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CEKLIA 1
[EPMAHCBKI MOBI

YOK 811.111°373:[159.942:81°42
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LEXICO-SEMANTIC DIFFERENTIATION
OF ENGLISH EMOTIVE AND EMOTIONAL DISCOURSES

Haieva Polina Oleksandrivna,
Lecturer at the Department of Humanities
National Technical University of Ukraine "Igor Sikorsky Kyiv Polytechnic Institute”
polinahaieva123@gmail.com
orcid.org/0000-0002-2017-3430

It is noted in the article that emotional and emotional discourses are different types of speech activity that have a clear
non-linguistic conditioning. Emotional discourse is spontaneous, unprepared speech that is grounded on the unconscious
basic (primary physiological and mental), poorly controlled emotions that prevail in the speaker at the moment
of communication. Emotional discourse is created by the purposeful efforts of the speaker in order to evoke the necessary
emotions in the listener/listeners, is prepared in advance and is based on conscious secondary (socially determined),
completely controlled emotions. In the English-language emotional discourse, the main linguistic indicators of the tension
of the speech situation are the vocabulary of a reduced style and a limited repertoire of stylistic devices. English-language
emotive discourse is characterized by a careful selection of high-style vocabulary and various stylistic means aimed
at creating a positive emotional tonality of communication and achieving the desired perlocutionary effect.

A comparative analysis of expressive syntactic means used in English-language emotional and emotive discourses
indicates the presence of opposite tendencies in their syntactic plane.

In emotional discourse, there is a regular use of all types of communicative sentences and, at the same time, their
syntactic simplification. Emotive discourse is formed mainly by narrative sentences, on the basis of which a syntactic
complication is formed — the spread and unfolding of the discourse. Interrogative, imperative and exclamatory sentences in
emotional discourse act as additional expressive and marked means of emotional influence to the addressee of the message.

Excellent extra-lingual conditioning of English-speaking emotional and emotional discourses affects their structural
and compositional differences. Emotional discourse is incoherent, logically inconsistent, split, rhema-thematic. Emotive
discourse is compositionally coherent, logically consistent with the thematic presentation. Three phases of its development
are distinguished in emotional discourse: introductory, main and final. Each of these phases is characterized by specific
tactics that are the implementation of the communicative strategy of solidarity.

Key words: emotional and emotional discourses, lexical level, vocabulary, emotional component, nominations.

NEKCUKO-CEMAHTUYHA OUDEPEHUIALIA
EMOTUBHOIO TA EMOLIIMHOIO AUCKYPCIB AHIMINCbKOI MOBU

Maea lNoniHa OnekcaHAapiBHa,
BUKIada4 kagpeapu rymaHiTapHoro cnpamMyBaHHS

. HauioHanbHul mexHidHut yHisepcumem YKpaiu
«Kuiecbkul nonimexHidHul iHcmumym imeHi lzopsi Cikopcbko20»,

polinahaieva123@gmail.com
orcid.org/0000-0002-2017-3430

B niHegicmuui icHye d8a mepMiHU, SKi 8UKOPUCMO8YHMbCS 07151 MO3HaYeHHs nepedaui IACHKUX nodymmig i eMouit,
a came «emouitiHicmby | «emouitiHicmby. [lpome, He3gaxar4u Ha me, Wo ix sugyeHHs nocidae 00He 3 UeHmMpasbHUX
Micub y cyyacHil niHeeicmuyHill Hayyi, 83aEM038’A30K MiX HUMU OOCi He 8cmaHoerneHo. Y npausx OesKux siHeeicmis
MOHAMMS eMOUYiliHICMb | eMOUitiHICMb OMOMOXHIOKMbCS, 8XUBAKYUCH K CUHOHIMU.

