].

OxpiMm ocobucticHux sikocteid bo0O01, aBTOp MPOBOAUTH CIOKETHI Mapajen 3
KUTTA Icyca, siki HaraayooTh 1 KUTTA bo001: MEHTOPCTBO, 3paja OJU3LKOrO apyra Ta
CTpaKJaHHS 3a YY1 TpiXH. 3a3HA4MMO, 1110 00pa3 bo601 BapTo po3risgaTu He JHIIe
AK Qo310 10 XpHUCTa, a ¥ K CUMBOJIYHOIO repos, yus npodecis OyaiBeIbHUKA
MeTadopudHa i CUMBOJII3Y€ BIAPOKEHHS, Oa’kaHHS BiJIOYlyBaTH HE JIUILIE CIIOPYIU
MiCTa, a i HaJ(110 Ha CBiTJIE MAaOyTHE TpoMaik. ¥ BCIX CBITOTJISIHUX MPOSIBaX — BiJI
MipigHOrO 70 peniridHoro ta @ginocodpcbko-rymanictuaHoro — bo0061 cumBomi3ye
COBICTh 3MYUYEHOTO ipJIaHACHKOrO Hapoay. Sk 3a3Hauae P. Somani, Taki amo3ii €
YHIBEpCcaJIbHUMU Ta 103BOJISIOTH «unearth old legends, and draw from a universe full
with ideas» [Somani 2023, c. 355]. Ilocriponiuna cumBoiiika bo60i mossirae y
BIIUANYyIHINA Tepoi3allii mepcoHaxa, Ha (OH1 >KOPCTOKUX peaiiii TOCTMOJEPHOTO
CBITY, JI€¢ yCl MO3UTHBHI PUCH KIACHYHOTO T€pOsl HIBEJIOIOTHCSA TIPKUMHU peaisiMU
MOBCSAK/ICHHS, CIPUYMHSAIOUM 30BHIIIHI Ta BHYTpimHI KoHGmikTH bo0661 3
BIIMOBITHOIO MOCTIPOHIYHOIO pedIIeKCiero Ta caMmopedIieKciero.

CHUMBOIII3M TIPOCTEXKYEThCSI Wy HaApaTUBHIN CTPYKTypl pomMaHy, oOpaHii
aBTOPOM SIK MPUHOM TBOPEHHS MOCTIPOHIi. 3a CBOECK KOMIO3UIE TMOII(POHIYHUN
pOMaH i3 MOHOJIOTAaMH JABAAIATH OJHOTO TEPCOHAXY HAraaye IOMUT y CYIi, e
KOXKEH 13 MEePCOHAXKIB Ja€ PO3TOPHYTI MOKa3U, 0COOJIMBO 3Ba)KAIOUM HA JICTEKTUBHI
CIOJKETHI JIiHI1 poMaHy. BomHo4ac mupicTh Ta eMOIIHHICTh MOHOJIOTIB 3By4YaTh Haue
BIIUAWIYIIHI 313HAHHS TEPCOHAXIB caMUM co01 4u sk Oi0mifiHa amo3is 10
cumBoiuHoro Crpamuoro Cymy, KOJMM HACTa€ 4Yac BOCTAHHE OYUCTUTH MYy,

313HABIIMCh y BCIX rpixax. 3 1HIMIOro OOKy, BIJACYTHICTh TMPSMHX JiajoTiB
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YHEMOXJIMBIIIOE TIPAarHEHHS TEPCOHAXIB B3a€EMOISTH 3 OIMOHEHTOM, a INHUPICTh
MOHOJIOT1B 3JIUIIAETHCS HEPEATI30BAHOIO Ta HE MOYYTOI0. TakKMM YMHOM, CHMBOJII3M
noJiipOHIYHOT CTPYKTYpH pOMaHy SK HapaTHBHA CTpAaTeris aBTOpa YBUPA3HIOE
MOCTiIpOHIUHUH croxkeT « The Spinning Hearty.

CHUMBOJII3M SIK TIOETOJIOTTYHUI TPUIIOM TBOPEHHS MOCTIpoHii y poMani J|. PasHa
«The Spinning Heart» 103BoJIs€ MPOMYCTUTH TEKCTOBI €JICMEHTH pPOMaHy Kpi3b
IpU3My acolliaiiif, YBUPA3HIOIOYM IHTEPIPETAII0 MOCTIPOHIYHOTO aBTOPCHKOTO
ctwno J. Pasgna. Oxpim Toro, 3aiydarouu (JOHOBI 3HAHHS YuTaya JO JIEKOyBaHHS
CUMBOJIIB, aBTOP BCTAHOBJIIOE KOTHITMBHUM Ta €MOLIMHUI 3B’SI30K MEPCOHAXIB 13
YUTAa4eM 3 METOI0 aKTyadi3alii MOCTIPOHIYHOIO CHOPHUHATTS 00’ €KTIB, IEPCOHAXKIB
Ta CTPYKTYPU POMaHY.
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(Yepniseyvrutl nayionanvnuil ynieepcumem im. 0. ®edvrosuua)

STRATEGIES AND TACTICS IN PROFESSIONAL AND AMATEUR
FILM REVIEWS

The film review genre has undergone considerable changes since its inception

and continues to evolve. As one of the changes, the field has gradually broadened as a
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new category of amateur reviews developed. Thus, the evolution of film criticism has
largely been a story of moving from an elite realm of intellectual analysis by experts
to a democratic phenomenon where borders between true expertise and random
person’s opinion are blurred. This shift has resulted in the loss of some traditional
features and the acquisition of new ones [Kristensen 2021].

The communicative and pragmatic approach was chosen for this research to
address the challenge of shifting readers' interest from professional to amateur
reviews. When studying the texts of film reviews and the transformation of readers'
interest from professional to amateur reviews, we cannot ignore the communicative
and pragmatic aspect which plays a crucial role in the interaction between the author
and reader.

For the study of pragmatic peculiarities of the film review genre, we analyzed
the data collected from 20 equally-sized reviews of movies shot from 2017 to 2022.
The reviews were heterogeneous with respect to their genres and scores from
professional and amateur reviewers. As the source for our data, we have chosen the
Guardian for professional and a popular platform rottentomatoes.com for amateur
reviews.

Subsequently, language peculiarities of the reviews were then used to elicit
further data. Thus, the next stage of the research consisted of an attempt to determine
the communicative purpose of the authors and the planned impact on the readers,
embodied in the strategic and tactical creation of the text by application of specific
language means. The evaluation of the data presented in this work leads to contextual
and interpretive analysis results.

The concept of "communicative strategy" is interpreted by T.A. van Dijk as a
cognitive process, the ultimate goal of which is the correction of the addressee's
world model” [Dijk 2006, p. 160]. But the basic notions of ‘communicative
strategies’ and ‘communicative tactics’ used in the research are defined according to
Ziomko as “Communicative strategy is a pattern of speech behavior chosen by the
recipient within the specific context of a communicative event. This behavior is

chosen after considering the communicative situation and is directed towards
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achieving the ultimate goal of speech communication. Communicative tactics are
correlated with local intention, which is implemented by a set of speech moves in
accordance with the situational, social and cultural context. A speech move (step,
turn, a communicative move) is a unit of a sequence of actions, with the help of
which communication tactics are directly manifested and strategies — in general
indirectly” [Ziomko 2019, p. 10].

The analysis of reviews at the communicative and pragmatic level made certain
generalizations about communicative and pragmatic features of reviews and their
implementation in texts.

First, among all strategies for both types of film reviews, the informative-
communicative strategy is distinguished by the general frequency of usage. This
strategy is straightforward and easy to implement in order to provide useful and
relevant information about a film in a clear and concise manner. The difference
between professional and amateur reviews for this strategy manifests itself in the
usage of author’s self-presentation tactics. In general, professional film reviewers
tend to maintain a focus on the film itself, rather than on their opinions or
experiences. While amateur film reviewers use self-presentation tactics to explain
their background or personal connection to the film, or to provide a more engaging
and interesting perspective on films. Amateur reviews often use elements of
storytelling and personal anecdotes, making the review more engaging and relatable
for the readers.

The first common feature lies in speech moves that are often used in film
reviews to convey information and opinions about the film. For example, retelling the
plot is a common speech move that provides a summary of the story and helps set the
context for the review. Quoting is another popular speech move that allows the
reviewer to directly cite parts of the film to support their evaluation or commentary.
Citing primary sources, such as interviews with the filmmakers or articles about the
production, can provide valuable background information and insights into the film.
Approving and denying the shortcomings of the film are evaluative speech moves

that allow the reviewer to provide their overall assessment of the film. Praising and
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complimenting the film can be used to express a positive opinion, while pointing out
the features of the film can provide a more objective view of its strengths and
weaknesses. Finally, mockery and juxtaposition of objects can be used to provide a
humorous or critical perspective on the film, allowing the reviewer to engage with the
film on a more personal and creative level.

The second common characteristic of professional and amateur reviews is the
implementation of the evaluative and influential strategy, which was more often
represented by positive presentation tactics. We can observe reviews being biased
towards positivity as a result of avoiding negative presentation tactics out of fear of
damaging their reputation or relationships with the film industry, studios, or
producers or believing that positive presentation tactics are more effective in
capturing the attention of readers and promoting a film to a wider audience.

The use of vocabulary, grammar, and stylistic features impacts the way a
message is communicated and perceived. In professional film reviews, the use of
specialized vocabulary and language can help establish credibility and provide a more
informed perspective on the film. The use of colloquial vocabulary and specific
stylistic figures by amateur authors can help to engage the reader and create an
emotional connection with the review and thus with the film. Additionally, the use of
adjectives, adverbs, and other figures of speech can help to emphasize the reviewer's
evaluation and opinion of the film. These linguistic features are important tools for
the reviewer to effectively communicate their message and influence the reader's
perception of the film.

Another important observation is that amateur reviewers tend to focus more on
personal opinions and experiences, while professional reviewers tend to rely more on
objective facts and analysis. This is reflected in the language used by each type of
reviewer, with amateur reviewers using more personal pronouns and emotions, and
professional reviewers relying on more formal language and technical terms.

Additionally, professional reviews often aim to provide an in-depth analysis of
the film's technical aspects and its place within the larger context of the film industry,

whereas amateur reviews tend to focus more on the personal enjoyment of the film
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and the emotional response it elicits.

Overall, the differences in communicative and pragmatic features between
professional and amateur reviews highlight the differing goals and perspectives of
each type of reviewer. While professional reviews aim to provide a more
comprehensive analysis, amateur reviews offer a more personal and relatable
perspective. Thus, the main difference lies in the shift that the film industry itself
previously experienced. Society moved to perceiving movies as entertainment. And
the research shows that amateur reviews, due to their strategic and tactic features, fit
into this new paradigm: constant change of tactics, appeal to positive emotions. Dry
data about the cost of the film, sound engineers and cameramen provided by the strict

rules of professional reviews cannot influence the desire to watch a certain film.
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(Vkpaincvruii kamoauyvkutl ynisepcumenm)

MAPKEPH EIIIYHOTI'O B ITUJIIAX TEOKPITA

3aCHOBHUKOM €10Cy BBa)kaeThcsl ['omep, mo € aBTopom «lmiagu» ta «Omiccei»
— €MIYHUX [M0eM, KOTp1 MEBHOI MIPOIO CTaJW 3pa3KoM JIJIs HACIIAyBaHHS YU HE BCIX
Mi3HIMUX aBTOpiB. TEOKpIT K BU3HAYHMI MPEACTaBHUK €MOXH eJUIHI3MY Ta

3aCHOBHHMK >KaHpy OYKOJIKM TakKOoX 3a3HaB BIUIMBY ['OMepoBOi TBOPYOCTI.
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Haii6inpie ne nposiBusiocs y cnpobax TeokpiTa mucatu Tak 3BaHi «EMiIiD» — TBOPH
MaJjioi KaHpoBOi (GOpMHU, IO «IPEICTABIAIOTH 00pa3 abo cepiro 00pa3iB Ha CMiUHy
temy» [Crump 2019, c. 50]. Ha moBepxHi 3HaXOAUThCSA (PAKT yBaru IpeICTaBHUKIB
exmiHi3My (kpim Teoxpita, Takox AmoiioHis Pomocwbkoro, Kammimaxa Ta iH.) A0
TUIIOBOT'O €MIYHOI0 METPUYHOTO PO3MIpPY, a caMe JAKTUIIYHOIO rek3aMeTpy. Tum He
MEHIII, 116 He €IMHUA MapKep emiuHoro, ajpke Ha nymky E. Moppicona, 11 moetu
yCHaJKyBaJdM BiJl CBOIX apXaidHWX IMOMEPEIHUKIB TAaKOXK 0O0pa3u, «TOMOCH» Ta
motusu [Morrison 2007, ¢. 313].

3a3Buyail, 10 enuIii 3apaxoBYIOThCS Takl 1WJli 3 YMOBHUMH Ha3BamH (Ha3BU
IIWITIH TTOAAar0ThCS BiMOBIIHO 10 aHTiIoMoBHOTO mepekmany A. S. F. Gow) XIII —
«T'macy, XXI — «diockypu» ta XXIV — «Manenskuii ['epaxmy». I1. Cakoni Buiise
ICTh «MIQIYHUX 1AWIIN», qomarouu a0 Bxke 3raganux Takox iauiii XI, XVIII Tta
XXVI [Cakoni 1995]. ¥V 1mpoMy IOCIHi/PKEHI YBary 30CEpeKCHO Ha iCTOPIAX IMPO
I'imaca ta JliockypiB. Jleski aHanmorii mpoBOJSTHCA TaKOXK 13 OyKomiuHoo iauiiero Xl
«Kiknon», B kotpiif, Ha nymky JIx. Kinycrep, macropajibHUN CHOXKET TEMaTUYHO
CTHKA€ThCS 3 BEJIMKUMHU TepoidHMMHU / emiuHuMH eneMeHTamu onosimi [Klooster
2012, c. 99]. Oxkpim emigyHOTO BIPIIOBOTO PO3MIpY, I 1AMIIT 00’ €AHY€E MPUCYTHICTH
EMIYHUX TMEPCOHAXIB, 10 MAIOTh Mi(DIYHE MOXO/KEHHS, MPOTE 3a3HAYAETHCS, IO Y
TeokpiTa € TEHACHIS TYMaHI3yBaTH YHM «HOPMAI3yBaTw» MI(PIYHUX TepOoiB-
npotaronictiB [Fantuzzi, Hunter 2005, c. 140]. Lle Mo)xHa o0a4YnuTH, PO3TIISHYBIIH
BUIMOBITHI 1TAJT1T ITOOAMHII 1 B TIOPIBHSHHI.

Enumis XIIl posnoBigae icTopit0o KOXaHHS apXETHUITHOTO T'PEILKOr0 Tepos
I'epakna o roHaka ['maca. TyT MOXHa 3ayBaKUTH KUIbKa Mapajiesieid 13 OyKoJIIYHO0
imtiero Xl mpo MoJi010r0 KikjIoma 3aK0XaHoro y HiM(y, sSIKW MOMPH 1€ Ha3BaHUN
Ha TOYaTKy TBOPY Oaeuim I[lonigpemom (TyT 1 mami nepekian BiaacHuii — O.1.-B.)
(ddpyaioc TloAbpouosc — 1. Xl: 8) 3 Harogocom Ha HOro emiyHOMY MOXO/KEHHI. B
000X 1TUITISIX aBTOP 3aCTOCOBYE CXOXKI HApaTUBHI CTpATErii: BOHH MOYMHAIOTHCS 31
3BEpPHEHHsS] 30BHIIIHBOIO HapaTopa 10 ajapecara uux TBOpiB — Hikis, Ha3BaHOTrO
JikapeMm 1, UMOBIpHO, Ipyra Teokpita. TpeTboro mapaiesso MK oOoMa iAuIisIMU

MOke OyTH MPOTHUCTABJICHHS €MIYHO-TEPOITYHOTO B IPOHIYHOMY KITHOU1 3 KOMILIEKCOM
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albTEPHATHB, BKJIIOYAIOUM pEAi3M, CUIBCHKUH Ta EpPOTUYHHM CBITH, a TaKOX
nactopans [Mastronarde 1968, c. 274]. B igumi XI| MoxHa mobauntu me Wu
MPOTUCTABJICHHS JI0 IOETHYHOTO CBITY, OCKibKHU [lomidem mokazanuii came sk MOeT,
1[0 HAMAra€ThCS CITIBOM «BUJIIKYBATHCHY BiJl HENTACIHBOTO KOXAHHSI.

Bin camoro mouatky imwmii XIII moxkHa cmoctepiraTu mepexoaud Bij €miYyHO-
TepOTYHOTO JI0 MIPU3EMIICHOTO, PEaliCTUIHOTO, HAIIPHUKIIA, 3rajKa mpo pix I'epakia,
B)KMBAHHS TUIIOBOTO ETITETY 3 €MOCY Ta HATSAK HA OJWH 3 WOTO TePOTYHHUX TIOIBUTIB:
0 Aupitpdwvog 6 yalketkdpolog viog O¢ tov Alv vméuetve tov aypiov (cun Amepimpiona
i3 MioHum cepyem, wo 30o0nae ouxozo neea — lIn. XII: 5) 3 omHoro Ooky Ta
«OJIIOJTHEHHS» TepOs, 3HUIIECHOTO CTPAXIAHHIMHU Yepe3 BTPATy KOXaHHS, 3 1HIIIOTO
OOKY: 6 &’ ¢ médeg ayov éxddper | uaavouevog: yolemog yop éow Oeoc nmap duvooey (a
8iH, KyOu Ho2u Genu 1020, O1yKag y necmsami, 60 xHcopcmoxuil 602 po3oupas to2o
cepye — In. XIII: 70-71). Tyt TeokpiT CTaBUTh MiJ CYMHIB Y HaBITh 3alepeuye
MOKJIUBICTh TOTO, IO €MIYHUN MEPCOHAX MOKE 3AJIMIIATUCS TePOTYHUM, KOJIHU BiH
3akoxaHuii [Mastronarde 1968, c.279]. IIpoTrucraBicHHS CHIYHO-TEPOIYHOrO Ta
nacTopajbHoro 0aunmo B omwmci locus amoenus, koam ['ijac fiae HaOupaTw BOAY,
ampke TYyT TeOKpIT BUKOPUCTOBYE BIACTUBUN ISl MOTO OYKONIYHMX 1WA OIHUC
OPUPOIHU: TAyo. O Kpavay évonoev | fueve v yawpe: mepl ¢ Opdo molla mepvkel, /
KDOVEOV TE YEALOOVIOV yAwpov T’ adloviov / koi Odilovia célva kol eilitevig
aypwotic (wmsuoko nobawus 6in 0dxcepeno y HU3UHI, A O0BKOIA PI3HI MPABU POCII:
MeMHULL apym, 3elleHe “‘eenepure 8onoccs’”’, i keimyua cenepa, i no83yuutl YuHOOOH —
In. XI1I: 39-42).

Enimiss XXII, mo npucssuena repoiunum o6nusHiokam Kactopy ta Ilominesky,
CKIIAa€Thes, K BBaxkae E. [oB, i3 yotuprox yactun [Gow 1942]. Berynna yactuna
MpoCIaBisie OpaTiB K PATIBHUKIB JIOJIeH, KOpaOIiB 1 KOHEH, Haraayodd uuMm 33-ii
['omepiBCchbKM TiIMH, @ B 3aKJIIOYHIM YaCTHHI — € HATAK Ha iXHE OO0KECTBEHHE
MOXO/DKEHHS 1 BXKHMBA€ThCS Ha3Ba «Oorm» [Cakoni 1995, ¢. 17]. ¥V mpyriit gactui
3raJlyeThCs MPUOYTTS KOpabyiss Apro 3 00KECTBEHHUMU OJIM3HIOKAMHU Ha OOPTY 0
Kpainu 6e0pHKiB 1 cuieHa KynagHoro 6oto [lomigeBka 3 micieBuM BoiHOM. [IpuunHOIO

0010 6y.]'[0 HeOaKaHHS I[iJII/ITI/IC}I BOAOIO 3 HCIIPOXaHHMMH TOCTAMH, IO Haraaye
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nonibHy cueny i3 «Omiccei», konu I[lomideM Tex He MPOSIBUB TOCTUHHOCTI A0
eJUTiHIB 1 OYB 32 11e TOKapaHui.

Haiib61y1p11 peTenbHO JOCHTIIKEHO MOYKHA BBa)KaTH TPETIO YACTUHY IET eIiIii,
KOTpa omucye mnpoTHcTossHHA JliockypiB 13 Oparamu-Adaperunamu. Cam ommc
nBooOoro Kacropa i3 JlinkeeM 1 MoHos0T JIiHKes, 10 oMy Tiepeaye, CKOMIIOHOBaH1 y
«BiZmBepTO TromepiBcbkoMy ctmiai» [Sens 1992, c. 339]. Ileit ypuBOK Mae sBHI
acouianii 3 onucoM 6010 Ilapica Ta Menenast B TpeTiil micHi «lmiaam», Mo B pi3HUX
MICIISIX TAKOXK MiATBEPIKYEThCS BXKUBAHHSIM y TeoKpiTa T. 3B. «EMIYHOT JIEKCUKUY,
HaTPUKJIIA, MPUKMETHUKIB dxijAntog (reeonacannui — In. XXII: 169) un wolouvbog
(6acamocnisnuii — In. XXII: 153) Tomo. IlikaBo, mo y it enimii Teokpit npomonye
yuTaueBl (JaKTUYHO aTbTEPHATUBHY BEPCItO 1CTOPIi KUTTS J10CKypiB, 30KpemMa HaTsSIK
Ha Te, 10 BOHM HaueOTo Opasn ydacth y TposiHCBKIM BIMHI 1 iXHI NOABUTH Oyiu
npociasiieHl «X10ChKUM criBieM», To0To 'omepom (Ia. XXII: 216-220). Kpim Toro,
6111 Kactopa 1 JliHkes He 3aKIHUMBCS CMEPTIO MEPIIOTO, SIK MOJAETHCS y CTapilIMX
BEpCIAX.

Ha ocnosi ananizy Xl, Xl ta XXII iguniéi MmoxkHa 3p03yMiTH, 1110 OCHOBHUMH
MapkepaMu eniyHoro y TeokpiTa €, B mepury 4epry, BUKOPUCTAHHS JAaKTUIIYHOTO
reK3aMeTpy, a TaKOoX aBTOPChbKE ONPAIFOBAHHS apXeTUNMHUX MipiyHUX 00pa3iB.
Eniuyny crumizamito TeokpiT HaMmaraeTbCsi MepeAaTH TaKOX uepe3 BKHUBAHHS
BIIMOBITHOT JIGKCUKM Ta XYJ0XKHIX 3ac00iB. be3cyMHIBHO, I1iKaBl mapajiesi Ta HOBI
MapKepH eMiYHOTO MOKHA 3HAWTH 1 B 1AWIISAX, 10 3JIMIIAIMCH 1032 YBAarow Iiel

PO3BIAKH, B YOMY MO>KHA BOAYaTH MEPCIEKTUBY MOAATBIINX TOCTIHKEHb.
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ZALUZHNA M. V.

(Zaporizhzhia National University)

METAPHORIC REPRESENTATION OF CRISIS IN THE BRITISH
POSTMODERNISTS’ FICTION DISCOURSE

The postmodernist era in the British literature, emerging in the mid-20th
century, is marked by its profound skepticism towards meta-narratives and
established truths. This skepticism is often manifested through complex narrative
techniques and the prolific use of metaphors. Metaphors become a crucial tool for
British postmodernist authors to explore and represent crises — personal, societal, and
existential. This research delves into investigating how metaphors are employed in
postmodernist fiction to articulate various forms of crises, with a focus on notable
works by A. Carter, J. G. Ballard, I. McEwan, and S. Rushdie.

Crisis is defined by “Cambridge Dictionary” as: 1) a time of great disagreement,
confusion, or suffering; 2) an extremely difficult or dangerous point in a situation; 3)

a moment during a serious illness when there is the possibility of suddenly getting
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either better or worse [Cambridge] — a concept that is quite ambiguous and
challenging to express in everyday life, as well as in fiction. Metaphor as a stylistic
device possesses a profound capability to verbalize various manifestations of crises in
literature. By transcending literal descriptions, metaphors allow writers to convey the
abstract and often tumultuous nature of crises in a more evocative and relatable
manner. They provide a bridge between the tangible and the intangible, enabling
readers to grasp complex emotions and situations through familiar imagery.

In postmodernist fiction, metaphors are particularly potent in representing crises,
as they align with the genre’s tendency to blur boundaries and challenge conventional
perceptions. Metaphors like fragmented mirrors, shifting sands, or shadowy figures
are used to symbolize the instability, ambiguity, and existential dread that
characterize many postmodern crises. Through these metaphors, authors can explore
the complex interplay between reality and perception, truth and illusion, stability and
chaos.

In postmodernist texts, metaphor serves as a lens through which the complicated
nature of crisis can be examined, as a powerful tool to convey the diverse
manifestations of different types of crises. As uncertainty, enthropy, turbulence are
the key features of postmodernist worldview, metaphors allow authors to illustrate
the intangible and often chaotic aspects of crises, providing readers with a deeper
understanding of their implications. These metaphors provide a rich, layered
understanding of crises that transcends the literal and enters the realm of the symbolic
and interpretive. The crisis of identity, for instance, is a recurrent theme in British
postmodernist literature, depicted through metaphors that question the stability of
being and coherence of the self.

A vivid example is A. Carter’s “Nights at the Circus”, where the protagonist,
Fevvers, embodies the crisis of identity through her physical transformation and
ambiguous nature. Fevvers' wings symbolize the fluidity and fragmentation of
identity, her physical transformation serves as a metaphor for the ever-changing,
unstable nature of selfhood, challenging readers to reconsider the boundaries between

reality and fantasy. This metaphor of transformation and ambiguity mirrors the
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postmodernist distrust of fixed identities and singular truths.

The British postmodernist fiction also addresses societal crises, using metaphors
to critique and deconstruct social and political systems. J. G. Ballard in his “High-
Rise” offers a striking metaphor for social stratification and the breakdown of societal
order. The high-rise building, with its ascending levels of luxury and increasing
isolation, becomes a microcosm of a society teetering on the brink of chaos. The
physical structure of the building mirrors the escalating tension and violence among
its residents, serving as a powerful metaphor for the disintegration of social cohesion
and the dehumanizing effects of modernity.

Similarly, S. Rushdie’s “The Satanic Verses” uses metaphor to address the Crisis
of cultural identity. The transformation of characters into mythical beings reflects the
complex and often painful process of cultural assimilation and the clash of identities.
S. Rushdie’s use of magical realism blurs the lines between reality and metaphor,
enhancing the reader's perception of the cultural and existential crises faced by the
characters. The metaphoric representation of metamorphosis and hybridity in
Rushdie's work underscores the postmodernist theme of cultural fragmentation and
the search for identity in a pluralistic world.

Another focal point in postmodernist fiction is personal crisis, particularly the
one related to mental health and existential angst. Julian Barnes’ “Flaubert’s Parrot”
employs metaphor to delve into the protagonist's obsession and grief. The parrot, as a
symbol of the elusive nature of truth, reflects the protagonist's struggle to find
meaning in a chaotic world. This metaphor highlights the inner turmoil and
fragmented reality experienced by the character, resonating with the postmodernist
theme of subjective reality and the search for meaning amidst uncertainty.

The novels of another British postmodernist, I. McEwan, frequently explore
personal crises through metaphor. In “Atonement”, the metaphor of atonement itself
is central and plot-building to the narrative. The attempts of the protagonist, Briony
Tallis, to atone for her dreadful mistake, to reconcile with her past actions and their
irreversible consequences that had ruined her sister’s life, serve as a metaphor for the

broader human condition of seeking redemption and dealing with the burden of guilt.
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I. McEwan’s nuanced use of metaphor not only deepens the psychological
complexity of his characters, but also invites readers to engage with the moral
ambiguities and existential questions posed by the narrative.

The use of metaphor in British postmodernist fiction is not merely a stylistic
choice of a writer, but a fundamental aspect of the postmodern condition. Metaphors
allow authors to navigate the complexity of contemporary crises, offering readers the
ways to interpret and engage with the fractured and often paradoxical nature of
postmodern reality. The crises depicted in these works—whether they are personal,
societal, or existential — are rendered through metaphors that challenge readers to
question their perceptions and embrace the multiplicity of meanings inherent in
postmodern discourse.

The metaphoric representation of crisis in British postmodernist fiction
discourse serves as a vehicle for exploring and a tool for revealing the complex and
often paradoxical nature of crises. By employing innovative metaphors, authors like
A. Carter, J. G. Ballard, I. McEwan and S. Rushdie provide their readers with a
deeper and more elaborate understanding of the crises depicted in their works, they
also disrupt traditional storytelling techniques, creating narratives that are
fragmented, non-linear, and open to multiple interpretations. Their metaphors
challenge conventional perceptions, inviting readers to engage in a dynamic
interpretive process, reflecting the postmodernist ethos of ambiguity, multiplicity,
and resistance to fixed meanings, with the multidimensional and often disorienting
realities of the turbulent postmodern world. Through their innovative use of
metaphoric language, British postmodernists create a rich and thought-provoking
discourse that continues to resonate with contemporary audiences.

So, the metaphoric representation of crisis in the British postmodernist fiction
demonstrates the genre’s ability to capture the complexity and nuance of
contemporary crises. The enduring relevance of these works lies in their capacity to
illuminate the crises of their time and resonate with the ongoing search for meaning

in an increasingly fragmented world.
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3AIIOJIBCBKHUX C. II., HEUET K. 1O.

(3anopizbkuii HayioHaIbLHULL YHIgepcumem,)

EBOJIIOLISAA PUTOPUYHOI TPAJAUIII BIJ AHTUYHOCTI 10
CYYACHOCTI B HAYKOBHX PO3BIIKAX

EBomrortis putopuyHOi Tpamuilli BiJ aHTUYHOCTI JO CYYacCHOCTI € OJHHUM 13
KJIFOYOBHMX HAIPSIMIB HAYKOBHUX PO3BIJIOK, III0 OXOILIIOE OaraToBIKOBY TpaHChOpMaIIiio
KOMYHIKAQTHBHUX TIPAKTUK Ta TEOPETHYHHUX OCHOB. PHTOpMKa SK MHUCTEITBO
MEepPEKOHAHHS, 1[0 BCTAHOBITIOE ICTUHY TaM, Jie He Ma€ OJIHO3HAYHOT MPaBIH, BUHUKJIIO
B JlaBHi yacu, mpoTe cydacHoi GopMu HaOyyO 3aBASKU aHTUUYHHUM (Qigocodam, ski
3poOMIIM ii OCHOBHUM 1HCTPYMEHTOM MOJITUYHOTO ¥ CYCHIJIBHOTO KUTTSL.

CporojiHi pUTOPUKA IHTETPYETHCS B TJ00ambHI KOMYHIKATHUBHI TPOIIECH,
aJanTylouuch JO0 HOBITHIX BHKIMKIB, 30KpeMa LHM(PPOBUX TEXHOJIOTIH 1 Menia,
KyJIbTYPHOi BaplaTUBHOCTI Ta €TUYHUX JWieM. MeTra HAIIoro IOCHTIIKEHHS —
HAayKOBHMM aHami3 I[i€l €BOJIIONII, IO J03BOJISIE€ BUSBUTH HE JIMIIE CTIHKI 3acaau
PUTOPUKH, ajne W PO3KPUTU 11 aJalnTUBHI MEXaHI3MH, SKI 3a0e3neuyroTh ii
aKTyaJIbHICTh Yy Cy4aCHOMY CBITI.

Purtopuka BUHMKIA B aHTUYHIN ["perlii sik yacTUHA IEeMOKPATUYHOTO CYyCH1IbCTBA.
Codictn mepmmMu po3poOsUTM TEXHIKA TIEPEKOHAHHS, HABYAIOYHM TPAMATHKU |

noriku. Cokpar i [Inaton po3BuHyu 1i 17€1, J0JAI0YN €TUYHUNA aCeKT. ApICTOTENb Y
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mparii  «Putopuka» cucrematm3yBaB 3HAaHHS TNPO  OPATOPCHKE MUCTEITBO,
BU3HAYMBIIY IPUHITUIIN TIEPEKOHAHHS, JIOTIKM W €MOIIIMHOTO BIUIMBY. APHCTOTENb
BUJIUIUB TPU BWIM MyOJIYHOI MPOMOBH: EMHiJACKTHYHY (YpOYHUCTY), I0paady
(MOMITHYHY) Ta CYJOBY, KOXKEH 3 SIKHUX MaB CBOi OKpeMI IIiJIi, ayIUTOPII0 1 pUTOPUUHI
M1IX0/IH, a 1X YOCOOJIeHHs 0yJI0 3yMOBJICHO iX MaHIBHUM CTaHOBHUIIEM B a(piHCHKOMY
cycniabHOMY kHTTI [Bizzellet al., 2020].

Knacuyna cTpykTypa aHTHYHOT TPOMOBH BKJTIOUYAJia BCTYI (€KCOPAiyM), BUKJIA
crpaBu (Hapailisi), JOBEJICHHs (apryMeHTailisi) Ta mijacyMok (mepopaitisi). Y puTopuiii
TaKOXK 1CHYBAJIM TPU CTUJIl: BUCOKHI, CEPEHIN 1 HU3bKHIA, SIKI BUKOPUCTOBYBAJIUCS B
3QJIEKHOCT] BiJT MeTH Ta ayautopii [AOGpamoBuu, YikapbkoBa 2001]. Lli miaxomgu 1
JATJIIM B OCHOBY KJIACHUYHOTO OpaTOPCHKOTO MUCTEITBA, SKE MPOJOBXKUIIO
po3BuBatucs B Pumi, 30kpema y pobOortax lluiepona, mo moenHyBaB JOTIKY 3
eMoIliitHicTIo. PuMchka puTOpHKa akIEHTyBajJla Ha MNPAKTUYHOCTI, MEpeayciM B
CYJIOBUX 1 TIOJIITUYHUX MPOMOBAX, CIYT'YIOUM BaXKJIMBUM 1HCTPYMEHTOM BIUIMBY Ha
TPOMAJICHKY TYMKY.

VY cepemHi BiKM pUTOpHMKA TIOCTYNOBO BIMIWIIUIA B CBITCHKHX cdep,
TpaHC(HOPMYIOUUCHh Y TOMUIETUKY — MUCTETBO MpomnoBiai. [IponoBiIHUKY paHHBOTO
XPUCTUSIHCTBA, TaKl sk TepTyiutian, ABpeniii ABryctuH, €ponim, ['puropiii borocmos,
aJanTyBaJld aHTUYH1 PUTOPUYHI TIIXOU JUISI XPUCTUSHCHKOT MPOMOBI, TOETHYIOYH
JIOT14HY MOOyAOBYy Ta 0107iiiHy eTuky. OCHOBHA CTPYKTypa MpOIOBiAl HACiTyBaja
aHTUYHY 1 BKIovaa emirpad (uurara 3 [lucanus), BCTyn (3aIiikaBieHHs ayauTopii),
OCHOBHY YaCTUHY (BUKJIAJ] 1 TOBYAHHS) Ta MiJICYMOK 13 3aKJIUKOM J0 Jii. [AOpamoBuY,
Yikaprkosa 2013].

Marouu Ha TOYaTKy BUKJIIOYHO PEIITIHUN XapaKTep, MPOTNOBiIb 3r010M Ha0yBa€e
MOMITUYHUX (PYHKIIIHM, CTar0uu 3aco00M JIeriTUMallii BiIaau, MOOLTi3alli Ha XpeCTOBl
MOXO/IM Ta 3MIITHEHHS CYCHIIBHOI €THOCTI.

3 VI-VII ct. putopuka mouynHae BUKIAJATUCh Y TPUBIyMi Pa3oM i3 TPaMaTHUKOIO
Ta manektukoro, a 3 X1l cromitrsa — B yHiBepcuretax. Lle pobuts romizeTuky OuIbII
CTPYKTYpOBaHOIO, a miaApydyHukd, sk "Summa de arte praedicandi" Oomwu

ConbcOepiichKOro, CUCTEeMAaTH3YIOTh MIAXO0U 10 MPOIOBIAHUIITBA, (hopMyIoun 6a3y
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JUIA TIOAAJBIIOrO PO3BUTKY pHUTOpHKU [AOpamoBuy, YikapskoBa 2013]. Emoxa
Binpomxernast (XIV—XVI cTomiTrs) JOKOPIHHO 3MIiHWIA KYJIBTYPY Ta CYCIUIBCTBO
€Bponu. ['ymaHI3M SIK LEHTpaJbHUI pyX INOCTABUB JIIOJUHY B LEHTP CBITOIIIALY,
3aMIHMBIIM [EPKOBHY NEpPCIEKTUBY. PuTopmka crama HOTO OCHOBOIO: TYMaHICTH
BBaXKAJIM, 110 KPACHOMOBCTBO MOXJIMBE JIMIIE 3a IOE€JHAHHS MYJIpPOCTI W
MalCTEpHOCTI CJIOBA. 3pOCTAalOUMM IHTEPEC 10 aHTUYHOCTI BTUIMBCS B YHMCIIEHHUX
nyOIiKalisax aHTUYHUX Tpallb, X IepeKiagax Ta KOMeHTapsX. bulbLIicTh UX TBOPIB,
HAIlMCaHUX IeJaroraMM-ryMaHicTaMu, MpPHU3HAY€HI JJsl CTYJEHTIB, SIKI BUBYAIOThH
AHTHYHI TEKCTH, 1e0aTyIOTh 1 BiITOUyrOTh apryMeHTamiro [MacDonald 2017].

BunyckHUKH yHIBEPCUTETIB, BOJIOJIIOYM MHUCTEUTBOM IyOJIYHOI MNpPOMOBH,
CTaBaJIM BIUTMBOBUMH MOJITUYHUMHU JiT4aMU, TUIIIOMaTaMU, FOPUCTAaMU Ta BUCHUMHU:
SK TaKi, BOHM HE TIPOCTO BOJIOJIIU CIIOBOM — BOHU BUKOPHUCTOBYBAJIU HOTO SIK 3aci0
JUI 3MiH, COPSIMOBYIOUYM I'POMAJIChKY AYMKY Ta 3aKJIaJaloud pyHIaMEHT Ui HOBHX
i1eit 1 pedpopM. HabyBae po3BUTKY Cy/10BE€ KPAaCHOMOBCTBO: 3’ SIBJISIFOTHCS aJBOKATH,
dhopmyeThes Cy 1 MPUCSHKHUX. Y CYCHIIBCTBI JeAai OIbITY pOoJib MOYMHAE BIITPaBaTH
nomituka: Tak, y XV—XVIl cTromiTTi cepen BUCHHX €T JOMIHYE PO3YMIHHS, IO
3HAHHS PUTOPUKM € HEOOXIIHOK YMOBOIO JUIsl YCHINIHOI MOJITUYHOI Kap €pu
[MacDonald 2017]. TToniTuyHe KpaCHOMOBCTBO 3a3HA€ MiIHOMY, YCKIATHIOIOYHCH Ta
NOJUISIOYUCH Ha BUJU: TUIIJIOMAaTUYHE, YPOUHCTE, BIHCHKOBE.

Enoxa Mogepny TpaHnchopmye pUTOPUKY, POOJISYH PO3YM 1 palliOHATBHICT ii
OCHOBOIO. Putopu HanmawoTh mepeBary JIOTIUHMM apryMeHTaM, YHHKAIO4YH 3aiBOi
€MOLIIMHOCTI Ta IEKOPaTUBHOCTI. BueH1 CTpyKTypyIOTh 171€1 OLIbII YiTKO, poOsun iX
JOCTYITHUMU JIJIsl OCBIUEHOT IpOMaJICbKOCTI. bpuTtaHncekuii ¢inocod Ta niteparypHuii
KpUTUK Toro vacy [’ro brep y cBoiil kHu31 «Jlekuii 3 pUTOPUKH Ta XyIOKHBOI
JiTepaTypu» MIJKPECIIOE TIepeBary MpoCTOro Ta MPHUPOJHOTO CTHIIO Haj
JEKOPAaTUBHUM, MOPIBHIOIOYM MOBY 3 171€aIbHO BIATOYEHOK ONTHYHOIO JIIH3010, 10
nepesae A0CBij 3 ycima Horo yiTkumu aetaismu [Blair 1826].

[ToniTnyHa pUTOpPUKA CTAE MOTYKHUM 3aCO00M BIUTMBY: DpaHIly3bKa peBOTIOLIS
HAOYHO IMOKa3asa, K myOJiuHI MPOMOBH JIJIEPiB 3AaTHI 3100yTH HAPOIHY MIATPUMKY

U paguKadbHUX 3MiH. PO3BUTOK KamiTani3My Ta MPOMHCIOBOI PEBOJIIOLII POOHUTH
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PUTOPUKY BaXXJIMBUM €JIEMEHTOM Oi3HeCy, 3aKjiaJaloud OCHOBU CyYaCHOTO
MapKETHUHTY 4epe3 PEeKJIaMHi CTpaTerii koMmmaHii. B cyTouMHCTBI pUTOpUKa TaKOX
NepekuBae MiAMOM: aJBOKaTH 3 MPOKYpOpamMH BIATOUYIOTh MAaMCTEpPHICTbH
NEepPEeKOHaHHs, a IOPUCTU-0paTopH, Taki sk [larpik ['enpi, Haniens Bebcrep, Enmynn
bepk, Tomac EpckiH, HaauxamTh CYCHIILCTBO Ha IEPEOCMHUCIICHHS 17caiiB
CIIPaBEIJIMBOCTI Ta CBOOO M, CTUMYIIIOIOYH MOCTYIIOB1 3MiHH.

Bix momituku 10 HayKW, BiJ OCBITH JO COIJIBHUX PYXiB, B €MoxXy MoaepHy
pUTOpPHKA ajanTyBajacsi 10 TOTOYACHHUX 3allUTIB Ta PO3BHUBAETHCA pazoM 3
cycniibcTBOM. LI 3MiHM 3aKiiaqu OCHOBY JJisi CyYaCHHUX MIiJAXOMAIB 10 KOMYHIKAIIii.
Puropuka mnpoiinuia muisX Bl AHTUYHOCTI /10 CYYacHOCTI, 3MIHIOIOYUCH Tif
BIUTMBOM ICTOpIi Ta KyJabTypu. Bin momituku 1 cyqounnctsa B ['pernii Ta Pumi, yepes
CepeHbOBIUHY TOMUIETUKY, CBITCbKE BIAPOIKEHHS y PeHecaHCl Ta panioHami3amio
enoxu IIpocBiTHHULTBa, Y XX CTOJITTI PUTOPHKA CTaja MOTYXHUM IHCTPYMEHTOM
MapKETUHTY U MOMITUKHY 3aBASIKU Mac-Meia. ChboroiHi BOHa a1alTy€eThes 10 HUPPOBOi
€pH, BIUTMBAIOUM Ha COLIaJIbHI MEPEKI Ta ro0anbHe (POpMyBaHHS TPOMAICHKOT JYMKH.

Puropuuna nmymka mocTiiHO PO3BUBAETHCS, BUXOSYM 32 MEXKI IMEPEKOHAHHS i
apryMeHTaIlli, OXOIUTIOIYH MTUTAHHS MPO 3B’ 30K JOTIYHUX TBEP/KEHD 13 pEATIbHICTIO,
pOoJib MOBH Y (POpMYBaHH1 CB1IOMOCTI Ta OOMEKEHHI CpUUHATTA. Sk MoBa opmye
ICTOpit0, 3HAaHHA Ta iAeHTH4YHICTh? [li TUTaHHSA, HE HOBI [JII PUTOPUKU, HUHI
JOOCIIKYIOThCS Y  (1mocodii, JTIHIBICTULI, TCHXOJOTIl, JITEpaTypHIA KPUTHIL,
noJiiTHYHil Teopii Ta komyHikarii [Bizzell et al., 2020].

Puropuka Oe3mepepBHO pO3BUBAETHCA, 30epiraroyu 3acajHUYl MPUHIUIIH,
3akjajieHi me ApicroreneM i [{utieponom, ane BogHOYAC alaNTYeEThCs O YMOB HOBO1
enoxu, BKIOYaroun Lu@posi miaatdopmu. BoHa cranma OuUIbII Pi3HOMAHITHOIO,
BiJ100Opakarouu KyJbTYypHI OCOOIMBOCTI B TJI00ATbHOMY KOHTEKCTI Ta CTUKAIOUYHUCH 13
BUKJIMKaMU MAHIMYJISAIH 1 Ae31HpopMaltii, o0 BUMArae KpUTUYHOTO MEPEOCMUCITICHHSI.
CydacHe IOCHIJDKEHHS PUTOPUKUA TPYHTYETHCS HAa MDKIUCIUIUTIHAPHOMY IMiJIXO/II,
SKUH TIOETHYE JIIHTBICTUKY, TICUXOJIOTII0 Ta ME/I1a3HABCTBO. PUTOpHKA MTPOIOBKYE HE
JUIIE MPUCTOCOBYBATHCH 1O CYCHUIBHUX 3MiH, ane i ¢dopmysatu ix. Ii Bmus

MOIIMPIOETHCS BiJI MOMITUYHUX apeH aHTUYHOCTI 10 IU(PPOBUX MPOCTOPIB CYyHaCHOCTI,
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BILJIMBAIOYM Ha CBITOIVIS, IIIHHOCTI Ta B3a€EMOIIIO JIIOJIEH.

[lepcieKTHBY JOCTiKEHHS €BOJIONIi pUTOPUIHOI TPAJHIIIi OXOTUTIOIOTH aHai3
BIUTUBY HU(PPOBUX TEXHOJOTIH, 30KpeMa COIIaIbHUX MEPEX Ta MITYYHOTO 1HTEICKTY,
Ha CyYacHI pUTOPUYHI MpakTUkd. [lomanpiie BUKOPUCTAHHS MDKIUCIMILTIHAPHOTO
MiIX0/Ay, IHTETPYIOYH KOTHITUBHY HAyKy, COILIOJIOTIIO Ta MEA1a3HaBCTBO, CIPUATHME
IIMOIIOMY PO3YMIHHIO MEXaH13MIB BIUIMBY Ha ayJMTOPIIO Ta PO3BUTKY MPAKTUIHUX

pEeKOMEeHaaIH.
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KO3JIOBA T. O., BOT TAHOBA M. 1.

(3anopizvKuil HayYiOHANLHUL YHIgepcument)

META®OPUYHE MOJIEJIOBAHHSA OBPA3Y IIEPCOHAXKA
XYIAOXHbBOI'O TBOPY

Meradopuka XyJ0KHbOTO TBOPY — TPAAULIMHUN 00’ €KT (PIIOJOTTYHUX CTYHIN.
[pYHTOBHO IOCIIIKEHO BAXIMBY POJb METadop B CIOKETHIM UM KOMIIO3MILMHIiM
opraizailii JiTepaTypHOro TBOpY, OOpa3HOMY BTUICHHI CEHCIB, MaHidecTarii

OI[IHHO-EMOIIIMHOT0, €CTETUYHOT0, CYTeCTUBHOTO aCMeKTiB TeKCTy. O4eBUIIHO, IO
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MeTaoprka yMOXKIIMBIIIOE BepOaizaIlilfo THX SIBUI, SKI HE MIIAIOTHCS TMPSIMIi
HowmiHaii [Cyxosa 2018]. Ile BinOyBaeThcs BHACIIOK TOTO, IO TBOpYA OCOOHMCTICTh
NepEeTHHAE MEXI1 IMOBCSAKICHHOTO YMOPSAJIKYBaHHS, MPOCTOi Kiacudikarlii pedei, i
CTBOPIOE CBIi BJIACHUI CBIT, CBOIO BJIACHY OOpa3Hy CHCTEMY, XyJI0KHIO (TIOETHUYHY)
KapTUHY CBITY.

ITepeopienTaliisi TymMaHITApUCTUKKA Ha KOTHITHBI3M, (OKYC Ha Ii3HABaJIbHUX
npouecax (COpUHHSITTA, KpeaTUBHICTh, MaMm’ATh, KoHuentyamizamig, [Cruse 1990;
Jackendoff 1992]), ix ywacti y MOBJIEHHEBIH mTOBeiHIN i (GopMaryBaHHI 3HAHb
[Clausner 1999], cipusiin akTHBI3aIl CEMAaHTHKO-KOTHITHBHHMX JOCIIIKEHb B Taly3i
TEKCTOJIOTIT Ta KoMmyHikaTuBicTuku [AHApych 2015; Ckab 2008]. YBary HayKoBIIiB
30CepEKEHO Ha CHIBBIIHOIICHHI KOHIIENTOC(HEPH 1 CEMAaHTUYHOTO MPOCTOPY MOBU
[BemxxunoBnu 2006], BHBUEHHI KIIFOUOBHX KOHIICTITIB XYJO0KHBOI KapTUHH CBITY
[Karanoscrka 2002].

[Toctae motpeba y BUBUEHHS MeTahOPUKU XYJTO0KHHOTO TEKCTY B HOBIH
MEpPCHEKTUBl 3 ypaxXyBaHHAM MOJENIIOBaHHS MeTapOpUUHOi KOHUENTOoChepH
1HUBITyaJIbHOI KapTHHHU CBITY NMHUChbMEHHUKA, KapPTUHU CBITY XYAOXKHBOTO TBOPY.
OTxe, CeMaHTUKO-KOTHITUBHUI MIJX1 A0 IHTEPIPETAIlll TEKCTY MEPECyBAE aKIECHT Y
TAyMadeHHI MeTadopu 3 PUTOPUYHOI (irypu Ha I1HCTPYMEHT Ii3HAHHS, CIOCIO
COpUHHATTA 1 penpesenTamii Joacekoro goceimy [Lakoff, Johnson 1980].
Mertadopa — HE NOPOCTO CHocidO CTBOpPEHHST OOpa3HOCTI TEKCTy, a MEHTajlbHa
oreparlis, MeXaHi3M TBOPEHHS CMHCIY. 3Ha4eHHS MeTa(OPUUHOTO MOJCITIOBAHHS
XYIOKHBOTO TEKCTy, 00pa3y MepcoHa)ka 30KpeMa, MOXHa Yy3araJbHUTH TaKUM
YUHOM.

- MmeTaopuYHA pempe3eHTAallis OB’ I3aHa 3 aCOI[IaTUBHUM MHUCIICHHSM 1 37jaTHA
peaizyBaTu perpe3eHTallll0 CKIAAHUKIB OJHIE€I Mi3HaBajdbHOI chepu B TepMiHAX
IHIIIOTO KOTHITHBHOTO JIOMEHA, M0 HAaJa€ MOXKIUBICTH PO3KPUTH OCOOJIMBOCTI
aBTOPCHKOTO CBITOOAUEHHSI, CIIPUHHATTS CBITY IEPCOHAKAMHU TBOPY;

- MeTaOopruYHaA pENpe3CHTAIlll KOHIENTY HaOyBa€ CHUMBOJIIYHOIO 3HAYCHHS,
BIJITaK MapKy€ KOMIO3UITIHHI CKJIaJ0BI1 1 CIOXKETHI1 JIiHIi: KyJIbMiHAIl1, Ba)KJIUBI €Taru

y )KUTTEAISIILHOCTI 1 3MIHAX CTaHy T€POiB TBOPY;
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- KOTHITHBHa MeTadopa, MaHiecToBaHa HHU3KOK MeTa(OpHUUHUX BHpPA3iB,
3a0e3neyye KOMIUIEKCHICTh PO3TOpTaHHS 00pa3y MepcoHa)ka, BIATBOPIOE HACTPIH,
E€MOIIIMHUI CTaH, B3aEMOBITHOCHHHU T'€POiB TBOPY, MaHIpecTye JOMIHAHTHI 1IHHOCTI,
YBUPA3HIOE TOPTPETHY XapaKTEPUCTUKY IepPOiB, TAPMOHI3YE ii 3 HITICHOIO KapTHHOIO
XYJI0)KHBOTO CBITY;

- KOTHITUBHa MeTadopa BIIKpUBAE JOCTYN JO crHenudiku mi3HaABaJIbHOI
(petnexcuBHOT) NIATBLHOCTI MPEACTABHUKIB IEBHOT ICTOPUYHOI €TIOXH, OCOOIHBOCTEH
OJIMHUIIb KYJBTYPHOT'O KOJIy Ta OTIEPYBaHHSI HUMHU.

Otxe, 3Ha4YeHHs JOCIIPKEHHS MeETaOpUYHOrO MOJEIIOBaHHA 00pasy
MIEPCOHAXKA MOJIATAE HE TIIBKH B JEKOAYBaHHI (PIrypaTUBHUX 3HAYE€Hb MOBJIEHHEBUX
BUpa3iB, a W y BHUABIEHHI OCOOJMBOCTEH KOHCTPYIOBAHHS XYJO0XHBOIO CBITY,
MeTaOpUUHOI peAeCKpUNLIi JOCBIAY, PENpe3eHTallli KOHKPETHUX AaCIEKTIB KUTTSA
yepe3 KoHuenTd. Ha Hamy AyMKy, AOCHIIKEHHS XyAO0XKHBOI OOpa3HOCTI Mae
BHUXOJIUTH 3 KIIFOYOBOI'O MOJIOKEHHS [TPO MPUMAPHICTh METa(pOpH MO BITHOIIEHHIO 710
MoJiedl 1 cTBOpeHoro o6pa3y. MetadopuuHe MojeitOBaHHS 00pa3y ameitoe 0
CKJIAJIHMX, TJIMOMHHUX CMHCIIB, SKI HE MalOTh BJACHHUX MaTepilaibHUX 3aco0iB

MaHidecTallli y BepOanbHii TKaHUHI TEKCTY.
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KO3JIOBA T. O., T'EPI'EII K. B.

(3anopizvkutl HayioHaNLHUU YHIgepcument)

EKOMETA®OPA B AHIDIIMCBKOMOBHOMY NOETUYHOMY
JAUCKYPCI

OcTaHHIM 9acOM 3pOCTa€ aKTyallbHICTh JOCIHIKEHb METapOpH SIK IHCTPYMEHTY
1 pe3yJabTaTy IMi3HAaHHS CBITY. BUSBIEHO BIIACTUBOCTI, PI3HOBUAM Ta (QYHKIT
KOTHITUBHUX MeTadop, iX BaXJIUBICTH Yy (OpMYyBaHHI KOJEKTUBHHX Ta
IHAUBIAYyaJIbHUX KapTUH CBITY. (OO0’€KTOM HayKOBHUX pO3BIJIOK BCE YacTille
o0UparOThCA CTaTyCHO- Ta OCOOMCTICHO-OpIEHTOBaHI chepu KOMYHIKaIlli, B SKHX
KOTHITUBHI MeTadopH BIIIrparoTh JAUCKYPCOTBIpHY poib. OcobmuBy chdepy
CHUJIKYBaHHSI CTAHOBUTH XYAOXKHIH, 30KpeMa MOETUYHUHN JTUCKYpC, 1€ MeTadopu3alis
BUABJISIETHCS HAMEPEKTUBHIIIMM CIIOCOOOM aKTyali3aulii KIIOYOBHX KYJIbTYpHUX
KOHIIENTIB, HEBUYEPIHUM JDKEPEJIOM OOpa3HOCTI, a TaKoX IHTEHCU(]PIKATOPOM
eMoIliiiHO-ekcipecuBHOTO  3abapBieHHs.  CydacHa  XyOOXKHS ~ KOMYHIKaIlis
HAIlOBHIOETHECS HOBHM  €KOJIOTIYHHMM 3MICTOM, a <«3€JICHa» II0€3is  BTIIIOE
€KOKOHIICTITH 1 MOTHBH 32 JOTIOMOTOI0 eKoMeTaOpH.

[onoBH1 03Haku ekomoe3ii — 610- Ta aHTPOMOIICHTPU3M, OCKUIBKH OYIb-SIKUI
MIPUPOIHIN 00’ EKT PO3MIAIAETHCS K HEBIJ €EMHA CKJIaJ0Ba KUTTEBOTO CBITY JIIOIWHM,
sika Ma€ B3ATH Ha ce0e BIAMOBIIAIbHICTD 3a 30epexenHs npupoau [Berdinesen 2018,

p. 88]. Iloetnuni exomeradopyu HE TUIBKM BTLIIOIOTH OPraHI3MIYHY KOHIEMIIIO
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OPUPOIU 1 BIATBOPIOIOTH 3aHEMOKOEHHS CTAHOM JIOBKULIS, ajié TaKOX CIYT'YIOTh
BIIyYHUM THCTPYMEHTOM aKIeHTyall Ha 100aJIbHUX npobnemax
[Zuriyati 2020, p. 546].