B cmammi npedcmaerieHi po3mexysaHHs MOHSAMb eMouitiHuti ma emMomuegHul Ouckypcu. BidmiveHo, wo emouitiHul
OUCKYpC € CrIOHMaHHUM, Henid2omoeieHUM MOBITEHHSAM, WO IPYHMyembCs Ha Hecgioomux b6a308ux, crnabo KOHMPOIbO-
8aHUX eMouisix, SKi Mpesanolms y MO8US 8 MOMEHM KOMYyHikauii. B mol yac siKk, emomugHuUl OUCKYPC CmMeopoemsCsi
yinecrpsamosaHuMu 3ycusnnissMu MO8Us 3 MEemOIo 8UKIUKamu HeObXiOHI eMOouii y criyxadie, € 3ag84acHO nid2omoeneHuM,
KpiM moeo 8iH 6a3yembcsi Ha c8i00OMUX 8MOPUHHUX, UiNIKOM KOHMPOTbO8aHUX eMOUsIX.
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Hamu 6ye npedcmaeneHull rpyHmMogHUl aHasi3 aHa/ioMOBHUU eMomueHUl OUCKypC, Kompul 8i03Ha4yaembCs
pemernbHUM MiG6OPOM NTEKCUKU 8UCOKO20 CMUJIK0 ma Pi3HOMIaHo8UX CMUITICMUYHUX 3acobie, cripsaMoeaHuUX Ha cmeo-
PEHHS N03UMUBHOI eMOUIUHOI moHabHOCMI CrinKysaHHs. 3icmasHull aHarni3 eKCcrpecusHUX CUHMaKCu4HUX 3acobis, wo
8UKOPUCMOBYIOMLCS 8 @H2ITOMOBHUX eMOUitIHOMY U eMOmUBHOMY OUCKypcax, C8iduumb npo Hasi8Hicmb MPOMUITEXHUX
meHOeHUYil y iXx cuHmakcuyHit nnouwuHi. B emouitiHoMy OUCKYpCi Mae Micue peaynspHe 8xXusaHHS 8CiX murie KOMyHika-
MUBHUX pe4eHb ma, 00OHO4YacHO, iXHs CUHMaKCcU4YHa CrpouweHicmbs. EmomusHuli duckypc ¢hopMyembCs epesaxHo po3ro-
8IOHUMU PeYEHHsIMU, Ha b6a3i SKUX YymeopoembCsi CUHMAKCUYHe YCKIaOHEHHS — MOWUPEHHST ma po32opmaHHs OUCKYpPCY.

NopigHsAMbHUU aHari3 eKCrpPecUsHUX CUHMAaKCUYHUX 3acobie, ujo 8UKOPUCMOBYOMbLCS 8 aH2/IOMOBHOMY EMOUUHOMY
ma eMoyiliHOMy OUCKypcax, c8id4yumb Mpo HasieHiCMb NPOMUEXHUX meHOeHUil y ixHil cuHmakcuyHit nnowuHi. Oby-
MogieHicmb aH2TOMOBHUX eMOUlHUX | eMOUitHUX QUCKYpCi8 NO3Ha4YaembCsi Ha iX CmpyKmypHO-KOMIO3UYIGHUX 8iOMiH-
Hocmsix. EmouitiHuti duckypc Hese’sizHul, HerocnidosHul, po3deoeHul. EMomueHul OUuCKypC KOMMO3UYitHO uinicHud,
J102i4HO y3200XKyembCsi 3 memamu4yHUM suknadom. B emouitiHomy Ouckypci eudinsroms mpu ¢ha3u ii po3gumKy: 8CmyrHy,

OCHOBHY Ma 3aKITHoYHY.

Knrovosi cnoea: emomugHuli ma emouitiHull OUCKYpCU, JIeKCUYHUU piGeHb, CII08HUKOBUL 3anac, eMOUitHUl KOMIIOo-

HEHm, HoMiHaujl.

Introduction. At the lexical Ilevel,
the problem of emotionality of a word collides
with the problem of meaning. The ability
of words to express not only thoughts, but also
emotional states of the speaker determines
the duality of the referential correlation
of language signs that act as carriers of emotional
meaning. Hence the division of meaning into
cognitive (denotative, referential, subject-
logical, intellectual) and pragmatic (connotative,
emotional-evaluative, expressive-stylistic)
components (Nikitin,1996).

The question of whether or not an emotional
component is included in the meaning of a word
has not been finally resolved, since the concept
of connotation still remains diffuse and undefined.
Thereason for this is the diversity of approaches to
its study. Thus, among the existing theories about
connotation, the stylistic one is the most common
(Morokhovskiy;  Vorob’eva;  Likhosherst;
Timoshenko, 1991) and semantic (Myagkova,
1990). Their supporters, as a rule, give it
the status of semantic nuances, additionality,
secondaryness in relation to denotation.

1. Theoretical principles. The emotionality
of a word is created due to the fact that in
it the connotative (emotional) component
of the meaning prevails over the denotative one.
At the same time, the logical-conceptual part
ofthelexicalmeaningisreduced,andtheemotional
part is expanded. Theoretically, any word
under certain circumstances and depending on
the speech or situational context can become
a carrier of emotionality (Kornijko, 1997).

The lexical properties of English-language
emotional and emotive discourses, in particular,
in terms of the vocabulary of which stylistic
class is used to create an emotional impact on
the addressee, are one of the main differential
criteria of the studied discourses.

Emotional speech has a low degree of lexical
diversity, since about half of its volume is

occupied by the most frequent speech units,
including pronouns, verbs and service words,
mostly simple in their morpheme structure.
This is a result of the fact that emotional
communication takes place under conditions
of high tension and often acute time deficit, being
realized in spontaneous and instinctive speech
manifestations and in the weakening of control
over the content of the utterance, which leads
to a decrease in lexical selectivity. As a result,
the choice of the most appropriate language unit
in each specific situation is based on the principle
of what is most beneficial in terms of speed
and ease of search. Such a selection of language
means takes place automatically, subconsciously
due to the freer use of existing forms instead
of creating new ones (Duduchava, 1966).