OnToNOriuHa KOTHITUBHA MeTadopa — MOUIMPEHUN PIZHOBUA eKomeTapopu —
3a0e3Ieuye B3a€EMO3aMIHHICTh BHXIJIHOI 1 IIJIbOBOI cep mizHaHHSA (MroauHa <[]
IpUpoja): MPUPOAY NEepPCOHI(IKOBaHO, a JIIOJWHA IOCTaE B 00pa3l MPUPOIHOTO
o0’ekty: “l thought the earth / remembered me, she / took me back so tenderly,
arranging / her dark skirts, her pockets / full of lichens and seeds. | slept / as never
before, a stone / on the riverbed...” [Oliver 1979]. Otxe, B €KOMOCTUIHOMY
JUCKYpC1 KIIFOYOB1 OHTOJIOT14HI ME€Ta)OpU CKOHCTPYHOBaHI SIK BiJI3€pKAJICHHS OJIHE
onHoro (ITIPUPOJIA — mne JIIOJAWHA, a JIIOJMHA — 1ne IIPUPOJIA). Takwuit
MeTa(OpUUHUI peBEPC YHAOUHIOE HEMOAUIBHICTh MTPUPOAHOIO 1 KYJIBTYPHOIO CBITIB.
3a jpomomoror OHTOJNOTIYHOT MeTadopu IMPUPOINA — 1e KYJIBTYPA (IIpUpOAHHIMA
00’eKkT — 11e apTedakT) KOHCTPYIOEThCSA CBIT OyTTs aromuuu: “...at the very instant
when a dragonfly, like a blue-green iridescent bobby pin, hovered over it, then lit,
and rested...” [Hoagland 1998].

OpienTaniiini ekometadopu MaHI(ECTyIOTh IHTETpaliio JIIOAUHU B TMPUPOLIY.
JlokycoMm iCHyBaHHS JIOIWHU € CTHXIi: Boga, cBiToBuil okean — “l rose and fell, as if
in water, grappling / with a luminous doom...” [Oliver 1979], ““Once, in the cool
blue middle of a lake, / up to my neck in that most precious element of all...”
[Hoagland 1998]; mogitpsi, HeOo 1 Boronp — “...nothing between me and the white
fire of the stars but my thoughts...” [Oliver 1979]. Ilpupona mocrae B 00pa3i
yKpuTTs, noMiBku OyTTs moaunu: (“Branches screen buildings, subway tracks ...”,
“Sun branches down. Leaves overwhelm...”, “We shelter under leaf-hoard ...”
[Paschen 2016]), B o0Opa3i Biunoro 3axucuuka (“The tree will stay... Root deep
through pavement, Elm”, “Chatter-song drowns out cars below” [Paschen 2016]).

OTmxe, JIENTMOTHBOM e€KOmoe3ii CTa€ €IHICThb, 3JIUTTS JIOAWHU 3 JOBKIIISM.
[TornmuHeHa TPUPOAHUM CBITOM, JIFOAWHA JOCATAE TPAHCIIEHACHTHOI €THOCTI 3 HEIO.
ExonoeTtnuni metadopu CTBOPIOIOTH KOHTPACTH MK HPUPOJOI0 Ta PYKOTBOPHUM

CBITOM JIIOIMHH, aKIEHTYIOTh Ha BAXKJIMBIA POJII MPUPOJH, SIKA KUBUTH, 3aXUIIAE 1
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BJIACHE CTBOpIO€ JronuHy. [Ipupoma cCUMBONI3yE MOPSIOK, JIOKYC, €HEPTi0 CBITY.
Exomoesiss  edpexktuBHO 3actocoBye MeTadopw 3aqsl  TPUBEPTAHHS  yBard
KOMYHIKaHTIB 70 MpoOJeM AOBKULISA, MiJBHUIIYE PIBEHb EKOJOTIYHOI CBIJOMOCTI
MOBIIIB.
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KPUCAHOBAT. A.

(Bonuncoxuii nayionanvruil ynieepcumem im. Jleci Yrxpainku)

MYJUBTUMOIAJIBHA APXITEKTOHIKA EKOJIOI'TYHUX BIJIEO
I'PIHIIIC: IHTET'PALIA MOBMU, OGPA3Y TA KIHO

B yMoBax 3pocTarounx eKOoJIOTITYHUX BUKIIMKIB €(DeKTUBHA KOMYHIKAIlisl BIAIrpae
KJIFOUOBY pOJIb Y TIPUBEPHEHHI yBaru TJI00aNbHOT ayUTOpii M0 3aXHCTY JOBKIJUIA.
[IpuponooxopoHHa HeAepKaBHA oOpradizauis ['piHIIC aKTUBHO BUKOPUCTOBYE
MyJIBTUMOJIAJIbHI CTpaTerii y CcBOiX BiJI€O, JI€ MOBa, Bi3yajbHI 00pa3u Ta
KiHemaTorpadiyHi TPUIOMH TOEIHAHI JIJII CTBOPEHHS MEPEKOHIMBHUX EKOJOTIYHUX
HapaTuBiB. MeToro 1Ii€i JOMOBIAlI € JOCTIIKEHHS apXiTeKTOHIKM TaKuX BIJEO,
aHaJI3ylouu 1HTETpalilo BepOaTbHUX, HEBEpOATbHUX Ta KiHEMaTorpa@iuHux 3aco01B

y QopMmyBaHHI NUIICHUX HapaTHBIB, IO CIOHYKAalOTh JO 3MIH €KOJIOT1YHOT
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cBimoMocTi. Posrmsmaroum  MexaHI3MH  MYJIBTHMOJAJIBHOTO  CMHUCJIOTBOPEHHS,
JOCTI/DKEHHSI TparHe BHUSBUTH CKJIQJHI 1HTErpaliiiiHi mpoiecu, siki 3a0e3MedyroTh
nparMaTuyHui  e(deKkT exkoyoriyHuX Bineo ['pinmic. OCHOBHUMH 3aBJaHHSMU
TOCTIKEHHS €: (OPMYITIOBaHHS MPUHIUIIB MYJIBTHMOJIATFHOTO CMHCIOTBOPCHHS
€KOJIOTTYHMX Bi/I€0, BU3HAYEHHS BepOalbHUX, HEBEpOATbHUX Ta KiHEeMaTorpadiayHuX
€JIEMEHTIB ~ CMHUCJIOTBOPEHHS,  BHUABJICHHS  CEMAHTHMYHHUX  AacleKkTiB  iX
MYJIBTUMOIATIFHOT B3aEMOJII1.

MarepianioM AOCHI/DKEHHS CIYyTyloThb 112 KOPOTKHMX €KOJIOTIYHHMX BIJIECO
['pinmic, cnpsiMmoBaHUX Ha OOPOTHOY 3 rI00aTbHUMHU NPOOIEMAMH JOBKULIS, TAKUMH
AK 3MiHa KJIIMaTy Ta 30epeKeHHs1 010p13HOMaHITTS. TpHUBaNICTIO 10 TPHOX XBUJIMH, 111
B1JI€O IHTETPYIOTh BepOasbHi, HEBepOaabHi Ta KiHeMaTorpadiyHi eIeMEHTH, KOXKEH 3
AKUX BOJIOJIIE CMUCJIOTBIPHMM MOTEHIIAJIOM, IO MOX€ OyTH MOSICHEHUU JHILIE B
nuHamiri. TeopeTWyHi OCHOBH JOCHIDKCHHS IPYHTYIOThCS HA  CHCTEMHIMN
dbyuakmionaneHii ginrsictui [Halliday 1978] Tta comianshiit cemiorui [Kress & van
Leeuwen 2001], sixi po3risgaloTh CMHUCIOTBOPEHHS SIK COILIaJbHO OPraHi30BaHHA
MPOIIEC 13 3aTyYEHHSAM PI3HOMAHITHUX CEMIOTUYHHUX PECYPCIB.

3aCcTOCOBYIOUM METOJM MYJIBTHMOJAIBHOTO aHam3ly auckypey [Kress 2010;
Bateman, Wildfeuer & Hiippala 2017] Ta icHyroui migXxoAw 10 aHai3y B3a€MOIl
300pakeHHs Ta TekcTy (Martinec & Salway 2005), nqocnimxeHHs aKIEHTY€E yBary Ha
CEeMaHTUYHUX  BIJIHOCMHAX  BepOaJbHOTO  KOMIIOHEHTY, 300paXKCHHS  Ta
KiHemaTorpadiyHuX TeXHIK. [ BUSBICHHS OCOOJUBOCTEN CMHCIOTBOPECHHS
3aJlydeHl AaHOTYBaHHS Ta KOJyBaHHS BIJICOPOJMKIB BIAMOBIAHO JO0 TMIAXOIY
obrpynToBanoi Teopii (Grounded Theory [Strauss & Corbin 1998]). Lle#t miaxin
nepenbavae Oe3nmocepenHid 30ip JaHUX Yy TPOIECi MOCTIDKEHHS, IO JJO03BOJISE
dbopMyJIIOBaTH TEOPETUYHI KOHIIEMIlI Ha OCHOBI pEAbHUX CIIOCTEPEKEHb Ta
B3aemoiil. Taka 1HIYKTHBHA CTpaTerisi CUCTEMaTUYHO KOAYE Ta KaTeropu3ye JaHi,
110 J1a€ 3MOTY BHUSBJISITH 3aKOHOMIPHOCTI Ta KIFOUOBI TEMH, KOTP1 BUHUKAIOTh Y XO/I
JIOCIIKEHHS.

CMHCIIOTBOpPEHHSI B  €KOJIOTIYHUX BIJIEO TIPYHTYETHbCS Ha MIPHUHIUIAX

IHTePaKTUBHOCTI, JWHAMIYHOCTI, YTIJIECHEHHS Ta MyjbTuceMioTHuHOCTI [ Krysanova
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2022, c. 40-42]. Imterpyroun Bi3yalibHI Ta ayAiaJibHI MOJYCH, KOTpi yMIIIYIOTh
BepOanpHi, HeBepOalbHI Ta KiHemaTorpadiuHi CEeMIOTHYHI pecypcH, Il BIJEO
(GhopMYIOTh 3p0O3YMIJII Ta JIAKOHIYHI HApaTUBH, K1 3a0X0YYIOTh TJISAIa4iB 10 Y4acTl Yy
30epekeHH1 JOBKULIS Ta MiATPUMKH MPUPOAOOXOPOHHUX KaMITaHii OpraHi3alii.

BepOanbauit ceMiOTUUHMM pecypc YKIIIOUae YCHE MOBJICHHS (K Ha €KpaHi, TakK 1
1032 HUM) B ayJl1aJIbHOMY MOJYCI Ta TEKCTOBI1 MOBIJIOMJICHHSI ¥ Bi3yaJbHOMY MOJIYCI
(mnmakatu, TUTPH), SIKI Yyepe3 JIEKCUYHI Ta MparMaTH4yHl 3acO0M aKIEHTYIOTh CMHCI
KJIIIMAaTUYHUX 3MiH. AHaji3 BepOAIIbHOIO CEMIOTUYHOTO PECYPCY J103BOJIMB BUIIUIUTH
taki koau: 3arpos3a: damage, danger, dangerous; IlpuunHN €KOJOTIYHOI 3arpo3H:
pollution, climate change, water contamination; Arentu 3wmiH: ecoactivists,
Greenpeace, government, businesses, corporations; Ekosoriudi — pillieHHS:
conservation, power, renewable energy, waste reduction; KinbkicHa/pakTuuna
aprymentanis: 40,000 lives lost, 10% of emitters; Cencopuuii mocsia: See, hear,
smell; Ekosoriuno Bpasmusi rpymu i cdepu: humans, people, animals, plants,
ecosystem, health, soil, politics, economy, home; AdexruBHmii BruB: Sad,
depressive, worry, alarmed, fear, happy; Tepminogicte miii: fight, combat, defend,
kill, destroy, survive; 3akiuk 10 i, KOTPU OXOIUIIOE IMIICPATUBHI BHCIIOBJICHHS,
JIO3yHTHY, CJIOTaHH, & TAKOK PUTOPUYHI 3alUTAHHS.

HepepbOanpHuii pecypc ykIiro4dae TuHaMI4HI 00pasu JIrOJeH, TBapwH, POCIIHH,
CTUXIMHMX JIUX 1 MPOMHCIOBHX 00’ €KTIB, IO JI03BOJISIE BHOKPEMHUTH TaKl KOJU:
VYpaznuBi ekocucteMu (300pakeHHs JIIO/ICH, TBAPUH 1 POCIUH B HeOe3mell); AreHTu
3MiH (HAyKOBIli, MPEJCTAaBHUKU BJaJU TOINO, KOTPl 3JaTHI NMPUHAMATH €KOJIOTIYHI
pimenHs); EmomiiiHi peakmii (300pakeHHs emMmouiid mroaei); TepMiHOBICTH i
(BucTynmu ekoakTuUBICTIB); Ekosoriuni pimeHHs1 (300pakeHHsI JIIOJEH y rapMoHii 3
MPUPOOI0 MICIS BUPIIIEHHS €KOJIOTTYHUX Mpobiem); CtuxiitHi auxa; Karactpodu;
[TpomuciioBi 06’ €KTH.

KinemaTtorpadiunuii ceMiOTUYHUN pecypc 3anydae TEXHIYHI TPUHOMH — IIJIaHH,
paKypcH, 3BYKH Ta OCBITJICHHS, SIKI CTBOPIOIOTh €MOIIIMHUN 1 CEHCOPHUH 3B 530K 13
rJIg1a4aMy, BIUTMBAIOYM HA TIPOIEC CMHUCIOTBOPEHHS. Y pe3yabTaTi MOCHIIKCHHS

BUJIUICHO KOAW: EMOIiHMI BIUIMB (KPYITHUM TJIaH, BUCOKHM paKypc, rOUTaHAChKHMA
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KyT, MY3UKY Ta CBITJIOBI €(EKTH, SKi CIOHYKalOTh A0 EMOLIWHOTO BIATYKY);
CencopHe 3amydeHHs (CyO’€KTMBHa Kamepa, Tojoc 3a Kampom); [lunamika mii
(cepenuiii Tian); 3B’S30K 3 JOBKULISAM (3arajibHUi IJ1aH 1 BUJ 3 BUCOTU NTAIIMHOTO
MOJBOTY).

HactymHuM KpOKOM € JOCHIJIKEHHS TOTO, SIK MYJIbTUMOJAIbHI KOMIOHEHTH
B3a€EMO/IIIOTh, CTPYKTYPYIOUM TIPOLIEC KOHCTPYIOBaHHS KJIIMAaTUYHOI 3arpo3u B
€KOJIOT1YHUX Bifeo. BoHn mepeOyBaioTh y CKIAAHMX CEMAaHTHYHUX BIJHOCHHAX, a
came i1HTeHcu(ikallli, KOMIIEHcaIlll, MPOTUCTABICHHS, UIIOCTpallii, Y3rOJKEHHS Ta
3amiad. CMHCIT y MyJIbTUMOAAIEHOMY TEKCTI Ma€ MyJIbTHIUTIKATUBHY, a HE aJJUTHBHY
NpUPOAY, IO JAa€ 3MOry CTBOPIOBATHM CKIAJHI MYJIbTUMOJAJIbHI CEMAHTHYHI
KOMOI1HaIIii.

OT1xe, aHaN13 MyJbTUMOAAIBHOI APXITEKTOHIKM €KOJIOTTYHUX Bijieo ['piHmic nae
3MOTYy TIOSICHUTH SK IHTerpallisi BepOadbHUX, HEBEpOAIbHUX 1 KiHemaTorpadidyHUX
€JIEMEHTIB YTBOPIOE HapaTHBH, L0 (OPMYIOTh CMHUCH KJIIMATUYHOI 3arposm.
CMHCIIOTBOPEHHSI B €KOJIOTIYHMX Bifeo ['piHMOIC 3I1MCHIOETBCS 4Yepe3 CKIAJIHI
CEMaHTUYHI BIIHOCUHU MYJbTUMOJAIBHUX KOMIIOHEHTIB, Kl HE TUIBKUA (OPMYIOThH
3MICTOBUII KOMIIOHEHT, ajie ¥ KOHCTPYIOIOTh €MOIliiiHe 3a0apBJICHHS, M1JBULIYIOYH

nparMaTu4Hui eexT Biaeo.
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KyJl B. C.

(Cymcewkuii oeporcasnuil ynigepcumen)

TPAHCMEJIIMHICTh CYYACHUX AHIIIMCbKOMOBHHUX
MEJAIAHAPATHUBIB

P03BUTOK CydacHHX TEXHOJIOT1M YHEMOXJIMBIIIOE ICHYBaHHA 1H(GOpMAIIT JIUIIIE B
onHii ¢opmi. MeniaHapaTuBH, IO ICHYIOTb B MEIIaJUCKypCl MOTpeOyIOTh
MOCTIHOTO BAOCKOHAJICHHS Ta MOIIMPEHHS PI3HUMU KaHaJlaMu KOMYyHikalli. Takum
YUHOM, MeEJlaHapaTHuB, IO PENPE3CHTYBABCS B BI3yaJIbHOMY IPOCTOPI, 3HAXOAMTH
CBOE TIPOJOBXKEHHS B ayJio-Bi3yJIbHOMY Ta KHIDKKOBOMY. [Iporec mepexomy Ta
PO3BUTKY M€JlIaHapATUBIB B 1HIII IUIOMIMHU HOCUThH HA3BY TPaHCMeETiallii.

TpancMmeniaiiisi o3Hayae NepeKiag KOHTEHTY 3 OJIHIE€T 3HAKOBOI CUCTEMH B 1HIIY.
Kosxna 3nHakoBa cuctema abo pexum (TOOTO BUKOPUCTaHHS pi3HUX (HOPM TOIaHHS
iH(popMmallii — TekcTy, UTIOCTpalliii, aynaio, Bifieo Ta iX MO€JHAHb) MAa€ YHIKaJbHI
OpraHizaiiiiHi MPUHIUIIK, OXOIUIIOE TEBHI €JIEMEHTH. 3PO3yMIJIO, L0 SBUILE, SKE
OXOIUTIOE PI3HI MOJIYCH CHPUUHATTS iHGopmarii He Moxke OyTh  00’€KToM
JTOCIIDKCHHST OJHI€T Taidy3l HAayKd, TOMY BBa)XXa€EMO 3a JIOpEYHE IOCHIIKYBaTH
TpaHCMEIaIiio0 K MUKIUCIUIUTIHAPHUNA 00’ €KT JOCIHIKEHHS COIIIOJIHTBICTUKH Ta
MeJllaKOMYyHIKarlii.

MeniakoMyHiKailisi, SIK IHHOBallliiHa Tally3b 3HaHb, 110 JOCIIIKYE (YHKIIII,
MPUPOJy, XAPAKTEPUCTUKU Ta JIHTBICTUYHUN TMOTEHINIa] MacoBOi KOMYHIKAIIii.
ComiomiareicTuka (Big JaT. societas — CHOUIBHICTh 1 JIIHTBICTHKA), COIliajbHa

JIIHTBICTHKA — rajly3b MOBO3HAaBCTB4, IO BUBYA€ COHiaJ'IBHi ACIICKTHU PO3BUTKY MOBH,
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il cycnminpHl (QYHKIIT y CHHXpOHII 1 JiaXpoHii, MeXaHI3MU B3a€MOJli MOBH 1
cycmiyibcTBa. COIIOIHTBICTAKA PO3BUBAETHCS HAa CTHMKY MOBO3HABCTBA, COINOJIOTIT,
COIAJBHOI TICHXOJIOTII, €THOCOLIONOTii. [i MOHATTEBHI amapaT MICTUTb, 3 OJHOTO
OOKYy, JIIHTBICTUYHI MMOHATTS, 3 1HIIOTO — COIIOJIOTIYHI, MiXK SKUMHU BCTAaHOBITFOIOTHCS
neBH1 kopensnii [Ykpainceka MmoBa 2004], a caMe: COLIOJIHTBICTHKA PO3TIISIAETHCS
aK cdepa B3aEMHOTO MPOHUKHEHHS COIIOJIOTIi 1 JIHTBICTUKH, IO OXOIUTIOE BCE
PO3MAITTS BIUIUBY COILIaJIbHUX YMHHUKIB HA MOBY Ta CYCIUIBCTBO.

Takum 4uHOM, TpaHCMeEmialis 3 OJHOrO OOKy IIOB’s3aHa 3 JIIHTBICTUYHUM
MOTEHI[1aJIOM MacOBOI KOMYHIKallli, & 3 1HIIOT0 KOPEJIOE 3 COI[laJIbHUM BIUIMBOM Ha
MOBH Ta CYCIJIbCTBO.

PosmiupeHHss TOPU30OHTIB (PUIOJOTIYHUX TMOMIYKIB Yy IU(POBOMY CTONITTI
3yYMOBJIEHE aKTHUBI3aLl€l0 1HPOPMALIMHUX TEXHOJIOTIH, K1 CHPUSIN TpaHCPopMarlii
TPaAMIITHUX KOMYHIKaTUBHUX TEHJICHIIM 1 TEeHEpYyBaHHIO 1HHOBALIMHUX, IO
peani3yloThes 3aBIsSKH CUM0O103y BepOalbHUX Ta HEBepOaIbHUX 3aCO0IB B Cy4aCHOMY
aHTJIOMOBHOMY  MeJianpoctopl. BamopaTuBHUM  3aquIaeThCs  JOCHIIKYBATH
MeJllaHapaTUBU 3 TOYKH 30pYy aHali3y CYMNPOBIIHUX XapaKTEPUCTUK KOMYHIKaIIii:
TeMmy, TeMmMOpy, MOTHKIB, TMOTJSAIIB, 3amaxiB, >KECTIB, MIMIKM OOJMYYS TOIIIO,
pO3MIIAAAIOUM 1X Y MeXaxX NPOCOIUKH, MapaiHIBICTMKH, KIHECHKH, OKYJICCHKH,
ayCKy/ibTallli, TanTUKH, TacCTUKH, OJb(akili, MPOKCEMIKH, XPOHEMIKH 1
CUCTEMOJIOT'1i., Ta ONUCYBaTH YCHY IHTEPAKIIIO, 4Yepe3 peaizalilo MUCEMHUMU
BEepOATBHIUMH PECYpCaMH.

Konmeniiss Tpancmemiariii  Moxke OyTH  OJHIED 13 HAWBILIMBOBIIIMX
IHTEJIEKTyaJIbHUX 1HCTPYMEHTIB [IJIi BUBYEHHS, OOrOBOPEHHS Ta CHPUNHATTA
MeJllaHapaTUBIB y PI3HUX Tally3dX 3HaHb. [lepinl 3ragku Mpo TpaHCMEIAIiio SK
okpemuil TepMiH natyerbest 1970 pokom. TpaHcmenialiisi - 1€ CJIOBO, SIKE O3HAYA€E
nepekan i peCTPyKTypHu3allito clieHiuHol m'ecu B ekpanHy apamy [Fensch 1970]. 3
TOTO 4Yacy 3HAYEHHS TEPMIHY TOCTIMHO PO3MIMPIOETHCA Ta BIOCKOHATIOETHCS, IO
HaOJIMKae HOro 10 Cy4yacHOTo BU3HAUYEeHHS B raimy3i Meaia. Ha mouatky 1990-x pokis
BiJJPO/IMIIOCS. OpUTiHATBHE PO3YMiHHS TpaHCMeia, 3anpornoHoBane Oenmem [Fensch

1970], sixe OyJi0 meperyisHyTe, MOrauOIeHE 1 IPOAOBKYE 0OTOBOPIOBATHCS JOHHHI K
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TpaHcMe/ia. X0o4a MOXKHA CTBEPXKYBATH, 110 TEPMIH «TPAHCMEI1a» BIATaTyKyETbCS
Bl TpaHcMmemniaiii (00'ekTa 1bOTO aHai3y), HOTr0 BIUIMB, O€3yMOBHO, BHIIPABIIOBYE
foro BKIIOUYEHHs B 1ieit orysia. Kontemniis TpaHcMeia K Kpoc-MeI1aJIbHOTO SIBUIIA
cmiBTBOpUYOCTI 4acto mnpunucyetbes Jlxenkincy [Jenkins 2003]. 3romom Ciren
[Siegel, 2006] wuitko moOB'A3yBaTHME TpaHCMEIiallif0 3 IHIIAMH HOBHMH
KOHIICTIITISIMH, TTOKJIMKAaHUMH TIPUHHATH 1 PENPE3EeHTYBATH CEMIOTUYHHMM MOBOPOT B
OCBITI ~ TPaMOTHOCTi, TaKMMH SK KOHIEHIi  MYyJbTHJIITEpaTypHOCTI  Ta
myabTEMOAanbHOCTI [The New London Group 1996]. Takoxx moTpiOHO OpaTH 110
yBaru 1 1HII€ BU3HAYECHHS TpaHCMeAlalli, K MIsUIbHICTh, IO BKJIIOYA€ aJIUTHUBHI Ta
iTeparuBH1 (additive and iterative forms) ¢opmu criokuBaHHSI Ta 1HTErpauli pi3HUX
dhopM Metia, KOJIM ayauTopis abo ¢haHaTH B3aEMOJIIOTH 3 Me/lia Ta OJIUH 3 OJTHUM JIJIS
CTBOPEHHSI HOBHX TEKCTIB Ha PI3HUX Meia-miaTdopmax.

TakuM YHHOM JOCHIDKYIOUHM TpaHCMEIallilo, BBa)Xa€EMO 3a JOPEYHE
po3risaaTy ii AK JiSUIBHICTH, IO HAIpaBlieHa Ha CTBOPEHHS TPaHCMEIIMHOTO
HapaTUBY, SKUW PENPE3CHTYETHCS 3a PaxyHOK BepOaJbHUX Ta HEBEepOATbHUX
€KCTeplopHu3aTOPIB Yepe3 Pi3HI KaHaIW MeJlia KOMYHIKallii Ta Ma€e COIialbHUI BILIUB
Ha MOBY Ta CyCH1JIbCTBO.
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JIT'YH C. A., 3AJIYKHA M. B.

(3anopizvKuill HaYiOHANLHUU YHIgepcUumen)

TEMATHUYHI I'PYIIM EBOEMI3MIB Y bBPUTAHCBKHUX TA
AMEPUKAHCBKHUX CTEHIAII IIOY

s edexkTuBHOT KOMYHIKalii BaKJIMBUM € BBIWIMBE CHUJIKYBaHHS, 3a SKOTO
oOUJIBI CTOPOHM B PO3MOBI IMOYYBAIOTHCI KOMGMOPTHO, TOMY, 00 YHHUKHYTH
HEMOpO3yMiHb a00 Ta HE CKPUBIUTH CIyXadya, MOBEIb MOXXE BHUKOPHCTOBYBATH
eBpemizmu. BxuBaHHA eB(eMi3MIB BBaXAIOTh IOTYKHOK  JIIHTBICTUYHOIO
CTpaTeri€lo, sika AoroMarae yHUKHyTH 00pa3u ajapecara. BiH € sk coliadbHUM, TakK 1
€MOIIHUM 1HCTPYMEHTOM, IO J03BOJIsIE OOTOBOPIOBATH JEIIKAaTHI YU TaOyHOBaH1
NUTAHH, HE 3aBJIalI0YU HIKOMY IIKOJIH.

Tepmin «eBpemizm» MOXOIUTH BiJ TPEIBKUX CIIB e0pnuiouos (euphemismos) i
evpnuos  (euph€mos), 10 oO3Ha4yawTh «JgoOpa MoOBa» abo0  «IIpPUEMHE
BHUCIIOBJIIOBaHH». ['perbKe CIOBO £0- O3HauYae «ao0puit» abo «xopomuity. Tox
eB(eMi3M, IO CyTi, € CIOCOOOM BUCIIOBIICHHS, SIKUM J0TIOMAarae YHUKaTH HETaTUBHUX
91 00pa3IMBUX KOHOTAIIIM.

3rifHO 3 BU3HAYEHHSIM Yy «Benukomy TiayMadyHOMY CIIOBHUKY Cy4acHOI
YKpaiHCbKOI MOBW», €B(peMi3M — 1€ CIIOBO a00 BHUCIIB, IO BXKHUBAETHCS 3aMICTh
1HIIIOTO, OUIBII pi3KOro, rpydoro abo HempueMHOTo 3a 3micToM. EBdemizmu
BUKOPUCTOBYIOTHCA JJI1 YHUKHEHHSI 00pa3nuBuX abo TaOyioBaHUX TeM, 30epiraiouu
IpU 1IbOMY €THKET Ta BBIWIMBICTh y crijikyBaHHI [Bycen 2005, c. 336]. EBdemism €
MOBHHUM SIBHILIEM, K€ MPUBEPTaE yBary OaraTbox JIHTBICTIB. 3a BuzHaueHHsIM O. O.
CeniBaHoBoi, eB(emizM — 1€ «CJIOBO abo BHpa3, TPOM, LIO BXKHUBAETHCS IS
HENpsIMOT0, MPUXOBAHOT0, 30KpeMa TOM'SIKIIIEHOTO, BBIYJIMBOTO MO3HAUYECHHS TIEBHUX
IIPEeIMETIB, SIBUIII, il 3aMiCTh MpsAMOI X HomiHali» [CeniBanosa 2008, c. 145].

Came Ha ocHOBHINM ¢yHKIIT eBpemMizmy Harosomye C. OniMar, po3risaardu
HOTro SIK «<HAaBMHUCHY 3aMiHy 00pa3iuBUX, HEIPUEMHHUX 200 CTUIICTHYHO HETOPEUHHUX

BHUpa3iB OUIbII MPUHHATHUMU a00 HEUTpaTbHUMU (POPMYITIOBAHHSIMU sl BUPAKEHHS
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comiampHO wymmBOi imei» [Olimat 2018, c¢. 103]. I'. Bimric ta I. Kimammep
BU3HAYAIOTh eB(emizM sK «M’ske abo 3aByaqhbOBaHE CJIOBO YH BHCIIB, IO
BUKOPHUCTOBYETHCS 3aMICTh OUIBII MPSMOTO CJIOBAa YU BUpasy, 00 3pOOMTH MOBY
BBIWIMBOIO Ta HCHAB SI3IMBOIO HAaBITh I AyXke BpaznmBoi momuam» [Wills and
Klammer 1981, c. 193]. Ha cyrtHocti mporecy eBdemisamii akuentye P. 'aacow,
pPO3yMIIOUH 11 SK «PO3MIMPEHHS 3HAYEHb 3BHYAWHUX CIIB 1 ¢pa3 A BUPAKECHHS
HEeNpUEMHUX 200 He3pyuHuX ineit» [Hudson 2000, c. 261].

EBdemizmu € gocuth pi3HOMAHITHUMH 32 CBOEID TEMAaTHUKOIO Ta CIOCOOaMH
TBOpEHHS. BOHM MaroTh MMPOKHI [iana3oH chep YKUTKY, BIJ JAUILIOMATUYHOIO
JTUCKYPCY 0 TYMOPHCTHYHOTO. MU 3BEpHY/IM yBary Ha JIOBOJI YWCJICHHI BUTIAIKA
BUKOPUCTAHHSA IIbOTO CHENU(IYHOTO THUITY JEKCUYHUX OJIMHUIIL B OCTAaHHBOMY,
30KkpeMa, y creHaan komenii. Ctenaan Komediss — 1€ COJIbHUM KOMEIIMHUN BUCTYII,
7€ KOMIKM BHUCTYNMAalOTh 3 MOHOJOrOM. BHKOHaBI 1110y Ha3UBalOTh CTEHAAM
KoMikoM. [leli ryMOpUCTHMYHMI >KaHp Ma€ Ha METI PO3BAXKUTHU JIOJEH, POOISTUH
KOMIYHI HOCWJIaHHS Ha MOBCAKAeHHE XUTTA. 3 XVIII cromiTra crenman xomenlis €
YaCTUHOIO MOMYJISIPHOI KynsTypu B €Bpori ta CIIA.

Knacudikauiss eBdemizMiB 3a TEeMaTUUHMMH TpyHamMu JO3BOJISIE BHJIIUTH
OCHOBHI cdepH, IJisi 300paKEeHHS AKX TYMOPUCTH HAaWO1IbII aKTUBHO 3aCTOCOBYIOTh
eBpemizmu. TematnyHi Tpynu eBdeMi3MiB y CTeHAAN KOMEIii aHTIiHChKOI MOBHU
B1100paKat0Th OCHOBHI T€MHU Ta Taly, SKI MOPYIUIYIOTb KOMIKH y CBOiX BHCTYyIax.
Hamu Oyno mpoanamizoBano Ounbmie HiK 50 cTeHmam BUCTYMIB OpPUTAHCHKUX 1
aMEepUKaHChKUX KOMIKIB, cepeln sskux Oputanchbki moy (“Live at the Apollo”, “Mock
the Week”, “Taskmaster”, “Russell Howard's Good News”, “The John Bishop
Show”, “The Jonathan Ross Show”, “QI (Quite Interesting)”, “Michael Mclintyre's
Comedy Roadshow”) Tta amepukanceki (“The Late Show with Stephen Colbert”,
“The Laugh Factory”, “The Comedy Lineup”, “Comedy Central Stand-Up”, ”The
Tonight Show Starring Jimmy Fallon”, “Stand-Up on the Spot”, “Dry Bar Comedy”,
“Flappers Comedy Club”, “Gotham Comedy Club”).

[IpoBenenuii aHami3 A03BOJIMB BHOKPEMUTH Y BHUCTYNax CTEHAAN KOMIKIB

om3pko 300 eBdemizMIB PI3HUX TEMATUYHUX CIPsSMYyBaHb. BusBuiaocs, 1o
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HANOIBII YNCEIbHUMHU IpynaMu eBGeMi3MIB y aHTTIIHCHKOMOBHIN CTeHIan KOMeii €
eBeMi3MH, TOB'S3aHI 3 I[HMUMHUMU CHIOCYHKAMu ma cekcyaavhicmio (87
eBdeMi3miB, ab0 28% Bix 3araabHOI KIIBKOCTI), ¢pi3ionoziunumu npouecamu ma
yacmunamu mina (69 esdpemizmis, 22%), gikom ma cmapinuam (43 eBdemizmis,
14%). Takoxx HOCUTH 4YaCTO BXXMBAHMMHM € Tpynu eB(deMi3MiB TOB'S3aHl 3
ncuxiunumu posnaoamu ma inmenekmyanvhumu 30ionocmamu (37 eBbhemizMmis,
12%), couianvhumu ma nonimuunumu seumwamu (31  esdemizm, 10%),
HauioHabHicmMI0 ma pacoeoio npunanexcuicmio (25 eshemizmin, 8%). Takox 6%
3aiiMaroTh €B(EeMI3MU 1HIIMX MEHII BXXUBAaHUX TEMAaTUYHUX c¢ep, TaKuX sK
HezamueHi emMoyii Ta pucu xapaxmepy, cmepmas, 0cooucmi npooemu i HeOONIKU.

VY TemaTtuuHii Tpymi Ha TO3HAYEHHS IHTUMHUX CTOCYHKIB 1 CEKCYaJlbHOCTI
KOMIKM 4YacTO BIXKHBAalOTh Taki eBdemizmu sk intimacy, making love, physical
relationship toimo, 3amMicTh MPSAMKUX HA3B CTATEBUX aKTiB 00 IHTUMHHUX YaCTHH TiJa.
Takox 3aMiCTh CJI0Ba SEXY MOXYTh BUKOPUCTOBYBATHCS Taki eBpemizmu, sk Stunning
i eye candy. Komu koMiku kapTyrOTh TIpo (i3i0JIOTIUHI MPOLECH Ta YaCTHHU Tija,
BOHU 3a3BU4Yail J00uparoTh €BGEMI3MHU Ha TIO3HAYCHHS IHTUMHHX YacTUH Ta
IpoIIeCiB, SK-OT 3amicTh Urination MoxyTh BkuBaTHCS eBdemizmu going to the
bathroom a6o taking a leak, answering nature's call [ITigripua 2021, c. 92]. ¥
’KapTax Ha TeMy BIKY Ta CTapiHHS KOMIKH YacTO BAAIOTHCA O BUKOPUCTAHHS TaKUX
eBhemi3miB sk elder, senior citizen, mature adult, seasoned [Txop 2020, c. 147].

VY TemMaTUYHOMY KOHTEKCTi, MOB’SI3aHOMY 3 OMHCOM JIIOJIed 3 TCUXIYHUMU
pO3JIaIaMu Ta IHTEJICKTYyaTbHUMH 31I0HOCTSIMH, TTPHUKIIaAaMu eBdemizMiB € ppasu Off
one's rocker, not quite right in the head a6o a few fries short of a Happy Meal
3aMicTh cioBa PSycho. Ilpu BHCBITIIEHHI TOCTPUX MOJITHYHUX TEM Ta COIIATBHUX
sBUI, eBpeMi3mMHu TexX € momupeHumu. Hanpukiam, 3amicts ciioBa hobo mMoxyTh
BxxuBatucs eBdemizmu public space enthusiast ado urban camper. Ilpu o6roBopeHHi
TEM, IO CTOCYIOThCS HAIllOHAJIBHOCTI Ta PacoBOi  MPUHAIEKHOCTI, B
T'YMOPUCTUYHOMY JTUCKYPC1 IIUPOKO 3aCTOCOBYIOTHCS Taki €B(EMICTHYHI BUpPA3U K
African American a6o person of African descent 3amicts dpazu black person.

Orxe, eBdpeMi3MH 1€ TOTY)KHA JIHTBICTUYHA CTpaTeris, sKa Jgoromarae
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YHUKHYTH 00pa3u ajpecata. TemaruuHi rpynu eB(emi3aMiB y CTEHIAN KOMeEdil
aHTJIACHKOT MOBH B110Opa)kalOTh OCHOBHI TEMH Ta Taly, SKi MOPYIIYIOTh KOMIKH Y
cBoix BucTynax. [lompu dYacTo TOCTpO CaTUPUYHI BUCTYNH KOMIKIB, camMe
BUKOPUCTAaHHA €B(EeMi3MIB JomoMarae iM HE TMEPETBOPUTH BHUCTYN Ha CEPI0
3HEBAXUJIMBUX Ta TNPUHU3IUBUX SKAPTIB, OCKUIBKA €B(PEMI3MH  JT03BOJSIOThH
MOM’SIKITUTH BUCIIOBIIOBAHHS, 3pOOUTH KapTH OUIbII BUTOHYEHUMHU Ta YHUKHYTHU
oOpaznmuBux a00 AUCKpUMIHAMIMHUX BUCIOBIB. KinbKicHUN aHami3 BHOIpKH
eB(emi3MiB 3 OpUTAHCHKUX Ta aMEPUKAHCHKUX CTEHJIAIl II0Y BUSBUB, 110 HAWOLIBII
MOIIMPEHUMH TEMATHYHHUMHU TpynaMu eB(EeMI3MIB Y CTEHJAIl KOMEIi € eBPeMi3MH,
MOB'A3aH1 3 IHTUMHHUMH CTOCYHKamH, (i310JIOTIYHMMM MIpPOLIECAMH Ta BIKOM, WIO
BiIoOpaXkae crnenudiky Ta TEMaTU4YHl MPIOPUTETH LBOTO >KAHPY T'yMOPUCTUYHOTO

TUCKYPCY.
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MAJIAXOBCBKA 4. 1.

(Bonuncoxuti nayionanvruil ynieepcumem im. Jleci Yrpainku)

KOI'HITUBHI O3HAKHU ITEPCYA3ZUBHOCTI B AHIJIOMOBHOMY
HABYAJIBHOMY BIAEOAUCKYPCI

VsBIEHHS TEpPCya3WBHOCTI B  CBIJOMOCTI JIIOAWHH MOJXJIMBE dYepe3
YCBIJIOMJICHHSI 11 KOTHITUBHUX O3HaK. KOTHITHBHA JIIHTBICTUKA PO3TJILAE CBIT Yepe3
MPU3MY KOHUENTIB, SIKI € MEHTAIBHUMU pPENpPE3CHTalIsIMU 00’ €KTIB, MO, 111l abo
BJIACTUBOCTEH, IO KIACU(IKYIOTh 3HAa4YeHHS 1 (OPMYIOTh PO3YMIHHS CBITY
[Zhabotynska]. Konment BimoOpakae icTOTHI O3HAaKM OpHTIHATY, BIAKHIAOYH
HECYTTEBI XapaKTEPUCTUKU. PO3TIIsA KOTHITUBHUX O3HAK MEPCYa3HBHOCTI JO3BOJIUTH
rIMOIIe 3pO3yMITH MEXaHi3MHU ii (PYHKI[IOHYBaHHS B aHTJIOMOBHOMY HaBUYaJbHOMY
B1/ICOJTUCKYPCI.

MeToO0 IOCIUIKEHHA € BHIAUICHHS OCHOBHHX KOTHITUBHHUX  O3HAaK
MEepPCya3suBHOCTI B AHTJIOMOBHOMY HaBYAJIbHOMY BIJICOJUCKYpPCi, sIKa mepeadavae
BUKOHAHHS TakuxX 3aBAaHb: BuAumMTH o3Haku KoHuenty [IEPCYA3WBHICTD;
BU3HAYUTH TOHATTEB] CKIAMHUKK Ta cTpykTypy KoHuenty [IEPCYA3MBHICTD. B
OCHOB1  JIOCI/DKCHHS JICKUTh KOHIENTyaJIbHUM aHalli3, KOMIIOHCHTHHM Ta
cemanTrunui anami3z [Kpucanosa 2020; Zhabotynska 2010], mo n03BOJISIOTH
npocTexkuTu cnoci6 mizHaHHs 3micty KoHuenty [IEPCYA3UBHICTD. Marepianu
JOCIIJDKCHHST BKJIIOYAIOTh BiJICO YPOKIB aHIJIMCBKOI MOBHM 3 Mepexi YouTube Ta
CKPHIITH JI0 HUX.

Konnent [TEPCY ASVBHICTD Bep6anizoBanuii B aHTIHCHKINT MOBI IMEHHUKOM
persuasion, miecioBoM persuade, mpukMeTHHKaMu persuasive Tta persuadable,
npuciaiBHuKOM persuasively. CemaHTuyHMi aHami3 IMX JEKCEM II0Ka3aB, IO
IMCHHUKY Persuasion HaJie)kuTh HaiOlIbllla TOBHOTA 3HAYCHb 1 WOT0 MOXKHA
crpaBeamBo BBaxatu 1MeHeMm koHuenty I[IEPCYA3MBHICTH/PERSUASION
[Cambridge Dictionary; Collins English Dictionary; Longman Dictionary; Merriam-
Webster; Oxford Learner's Dictionary].

SkicHu# aHami3 nmediHimid JIeKceMH Persuasion maB 3MoOry BHU3HAYUTH, IO
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OCHOBHE 3HayeHHS MaioTh cemu, ki npeacrasisiiots [IEPCYA3UBHICTD/
PERSUASION sk giro Ta mporiec BIUTMBY Ha KOTOCh, 110 CTAHOBHUTH POJOBY O3HAKY
nekcemu: the act and process of persuading somebody to do something or to believe
something [Cambridge Dictionary; Merriam-Webster; Oxford Learner's Dictionary].

[IpoTre 1HImII ceMH HaAAAlOTh MOXIIMUBICTH BHUAUIMTH BUJIOBI  O3HAKH
epCcya3uBHOCTI:

- imenTudikamiiina o3Haka — «cy0’exTu mii» (author; someone, that person,
listener, reader) Ta «mpemmer aii»  (beliefs, lines of action) — B 3aiticHeHH]
MepCya3uBHOI A1l BOJIA OAHIET JIFOAUHM CIIPSIMOBAHA HA 3MIHY TyMOK Ta JI1i 1HILOT;

- IHTepaKTHUBHA O3HaKa — «B3aemo/is cyo’extiBy» (by talking to that person);

- IHTeHI[IIiHA 03HaKa — «MeTa aii» (to do something or to believe something; to
make the listener or reader believe) — nis cmpsiMmoBaHa Ha 3MiHY IyMOK Ta il
cy0’eKTa,

- IHCTpyMEHTaJIbHA O3HaKa — «3acib mii» (that uses argument or emotion; with
inducing or urging; asking many times).

- Kay3aTHMBHa O3Haka — «mpuuyuHa mi» (a good reason to do it; sufficient
motives; reasons why they should do it) — 3aiiicHenHs a1ii Mae CBOi MOTHBH, HaMipH;

- BOJIbOBA O3HAKa — «IpHUMYC, 3aoxo4yeHHs» (t0 make the listener or reader
believe; concerned with inducing or urging; to make someone decide; making you
want) — marieHc Ma€ BOJIIO y IPUIHATI TyMOK a00 3MiMCHEHHI Jii, 4 1X BiIMOBH;

- aKCloJIOTiYHa O3HAaKa — «IIO3UTHUBHA OIliHKay» (a good reason; successfully; feel
sure; true) — MOTHBH, 11T Ta 3aCO0M /i1 MalOTh MO3UTUBHUI XapaKTep;

- TEeMIOpaJibHa O3HAKa — «TPHUBAIICTh PE3yJbTaTy [ii» — JIOBTOCTPOKOBUM
pe3yNbTaT — 3MiHA TYMOK, CBITOTJISATY; KOPOTKOCTPOKOBHI — PEAaKTUBHOI [Iii;

- pe3yJIbTaTUBHA O3HAKa — «pe3ynbTaT aii» (win approval or support for; prevail
upon successfully; the adoption of certain beliefs, theories, or lines of action by
others) — HasiBHiCTh 0a)kKaHOTO YCHIITHOTO PE3yJIbTATY JIii MEPEKOHAHHS.

Omxe, xonnent [TEPCYA3HMBHICTB/PERSUASION BimoOpaxae firo,
OCHOBHUM 3MICTOM fIKOi € BIUIMB OJHIEI JIOAWHUA Ha TyMKW Ta Aii iHmoi. Takuii

BIUIUB XapaKTEPU3YEThCS IHTEPAKTUBHICTIO, 1HTEHIIMHICTIO, 1HCTPYMEHTAJILHICTIO,
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TEMITOPATBHICTIO PE3ybTaTy, MO3UTUBHOIO OIIHKOIO MAaIliEHCOM Ta HasBHOCTI BOJI Y
MPUIHSATI JyMOK YU JiH.

Cnuparouncy Ha pochimkeHHs C. A. JKaOGoOTHHCBKOi, BH3HAYaeMO, IO
CTPYKTYpPy  KOHIIENTY CKJIQJal0Th CEMaHTHYHI CJIOTH  (CKIQJIHHWKH),  SKi
3alOBHIOIOThCS KOHKPETHMMH 3HAYCHHSMH 3alekHO Bif curyarii [Zhabotynska
2010]. Crpykrypy konnenty [IEPCYA3MBHICTL/PERSUASION ¢opmyroTs Taki
OCHOBHI CKJIQIHUKHU:

ATEHC (persuader) — oco0a, sika iHiIlilO€ MPOLEC BILIUBY, CIIPSIMOBAHOIO Ha
TOCSITHEHHSI KOMYHIKQTUBHOT METH. B aHTIIOMOBHOMY HaBUYaJbHOMY BiJIE€OAUCKYPCI
MEPEKOHYIOYNM BUCTYTIAE€ YIUTEIb.

[MTALIIEHC (persuadee) — ocoba, Ha Ky CHpSIMOBaHW BIUIMB. Y HaBYaJbHIN
KOMYHIKaIlll IEPEKOHYBAHUM € YYHI.

I[MPEJIMET (belief, action) — yci nii areHca cmpsMoBaHi Ha JyMKH Ta Jii
naimieHca. YUuTelb 3allyda€ Y4HIB JO PO3AyMIB Ta BHKOHAHHS PI3HUX IIH IS
AKTHUBHOI B3aeMO/I1.

J14 (to make, to cause, to induce, to urge, to influence, to incline, to gain over,
to prevail) onucye muHAMiYHUI KOMIIOHEHT KOHIIENTY, TOOTO caM MpoIiec BILUIUBY.

META (to do or to believe something) — cionykatu mamieHca 10 BHKOHAHHS
MEeBHUX JII YU MPUUHATTS AYMOK. Y HaBYAIBHOMY BIJICOJUCKYPCl yUUTENh Ma€ Ha
MeTi (opMyBaTH 3HAHHS Ta HABUYKM Y4YHIB, a TaKOX CIIOHYKAaTH iX aKTHUBHOTO
BUKOPUCTAHHS.

3ACIb (reasoning, talking, asking many times, argument, emotion, entreaty,
advice, expostulation) - iHcTpyMeHTH peai3allii IepCya3uBHOCTI BKIIIOYAIOTh Pi3HI
KOMYHIKaTHBHI 3aC00H. YYHUTENIb BUKOPHUCTOBYE Ha YPOIIl sIK BepOaibHi (3aluTaHHs,
HaKa3u, 3BEpTaHHs, PO3’SICHEHHs, HAJIUC Ha JOIIIl), TaK 1 He BepOanbHI (3KeCTH,
NepeMIIeHHs Ti1a, MiMiKa, 300pa)KeHHs ) 3aC00u.

PE3VJIBTAT (the adoption of certain beliefs, theories, or lines of action) —
OaxaHUM pPE3yabTaTOM € TPUUHATTSA TMAI[lEHCOM TyMOK Ta i, MpPOMOHOBaHHUX
areHcoMm. Pe3synbrar mepcya3uBHOI ii B HaBYAIbHOMY BIJI€OJUCKYPCl €KCILTIIIUTHO

MPOCIIIIKOBYETHCS Y PEAKTUBHUMN JISIIBHOCTI YUHIB.
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OTxe, ysBICHHS TMEPCYya3uBHOCTI B CBIJOMOCTI Oy/b-SKOi JIFOAWHU MOKJIUBE
yepe3 YCBIMOMJICHHS 11 OCHOBHMX KOTHITUBHHX O3HAaK Ta CKJIQJHHKIB.
[lepcya3uBHICTh MPOHU3YE BECh MPOIEC AHTIIOMOBHOTO HABYAIBHOTO BiJICOUCKYPCY
Ta CTPYKTYpY€ AISUIbHICTh YYaCHHMKIB HaBUYalbHOI KoMyHikallii. IlepcyasuBHicTh y
HaBYAJILHOMY BiJICOJMCKYPCI CTAaHOBUTH BIUIMB YYHUTEJS Ha JAYMKH Ta Jii YYHIB 3
MeTOr0 (GopMyBaHHS iX 3HaHb Ta HAaBUYOK. llepcyaswBHICTH XapaKTEPU3YETHCS SIK
IHTepaKTUBHA Ta 1HTEHIIHO CHpsMOBaHa Jis, ska Mae BepOanbHI Ta HeBepOallbHI
IHCTpYMEHTH peaiizamii. Pesynbrar 1mi€i Aii MOXIMBHM JUIIE 3a PaxyHOK

IIO3UTHUBHOI'O CTAaBJICHHSA yUIHlB Ta 1X BOJICBUSIBJICHHS.
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MASLOVA M. V.

(Zaporizhzhia National University)

ALLUSIVE INTERMODALITY AS A MEANS OF ADDRESSING A
CERTAIN REPRESENTATIONAL SYSTEM (CASE STUDY: ENGLISH
PUBLICISTIC DISCOURSE)

As we have already mentioned in our previous papers, in a broad sense we

understand allusive intermodality as relations between the two texts constructed by
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the modes of different modalities when one of these texts indirectly refers its
recipients to the other [Maslova 2024, p. 52]; at the same time we focus on allusive
intermodality as relations that arise between a verbal text and non-verbal texts that
the former refers its recipients to by means of allusions, i. e. by mentioning non-
verbal texts or their elements indirectly, thus making a recipient recognize the non-
verbal text, evoke its features and only then perceive the image the author wanted to
create [Maslova 2020, p. 59].

We define a representational system as one of five most central senses of a
human being via which we absorb information (by seeing, hearing, feeling, smelling
and tasting); this information makes up our experience [Bodenhamer, Hall 1999,
p. 3]. In communication it is vital to identify the dominant representational system of
your audience (or interlocutor) to create a rapport (a process of establishing and
maintaining a relationship of mutual trust and understanding between two or more
people [Alder 2002, p. 296]). Once a rapport is established, you are able to generate
responses from another person (to persuade the audience, to encourage them doing or
saying certain things), thus realizing your pragmatic goal of the communicative act.

Nowadays many researchers in different fields acknowledge the importance of
identifying a person’s preferred representational system; we may even encounter
studies aimed at teaching a machine to define a preferred representational system of a
person [Amirhosseini, Wall 2022]. We also perceive this parameter of
communication as essential. As our case study is written publicistic text, we assume
that authors cannot limit the scope of addressing representational systems to only one
of them as there undoubtedly be readers with each of five existing senses serving as
dominant. Thus, in order to execute the voluntative function of communication
(which is the core function of the publicistic style) each written text should contain
the means aimed at all five sensorial channels of recipients. As a verbal text per se
can appeal only to our visual representational system (and in doing so it provides our
visual channel of perception only with 2D letters and special characters, not with 2D
or 3D images), it is the phenomenon of allusive intermodality that allows the words

convey information designed to appeal to all five representational systems of
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potential audience.

We may observe an instance of a verbal text appealing to the auditory
representative system in the following title of an article: ‘Gangsters’ Paradise’ (The
Economist, November 24", 2024). The subtitle is ‘The world is losing the fight
against international gangs’. The title alludes to the song by Coolio ‘Gangsta’s
Paradise’. Taking into account the topic of the article which is clearly stated in the
subtitle, we may conclude that the functions of this intermodal allusion here are the
following:

1) to attract the attention of the people whose preferred representational system
Is auditory system; no doubt that it is possible that recipients with other dominant
representational systems will pay attention to this title as well, but, surely, the
targeted audience is the one with prioritized auditory representational system;

2) to establish a rapport with the audience due to positive emotions caused by
success in finding the source of the allusion;

3) to be easily memorized due to the fact that once remembered, the tune of the
famous song mentioned above can easily become an earworm.

While conducting our research we noticed that allusive intermodality is widely
used in English publicistic discourse to appeal to different representational systems of
readers in order to establish the rapport with them and, consequently, to influence

their actions and thoughts.
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HAJTOYIM H. O.

(Banopisbkuil nayionanvhutl ynisepcumenm)

PATNYHA KOMYHIKALIA B IIEJAT'OT'THHOMY JUCKYPCI

@aTu4yHe MOBJIEHHS a00 (QaTUYHAa KOMYHIKAalllsl BBAXXAETHCS PIZHOBUIOM
MOBJICHHS, SIKU BUKOPUCTOBYETHCS JMJIsi CTBOPEHHS, HIATPUMKH Ta 3MII[HEHHS
ColliaTbHUX 3B’s13KiB Mix Jr0abpMu [['paboBcbka 2018, ¢. 37]. [Ipukimaay BKIIOYAIOTH
NPUBITAHHS, 3alIUTaHHS MPO CIIPaBH, MOASIKY, BUCIOBIECHHS CIIBUYTTA, TOLIO. XO4Ya
(¢aTiyHa KOMYHIKallii HE MPUHOCUTH CYTTEBOI HOBOI 1H(OpMallli, BOHA BiAIrpae
BAXKJIUBY POJIb Y CTBOPEHHI IMO3UTHUBHOIO COLIAJIBHOTO KJIIMaTy Ta 3MII[HEHHI
CTOCYHKIB M1k JIIoabMH. DaTUYHE CHUIKYBaHHS BIOYBA€ThCS B PI3HUX KOHTEKCTaX,
BKJIIOUAIOYM Taki SIK TMOBCSAKIEHHA PO3MOBAa Ta CIUIKYBAaHHS MK BUMTEISMH Ta
VYHSIMH, 1 CIIPUSIE BUXOBAHHIO BBIYJIMBOCTI, €TUKHU CIUIKYBAaHHS Ta B3aEMHOI JIOBIPH.

BuxopucTtoBytoun (atuyHe MOBJIEHHS, BUNTEN MOXXYTh CTBOPUTH CIPHUSTIUBY
Ta A00pOo3WWIMBY atMochepy B KIaci, COPHUSIOUN TOYYTTIO B3a€EMOPO3YMIHHS Ta
3B’s13Ky 31 cBoiMu yuHsmu [Curtis 2019, c. 74]. Takuit Mi>KOCOOHUCTICHHI 3B’S30K
CTpUs€ CTBOPEHHIO HAaBYAJILHOTO CEpPEAOBHUINA, 1€ yUHI MOUYBAIOTHCS KOMGPOPTHO,
BI/IYyBaIOTh JIETKICTh, €HTY31a3M; BOHU 3alllKaBJE€HI Ta MOTHBOBaHI OpaTH aKTUBHY
y4acTh y ayIUTOPHIN AISIBHOCTI.

B3aemonist yd4eHb — BUMTENb Yy KJacl Ma€ Ba)XJIMBE 3HAYEHHS B KOHTEKCTI
BUKJIQJJaHHS Ta HaBYaHHS aHMKCHKOI sk iHo3emMHOoi MoBH (EFL) [Sah 2020, c. 744].
Po3yminHs 3HaueHHS (paTUYHOTO MOBJIEHHA Ta ii 3aCTOCYBaHHS B OCBITHIX YMOBax

Ma€ BHpIIIAJIbHE 3HAYEHHS 3 KUIbKOX npuunH. DartuyHi BUpa3uw CIoy)katb
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IHCTPYMEHTaMU CHUIKYBaHHS JAJis1 MOOYAOBH COLIaJbHUX 3B S3KIB Yy Kiaci. Y4HI Ta
BUUTEIN, SKI BHKOPUCTOBYIOTH (paTMuHEe MOBJCHHs, BIANOBIIHE CHUTYyaIlii,
JEMOHCTPYIOTh CBOI HaBHYKM MIDKOCOOMCTICHOTO CHUIKYBaHHSI Ta KYJbTYpPHY
KOMIIETEHTHICTh, CHPUSIOYM 1HKIIIO3UBHOCTI Ta PO3YMIHHIO MDXK PI3HUMH TpyNaMu
yuHiB. DaTUYHE MOBJICHHS M€ SIK MICT, MOJIETHIYIOUM B3a€EMOII0 Ta CHPUSIOYH
MOYYTTIO CIIUIBHOCTI Cepejl YUHIB, TUM CaMHUM IMOKPAIIYIOUH iXHIM 3arajJbHUM JOCBIT
HaB4yaHHsI. OTpuUMaHHS YSBIEHb MPO Pi3HI TUNH, QYHKIIT Ta 4acTOTy (HaTUIHOTO
MOBJICHHSI, SIKY BUKOPHUCTOBYIOTh BUMTEN1, MOKE MPU3BECTH CTBOPEHHS HABUAJIHHUX
MIJIXOAIB, Kl IUIECOPSIMOBAHO IHTETPYIOTH Il JIHTBICTUYHI eneMeHTH. HaBeneni
BUIIIE 17€i CTBOPIOIOTH OCHOBY JJIS PO3YMIHHS HEOOXIAHOCTI JOCHIIKCHHS
KOHKPETHHUX KOHTEKCTIB, (DYHKIIIH Ta HACJIJIKIB BUKOPUCTAHHS (PaTUYHOTO MOBJICHHS
Buntensamu EFL.

Mera naHoro AOCTIPKEHHS — BUSBUTH Pi3HI GopMH (HATUYHOTO CIUIKYBaHHS,
3aCTOCOBAHOTO B Jiajorax, i1 JIOCHIIUTU iX BIUIMB Ha CIIBPO3MOBHHKIB B paMKax
MEJAroriyHoro IUCKypcy.

AHaJti3 MOBJICHHSI BUMTEIIB Mmij yac 3aHsATh EFL mo3BonuB BuokpemMuTu 6 TUITB
(daTuyHOi 1HTEpaKIli, sIKi 3aJeXaTh BiJ €Talmy YpOKY Ta MCUXOEMOIIMHOTO CTaHy
YYaCHHUKIB KOMYHIKAITIi:

1. TlopymienHs Ttumi Ta TOYaTOK po3MoBU. Jlo 1€l Tpymu BiJHOCHMO
MPUBITAHHSA, 3BEpHEHHA, a00 MpOIIAHHS K y OQIUIMHMX, TaK 1 B HEO(MIIHHUX
CUTYyallisiX, KOMEHTapi, 3amuTaHHsS MpO TEBHI TeMu abo /i, cHpsMOBaHI Ha
CTBOPCHHSI B3a€MOJii Ta 3MEHIIICHHS COIAJIbHOI HAINPYyTH, SKa MOXE BUHUKHYTH
yepe3 TpUBajie MOBYaHHA. [IpukiamamMu MOKyTh OyTH HactymHi ¢pasu: “What do
you think about this? 7, “Can anyone share their opinion?”; “Who would like to go
first?”; “Does anyone have a different idea? ”; “Hello, class! How are you today? ”;
“Hi there! Ready to start?”; “Good to see so many smiling faces! ”; “Let’s have a
great lesson today!”, “Thank you for your hard work today!”, “Thanks for
participating today. Bye! ”; “Let’s get started. How's everyone doing?”; “Are you
ready for this? ”; “Hope you are fine”.

2. Ctumyssinis akTuBHOCTI. dpasu, K1 BUMTEIb MOKE BUKOPUCTOBYBATH IS
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3aTydeHHs y4HIB 710 caMmocTiitHoi mistibHOCTI: “Why do you think this is important? ”;
“How does this relate to your own experience?”; “What would you do in this
situation? ”; “Can anyone give me an example?”; “What happens if we do it
differently?” ma epynosoi pobomu: “Let’s hear one idea from each group”; “Which
team has a different perspective? ”; “Can you agree on an answer as a group? ”’;
“Who will present your group’s idea? .

3. Ctumynsanis momansiioi po3MoBU. Merta 3actocyBaHHsA (atnyHuxX (pas3 B
JAHOMY BUTAJKY TOJIATAE B TOMY, 1100 3aM00IrTH pariToBOMY 3aBEPIICHHIO PO3MOBH
Ta 3a0e3neuntu Oe3nepeOdiiiHe croinkyBanHs: “‘That’s a great try! Keep it up!”;
“You’re on the right track!”; “Good job! You’re improving every day”; “That’s an
interesting ideal!”; “You’re doing better than you think”; “Great effort! Let’s keep
practicing”; “I can see you’ve been working hard”.

4. TlinTpuMmka miag 4ac mojaoiaHHs TpyaHouliB. PdatuyHi ¢pa3u 1i€i rpynu
BUKOPUCTOBYIOTHCS ISt 3HSATTS HAMpYrd Ta MiI0aJAbOPEHHS YYHIB, 3HIKCHHS 1X
CTpaxy 3poOuTH MOMWIKY: “It’s okay to ask for help — we’re here to learn”; “Take
your time, there’s no rush’; “Don’t give up, you're almost there!”; “Let’s work
through this together ”; “Can | help you with this part? ”; “Let’s break it down into
smaller steps”; “You're not alone — everyone finds this tricky at first”; “Would you
like to try again? ”’; “It’s okay not to get it the first time”.

5. CtBopenHst noBipu. s cTBOpeHHS KOMQOPTHOTO CEpEeAOBHINA, JI€ Y4HI
MOYYBAIOTHCS MOYYTUMH, MIATPUMAHUMU Ta BIEBHEHHMH Yy CBOIX CHJIaX, BUUTENb
BUKOpUCTOBYEe HacTymHa ¢pasu: “Thank you for sharing how you feel — it’s
important to talk about it”; “I'm here to help if you need me:”; “Let’s figure this out
together ”; “I know this is important to you, and | want to help”, “You can always

b

talk to me if something’s bothering you”; “That sounds really tough. I'm sorry
you 're feeling this way”; “l can see how much this means to you”, “It’s okay to feel
upset. It shows you care”; “You'’re not the only one who feels this way — it’s
completely normal ”; “I appreciate your honesty about how you re feeling .

6. IlinBenenns miacymkiB ypoky. ®atuuni ¢(pa3u AaHOi TPynu HAAAIOThH

MO>KJIMBICTb JIOTIYHO CTPYKTYPYBaTH 3aBEPIICHHS YPOKY, MIATPUMATH YCBIJOMIICHHS
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yunsimu voro 3micty: “You all did a fantastic job today!”; “I'm really impressed
with your effort”; “Well done, everyone! You 've made great progress”; “Thank you
for your active participation! ”; “I can see you're getting more confident with this
topic”. [HOmI Taka KOMYHIKaIlisi MOXE HOCHTH JXKapTiBIMBHHA xapaktep: “So, what’s
the one thing you’ll definitely remember from today? ”; “Raise your hand if you think
today’s topic was fun!”; “Congratulations, you survived another lesson!”; “Now
you 're officially experts in [topic]! ”; “Great job, team! See you next time! .
Buxopucranns GatuyHUX BHUpaA3iB BUMTEISIMU Ta YYHSMHU Iij 4ac B3a€MOJIIT B
kinaci EFL Bigirpae nyxe BaxkiIuBYy poyib y MOOYIOBI €(EKTHBHOI KOMYHIKAIIli,
CTBOpPEHH1 JOOpUX CTOCYHKIB 1 CTBOPEHHI IIO3UTHBHOIO Ta I1HKIJIFO3UBHOIO
HABUYAJLHOTO CEPEeOBUINA. 3a pe3yJbTaTaMU LbOTO JIOCHTIKEHHS MOXKHA 3pOOUTH
BHCHOBOK, L0 B&)KJIMBO BKIIFOUUTH (DATHUHY KOMYHIKAIIIO B MEJAaroriyHy MNpPaKTHUKY
BunTeliB 1 yuHiB EFL, ocKkiIbKM 116 MOKEe TOKpaIIuTH SKICTh B3aEMOJII B KJacl Ta,
3pElITO0, MOTUBYBATH BHUBYEHHS 1HO3E€MHOI MOBHM YYHSIMH, a TAaKOXX MOKPAIIUTH
OCBITHIM JOCBIJlT B LUIOMY. PO3yMiHHS HOro BIUIMBY Ja€ MOXJIUBICTh BUMTENSIM
e(eKTUBHO 3aJy4yaTH YYHIB JO aBIUTOPHUX HABUYaJbHUX aKTHUBHOCTEH, OymyBaTw
MO3UTHBHI CTOCYHKHM Ta CTBOPIOBATH CEPEAOBHINE, CIPHUSTIMBE ISl YCIIITHOTO

BHMBYCHHA MOBH Ta 3araJlbHOI'O aKaaeMquoro 3pOCTaHHA.
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PRYKHODKO G. I.

(Zaporizhzhia National University)

REALIZATION OF EVALUATIVE UTTERANCE
IN DIVERSE TYPES OF CONTEXT

Evaluation is a kind of cognitive activity, as in epistemological terms, any
cognitive act expresses the attitude of the speaker to the object described, that is,
contains an act of evaluation. The evaluative moment is nothing but a person’s
mental operation held on the subject of utterance (perception, understanding,
synthesis, conclusion, etc.), which is an evaluation in its broadest sense. All objects
of reality perceived by man have a certain value in our minds, that is, they may be
evaluated. Evaluation is an essential component of cognition, which is based on a
value approach to the phenomena of nature and society. So, person’s activity and life
as of a human being having different needs, interests and objective s is impossible
without evaluation.

The study of the evaluative potential requires analysis of such important aspect
as the influence of the context on the formation of the evaluation in the utterance. The
fact that any utterance can be adequately interpreted only in a holistic context is of no
doubt.

The notion “context” has today several interpretations and classifications of its
varieties. Three main types of context can be distinguished: 1. Verbal context
(linguistic means preceding the focal word and following it). 2. Situational context
(set of cultural and psychological data common for the interlocutors). 3. Cognitive
context (mental base, formed at the moment of assimilation of the meanings of the
particular text).

Our conception of the context is based on its pragmatic interpretation, because
the idea of pragmatic context is a theoretical and cognitive abstraction of a
multiplicity of physical, biological, and other situations. The pragmatic context

provides information on the conditions under which not only the utterance is
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perceived, but also gives rise to expectations regarding the probable objectives of the
participants, and therefore, relatively possible speech acts that can be carried out in
this situation.

In other words, the pragmatic context, which serves to express the meaning of
the utterance in the speech, is formed by a set of subordinate contexts: linguistic,
stylistic, paralinguistic, situational, cultural, and psychological. It is within the
framework of the pragmatic context the transition in the usage and perception of the
utterance from the level of meaning to the level of sense, in particular pragmatic,
takes place. This approach to understanding the context is appropriate, as for the
study of the realization of the evaluative potential, knowledge of all conditions under
which it occurs is required.

Within the verbal, or linguistic context scientists usually distinguish three types
according to its size: microcontext, macrocontext and thematic, or megacontext. In
our opinion, it would be better to speak not about megacontext, but about
macrocontexts of various sizes: minimum, average and maximum, since, first, the
words macro (gr. pakpog) and mega (gr. peyag) are equal in meaning, but differ only
in use, for example, the latter is used with respect to objects of the real world: (cf.
ueyag — megalopolis), and secondly, the macrocontext can be of different amount:
from a few sentences to the whole text.

It must be noted that for the analysis of the evaluative potential and its
realization, it is very important to take into account the stylistic context, since very
often various expressive means and stylistic devices take part in the formation of an
evaluative utterance. They can express an evaluation that can be recognized only
within the frames of a stylistic context. Stylistic context can be divided into
microcontext and macrocntext.

In addition, signals-indicators are always required to identify an evaluation.
Being elements of the context, they can be both linguistic in nature (a single word, a
chain of words, a phrase, a sentence, a number of sentences), and extralinguistic, that
IS, they can be those extra-linguistic factors that help to reveal the meaning of the

utterance. As for their position, signals-indicators can be situated before or directly
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behind the language unit that realizes evaluation, or they can be located distantly.

To sum up, having focused the research on the area of the actualization of the
evaluation in different types of context, we have submitted results of interconnection
of context and evaluative utterance in the field of Pragmatics, Evaluation theory,
theory of Text, and theory of linguistic and stylistic Context.

The concept "evaluation" has become an integral part of the conceptual
apparatus of modern linguistics, which clearly demonstrates the fact that it is
impossible to examine a language without resorting to its primary purpose, its
“creator"”, carrier, user, specific linguistic personality, a person. The contextual
dependence of the potential of evaluation indicates that it can be updated in the
micro- or macrocontext. The actualization of evaluation in micro and macrocontexts
of different size (minimum, average and maximum) is carried out both explicitly and
implicitly.

An important role in the realization of the evaluative utterance within the
different types of context belongs to the signals-indicators which can be a single
word, a chain of words, a part of the sentence. It should be noted that in many cases
extralingustic context is of great significance as signals-indicators mostly are of
paralinguistic character. It is apparent that evaluation is created, realized and can be
interpreted only within the context. The important role in this process belongs to
various expressive means and stylistic devices.

In conclusion, this study points out that the evaluation, therefore, should be
studied comprehensively and deeply as a category of high level abstraction as one of
the categories given by the social, physical and mental nature of a person, which

determines his relation to other individuals and phenomena of the surrounding reality.
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CLIMATE LITERATURE’S EMERGENCY NARRATIVES

Introduction. Climate literature increasingly employs emergency narratives to
convey the urgency of the climate crisis. These narratives frame climate change as an
Immediate, existential threat requiring rapid action. Key elements often include
apocalyptic imagery and scenarios, emphasis on tipping points and irreversible
damage, calls for radical societal transformation, and emotional appeals using fear,
grief, and moral imperative. This framing aims to motivate action but is debated.
Critics argue it can be paralysing or alienating [Pokorna 2023].

Relevance of the problem:

1. Climate change is a pressing global issue requiring widespread action.

2. Literature plays a key role in shaping public perception and response.

3. Emergency narratives are increasingly prevalent but controversial.

4. Understanding these narratives' effects is crucial for effective climate
communication.

The aim of the research is to analyse the use and impact of emergency
narratives in climate literature, evaluating their effectiveness in motivating action and
their potential drawbacks.

The tasks of the research are to identify and categorise standard emergency
narrative techniques in climate literature to analyse the psychological and emotional
impacts of these narratives on readers; to assess the effectiveness of emergency
framing in motivating climate action, to compare emergency narratives with
alternative framing approaches; to evaluate potential negative consequences, such as
eco-anxiety or fatalism; to develop recommendations for balanced and effective
climate communication.

Results and Discussions. As the world grapples with the escalating climate

crisis, researchers have turned their attention to the power of words. In climate
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literature, a striking trend has emerged: the rise of emergency narratives. Our team set
out to unravel the impact of these urgent, often apocalyptic stories on readers and
their potential to drive climate action [Johns-Putra 2016].

Our first task was to map the terrain of these narratives. We dove into various
climate fiction, non-fiction, and poetry, identifying recurring themes and techniques.
We found a tapestry of vivid imagery: submerged cities, raging wildfires, and barren
landscapes. Authors wielded metaphors of ticking clocks and closing windows,
creating a palpable sense of time running out [Bracke 2018; Hughes & Wheeler
2013].

Interestingly, we noticed a shift from distant future scenarios to near-future or
even present-day settings. This immediacy seemed designed to shatter the notion of
climate change as a far-off problem.

The Psychological Impact.

We conducted surveys and in-depth interviews to understand how these
narratives affected readers. The results were striking:

1. Emotional Responses: Many readers reported intense fear, grief, and anger
after engaging with emergency narratives. For some, this translated into a powerful
motivation to act. For others, it led to a sense of hopelessness.

2. Cognitive Shifts: We observed significant changes in how readers perceived
the urgency of climate change. Many reported a heightened sense of personal
responsibility and a greater understanding of the interconnectedness of environmental
ISsues.

3. Behavioral Intentions: Most participants intended to make lifestyle changes or
engage in climate activism after exposure to these narratives. However, follow-up
studies showed a gap between intentions and long-term behaviour changes.

Our research revealed a complex picture of the effectiveness of emergency
narratives:

- Short-term Impact: These narratives were highly compelling, grabbed
attention, and created immediate concern.

- Long-term Engagement. The results were mixed. While some readers
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maintained their motivation, others experienced "apocalypse fatigue," becoming
desensitised or overwhelmed over time.

- Demographic Differences: Younger readers tended to respond more positively
to emergency framing, while older generations sometimes found it alienating.

We compared emergency narratives with other framing approaches, such as
"opportunity” narratives focusing on climate action's benefits. Our findings suggested
that a balanced approach, combining urgent framing with hopeful visions of the
future, was most effective in sustaining engagement.

Our research also uncovered potential drawbacks of emergency narratives:

1. Eco-anxiety: A significant portion of readers, especially young adults,
reported increased anxiety and stress about the future.

2. Fatalism: Some individuals responded to the overwhelming nature of the
crisis by adopting a fatalistic attitude, believing it was too late to make a difference.

3. Polarization: In some cases, the stark messaging widened the gap between
those already concerned about climate change and sceptics.

Conclusions and Recommendations. Our journey through the landscape of
climate emergency narratives revealed their power to shake readers out of
complacency. However, it also highlighted the need for careful consideration of their
use. As we face the monumental challenge of climate change, the stories we tell
matter more than ever. By crafting narratives that inform, motivate, and empower,
climate literature can be crucial in shaping our collective response to this global
emergency.

Our research revealed a tapestry of responses to these narratives. We discovered
that readers are often shocked and concerned when encountering vivid depictions of
climate catastrophes. These stories have a remarkable ability to grab attention and
create a sense of urgency. We saw readers’ perceptions shift, with many reporting a
newfound understanding of the immediacy of the climate crisis.

However, as we dug deeper, we uncovered a more nuanced picture. The long-
term effects of these narratives were not always what we expected. While some

readers maintained their motivation to act, others experienced what we came to call
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"apocalypse fatigue." The constant bombardment of dire scenarios left some feeling
overwhelmed and, paradoxically, less likely to engage in climate action. Perhaps one
of our most significant findings was the realisation that emergency narratives are a
double-edged sword. On one hand, they can be powerful motivators, spurring readers
to make lifestyle changes or engage in activism. On the other hand, they risk inducing
eco-anxiety and a sense of fatalism, particularly among younger readers.

This duality presented us with a challenging question: How can we harness the
motivational power of these narratives while mitigating their potential negative
psychological impacts?

A clear pattern emerged as we compared emergency narratives with other
framing approaches. The most effective approach seemed to be a careful balance —
combining the urgency of emergency framing with hopeful visions of potential
solutions and positive futures. This balanced approach appeared to sustain
engagement without tipping readers into despair.

Our research journey has opened up numerous paths for future exploration. We
see a need for long-term studies to track the sustained impact of these narratives over
time. There is also exciting potential in exploring how emergency framing works
across different cultures and in digital storytelling formats.

We are particularly intrigued by the possibility of developing strategies to
mitigate eco-anxiety while maintaining the motivational aspects of emergency
narratives. We also see great value in fostering collaborations between literary
scholars, psychologists, climate scientists, and communication experts to develop
more nuanced and compelling climate narratives.

Our findings call for a thoughtful, nuanced approach to climate communication.
We must craft narratives that inform and motivate but also empower and support. As
researchers, writers, and communicators, we are responsible for wisely wielding the
power of emergency narratives, balancing urgency with hope and concern with
agency.

The climate crisis is the story of our time, and how we tell it matters. As we

move forward, we carry with us the knowledge that the right words, carefully chosen
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and thoughtfully presented, can shape the next chapter of our planet's history.
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MYJIbTAMOJAJBHICTH TAHIIIOBAJTHbHO-CITIOPTUBHOT'O
JTACKYPCY

VY cyyacHOMY CyCHIBCTBI KOMYHIKallisl B 0aratbox cdepax Halloro KHUTTS Mae
MYJIBTUMOJIAJIBHUN  XapakTep. MylIbTUMOAANBHICTh OyAb-SKOTO THITY JTUCKYPCY
CTBOPIOETHCS TapajielbHUM 3aCTOCYBaHHSIM 3aco0iB, CHIBBIJHOCHUX 3 PI3HUMHU
KaHaJlaMu mepenadi  iHdopmarliii, 3abe3nedyroud TMO€THAHHS BepOanbHOI Ta
HeBepOanbHOT  KomyHikamii [Makapyk 2018]. IlutanHS MyJIBTHMOIATBHOCTI
MPOJIOBXKY€E HaOyBaTH OCOOJIMBOI YBAaru y TOCHIIPKEHHAX SIK BITYM3HSHUX HAYKOBIIIB
(JI. Maxkapyk, 1. Mipomuuuenko, 1. CepsikoBa) Tak i 3apyoikuux (A.Gibbons,
B. Granstrom, I. Karlsson). 3ayBakumo, 1110 MyJIbTHMOIATIBHICTh — 1€ HE JHUIIe (aKT
BUKOPUCTAHHSA PI3HUX CEMIOTUYHUX PECYpCiB, a ¥ BH3HAHHSA BIIMIHHOCTEH MIiX
HUMH, OCKIJIBKHM KOXXEH HEBEpOAJbHUN 3HAK «SIK CEHCOMOTOPHHH (akT TiiecHOi
AKTUBHOCTI JIIOJWMHU CTAHOBUTh KOTHITMBHO 3yMOBJICHUH 1 (QyHKIIHHO Ta

nparMaTUYHO HaBaHTaKEHUHM KoMyHIKaTuBHMIA Koy [CepsikoBa 2017, c. 193].
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Cdepa TaHIIOBaIBHO-CIIOPTUBHOT KOMYHIKaIlli HE € BHHATKOM, OCKLUIBKH
iHpopMallis, Ky MPEACTaBISAIOTh YYACHUKH TAHIIOBAJIbHO-CIIOPTUBHOTO JHUCKYPCY
3aKO/I0BaHAa OJpa3y JeKUIbkoMa Mojycamu. BepOanbHi BHCIOBIIOBAaHHS B
TaHIIOBAJILHO-CIIOPTUBHOMY JTUCKYPCI1 € YCBITOMJIGHUMH 1 KOHTpOJboBaHUMH. [lepi
3a BCE 11€ TEKCTU MPO TEXHIKY OaJIbHUX TAHI[IB, IHTEPB 10 3 YCHINTHUMH TpeHEpaMu i
BIJIOMUMH CIIOPTCMEHAMH, KOMEHTapi J0 BHCTYIIB TaHIIIBHUKIB Yy JAPYKOBAaHUX
BUJAHHIX, 1HTepHET-pecypcax. BepbampHa KOMyHIKaliss B  TaHIIOBAJIBHO-
CHOPTUBHOMY JUCKypci € 1HGOpPMATHUBHOIO W TOYHOI, TMPOTe HEeBepOabHE
CIIUJIKYBaHHS BIJIrpa€e OUIBIIY pOJb, HIK BepOaibHEe, 3a0e3Meuyloud MOBHOIIHHE
CIPUIHATTS TIOB1IOMJICHHS.

HeepOanbpHa KoMyHiKallisl B TAaHIIOBAJIbHO-CIIOPTUBHOMY JMCKYPCl JOTIOMAarae
CTBOPUTH KOHKPETHY ICTOPIIO, 3MICT AKOi TAHIIIBHUKH HAMararThbCs JOHECTU 0
rsgauiB (“Dancers do not just listen to the music; they tell a story with their
movements” [Thomas 2011, c.7]). Kpim Toro, y mporeci HeBepOaIbHOTO
CIUJIKYBaHHS TAaHI[IBHUKA MAalOTh 3MOTYy TIPEACTaBUTU CBOKO 1JE€HTUYHICTh, SIKa
BUPAXAETHCS B MaHEpl MepeaBaTu 3MICT TaHIIO Ta CBOIO poib B Hhomy (“We put
our hearts into our dancing and onto the dance floor — we keep dedicating,
committing and investing ourselves into dancing and the journey towards
greatness... ” [Bager 2023]).

[cHylOTh pi3HI BUAM 3ac00IB HEBEPOAIBHOIO CIUIKYBaHHS Ta iX YHCIJIEHHI
kiaacudikaiiii, CTBOpPEeHI KOMIUIEKCOM KputepiiB [Mairok 2010, c¢.138]. s
JOCIIKEHHS TAHI[IOBAJIbHO-CITIOPTUBHOTO IUCKYPCY CIYIIHUMU € KIHECUYH1 (MIMIKa,
KECTH, BI3yaJbHUN KOHTAKT, €KCIIPECMBHO-BUPA3HI PyXH), TaKeCU4H1 (MOLIYHOK),
MPOKCEMIYH1 (Opi€HTAIlis, JUCTAHITIS) 3aCOOH.

Kinecnuni 3aco0m € KJIFOUOBMMH B CIUIKyBaHHI TaHIiBHUKIB (“body language
that serves as communication channel for the couple” [Miller 2014, c.71]),
OCKIJTbKM 37aTHI TepenaTh HeoOXinHy i1HdOopMaIliio Ml 4ac BUKOHAHHS TaHITIO
riigayeBl W OJMH OJHOMY, a TaKOXX CTBOPUTH HEMOBTOPHY aTMocdepy Ha
TaHIFOBAIBHOMY MaiJJaHUYMKy BiAMOBIAHO 10 pi3HOBUAY TaHIto (“...dancing is more

than just movement — it’s a scent that fills the air, a feeling that ignites our bodies,

162



and an adrenaline rush...” [Agikyan 2024]).

Cepen TakeCHMYHHX 3aC001B HEBEpPOATBHOTO CHUIKYBAHHS HAMBIAOMIIIUM JIS
TaHIIOBAJIbHO-CIIOPTUBHOTO JUCKYPCY € TOIIYHOK. BiH € 1KOHIYHO-1HJIeKCaIbHOIO
penpe3eHTaIll€l0 MATKUX IMOYYTTIB Ta €MOIIIH i Yac 3aBEPIICHHS] BUKOHAHHS TAHIIIO
pymbOa. ['oloBHa TeMa MBOTO TAHIIO — POMAHTHYHI CTOCYHKHM MK YOJOBIKOM 1
KIHKOIO, SIKI IMiIKPECIIIOI0THCS HE JIMIIE 3a JOIMOMOror MoBu Tija (“...rumba tells a
story of love ...between the dancers through swaying motions and sharp eye
contact” [Edrich 2015, ¢.103]), a # BiAMOBIZHOTO JIPUYHOTO MY3HYHOI'O CYIIPOBOIY
Ta MIHIMAJIICTUYHUMHU KOCTIOMAaMH, LI0 YHOPEIMETHIOIOTH E€HEPril0, IHTUMHICTD,
cekcyanbHicTh (“Lady is wearing minimal sexy silken outfits often with slits...”
[Nelson 2009, c. 228])).

[IpokceMiuHl 3aco0M KOMYHIKallli € YaCTUHOK TEXHIYHUX OCOOIMBOCTEM
BUKOHAHHS OaJbHMX TaHIIB. [IpaBuiibHa Opi€HTAIllsi BUKOHABIIIB B MPOCTOPI
TaHIIOBAJHLHOTO MailIaHUYUKY CIIPHUSE YCIIIIHOMY BUKOHAHHIO TOTO YU TOT'O TaHIIIO,
3a0e3Meuyrour TOYHE MPEACTABJICHHS BIAMNOBIIHUX PYXIB HAa PO3CyA IIIsAadiB Ta
CyJJIiB 3Marafb.

OTxe, TaHUIOBaJIbHO-CIIOPTHBHA KOMYHIKaIlsl 3a0e3rneuye MyJIbTUMOJAIbHY
IHTErpalio CEeMIOTHYHUX pecypciB. €IHICTh HEBEepOATbHUX (30pPOBHX, CIYyXOBUX,
KIHECTETHYHMX) Ta BepOajdbHUX 3aco0IB CHOpUSE YCHINIHOCTI KOMYHIKAIli W

JTOCSITHEHHIO KIHECTETUYHOI eMMaTii MK KOMYHIKaHTaMHU.
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TAPACIOK I. B.

(3anopizbkuil HayioHANbHULL YHIGEpCUmMen)

JAUCKYPCHUBHI OCOBJIMBOCTI INIIOPIVITHI'BAJVIBHUX TEKCTIB

[ImropimiHrBanbH1 CTY/Ii, $SKI 3 MOYATKOM HOBOTO CTOJITTS / THUCSYOJITTS
HaOpamu 00epTiB, CBiAYaTh TMPO AaKTyalbHICTh TMOIIYKY 3acag e(QeKTUBHOI
KOMYHIKaIlii B yMOBaXx MOBHOI'O Ta KyJbTypHOTO po3mMaitts. Ha nymxy M. de Carlo,
MOTPIOHO MepecTaTd BBaXaTH MapriHaJIbHUMHU PI3HOMAHITHICTh, HECTAOUIBHICTD 1
MIHJIUBICTL — HEBIJ €MHI CKJIaJ0Bl 0araTOMOBHOI KOMIIETEHIlI, OCKUJIBKH Ha
KOTHITUBHOMY DIiBHI BOHM, HaBIIaKH, € MNPUPOAHIMU MEXaHI3MaMHU JIOCTYIY [0
3aCBOEHHs KUTbKOX MOBHUX cucteM [Carlo 2009, c. 68]. Tomy y ®paHniiii Tak 6araro
yBaru NpUAUIAE€THCA MDKKYJIBTYPHIM OCBITI JIIT€H, OJTHUM 3 TIPOSIBIB SIKOi € CTBOPECHHSI
IUTIOPUTIHTBJIBHUX ~ JUTAYMX  KHWkokK. Tak, Enp3za Bamanten, aBTOpka
opimiHrBanbpHol  Bepeii kasku  «YepBonmit  Kanemomok» /  «Chaprouchkay,
3amydniia OJIM3bKO TPHUILATH MOB, CEPel SKUX: aHTJINChKa, 1TalliChbKa, SITTOHCHKA,
OKCHTaHChbKa, KaOyBepjilicbka (KpeosibCchka), Kedya, Bojiod Tomio. Y BigOopi
IHIIIOMOBHHX CJIiB TIepeBara Bij1aBajlach «IIPO30PUM» CIOBaM, SIK1 JIETKO 3PO3YMITH 3
KOHTEKCTY, SKi JIerKo unuTaTH 1 BUMoBIATH [SiX questions a Elsa Valentin]. Takum

YUHOM,  MOYATKOBUW  (PpaHKOMOBHMI  TekcT  OyJlO  MEpPEeTBOPEHO  Ha
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TUTIOpUTIHTBaJIBHIMA. Hac 3ariikaBuiio muTaHHs: sSKi JUCKYPCHBHI 0COOIMBOCTI MalOTh
moTi0H1 TEKCTH ?

Otrxe, 00’€KTOM HAIIOro JOCHIKEHHS € IUTIOpUNIHTBabHUN  (abo
0araToMOBHUM) TEKCT, SK 3HAKOBE YTBOPEHHS, IS SKOTO XapakTepHa, Ha TYMKY
C.Van den Avenne «CHiBOpUCYTHICTh KUIBKOX MOB» («co-présence de plusieurs
langues sur un méme support» [Van den Avenne 2021, c. 120]). Ilocunatounch Ha
J.N.Adams, mociigHUIA BITHOCHTH JO TUTIOPLIIHTBAILHUX TEKCTIB: 1) OinineéanvHi
mexcmu (textes bilingues), namucani 1BOMa MOBaMHM 1 SKi MalOTh CIUIBHUI 3MICT
(manpuknan, Po3erchkuii kKaMiHb a00 Yy JIBOMOBHHMX KpaiHaX I1HCTUTYLIMHI a0o
noOyTOBI TEKCTH); 2) mpanciimeposani mexcmu (textes translittérés ), Hamucamxi
andasitoM iHIIOI MOBH; 3) 3miwani mexcmu (textes mixtes), s SKUX XapaKTepHe
NEepPeMHUKaHHS MOBHHX KOJIB a00 iX 3mimryBaHHS; 4) mekcmu, wo IMAIIYUMHO
giomeoproioms 0somoeny cumyayito (textes reflétant implicitement une situation
bilingue), Hamucani TeEpEeBaXHO OJHIEID MOBOI, aje MalTh IPUKIAINA
opdorpadiunoi, mopdosnoriunoi iHTepPepeHIlli, TOCTIBHUM MEPeKIa] MEBHUX
BHCJIOBIB 200 MOBHUX KJIIIII€ 3 1HIIIOT MOBH.

MeToro Hamoro AOCHIPKEHHS € PpO3MVISIHYTH JTUCKYPCUBHI OCOOJMBOCTI
TUTIOPUTIHTBJIBHUX TEKCTIB 3 OTJIAy HAa KOMYHIKATHBHI 3aBAaHHS, SIKI CTaBUTh Ta
BUPIIIYE aJ[PECAHT y TaKWUX TEKCTax, a TAKOX MEXaHI3MH PO3YMIHHS ITMX TEKCTIB
aapecaroM. Tak, Oyab-sIKWU TUTFOPUTIHTBAJIbHUNA TEKCT, TOOYAOBaHUI HA YepryBaHHI
/ CHiBICHYBaHHI JEKUIBKOX MOBHHMX KOIB, € pPe3yJbTaTOM OCOOJIMBOIO CIOCOOY
«I3HAaHHS, OCMUCIJIEHHS 1 mpe3eHTanii cBiTy» (y TepmiHax @. banesuua [bauesuu
2004, c. 138]) 3 60Ky agpecanTa. Y IIOPUTIHIBAILHOMY TEKCTI MOBEIlh 3QJTy4ae CBIi
OaraTroMoBHHUH / TuTIOpiTiHTBaNbHUE peniepTyap (le répertoire plurilingue [Ambrosio,
Aragjo, Simoes 2015]) — cykynHiCTh KiJIbKOX MOB, 1) sIkKi BAKOPHCTOBYIOTHCS HUM Y
COLlabHIA KOMYHIKaIlil, 2) sKi PI3HATHCA PIBHEM BOJOMIHHA 1 3) sSKi MOXYTb
MIHSTHCSI TIPOTSTOM WMOTO JKUTTS. TakuM YMHOM, WIEThCS TPO BHYTPIIIHE /
«OiorpadiuHe» TMO3UIIIOHYBAHHS KOXHOI MOBU BIJHOCHO PI3HHUX KOMYHIKATHUBHUX
CUTYyaIlli, 3 IKUMU CTUKA€ThCS MOBEIb NPU CIUIKYBaHHI B POJUHI, y TpodeciitHii

cdepi, y HaBUaHHI, MiJ Yac IUIOBUX a00 OCOOMCTUX MOJAOPOKEH TOIIIO.
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Bin agpecata uuTaHHS IUTIOPUTIHTBAJBHUX TEKCTIB MOTpeOye TaKOX IMEBHUX
MOBJICHHEBO-MHCIICHHEBUX [iH, AK-TO: 1) imeHTH(IKyBaTH BHUKOPHUCTAaHI Y TEKCTI
MOBH, 100 3pO3YMITH KOMYHIKaTHBHUN Hamip ajapecaHTa (IIUTyBaHHs, Tpa CIiB,
BUKOPHUCTAHHA PO3MOBHOTO BHUCJIOBY, BXXHBAaHHS TEPMIHY TOINO); 2) IEKOAYyBaTu
0araTo3HayHICTh CEHCY, MOPOJIKEHY IMEPEeMHUKAHHSIM MOBHHMX KOJIIB; 3) 3pO3yMITH
CTWJIICTUYHUNA 3aJlyM MOBIIS, SIKIIIO MOBHE NEPEKIIOYEHHS MOB’S3aHE 31 3MIHAMU Y
CTHJIl, Y MOBHOMY PETiCTpi TOIIO; 4) 3UMTaTH 1 IHTEPHPETYBaTH KYJIbTYPHHI Ta
ICTOPUYHUN KOHTEKCT, AKUI YHAOUHIOETHCS Yepe3 3MIHY MOBHHX KOJI1B TOIIIO.

OTxe, TUIIOPUTIHTBAJIbHI TEKCTU € CKIQAHUMHU OaraToapOBUMHU 3HAKOBUMH
YTBOPEHHSIMH, $IKI MalOTh CIEHU(IYHI MOBHI 1 KYyJbTYpHI OCOOJMBOCTI 1 TaKOX
nepeadavaroTh crienr(iuHi MexaH13MH JIEKOyBaHHS Ta 1HTEpIIpETaIllii, OB’ A3aH1 SK
3 OCOOMCTICHUMHU ICTOPISIMH MOBI[IB, TaKk 1 3 OUIBII IIMPOKUM COIIAJLHUM
KOHTEeKCTOM. [lomanmpini  po3BiAKM MOXYTh OyTH COpSIMOBaHI Ha  aHami3
JIHTBOKYJIBTYPHHX OCOOJIMBOCTEN 0araTOMOBHHMX TEKCTiB, CTBOPEHUX CTYAECHTaMU-

(1osI0ramMu MiJ Yac aTellbe IUTOPITIHIBAIBHOIO MHUChMA.
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TASMASYS O.

(Lviv lvan Franko National University)

THEMATIC DOMINANTS OF THE CONTEMPORARY ENGLISH
FICTIONAL CRIMINAL NARRATIVE AS A MEDIUM FOR ACTUALISING
THE CONCEPT OF CRIME: THE PROBLEM OF CRIME
AND PUNISHMENT

Modern contemporary American fiction explores the themes of crime and
punishment through various lenses, reflecting societal anxieties, moral complexities,
and the human condition. These narratives often engage with the implications of
crime within the context of contemporary issues such as globalization, technology,
identity, and social justice. Below are key thematic approaches found in this genre.

In contemporary English fictional criminal narratives, the thematic exploration
of crime and punishment acts as a reflective medium that probes underlying societal
norms and individuals’ moral compasses. These narratives intricately blend elements
of suspense and moral ambiguity, challenging readers to ponder the delicate balance
between justice and retribution. As we delve into these stories, it becomes evident
that they not only depict sensational crime plots but also serve to actualize the
concept of crime beyond its simplistic definition, offering profound insights into
human nature and societal structures.

Contemporary fiction frequently delves into the psychological motivations
behind criminal behavior, portraying characters with complex moral dilemmas. For
example, in “Gone Girl” by Gillian Flynn, the narrative explores themes of deceit and
manipulation within a marriage that culminates in crime. The protagonist's actions
challenge readers to question traditional notions of morality and justice, illustrating
how personal grievances can lead to extreme measures. This psychological depth
often blurs the lines between victim and perpetrator, prompting a reevaluation of guilt
and innocence.

Contemporary criminal narratives often focus on the psychological depths of
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both the perpetrator and those seeking justice. Authors like Gillian Flynn and Tana
French paint their characters in shades of gray, eschewing traditional black-and-white
portrayals of good versus evil. This narrative choice forces readers to grapple with
the uncomfortable notion that crime is inherently a part of the human condition,
sometimes driven by desperation, loss, or an innate flaw in character. By creating
fully fleshed-out, morally complex characters, these writers illuminate the
multifaceted nature of crime, suggesting that it might spring from systemic societal
failures rather than mere individual malevolence.

Furthermore, the genre frequently examines the efficacy of the justice system,
scrutinizing its ability to differentiate between lawful justice and moral justice. In
narratives where vengeance and justice blur, such as those depicted in Dennis
Lehane's works, the critical lens is pointed squarely at institutions designed to deter
crime. This deconstruction compels readers to question the infallibility of these
systems. Is justice truly served when punishment is meted out, or does the cycle of
retribution perpetuate further societal harm? The exploration of these questions is
crucial in a narrative framework that posits crime as an enduring societal issue,
requiring nuanced understanding and empathy rather than reductive judgment.

Many modern narratives address systemic issues that contribute to crime, such
as poverty, racism, and social inequality. In “The Hate U Give” by Angie Thomas,
the story revolves around Starr Carter, a young girl who witnesses the police shooting
of her friend. The novel critiques systemic racism and police brutality while
highlighting the struggles faced by marginalized communities. This approach
emphasizes that crime is often a product of broader societal failures rather than
individual moral failings.

The exploration of justice systems is a prevalent theme in contemporary fiction,
often revealing their inadequacies and biases. In “Just Mercy” by Bryan Stevenson,
which blends memoir with legal advocacy, Stevenson recounts his experiences
defending those wrongfully convicted or harshly sentenced in a flawed criminal
justice system. This narrative not only sheds light on specific cases but also critiques

the larger societal structures that perpetuate injustice, calling for reform and greater
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empathy.

The impact of technology on crime is another significant theme in modern
fiction. Works like “The Circle” by Dave Eggers explore how surveillance and digital
culture can facilitate criminal behavior while also raising ethical questions about
privacy and control. The narrative illustrates how technology can blur boundaries
between public and private life, leading to new forms of crime that challenge
traditional concepts of punishment.

Themes of redemption are also prominent in contemporary narratives about
crime. In “A Little Life” by Hanya Yanagihara, characters grapple with their
traumatic pasts while seeking forgiveness and healing from their actions. The novel
emphasizes that while characters may have committed crimes or caused harm to
others, their journeys toward understanding and redemption reflect a deeper
exploration of human resilience.

Contemporary fiction often portrays crime as a means of escapism or as a
response to feelings of alienation in modern society. In works like “The Amazing
Adventures of Kavalier & Clay” by Michael Chabon, characters create comic book
heroes as a way to escape their harsh realities during World War Il. This theme
reflects a broader cultural commentary on how individuals cope with trauma and
societal pressures through fantasy or criminal acts.

Modern contemporary American fiction presents diverse depictions of crime and
punishment that engage with psychological complexities, social critiques, justice
system failures, technological impacts, themes of redemption, and escapism. These
narratives not only reflect current societal anxieties but also provoke critical
discussions about morality, justice, and the human experience in an increasingly
complex world. By exploring these themes, contemporary literature invites readers to
reflect on their own values and the implications of crime within society.

In addition, the role of setting in these narratives plays a pivotal role in
illustrating the societal context of crime. From the gritty, rain-soaked streets of
London to the labyrinthine alleyways of New York, the city becomes a character in

its own right, reflective of the societal milieu that nurtures crime. The urban
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landscape often acts as a microcosm of broader cultural and socio-economic issues,
emphasizing the narrative that crime doesn't happen in isolation. This situational
grounding provides a backdrop against which the tension between individual agency
and structural confines is played out, illustrated vividly in works by crime novelists
like lan Rankin.

The thematic exploration of crime within these narratives is not simply about the
act itself but rather provides a platform for a broader discourse on punishment and
redemption. Crime stories evoke questions about the human capacity for change and
forgiveness. Can a person who transgresses social mores be reclaimed, or are they
forever defined by their wrongdoing? Through storytelling, authors bridge the gap
between fiction and socio-ethical dilemmas, inviting readers to engage with the
complexities of forgiveness and rehabilitation in situations where the law might fall
short.

In conclusion, contemporary English fictional criminal narratives serve far more
than mere entertainment; they are critical reflective tools that invite readers to
confront the persistent issues of crime and punishment. By blurring the lines between
morality and immorality, justice and revenge, they provide a unique lens through
which to question, evaluate, and better understand the intricate tapestry of human
society. Through this genre, authors enable a dialogue that transcends the written
word, invoking introspection and challenging the reader’s perceptions of justice,

culpability, and the very nature of crime itself.
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TOPYNHCBKA H. M.

(XmenbHuybkuii HayionanbHUL yHieepcumem,)

3ACOBU BUPAKEHHA ITUTAJIBHOCTI B I1IOJIBCBKOMY
XYJIOKHBOMY JUCKYPCI

KomynikatuBHa (yHKIISEI MOBH HacaMmIepel peai3yeThCs UYepe3 OIO3HIIII0
«IHUTAHHS — BIAMOBIABY, OCKUIBKUA CaMe Yepe3 MUTaHHS MU MIITPUMYEMO KOHTAKT 31
CIIIBPO3MOBHUKOM, CIIOHYKaEMO MOro 10 MEBHOI peakilii, pO3yMIEMO 1HTEHIIIIO
MOBIIS, CTUMYJIIOEMO JI0 BIJMOBIJI, SKa MEBHOIO MIPOI JOMOMAara€e 3po3yMiTh
BHYTPIIIHIN CTaH JIIOIUHU.

[IpoOnemMa NUTaIBHOCTI HE HOBA B CYYaCHIH JIIHIBICTHULIl, TPOTE BOHA IMOCTIHHO
3QJIMIIIAE TPOCTIp JJIsg TEBHHUX JOCTIIKEHb 1 BHCHOBKIB. [3-TIOMi)K MOBO3HaBIIiB-
YKpaiHICTIB MOKHa BHOKpeMHTH mpami TtakuX, sk JI. Augpycs, O. I'ypko,
O. 3enminceka, 1. Jlompauesa, C. [lenuenko, A. Pomanuenko, C. [llabaT-CaBka Ta iH.
Y TOoNbCHKOMY CHHTAaKCHCI THUTaNbHI pedeHHs pgochimpkyBanun K. AiinykeBud
(K. Ajdukiewicz),  A. borycnaBcbkuii  (A. Bogustawski), M. JlanuieBudoBa
(M.Danielewiczowa), /Ixx. Kouepxunceka (J. Koscierzynska) Ta in.

[lutanbHUM  peYeHHSM TMpUTAMaHHA CKJIAaJHA CEMAHTHKO-CHHTaKCUYHA
CTPYKTYypa, sika MOXK€ BUpPa)XaTu Pi3HI THUIH MOJAIBHOCTI, IO JO3BOJISIE 3PO3YMITH
CBITOTJISA JIIOJUHU 1 ii cBITOOAYEHHS, MOBHY 1 KyJIBTYpHY KapTHHY CBITY, SIKYy BOHa
npomnarye. JlOCTIAHUKK BIJ3HAYalOTh OCOOJMBY PHUCY MHUTAIbHUX KOHCTPYKIH —
iXHIO 371aTHICTH TPAHCJIIOBAaTH BOJIOHTATUBHY MOJANbHICTH. Lle o3Hadae, mo Taki
BHCJIOBJICHHSI CIIOHYKAIOTh CITIBPO3MOBHHMKA HajaTh 1HGOpMaIlio, sSKoi moTtpedye
moBenb [[leguenko 2015, c.58]. KirodoBy posib y BHpakeHHI MOJAIBHOCTI
BIIIrparoTh MUTadbHI YacTku. [IpoTe s MOBHOTO PO3YMIHHS IXHIX (PYHKIIHHO-
CEMaHTHUYHUX OCOOJIMBOCTEHl HEOOXITHO BpaxoBYBaTH CEMaHTUKO-CHHTAKCHYHI
XapaKTEPUCTUKU MUTAITBHUX BUCIOBJICHB 3arajioM.

[Ipenmerom i aHamizy HaMu OOpaHO NHUTAJIbHI PEUYECHHA B MOJBCHKOMY

XYJA0KHBOMY JAMCKYpCi, 30Kpema B poMani 5. BuiaeBcrkoro «Samotnosé W Sieciy.
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Haii6inpm npoAyKTUBHUMH Y JOCHII)KYBAaHOMY TEKCTI BHSIBUIIMCSA TMUTAJIbHI
pEUYCHHS, YTBOPEHI 3 JOMOMOTrOI MUTambHOI dYacTku Czy. Crnemmdika mmx
KOHCTPYKIIi} MOJISITae€ B TOMY, III0 BOHU 3/1€01IBIIONO YITKO CHPSIMOBYIOTh MUCJICHHS
CHIBPO3MOBHHUKA BIAMOBITHO IO HAMIpy MOBIIS, SIKUI X04€ OYYTH y BIATIOBIIb «TAK»
«am». TakuM YUHOM, BUKOPUCTOBYIOYM TMOAIOHI THWTaHHSA, MOBEIb CTBOPIOE
CUTyaIlll0, Ji¢ BIJANOBIIb CIIIBPO3MOBHHUKA OOMEXKYETHCS JBOMAa MOMJIMBUMHU
BapilaHTaMHM: TOTOJUTUCA a00 HE TOTOIUTHUCS 13 3aMPOIIOHOBAHWM TBEPHKCHHSIM.
Hanpuknan, 1. «— Czy zrobifem cos zfego? — To Jean wyrwal jg z zamysleniay. 2. «—
Czy ktos cafuje Twoje nadgarstki?». I B mepmioMy, i B JpyromMmy BUIaIKax JOTT9HOO
€ caMe CTBep/iHa abo0 3amepeydHa BiJIOBI/Ib.

AOGCOJIIOTHO 1HIIY CEMaHTHKY IPOCTEKYEMO Yy MHUTAIBHUX PpEYEHHSAX 13
MOJAJIBHAMH CJIOBaMH, SKi BHUPaXalOTh HE i, a CTAaBJICHHS MOBISI 1O
MOBIJJOMJIFOBAHOTO, HOTr0 Hamip, MPUMNYIIEHHS YW HaBITh YIEBHEHICTh Yy YOMYCh:
1.«To przeciez UNIX, prawda?». 2. «Wiesz, zZe ten biekit w laboratorium moze byé
tak samo pigkny jak biekit morza?». 3. «A moZe to, co jest teraz, tak naprawde
nazywa sie eWolucja?». Y 1mxX BUNAJKaXx CEMaHTHKA NHUTAIBHOCTI €, MPOTE
MepeBaXkae TMPUITYIICHHS aBTOpa, HAMaraHHsd WOTo TEePEeKOHATH MOBI Y
MPaBUJILHOCTI CBOTO MUCJEHHS. AHaii3 BUOKPEMJICHHX PEYCHb JIO3BOJIIE 3POOUTH
BHCHOBOK, 1110 B poMaHi SI. BUIITHEBCHKOTO TEepeBakatoTh KOHCTPYKIIii 13 BCTABHUM
cnoBoM prawda («Ty jestes J.L., prawda???!!!») i moze («A moze ona chce wreszcie
opowiedzie¢ komus o sobie i wiedzieé, ze ten ktos ma czas i chce jej wysfuchacy).
[IpyyoMy SKIIO Tepmia Tpyma pPEYeHb BXKWUBAETHCS IS IITBEP/KCHHS
MEPEKOHAHOCT1 MOBIIS 1 3[1€0UIBIIOTO B JI1aJJOTTYHOMY MOBJIEHHI, JI€ aJpecaT O4IKye
BIJIMOBITI-MIIATBEPPKCHHSI, TO JIpyra rpyra pedeHb YacTillle BUKOPUCTOBYETHCS SIK
€JIEMEHT BHYTPIINTHLOTO MOBJICHHS, TIEPEIal0uN CEMAaHTHUKY MTPUITYIIICHHS.

VY cnoB’STHCBKMX MOBaX, 30KpeMa i y MOJbChKIH, JUIsl BUPAXKEHHS 3aITUTaHb MPO
oco0y, TpenMeT, O3HaKy YW KITbKICTh MPEAMETIB BUKOPUCTOBYIOTh MHUTAJbHI
3aliMeHHUKU kto?, co?, jaki?, ktory?, ki B peueHHs] BUKOHYIOTHh (DYHKIIIIO IMiJMeTa
abo momatka, pimme — o3HaueHHs: «Kto w 0gole pamieta, ze on ma dzisiaj urodziny?

Dla kogo ma to znaczenie? Kto fo zauwazy? ».
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[3 meToro0 3’sicyBaTu Miclie, 4yac, MPUUIMHY, METy ¥ croci0 aii, Mipy il BUSBY 4H
IHTCHCUBHOCTI MOBEIlb BHUKOPUCTOBYE MPHCIIBHUKOBI 3aiimeHHuku jak?, Kiedy?,
gdzie?, dokgd?, dlaczego? Tta in.: 1. «Dlaczego chcesz to wszystko wiedzieé?».
2. «Jak to teraz nazywajq? Emigrant gospodarczy».

Y po3MOBHOMY MOBJIEHHI MPOBIJIHY POJIb BUKOHYE IHTOHAIIA, sIKa € OJHUM 13
HaWBaXXJIMBILIUX €JIEMEHTIB TBOPEHHS NMUTaHHA. SIK 3ayBakyBaB A. 3arHiTKO, «BOHA
MOKE€ 3MIHIOBATHUCS 3aJI€KHO BiJ 3MICTy TUTaHHSA. Taka 1HTOHaIis OyBa€e TPhOX
BumiB: 1) BucxigHa, 2)cmagHa, 3) BHCXigHO-cmamHa» [3armitko 2001, c. 110].
He3Baxaroun Ha OIHM3BKICTh YKPAIHCHKOI Ta MOJBCHKOI MOB, 1HTOHALIISI B MTUTAJIbHUX
PEUYEHHSX Y HHUX Bipi3HAETHCA. Tak, B YKpaiHChKIA MOBI 332 HAassBHOCTI IMUTAJIbHOIO
CJIOBa JIOTIYHUM HArojioc Majae caMe€ Ha HbOrO, a SKIIO K BOHO BIJICYTHE, TO
MIJBUILEHHS TOHY OyJleé Ha TOMY CJIOBI, SIKE€ HECE KIIFOUOBE CMHUCIIOBE HABAHTAXKECHHS.
3ne01Ipioro B I pojii BUCTYyHaroTh JiechiBHI (Gopmu. [Ipore B moIbChKOMY
MOBJIEHHI, 5K 3a3Hadae [. KOHOHEHKO, «IOJIbChbKE TUTAJIbHE PEUCHHS Mae
MIJBUILIEHHS TOHY Ha MUTaJbHOMY CJIOBlI, @ MpPU HOro BIACYTHOCTI — HAINPHUKIHII
nuTanbHOro peucHHs» [Kononenko 2012, c. 174]. IlopiBHsAEMO MOJCHKOMOBHHIA
TEKCT i Horo ykpaincekuit nepekian O. Kpasernp: 1. «ON: Opowiesz cos 0 sobie?» /
«BIH: Po3nogicu woco npo cebe?». 2. «l dodaZ: — Myslisz, ze to jest uwarunkowane
genetycznie?» / «I dooas: — [ymaew, wo ye cenemuuno ooymosieno?». Buxomnsuu 3
KOHTEKCTY, IEPEKOHYEMOCS y TIPABUIILHOCTI BUCHOBKIB HAYKOBIIIB III0JI0 BU3HAYCHHS
KJIFOUOBHUX CJIIB Y MTUTATBHUX PEUCHHSX.

XyA0KHIA TUCKYPC BUPIZHIETHCS 13-MIOMIK 1HIIUX CTUJIIB MOBJICHHS HAsIBHICTIO
HU3KH XYJIOXHIX 3aco0iB. B imioctuni $l. BUlHEeBChKOro pedeHHs MNUTaIbHOT
MOJAJIBHOCTI HalUacCTIIIe UTIOCTPYIOTh aHadopy, emidopy abo kiibie. Jlo npuknamny,
B MikpoTekctTi «Czy mogibym wiedzie¢ wigcej? Czy Twoje oczy sqg duze? Czy masz
wysokie czoto? Male stopy? Czy zasy piasz na boku? Czy Twoje wilosy sq puszyste?
Czy masz opalong skore? Czy mowisz po angielsku? Czy lubisz chodzi¢ po deszczu?
Czy lubisz opery? Czy zwilzasz wargi jezykiem? Czy wierzysz w Boga? Czy lubisz
jagody? Czy...» 3acobom cTBOpeHHS aHadopy cTaja 9acTka CZY, MOBTOPSHHS SKOi Ha

MOYaTKy KOXKHOTO PEUEHHsI YBHPA3HIOE AYMKY a00 MOBJICHHS aJipecaHTa, Nepenae
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neBHe 30y/UKEHHS a00 TCHXOJIOTIYHY HAIpPYKEHICTh BHYTPILIIHBOTO CTaHy, JOJAA€
MEeBHOI IHTEHCUBHOCTI mepekuBaHb. Octanne Czy... BKasye, IO LEW psJl MHUTAHb
MOHa 0yJI0 O MPOIOBKYBATH 1 1110 X aBTOPY 1IKABO OTPUMATH OlIbIe 1H(pOpMAaITLi.

SIK cBiAuYaTh pe3yNbTaTH JOCIHIIKEHHS, TPUPOTHOCTI XYA0KHHOMY MOBJICHHIO
MMChbMEHHUKA HAJa€ BUKOPHCTAHHS OJHOYACHO PI3HMX MUTAILHUX 3aco0iB: 1. «Ale
jak dyrektorka mogta sie z nig zgodzi¢? Czyz ktos tak ujmujgco przystojny, mowigcy
po angielsku z tak czarujgcym francuskim akcentem mogt sie mylic?». 2. «— Jak to...
Pottorej godziny? Jakiego pociggu? To znaczy o ktorej?».

SAx 3a3Havana [. lompauyeBa, mnuTanbHl PEYEHHS JOMOMAralOTb CTBOPUTH
HaIpy>keHy armocdepy B Oecifii, OCKUIbKH PI3KO 3BYKYIOTb IPOCTIP ISl MAHEBPY»
B CITIBPO3MOBHUKA. [IUTaHHS COIPSIMOBYIOTH JYMKH B TOMY HANpPSIMKY, SIKUM I1IKaBUTh
CHIBPO3MOBHHKA, YacTO «CKEpOBaHI O€3MOCepeHbO HAa YXBaJEHHS PIIICHHS, Ha
BIZINIOBIIb — Tak uu Hi» [[lompauesa 2018, c. 73].

OTxe, MUTaIbHa MOJANBHICTh Y MEXaX MUTAJILHUX PEUEHb MOXKE TPOSBISTUCS
3aBJSKH BHKOPUCTAHHIO PI3HUX 3aco01B: I1HTOHAIlll, NUTAJbHUX 3aWMEHHUKIB,
3aiMEHHMKOBHUX TNHUTAJIbHUX MPUCIIBHUKIB, MUTAJILHUX YacTOK ToINo. IluTanmbHi
pPEUYEHHS — 1€ MPOBIAHUI €JIEeMEHT CHUIKYBaHHS, SKUM BHUKOPHUCTOBYIOTh B yciX 0e3
BUHSTKY CTWJISX MOBH, IPOTE HAHO1IbIII 0Opa3HUMHU BOHH € B XyJI0’KHBOMY CTHJI.
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HAIIIB A. O., AHAPEEBA M. A.

(Xepconcoruii oeporcasnuil ynisepcumem)

MYJbTUMOJAJIBHUAM ITPOCTIP AHTJIIHCHKHUX
MNOCTMOJEPHICTCHKHUX HAPATHUBIB JIJIS1 JITEXA

[loctmMOozepHI3M  O3HAMEHYBaBCA  CTPIMKAM  PO3BUTKOM  MyOumikarii
uTrocTpoBaHuX KHuUr. DmroctpoBanumu (picturebooks) BBaxaeMo KHHUTH, Y SIKHX
BepOalbHU Ta BI3yaJbHHI KOMIIOHEHTH € BaXJIUBUMHU JJIsi TOBHOI[IHHOT
KOMYyHiKalii. IX HeoOXiaHO Bifpi3HATH Bix kKHUT 3 imocTpanismu (illustrated books),
y SIKMX BepOaJbHUN acCHeKT OCHOBHUM € JJis Mepefadi CMHUCIIB, a MaJTIOHKH —
normomikaumu  a06o jaekopatuBHuMH [Nikolajeva & Scott 2000, c. 226]. Ilpo
aKTyaJIbHICTh  JOCHIKEHb MYJBTHUMOJATBHUX  XYJOXKHIX TEKCTIB, 30KpemMa
CTIIPSMOBAHMX Ha YMTaYa-JAMTHHY, CBIiYaTh HAYKOBI po3poOKH BiTUuM3HsHUX [[lamiB
2019; Tsapiv 2022; Yefymenko 2024] ta 3akopaonaux BueHux [Anstey & Bull 2004;
Nikolajeva & Scott 2000].

JIJ1sl TOCTMOZIEPHICTCHKUX XYJOKHIX TEKCTIB XapaKTEPHOIO € 0araTo3HaudHICTh
Ha BepOaJbHOMY Ta Bi3yaJIbHOMY piBHI. 3HAYEHHS, CKOHCTPYHOBAHI Y TAKUX TEKCTaX,
MOXYTh CyHepeYuTH abo JOMOBHIOBATH OJHE OJHOTO, a 0araro3Ha4HICTh
CTBOPIOETHCS 32 JTOMOMOIOK0 HHU3KA MeTa(IKIIHHUX €JEMEHTIB: PI3HMX MO3MIH 1
TOYOK 30py OTOBiJaua, HEBU3HAYEHOCTI, IHTEPTEKCTYadbHOCTI Tomo. Lle momoBHIOE
CIOXKET, TeMY, XapaKTEPUCTUKH MEPCOHAXIB. 3aBISKHA LILOMY UIFOCTPOBAHI KHUTHU
MOCTMOICPHI3MY PO3IIMPIOIOTH CBOIO ayUTOPIIO 3 AUTSIUOI 0 AUTSIUOI Ta AOPOCIOi
[Anstey & Bull 2004, c. 335]. OcobmuBuMH puCaAMH MOCTMOAECPHICTCHKHUX
UTIOCTPOBAHMX KHUI TOCTAlOTh Bapiallii B JAW3aifHi, BEpPCTIl, TpaMaTHUIll aBTOpa Ta
UTFOCTpaTopa, HEBH3HAYEHICTh, KOHKYPEHTHI JUCKYPCH, I1HTEPTEKCTYaJIbHICTh,
MHOYKHHHICTb 3HaUeHb Ta ayautopii [Anstey & Bull 2004, c. 336-338].

Po3BuTOoK 1mtocTpamiii 10 AMTSYMX TEKCTIB MOB’SI3YIOTh 13 BAOCKOHAJIEHHSAM
TEXHOJIOT1] KOJLOPOBOTO Ta OPCETHOTO JPYKY 3 BUKOPUCTAHHIM YOTHUPHKOJIIPHOTO

nporecy Ha moudatky XX cropiyus. [loyaToxk ApyKy «ICTUHHHUX» UIFOCTPOBAHUX
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OUTSYMX KHIKOK O3HAMEHYBAJIM YCECBITHBO BioMi XynoxkHi TekcTu b. Ilotrep,
Havnepmmii 3 skux “The Tale of Peter Rabbit” [Potter] 6yB omy0mikoBanwmii y 1902
pomi [Anstey & Bull 2004, c. 329]. Lli aniMamicTHyHi Ka3Ku ¥ J0CI € HaJA3BUYAMHO
nonysipHUMU. [Ipo 11e CBITYUTH 30KpeMa BHUXiJ KOMEIINHOT eKpaHi3aIiifHo1l TUIoTii
3a ixHiMu MotuBamu “‘Peter Rabbit” (2018) ta “Peter Rabbit 2: The Runaway”
(2021), a Takox aHimariiHOro cepiany “Peter Rabbit” (2012-2016).

Y 1960-x ta 1970-x pokax y Benukiit bpuranii BinOyBaiucs eKCIEpUMEHTH Y
BUJIAaBHUIITBI 1IIOCTPOBAHUX KHUT: KOJIbOPOBHM NpyK, ¢oTomitorpadis tomo. o
1bOT0 Mepioay Hayexars Umtoctpaiii b. Baitnaemita, Y. Kininra ta J[>x. bepainrema
[Anstey & Bull 2004, c. 332]. OgauM i3 HaHBITOMIIINX AHTTIHCHKUX LITIOCTPATOPIB
XX cropiuus € K. breiik, skuii 3100yB HaWOUIbILY MOMYJAPHICTD SIK LIFOCTPATOP
kaur s gite: k. Aiiken, P. 'obana, M. Po3ena, a oco6iauBo P. Jlama. Ctuib
K. Baeiika nosisrae y BUKOpHMCTaHHI He10ao01, Ha TEePITUi MO, JTIHIHHOT TEXHIKA
Ta KapukaTyp 3 T'YMOPUCTUYHUM TMEpeOUIbIICHHSIM BHYTPIIIHIX JYMOK 1 BHpa3iB
o0muus nepconaxiB [Russell 2005, ¢. 86-87].

[Tepmmm xymoxuiM TekctoM P. Jlana, imoctpoBanum K. breitkom y 1978 porri
crama kaska ‘‘The Enormous Crocodile” [Dahl 2016]. lle cramo mouyaTkom
YCHIITHOTO CHiBpoOITHUITBA Ta Apyx0u. K. brielik He nuiie U1rocTpyBaB moaabIi
TEeKCTH MUChbMEHHUKA, aje ¥ Ti, o BUMILIK paHime. CTWIb UTIOCTpaTopa 3a3BUYail
oM’ SIKIITYBaB JKOPCTOKiCTh croxkeTiB aBTopa [Hunt 2001, c. 193].Taka cmiBmparis
aBTOpa ¥ LTI0CTpATOpa € BAXKIMBOIO JIJIS1 YCIIIITHOTO CTBOPEHHS LTIOCTPOBAHOT KHUTH

aBTop Ta moymeHn [I. O’Jlipi takoxx mpairoBaB Haj kaskamu cepii “Toto the Ninja
Cat” [O’Leary 2017; 2018; 2020; 2021; 2022] i3 camMoro mod4aTky iXHBOTO
CTBOpPEHHsI pa3oM 3 LmocTparopom H. IcTom.

[mrocTpartiii y moCTMOAEPHICTCHKUX HApaTUBaXxX JJIsl AITEH BUKOHYIOTH Ba)KJIUBY
CMUCJIOTBOPYY (DYHKIIIIO, OCKIJIBKH B LTFOCTPOBAHUX KHUTAX CTBOPIOETHCS OC3MEUHMIA
OpOCTip, 3aBISKKA SKOMY 4YHTau-JUTHHA MOXE JOCITiIKYBAaTH BaXKJIHMBI KHUTTEBI
MUTAHHS: EMOIIIHI CTOCYHKH, JI000B, 3HYILIaHHS, HACHJIBCTBO, PO3IYyYEHHS, CMEPTh,

€KoJIOT1uH1 mpobiemu Tomo. CaMe TOMY 1IOCTPOBAaHI KHWTU HE JIMIIE MPUHOCSITH
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TITSIM PalliCTh BiA MPOYUTAHOTO, a i POOISITh BEIUKUN BHECOK Y iXHIN KOTHITUBHHM,
EMOIIIHNAN, eCTCTHYHUH Ta iHTeNeKTyanbHHi po3BuTok [Salisbury & Styles 2012
c. 86]. Hanmpuxkian, rosioBHUM mepcoHaxkeM cepii kazok JI. O’Jlipi “Toto the Ninja
Cat” [O’Leary 2017; 2018; 2020; 2021; 2022] € kimka-HiHg3s T0to, ska Mmae
npoOJieMH 13 30pOM Ta OauuTh MPEIMETH, SIKI 3HAXOMSAThCSA AyKe OJU3BKO J0 HeEd,
OJIHa Ha BIAJall BoHA OauyuTh juine oopucu diryp. Ilpu npomy, Ha BepOaILHOMY
piBHI Ka3KU MOAa€ThCs 1H(OopMalis npo Gpi3udHy ocoOmmBicTh T010, 0/1HAK 11€ 30BCIM
HE BIJOOpakaeTbCsl Ha BI3yaJIbHOMY piBHI. 3aBISKH CHUHEPTii CMHUCHIB, MOJaHUX
BepOabHO Ta Bi3yalbHO, peai3yeThCsi «TiHBOBHUW» HapatuB [Llamiz 2019],
CHpPSIMOBAaHUM Ha PO3BUTOK y YUTA4a-IUTUHU HEYIIEPEIKEHOCT] Ta 1HKIIIO311.

BucnoBku. [mtocTpoBaHi KHUTU — 1€ XYJ0XHI TEKCTH, Y AKUX BEepOAJbHUI Ta
Bi3yaJbHUI KOMIIOHEHTH € OJHAKOBO BAXJIMBHUMH, Ta MOXYTh CYNEPEUUTH abo
JIOTIOBHIOBATH OJIHE OJHOTO. PO3BUTOK BHJ@HHS UIIOCTPOBAaHUX XYJOXKHIX TEKCTIB,
CIPsIMOBaHUX Ha YMTavya-AUTHHY, Npunagae Ha noyatok XX cropiyud. [lepuumu 3
TaKuX KHUT CTaJd BCECBITHBOBIJOMI aHiMamicTuyHl ka3ku b. [loTTep, siki ¥ 3apas
3AIIMIIAIOTHCS HAI3BUYAITHO MOMYJIIPHUMM.

B3aemonis aBTopa ¥l imtocTparopa mijJ 4ac CTBOPEHHS UIFOCTPOBAHOT KHUTH €
HaJ3BUYAHO BaKIuBoI0. Came ToMy BijoMi Oputanchki aBtopu P. [lan ta 1. O’ Jlipi
aKTUBHO CIHIBIpaIoBain 3 BugaTHuMU umoctparopamu K. breiikom Ta H. Ictom
(BiaMTOBIAHO) i Yac POOOTH HAJl CBOIMH Ka3KaMM Ta IHIIMMH XYJI0XKHIMH TEKCTaMHU
IUTS TITEH.

[nrocTpoBaHi XyH0KHI TEKCTH €MOXH MOCTMOJEPHI3MY HE JIMIIE PO3BaXKalOTh
YUTa4ya-JUTUHY, @ 1 CTBOPIOIOTH OE3MEYHHUI MPOCTIp JUIsl JTOCIHIJIKEHHSI CEPHO3HUX
KUTTEBUX MUTAHb, OJTHUM 13 IKHX € HEYNEePEKEHICTh Ta 1HKJII031s1. 30Kpema, Il TeMH
MOXYTh IMIUIEMEHTYBATHCSI 4Yepe3 «TIHbOBI» HApaTUBU Ha Bi3yaJlbHOMY pIiBHI

MOCTMOJICPHICTCHKHUX XY0KHIX TEKCTIB IS JITEH.
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YEPHUK M. B.

(Cymcoruul Oepacasnuil yHigepcument)

TEOPETUYHI ACHEKTH JOCJIKEHHA IUTAYO0I'O HAYKOBO-
HOITYJAPHOI'O TUCKYPCY

JluTsiua HAyKOBO-TIOMYJISipHA JIiTepaTypa SK pEenpe3eHTaHT HAyKOBOTO 3HAHHS Y
JOCTYIHINA (pOpMi € BATOMUM YMHHUKOM (DOPMYBAHHS CBITOTJISIAY M 1HIUBITyaJIbHUX
Ta COLIAJbHO BAXJIMBUX KOMIIETEHTHOCTEW Yy nuTa4oi ayautopii. CyKyIHICTb
KAHPOBOI'O Ta TEMAaTUYHOIO PO3MAITTS IUTAYOI HAYKOBO-NOIYJISIPHOI JITEpaTypH
3yMOBIIIOE 1i CKJIaJHy M OararomiaHoBy peaii3alilo B JUTSIUYOMY HayKOBO-
MOMYJISIPHOMY JTUCKYPC.

JIucKkypc SIK TOJIIACIeKTHE SBHINE € 00 €KTOM JOCHIDKCHHS B KOTHITUBHINA Ta
MparMaTUyHid JIHTBICTUYHUX MapagurMax 1 BU3HAYAETHCA AaCMEKTaMU MOBHOTO
BXKUTKY, TIE€peJaBaHHSIM Ta KOHCTPYIOBAaHHSM 1€ 1 TEpeKOHaHb, a TaKOX
B3a€EMOJIIEI0  KOMYHIKAHTIB y TE€BHUX COINAJIbHO-KYJbTYPHUX KOHTEKCTaX.
Peanizyrounich 3a KOTHITHBHHUMH, KOMYHIKATUBHUMHU Ta METaIUCKypPCUBHUMU
KaTeropisiMu, TUCKypC Ha0yBa€ 03HAK 1HTEHIIOHAIBHOCTI, 1HHOPMATUBHOCTI, KOTE31i
(xay3anpHO1, pedepeHIiitHol i 4acoBOi), aApecOBaHOCTI W CUTYaTUBHOCTI. Takox y
($OoKyC AUCKYPCHUBHUX JIOCHIIKEHb MOTPAILISIOTh 3aCO0M OQPOPMIIEHHSI TUCKYPCY SIK
MpoIlecy 3 YypaxyBaHHSIM CTpaTeridi 1 TaKTUK, 3acoOM opraizamii mepediry
CHUIKYBaHHA, (aTUYHAa KOMYHIKallisg Ta >KaHPOBO-CTHJIICTHYHI OCOOJIMBOCTI
IUCKypcy. MerakaTteropiero AUCKYpCY BBaXalOTh IHTEPAUCKYPCHBHICTh, sKa
MPOSIBIISIETHCS B TIOETHAHHI PI3HUX THUIIIB IUCKYPCIB.

VY pycii OJUCKYpPCUBHHUX JOCHIIKEHb JWTSIYAa HAYKOBO-TIOMYJISIpHA JITEpaTypa
BUCTYMA€ $K IHTEPAUCKYPCUBHE SIBUIIE, SIKOMY IpPUTaMaHHI O3HAKU HAyKOBO-
MOMYJSIPHOTO  Ta  AWTSIYOrO  JIiTepaTypHOTro  AuckypciB. Came  cuHepris
JUCKYPCOTBIPHUX  KOHLEMNTIB I[MX JBOX JHUCKYpPCIB, iXHbOi KOHTEKCTHOI
MOJIIaJPeCOBAHOCTI BOJHOYAC 1 HAa MOJOMIIMX, 1 Ha CTapIIUX PELMITEHTIB,

KOTHITUBHO-TIpAarMaTU4HOi  MomioHIi 1HTEHIIM Ta CMHCIIB Ta KaHPOBO-
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CTHJIICTUYHHUX TepexpelieHb 13 HaKIaJaHHSAM pi3HUX (OpMAaTiB JBOX JUCKYPCIB, a
TaK0X OCOOJMBOI CTpaTeriyHOi opradizamii ¥ cneuudikd AUCKYPCUBHUX MOJIN
3a0e3neuyloTh  (PYHKIIOHYBaHHS  JUTAYOTO HAYKOBO-TIOMYJISIPHOTO  JTUCKYPCY
[[eBuenko 2013, c.125-126]. HaykoBo-momyisipHi BHIAHHS, PENpPE3CHTYIOUU
HABKOJIMIITHIO JIIMCHICTh, TPAHCIIOIOTh HAyKOBY, TOOTO JTOCTOBIPHY, 00’ €KTHUBHY M
nepeBipeHy iHdopMalliio B JOCTYyHHINA ¢opmi s MHPOKOi ayaAUTOPIi 3a JOTIOMOTOIO
pelieBaHTHUX 3ac001B Ta COCO01B Mepeadi HayKoBOi iHpoOpMaIlii, siKi BU3HAUYAIOTHCSA
BIKOBOIO, I'€HJICPHOI0, KYJIBTYPHOIO Ta COIIAJIBHOIO CIEIU(IKOI0 PEIUIIEHTIB.

HaykoBo-nomynsipuuii  AUCKypc € 0araroyHKIIOHAJBHOIK €JHICTIO, fKa
KOHIIEHTpPY€ 1H(OpMalliio Mpo HAYKOB1 (DaKTH, a TAKOXK MOJIl Ta YUHHUKH, ITOB’sI3aH1
3 HAYKOBHUMH peallisiMH, sIKI MOTPeOYIOTh JTOCTYMHOTrO il HedaxiBIliB y TEBHIM
raixysi Bukiiaay. Ha BiaMmiHy Bii HAyKOBOTO, HAYKOBO-TIOMYJISIPHUNA AUCKYPC Mepeae
JMILE CYTHICTh HAayKOBOTO MOHSATTS YM 3JIHCHIOE 3arajJlbHUM ONHUC HAyKOBOTO
00’exTa, a opMa HOro penpe3eHTalli MAKCUMaJIbHO CIpOIIEHa W HelepeHacHuueHa
TEPMIHOJIOTIEI0 Ta CKJIQJHUM CHHTAKCHCOM. 3aBJaHHS HayKOBO-TIOMYJISIPHOTO
JTUCKYpPCY TIOJISITAI0Th Y IOHECEHH]1 3HAHHS J0 MIMPOKOI ayJauTopii, MepeKoHaHH1 ii B
JOCTOBIPHOCTI ToAaHoi iHdopMallii, YCTaHOBJICHHI 3B’SI3Ky 3 ajapecatamud M
peamizaiii BIUIMBY Ha ayAWTOPII0 3 ypaxyBaHHSM ii COIIaJIbHO-CBITOTJISTHUX
0COOJIMBOCTEH Ta 34aTHOCTI iHTepHpeTyBaTH iH(Gopmarito [Lmiami 2023].

[ToHATTS «aAUTAYA JTEpaTypa» aKTyami3yeTbCcs Ha MEPETHHI TPHOX YSABIEHBH —
Ipo AUTSYMA TBIp (SIK pe3yiabTaT IUIECTIPSIMOBAHOI AISUTBHOCTI MHUCHMEHHHKA),
IUTSYEe YUTAHHS (SK B3a€EMOJIIIO JUTHUHU 3 TEKCTOM TBOPY) Ta AUTSAYY KHUTY (SIK
KaHOHI30BaHy (hopMy, (hizuunuii crioci6 icHyBaHHs TBOpy) [[Tamymra 2004, c. 172].

MoBiI AWTSIYOTO JITEPATypHOTO MAWCKYpCYy TpUTaMaHHA (DYHKIIIOHATIBHO-
KOMYHIKaTUBHA 30pIEHTOBAHICTh Ta BHpa3Ha mnparmaTtuzaimis. OCHOBHUMHU
3aBAAHHSIMHU JUTSYOTO JITEPATYpHOTO JHUCKYpCy € 1H(GOpMYyBaHHS, BIUIUB Ha
(dhopMyBaHHS CBITOCIIPUIHSATTS i HAYKOBOTO CBITOTJISANY, JOCTYITHUI BHUKJIAaJl OCHOB
CHelniajJbHuX 3HaHb, pPEKJIaMyBaHHS, HaBYaHHS, CTBOPEHHSI IMEBHOTO €MOIIiitHO-
YYTTEBOT'O HACTPOIO, 33JOBOJICHHS €CTETUYHHX CMaKiB, MOPOKEHHS acoIliallii TOMIO.

EdexkTuBHICTD IUTSYMX JITEPATYPHUX TEKCTIB BU3HAYAETHCS CKOPOUCHHSIM
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JAUCTaHLIl MK KOMyHIKaHTaMH, 1[0 MPOSIBISETHCA HA PIBHAX 4Yacy, MPOCTOPY, BIKY,
KUTTEBOTO  JOCBiAYy, TICUXOJIOTii, CBITOCHPUHHATTS, 3JaTHOCTI  MUCJIHUTH,
CJIOBHMKOBOTO 3aracy, a TaKOoX 3arajlbHoi Ta CIHelialbHOI epyaullli, amke
iHbopMallis, aapecoBaHa IUTUHI, BUPAKAETHCS JTOPOCIOI0 JIOAMHOI0. J[BOBHUMIpHE
OadeHHs CBITY aBTOPOM 3 MO3HIIii JOPOCIOTO Ta JUTUHU 3a0e31edye KOMYHIKAaTHUBHY
edexTuBHICTD AuTs4oro Tekcty [Orap 2006, ¢. 10-11; Ilamis 2019, c. 106].

JIUTSUnii HayKOBO-TIOMYJISIPHUN JTUCKYpPC K PE3yJabTaT 1HTEPAUCKYpPCHUBHOTO
3UTTS ~ HAYKOBO-TOMYJISIPHOTO Ta JUTSYOTO  JIITEPATypHOTO  JIUCKYPCIB €
MOJTIACTICKTHUM SIBHIIIEM, B JIITEpaTypi MPEACTABICHUM BHIAHHIMH, MOKIUKAHUMH
penpe3eHTyBaTH HABKOJUIIHIO AIMCHICTH 1 TPAHCIIOBAaTH HAYKOBY 1H(OpMalilo B
JOCTYIHIA (opMi JJisi IIUPOKOT JUTAYOI ayJIuTOpii PI3HUX BIKOBUX, TCHIIECPHUX,
KyJIbTYpHUX Ta COIMIAJbHUX Karteropii. OCHOBHUMHU O3HAKaMH JHUTSIYOTO HAYKOBO-
MOMYJIIPHOTO JTUCKYPCY € TMpOoCTOTa BUKIAMy 1H(OpMaIli, JeTepMiHOJIOrI3alis
HayKOBUX TOHSTH, peepeHIis 10 3BUUHUX JJI TUTUHU KOHIICTITIB, MpsAMa ajipecaltis
M aKkTUBHa KOMYHIKAalisl 3 JUTUHOIO-PELMIIEHTOM, a TaKOX 3aCTOCYBaHHSA
MYJIbTUMOJIAJIbHUX 3ac001B TBOPEHHSI TEKCTIB 13 3aJy4€HHSM IIUPOKOTO CHEKTPY
BU/IIB BIIUYTTS.
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ITAPAITAHOBCBKA IO. B.

(Misxcnapoonuu eymanimapHuti yHieepcumem,)

KOHIIEINT K CKJAJOBA JIIHI' BICTUYHOI TAPAJIUTMUA

KoHuent sik ckiiajoBa JIHIBICTUYHOI MapajurMU € KIIOYOBUM €JIEMEHTOM Y
pPO3yMiHHI CTPYKTYypH Ta (YHKIIH MOBH, OCKUIHPKM BIH BiIoOpa)ka€ HE TUIBKH
JIEKCUYHE 3HAYCHHsI CJIOBA, aje ¥ KyJIbTYypHi, COIiaibHI Ta KOTHITHUBHI aCMEKTH, 10
MOB’SI3aH1 3 IIMM 3HAYEHHSM. Y CYy4YacHIM JIHTBICTHUII KOHLENT PO3IVISIIAE€THCS SIK
OJIMHHULISI KOJIEKTUBHOI CBIIOMOCTI, SIKa aKyMyJIFO€ 3HAHHA MPO CBIT Ta cHoci0 HOro
OCMHCJICHHS. BiH € OJHUM 13 IEHTPAJbHUX MOHATH KOTHITMBHOI JIIHIBICTUKH, IO
T03BOJISIE  TOCHTIDKYBAaTH B3a€EMO3B 30K MiK MOBOIO Ta MHUCJICHHSIM, a TaKOX
Croco0u pernpe3eHTallii peajJbHOCTI B PI3HUX MOBaX 1 KyJIbTypax. AHalli3 KOHIIEITIB
JI03BOJISIE 3aTJIMOUTHUCS B CYTHICTD JIIHTBOKYJIBTYPHUX OCOOJIMBOCTEN NMEBHUX €THOCIB
Ta 3pO3yMITH, SIK 32 JOIMOMOTOI0 MOBHHX 3aC00iB (POpMYIOThCS i MepeAaroThes 17€i,
emoIi Ta IIHHOCTI.

KonmenTt sk JIHTBICTUYHE SIBUINE BUHUKAE HA MEPETHHI PIZHUX Tally3eu
TYMaHITapHUX HAyK, 30Kp€Ma CEMaHTHKU, KOTHITUBHOI JIHTBICTUKH, KYJIbTYPOJIOTIi
Ta ncuxoJjorii. Bin € BijoOpakeHHSIM KOJICKTUBHOTO JOCBIJY 1 BTLIIOE Ti 3HAHHS I
VSBJIEHHS, SIKI C(POPMOBAHI y CBIJOMOCTI HOCIiB MOBHM BHACHIIOK IXHbOI B3a€EMOJIII 3
peanbHicTIO. Yepe3 MOBY KOHIIENTH CTPYKTYPYIOTHCSI B 0OCOOJIMBI KOTHITUBHI MOJIENI,
SIKi CTafOTh OCHOBOIO TSI MUCJICHHEBUX TIPOIIECIB 1 BIUIMBAIOTh HA HAIIIC CIIPUHHSITTS
cBity [3arHiTko, 2010]. BaxnuBuM acneKkTOM KOHICHTIB € iXHSA 37aTHICTb
3MIHIOBATHCS Ta €BOJIIOIIIOHYBATH TiJ] BIUIMBOM KYJIBTYPHUX TpaHchopmarliil i
MOBHHX 3MIH.

Oxpemy yBary ciiJi IpUILTUTH 3B’ 513Ky M1 KOHIIETITOM 1 CJIOBOM. X04a CJIOBO €
MaTrepialbHUM BHUPA30OM KOHIICTITY, IIl JBa siBUIA He ToToxkHI. CloBO BigoOpakae
JIUIIEe OKPEMHUM acCleKT KOHIIENTY, KUMKW MO)Ke MaTu Oe3J1id 3HauyeHb 1 acolliaiii y
CBIJIOMOCTI PI3HHX HOCIiB MOBU. B 1IbOMYy KOHTEKCTI Ba)XJIMBO 3BEPHYTH yBary Ha

TaKl MOHSATTS, K 0araTo3HaYyHICTh Ta CUMBOJI3M CIIB, 10 JO3BOJSIOTH PO3IMIUPUTH
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MEXl KOHIENTyaJdbHOrOo 3MICTy ¥ afanTyBaTH MHOTO [0 KOHTEKCTYaJlbHOTO
cepenopuia. Came TOMY JOCIIHPKCHHS KOHIICTITIB € BaXKJIMBUM IHCTPYMEHTOM JJIst
aHaJji3y MpoIeCiB MOBHOI KaTeropu3allii i Mmi3HaHHs CBITY.

VY paMkax cy4acHOi JIHTBICTUYHOI MapaJUrMy KOHIENTH PO3TIIAIAI0ThCA TaKOXK
SK BaXJIMBHUM €JIEMEHT MDKKYJIBTYPHOI KOMYHIKaIlii. Pi3HI KyJabTypu MOXYTh TO-
pPI3HOMY 1HTEPHPETyBAaTU OJAMH 1 TOW CaMUU KOHIIENT, IO 3yMOBIIIO€ BUHUKHEHHS
MEBHUX KYyJbTYpHHX Oap’epiB ab0 HEMOpPO3yMiHb Yy CHUIKyBaHHI. BuBueHHS
KOHUENTYalbHUX CHUCTEM PI3HUX MOB JO3BOJII€ TJHMOLIE 3pO3YMITH KYJbTYpHI
OCOOJIMBOCTI, @ TaKOX CIpHUSE KpPalOMYy PO3YMIHHIO 1HOIOMOBHHMX CIIJIBHOT. Y
[bOMY KOHTEKCTI KOHULENTU CTalOTh IHCTPYMEHTOM $K JJIs aHajidy, Tak 1 s
B3a€MHOTI'0 KYJIbTYPHOTO 30arayeHHs.

AKTyanpHICTh MpPOOJEMU BHUBYEHHSA KOHLEMNTIB SIK CKJIAJOBOi JIHIBICTUYHOL
napajurMy TOJSATa€E y 3pOCTA0Yiil poji MOBM B MIKKYJIBTYPHINM KOMYHIKalii Ta
riobamszaiii. Y CcydacHOMYy CBITI, J€ KyJbTypHI B3a€MOJii CTalOTh JeAali
IHTEHCUBHIIIUMH, BAXJIUBO PO3YMITH, K KOHIICNTH, BTUICHI B MOBHHUX CTPYKTypax,
BIUTMBAIOTh HA CHPHUHHATTS PEaJbHOCTI 1 KOMYHIKAII0 MK HOCISIMA PI3HUX MOB
[[Ipuxonpko 2022]. IlornmbneHe BUBYEHHS KOHIENTIB JOMOMAara€ yHHKHYTH
HEMOPO3YMiHb y MDKHApPOJHOMY CIIJKYBaHHI Ta CIPHUAE KpalioMy pPO3yMIHHIO
KYJIbTYPHUX BIIMIHHOCTEH.

OxkpiM TOro, KOHIENTH BIAITPAIOTh 3HAYHY POJb Yy (OpMYyBaHH1 HalllOHATBHUX
1IEHTHYHOCTEH Ta 30epeKEeHHI KyNbTYpHOI CIAAIIUHKM. Y KOHTEKCTI riobai3artii
Ba)KJIMBO BUBYATH, SIK MOBHi CIIIBHOTH BUKOPHUCTOBYIOTh KOHIICTITH IS 30€pEKECHHS
BJIACHUX II[IHHOCTEH, TpaauIii 1 CBITOINSAAHMX cucTeM. lle mae 3mory riubie
JOCIIUTH BIIMB MOBH Ha HAI[lOHAJbHY CAMOCBIIOMICTh 1 KyJIbTYpHY 1I€HTUYHICTb.

3 TOYKM 30pYy KOTHITUBHOI JIHTBICTUKH, aKTYaJIbHICTh MPOOJIEMU TAKOXK MOJISATa€E
B JOCHIUKEHHI TOrOo, SK KOHIENTH (OPMYIOTh Hallll MUCJICHHEBI TPOIECH Ta
BIUTMBAIOTh Ha CTPYKTYpYBaHHS 3HaHb. BUBUEHHS KOHIIEMTIB JJa€ 3MOTY JIIHTBICTaM,
MICUXOJIOTaM Ta KyJbTYpOJIOraM Kpalle 3p03yMITH, SIK JIFOJICBKUI MO30K 00po0Jisie Ta
Kareropusye iH(opmarllio, a TakoX SK Pi3HI MOBHI CIUTBHOTH Big0Opa)xaroTh CBii

JIOCBIJI 1 3HAHHS MPO CBIT Yepe3 MOBHI 3aCOOH.
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Knacudikariist KOHIIENTIB y JIHTBICTHUII € BAKIIUBUM aCTIEKTOM 1X JOCIIIKCHHSI,
OCKUIBKHM Pi3HI TUIU KOHIENTIB BigoOpa)kaioTh PI3HOMAHITHICTh CHOCO0IB, SIKUMHU
JIIOJIChKA CBIJJOMICTbh OPTaHI30BY€ Ta KaTerOPU3Y€e 3HAHHS IMPO CBIT. ICHYIOTH KiJibKa
MIIXOIB 10 Kiacu(ikallii KOHIIETTIB, SKi BpaXOBYIOTh iXHI KOTHITHBHI, KyJbTypHI Ta
JIEKCUYHI OCOOJIUBOCTI.

VYHiBepcaabHI KOHIIENTH — CIIJIBHI JUIS BCIX KYJBTYP 1 MOB, IO BiJ0OpakaroTh
0a30Bi moTpebm Ta MOCBiA JroiacTBAa. J[0 HMX Halle)KaTh KOHIICNTH, IOB’S3aHI 3
GIBUYHUM CBITOM (HAIPUKIIAA, «4ac», «IIPOCTIP», «BOJA», «3eMIIsd») Ta 0a30BUMHU
EMOLIISIMU («CTpax», «PagiCTby»).

HaitioHanbHO-KYJIBTYpHI ~ KOHLENTH B1I0OOpaxarTh OCOOJMBOCTI  IMEBHOI
KyJIbTYpH 1 MOXYTh MaTd crenudpidyHe 3HAYEHHS MJis HOCIiB TIE€BHOI MOBU
[KpacHobaeBa-Uopna 2006]. Hanpukiam, KOHIENTH «CBOOOIa» Y 3aXiHIA KYJIbTYpi
Y1 «POJIMHA» B CXIIHUX KYJIbTYpax MarOTh Pi3HI acollialii Ta 3Ha4YeHHs.

AOCTpaKkTHI KOHIIENTH TO3HAYAIOTh SBUIA, SIKI HE MAlTh MaTepialibHOl
dbopmu, ame ICHYHOTh Yy CBIIOMOCTI  JIOJed, Hampukiag, «CcB0OOIay,
«CTIPABENIUBICTDY, «IH000BY». KOHKpETHI KOHIENTH TMOB’sA3aHI 3 00’€KTaMu Yu
ABUIIIAMH MaTEPIAIbHOTO CBITY, TAKUMH K «JIE€PEBO», «OYAMHOK», KKHUTa».

[To3uTHUBHI KOHILENTH BHUKJIMKAIOTH Y HOCIIB MOBHU IIO3UTHBHI €MOIli Ta
acorfiamii, HaIPUKIAI, <JpyxkOa», «ImacTs», «MUp». HeratuBHI KOHICITH
aCOINIOIOTHCSA 3 HETAaTUBHUMH CMOIISIMU YH YSBJICHHSIMHU, HANPHUKIAT, «CMEPThY,
«XBOPOOaAy», «CTpax».

Knacudikaiisi KOHUENTIB J0OMOMarae CTPYKTypyBaTh 3HAHHS MPO MOBY Ta
KYJBTYPY, a TAKOXK Kpallle 3p03yMITH, SIK pi3HI MOBHI CIIJIbHOTH OPTraHi30BYIOTh CBIi
JIO0CBi 1 BimoOpakaroTh ioro y MoBHUX ¢opmax [Komeraesa 2018].

OTxe, KOHIIENT SK CKJIaJI0Ba JIHTBICTUYHOI apaJurMu BiJIrpae KIHOYOBY POJIb
y Ipoueci KOMYHIKAIll Ta Mi3HaHHS CBITY 4epe3 MOBY. BiH € He TIJIbKU OJAMHHUILICIO
JIEKCUKHU, aje ¥ CKJIaJHUM KOTHITHBHUM YTBOPEHHSM, SIK€ BiJoOpa’kae IOCBI,
3HaHHA Ta eMmoIlii HociiB MoBu [['omo6opoapko 2002]. JlocnigkeHHs KOHIIEITIB

JIO3BOJISIE TIIMOIIIE 3pO3YMITH B3a€EMO3B’SI30K MK MOBOIO, MUCJIEHHSAM 1 KYJIBTYPOIO, a
2 9
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TaKOX CIPHUSE POZKPUTTIO CHEUU(PIKK CBITOTJISIAHUX 1 LIHHICHUX OplEHTALIN Pi3HUX
MOBHUX CITHHOT.

TakuM 4MHOM, KOHIICNITOJIOTIS € BaXXJIMBUM HAMPSIMOM Yy CydacHIN JIIHTBICTHIII,
OCKUIBbKHM JI03BOJISIE HE JIMIIE BHBYATH MOBY 5K 3aci® mepenaui iHpopmarii, a i
JOCIDKYBATH TJIMOIII PIBHI CIPUMHATTS Ta 1HTEpIpeTallii peaJbHOCTI Yepe3 MOBHI
CTPYKTYpH.

[lepcieKTHUBU AOCTIKEHHS KOHIIENTIB Yy JIHTBICTHIN BIAKPUBAIOTH HOBI
TOPU30HTH JUIS TOMIMOJIECHOTO aHali3y B3aeMOIl MOBH, KYJbTYpPH Ta MHCIICHHS.
OnHuM 13 MEePCHEKTUBHUX HANPSAMKIB € MDKAUCHUIUTIHAPHUNA MIAXII, AKUU 3allydae
HE JIMIIE JIHTBICTUKY, aj€ W TMCHUXOJIOTiI0, KOTHITUBHI HayKH, aHTPOIMOJIOTII0 Ta
KynbTyposorito. lLle 703BoJjisie  KOMIUIEKCHO  JIOCHIKYBAaTH, SIK KOHIIENTH
(hopMYIOTBCS Y CBIIOMOCTI, SIK BOHU 3MIHIOIOTHCS TT1JT BIUTMBOM PI3HUX COIIAJIbHUX 1
KyJIbTYpHUX (AKTOPIB, Ta IKUM YHHOM MOBA MOJIEIIOE HAIlll YSIBJIIEHHS MPO CBIT.

BaxxnuBUM HanpsiMKOM € BUKOPUCTaHHS HMU(PPOBUX TEXHOJOTIH Ta KOPITYCHOL
JIHTBICTUKH JJI aHaITi3y KOHLENTIB. Lle 103BoJisie BUBUATH BEIMKI OOCATH TEKCTOBUX
JaHWX, IO JOTOMarae BUSIBISTH HOBI TEHJEHII Y MOBHOMY BXXHBaHHI KOHIICTITIB,
iXHIO €BOJIIOLII0 Ta 3MIHU Yy PI3HUX COLIAJBHUX 1 KYJIbTYPHUX KOHTEKCTax. Takuii
MIIX1T A€ MOXKJIMBICT, OUIbII OO ’€KTHMBHO aHajli3yBaTH MOBHI MPOIECH Ta
BCTAHOBJIIOBAaTH HOBI 3aKOHOMIPHOCTI B CTPYKTypi KoHmenTiB. Ilomambimi
JOOCIIKEHHS! KOHIIENTIB MOXYTh CHPUATH TJIUOIIOMY PO3YMIHHIO MPHUPOAH
JIOJICBKOTO MHCJICHHS, QK€ KOHIIETITH € OCHOBOIO KOTHITMBHUX IIPOIIECIB 1

BIUIMBAIOTh HA TE, SIK JIFOJMHA CIIPUIMAE 1 CTPYKTYPYE 1HPOpMAaILito.
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IIKBOPYEHKO H. M.

(Misxcnapoonuu eymanimapHutl yHieepcumem)

I'EHAEPHI OCOBJIUBOCTI CYHACHOI'O AHI'VIOMOBHOI'O
HOJITUYHOI'O JUCKYPCY

I'ennepHi OCOOIMBOCTI CyYacHOTO AHIVIOMOBHOTO MOJITUYHOTO JHCKYpPCY €
BaYKJIMBOIO TEMOIO JJIS1 TOCIIIPKEHHS, OCKIJIbKA MOBA MOJITUKHM HE JIMILIE B11oOpaxae
colianbHi HOpMH, ane U ¢opmye ix. IlomTuyHl BUCTynH, IHTEPB’I0 Ta JebaTu €
MOTYKHUM 3acOo0OM BIUIMBY Ha TPOMAJICBKy IyMKYy, 1 TE€HJEpHI acnekTh MOBHU
MOXKYTb IICHJIIOBATH a00 3MIHIOBATH CTEPEOTHIH IIOJO0 POl YOJOBIKIB 1 )KIHOK y
CYCNUIBCTBI. Y Cy4aCHOMY aHTJIOMOBHOMY MOJITUYHOMY MPOCTOP1 CIIOCTEPIra€ThCs
€BOJIIOIISI MOBHUX CTpaTErii, /e KI0YOBY POJIb BIIIrPatOTh TeHAEPHI BIIMIHHOCTI B
PUTOpHIII, CTUJII Ta COcOOax apryMeHTailii. AHami3 UX OCOOJUBOCTEH TO3BOJISIE
rluie 3po3yMiTH, SIK MOJITUYHUM JHUCKYpPC BIUIMBA€ HA TE€HAEPHY PIBHICTH 1 SIKI
TEHJICHIIi Hapa3i MepeBaXKal0Th Y 3aX1THIN MOJIITHIII.

['engepHi acmekTH MOBU TPOSBISIOTBCA SK Ha JIGKCHYHOMY, TaKk 1 Ha
CUHTAKCMYHOMY PIBHSAX TMOJITHYHOTO JAUCKypcy. TpaauiiiiHo BBaxkanocs, IO
YOJIOBIKH 1 JKIHKM BUKOPHCTOBYIOTH Pi3HI MOBHI CcTparerii B momiTuili. Hampukmasm,
YOJIOBIKM YacCTIilI€ BJAAIOTHCS /IO arpeCUBHIIIOIO TOHY, BHUKOPHCTOBYIOUU MPSIMY
MOBY, TOJl SIK XIHKM CXHWJIbHI JO OLIbII JWUIJIOMAaTHYHOTO CTHJIIO CHUIKYBAaHHS,
BIIJIAIOYM TIepeBary MOM’ SKIIYBAIBHUM KOHCTPYKI[ISIM Ta ameisiii 10 eMOIn

[Evans, 2009]. IIpoTte, 3 po3BUTKOM (DEMiHICTUYHHX PYXiB i OOpOTHOM 3a reHACPHY
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PIBHICTb, Il TEHAEHLIIi CTalOTh MEHII BUPa3HUMHU, 1 Cy4acH1 MOJIITUKUA HE3AJIEKHO BiJ
CTaTi BCE YacTillle BJAIOTHCS 0 3MIMIaHUX MOBHHUX CTPATEriil.

Kpim Toro, y cygacHOMy aHTJIOMOBHOMY IOJIITUYHOMY JUCKYpCl Aeaai OibIie
yBaru MPUAUIAETbCS 1HKITIO3UBHIA MOBi. [IOHATTS TeHIEepHOI 1HKITIO3UBHOCTI B MOBI
CTOCYEThCSI BUKOPUCTAHHS HEUTpalbHUX TEPMIHIB, $KI HE MalTh SCKPaBO
BUPaXEHOTO TEHJIepHOro MapkyBaHHs. Hampukiazn, 3amicts “chairman” (rososa-
YOJIOBIK) BCE 4YaCTIIIE BXXUBA€ThCS ‘‘chairperson”, 1o mno30aBiieHE TEHAEPHOTO
3a0apBneHHs. Takuil miaxia BigoOpakae 3MIHM y CYCHUIBCTBI Ta MparHeHHs 0
YCYHEHHSI JUCKPUMIHALIMHUX TMPAKTHK y MOBI, AKI MOINIM O 3aKpIILIIOBaTH
HepiBHICTH [ IskiB 2018].

Cria TakoX 3a3HaYUTH, U0 MOJITUYHUM JTUCKYpPC B aHITIOMOBHHUX KpaiHaX 4acTo
CTa€e moJieM Il OOpOTHOM MK TPaJWUIMHUMH Ta MPOrPECHUBHUMH NOTJSIaMU Ha
reHAepHI poiii. PuTopuka MOMITHYHUX JMiAEpiB, SK YOJOBIKIB, TaK 1 JXIHOK,
B1JI00paXkae 110 0OpOTHOY, IO MPOSBISETHCS B IXHBOMY BHOOpPI JIEKCUKH, TTOOYI0BI
apryMeHTIB Ta BUKOPUCTaHHI puTopuuyHuX mnpuiioMiB [Jlykina 2021]. I'ennepni
OCOOJIMBOCTI B MOJITUYHIN KOMYHIKAIlli CTadl BaKJIUBUM €JIEMEHTOM CYCIUIBHOI
TUCKYCIi, SIKUW MOeE SIK MiJICHJIIOBATH, TaK 1 pyiHHYBaTH YCTAJIEHI CTEPEOTHUITN IIO0
POJI1 KIHOK 1 YOJIOBIKIB y MOJITHIN Ta CYCIIJILCTBI 3arajiom.

MackymiHHICTh B @HTJIOMOBHOMY MOJITUYHOMY JHMCKYPCl 4acTO TPOSIBIISETHCS
yepe3 BUKOPHUCTAHHS IMEBHUX MOBHHUX CTpATEeril 1 CTUIICTUYHMX MPHUIOMIB, LIO
ACOIIIOIOTHCS 3 TPAJAMIIIHO YOJIOBIYMMU PUCAMHU, TAKUMU SK CHJIA, BIEBHEHICTH 1
arpeCUBHICTb.

[TomTUKN-YONOBIKM YacTO BUKOPUCTOBYIOTh arpecHBHI Ta KOH(POHTAILiiHI
MOBHI CTparterii, HalpuKiaj, y Aebarax uu iHTepB 0. BOHN BAAIOTHCS 10 KOPCTKUX,
KaTeropuyHUX TBEPIKEHb, Takux 5K “We will not tolerate...” ado “We will crush our
opponents...”. Taka puTopuKa CpsIMOBaHa Ha JJEMOHCTPALIII0 CHJIM T4 HEMOXUTHOCTI
[Columba 2019].

YacTo B mpoMoBax MOJITUKIB MOKHA MOYYTH MeTadopu, 10 BIACHIAIOTH 10

cuid, OoporhOu abo BikiHW. Hampuknan, BucnmoBu Ha kmrtant “fighting for the
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people” abo “leading the charge” cTtBoproroTh 00pa3 migepa-BoiHa, MO MiIKPECITIOE
MacCKYJIiHHI pUCH MYKHOCTI # JIiJIepCTBa.

[ToniTkKM dYacTO HAroJOIIyIOTh Ha CBOIM OCOOMCTIM BIAMOBIAATBHOCTI 3a
HAI[lOHANIbHY O€3MeKy, eKOHOMIYHY CTaOUIbHICTh a00 TMOMITHYHI PIIICHHS,
BUKOPUCTOBYIOUH BUCIIOBIIOBaHHA Ha KiTanT “lI will protect this nation” a6o “Under
my leadership...”. Takuii akIeHT Ha I1HAMBIAYaJIBHOCTI Ta KOHTPOJI MIIKPECIIOE
MacCKyJiHHHUNA 00pa3 CHIIBHOT Ta aBTOHOMHO1 OCOOMCTOCTI.

Y MackyliHI30BaHOMY TIOJITUYHOMY JHCKYpCl 4YacTO CIIOCTEPIraeThCs
YHUKHEHHSI eMOLIM a00 iX BIOOpaKeHHS K O3HAKU cIaOKOCTI. [TomTHKN MOXYTh
CTBEp/KYBaTH, IIO iXHI PIMIEHHS IPYHTYIOThCS BUKIIOYHO Ha “pO3yMHHX’ abo
“mparMaTUYHUX’ TIAX0JaX, BUIIAIAIOYUCH Bl E€MOIIHHHUX apryMeHTIiB, IO
TPAAMIIITHO BBAXKAIOTHCA OLIbII (PEMIHHUMU.

Taki MOBHI cTpaTerii CTBOPIOIOTh y MOJITUYHOMY JUCKYpCl 00pa3 MOJITHKA 5K
CUWJIBHOTO, BIIEBHEHOTO 1 BJIQJHOIO JIiJIepa, 10 BIAMOBIIa€ MaCKyJIiIHHUM HOpMaM.

DeMIHHICTh B aHTJIOMOBHOMY TMOJITUYHOMY JUCKYpCl TPOSIBISETHCS dYepes
MOBY Ta CTHJIICTHYHI ITIAXOH, 110 ACOI[IIOIOTHCS 3 TPAAMIIIHHO KIHOYUMHU SKOCTSIMH,
TaKUMH SIK eMIaTisl, CIiBOpars, AUIOMATUYHICTb 1 M SKICTb.

[TomiTuky, siIKIi BAKOPUCTOBYIOTh (PEMIHHI PUTOPUYHI CTpATETii, 4aCTO POOIATH
aKIICHT Ha COINlaJIbHUX MUTAHHSX, TAKUX SK TypOOTa PO MEHI 3aXUIIEeHI BEPCTBU
HaceneHHs. Hampuknaza, BucnoBu Ha kmrant “We need to care for our most
vulnerable” a6o “It is our duty to support families and children” BimoOpaxkatoThb
M’SIKICTh 1 eMIAaTIIo, IO € XapaKTePHUMH pucaMu (PeMIHHOTO CTUITII0O KOMYHIKAIIi.

@eMiHHICTh B MOJITUYHOMY JUCKYpPCl 4YacTO MIAKPECIIOE BaXKIUBICTD
KOJIEKTUBHOI poOoTu 1 cmiBmpari. [lomiTHk MOXyTh BUKOPUCTOBYBaTH (Gpa3u Ha
3pazok “We must work together” abo “Let us unite to find common ground”. Takuii
MiIX1g BioOpakae OpIEHTAIII0 HAa I1HKIIO3MBHICTh 1 CHUIBHI JIii, IO YacTo
ACOINIOETHCS 3 )KIHOYMMH PUCAMH.

DeMIHHICTh Yy TOJITHIIl TaKOX TPOSIBISETHCS Yepe3 BUKOPUCTAHHS
MOM’SKIIyBaJIbHUX BHUPA3iB 1 AUINIOMATUYHUX (QOopMyitoBaHb. [lOmMITHKH MOXYTb

YHUKATH KOPCTKUX 1 KOH(GPOHTAIIMHUX BUCIIOBIIOBaHb, BI/IJIAI0YM TIepeBary O1iJIbII
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IUIIIOMAaTUYHOMY CTWIIO, Hampukiazn, “We should consider all perspectives” a6o
“There is a need for dialogue and understanding”. Taka mMoBa miakpecitoe GpeMiHHI
PHCH SKOCTI CIIJIKYBaHHS Ta KOMITPOMICY.

[TomiTukn, OCOOMMBO KIHKM, YacTO akKIEHTYIOTh yBary Ha Ba)JIHUBOCTI
CIMEMHHUX 3B’SI3KIB, CTOCYHKIB MDXK JIFOJIbMHU Ta COILIaNIbHOT MATpUMKHU. Hampuknan,
BOHU MOXYTb roBoputTu: “As a mother, I understand the challenges facing our
families” a6o “We need to build a society where every child has an equal chance”.
Taka puTopuKa MOCWIIOE 3B’S30K MOJITHKA 3 BUOOPISIMU Yepe3 0COOMCTUN JOCBI 1
CTOCYHKH.

@eMIHHUN CTHJIb MOJITUYHOTO AUCKYPCY YacTO BKIIOYAE amelisdlii 0 €MOLii,
NPAarHeHHs BUKIUKATH TOYYTTS CHiBUyTTsA abo comigapHocTi [Koposawsosa 2018].
Hanpukiazn, BUCTYIIM MOXYTh BKJItoUaTH ¢pa3u Ha KmranTt “It breaks my heart to
see...” abo “We must feel the pain of those who suffer”. lle qonomarae GynyBatu
JOBIPJIMBHI 3B 530K 3 ayJIUTOPI€EIO.

{1 pucu ¢GeMiHHOCTI B MOJITUYHIM PUTOPHII JONOMArarTh MiAKPECIUTH
TypOOTY, JIOJSHICT 1 Oa)KaHHs JTOCITTH 3TOJIH, IO POOUTH TAKUX IMOJITHKIB O1IBII
JOCTYITHUMU JJIsI IIMPOKO1 ayIUTOPii Ta CTBOPIOE 00Opa3 Jijepa, OPIEHTOBAHOIO Ha
3arajibHe 0J1aro i rapMOHI¥O.

['ennepHi 0COOIMBOCTI B CY4acCHOMY AaHTJIOMOBHOMY TMOJITUYHOMY IUCKYpCi
BIJIIFPalOTh KJIKOYOBY pojib y (opmMyBaHHI OOpa3iB MOJITHUKIB Ta BIUIMBAIOTh Ha
CHOPUMHATTS IXHIX TMOBIIOMJICHb. MacCKyJIiHHI pUCH, Takl K CHJA, arpPECUBHICTH 1
KOHTPOJIb, CTBOPIOIOTH 00pa3 Jijiepa-BoOiHa, 3JaTHOI0 MPUHAMATHU BaXKKl PIIIEHHS Ta
Opatu Ha ce0e BIJIMOBITAIBHICTD 32 HAIlIOHAJIBHY O€3MeKy Ta ekoHoMmiKy. HaTomicTh
dbeMiHHI pHUCH, SIK-OT €MIaTis, CIIBMOpals Ta AUIUIOMATHYHICTb, MIAKPECIIOIOThH
JOJISIHICTD MOJITHKA, HOro TypOOTY MPO CYCMUJIBCTBO Ta MPArHeHHs 10 A1aJIoTy.

[li nBa migX0au HE € B3A€EMOBUKIIIOUHUMH, 1 Cy4acH1 MOJTITUKH, HE3AJIEKHO BiJ
CTaTi, 4aCTO TOEIHYIOTh €JIIEMEHTH SK MAaCKYJIIHHOI, Tak 1 (peMiHHOI PUTOPUKH,
IparHyyd JOCSATTH OaJlaHCy MK CUJIOK 1 TypOoToro. Lle cBiAUMThH MPO €BOJIIOIIIO
MOJIITUYHOTO JUCKYPCY Ta 3MIHY CYCHUIBHUX YSABIIEHBb PO T€HIEPHI POJIi B MOMITHIIL.

['ennepHi acieKTy MOJITUYHOI MOBU CTAlOTh BaXJIMBUM 1HCTPYMEHTOM (POpMyBaHHs
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COLIANBHUX 1 KYJABTYpPHUX HOPM, CIPHUSIOYM MIJBULICHHIO 1HKJIIO3WBHOCTI Ta

PIBHOCTI B MOJIITHYHOMY CEPEIOBHIIII.
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