Decreased control of consciousness over
speech leads to increased use of emotionally
colored lexical units. They reflect the emotional
state of the speakers, so the more of them in
the discourse, the higher the degree of its emotional
tension. This indicates that the expressiveness
of emotional discourse is created mainly
at the expense of emotional vocabulary.

It has been proven that the emotional naming
of an object is not related to the object being
named, but to the speaker’s emotions, which
are experienced by him at that moment. At
the same time, the name expresses the general
state of the speaker and is outwardly devoid
of objective meaning (Shakhovskiy, 1983).

Let’s consider what vocabulary is considered
emotional. In the literature, the existing
classifications of emotional vocabulary are based
on various criteria, which can be reduced to
such as the expression of emotionality through
the denotative or connotative components
ofthe meaning of the word, the presence of special
affixes in the morphological composition
ofthe word, the expression of the attitude towards
objects and phenomena of the surrounding world

Bunyck 1. 2022
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by the word, the presence in the word estimated
value (Bycenko, 2004).

We proceed from the fact that assessment
and emotion form an inseparable unity (Bycenko,
2004), so any emotionally colored lexical unit is
evaluative. In the analysis of emotional discourse,
we are based on the criterion of completeness/
incompleteness of emotional-evaluative lexical
units, by which we understand the presence/
absence of a denotative component of meaning
in a word. Let’s first stop at the group of full-
valued units.

2. Practical approaches. Full-valued
emotional-evaluative lexemes have a denotative
and a connotative meaning, but the latter
prevails, conveying the emotional attitude
of the speaker to the signified and naming
the emotion that is experienced. The names
of emotions, according to some scientists (see,
for example: (Krasavskyj,1995)), do not belong
to the emotional vocabulary, since they do not
represent a direct experience, but only a logical
opinion about it . We support the view of other
researchers, who believe that such descriptive
vocabulary can evoke the appropriate emotions,
it indicates the speaker’s emotional experience
at the time of the conversation (Bycenko, 2004).
We attribute such nominations to emotional
and evaluative vocabulary.

A group of full-value emotional and evaluative
lexemes in emotional discourse is represented by
the following units for naming people:

— lexemes with positive semantics such
as genius, charm, beauty/beautiful, fantastic
and lexemes with negative semantics such as
obscene, abusive, vulgar dull, moron, horrible,
fool(ish), rotten, hysterical, brute, cursed, drat,
scoundrel, beggar , damn(ed), tart, hoodlums,
whore, devil, bastard, slut, trash, lousy, snotty,
etc., the main place among which is occupied by
qualitative adjectives of general and frequency
assessment,

— affectionate vocabulary: honey, darling,
dear, love, etc.;

— slang, slang vocabulary: bo, bobber, sap,
slime, tramps, muck, to kvetch, kooky, napper,
roach, wack, etc.;

— word-formative derivatives with diminutive
affixes of subjective evaluation, such as girlie,
Pusey, machree, kiddies, etc. and emotional
vocabulary formed by compounding, such
as warm-hearted, pig-headed, kid-beating,
lunkhead, goat-bearded, etc.;

— vocabulary that expresses the speaker’s
attitude to what is communicated or addressee,
such as to hate, to despise, to exasperate,

to irritate, to kiss, to weep, to hurt, to fascinate,
to adore, etc.

— metaphorical units of mostly offensive
meaning, where emotionality is created by
transferring the features of persons, animals,
objects or phenomena selected by the speaker to
the person in question, such as phlegm, tornado,
mischief. These include emotional variants
of proper names based on the phenomenon
of antonomasia (Judas, Napoleon Bonaparte),
nicknames (the Lady Pusillanimous,
Mpr. Pluperfection, the Queen of Grime/Muck/
Feculence/Ordure), zoonyms (over-large rabbit,
a sacred cow, dirty pigs, ass, ape, sacrificial
goat, the ram in the bushes, wild boar, dumb
mule, wallowing hippopotamus, a filthy beast),
phytonyms (cornstalk, son of a cauliflower,
turnip, Pie-plant), ethnonominals like Welsh
Ruffian, like all the Irish, my old dutch, to talk
like a Dutch uncle, etc.;

— metonymic words that name a person
through an object (log, red hat, door-nail, sweetie
pie).

To the incomplete emotional-evaluative
lexemes in emotional discourse, we include such
units that lose their denotative meaning, because
it is almost completely or partially displaced
by the emotional component of the meaning
of the word, which is strongly emphasized
in this situation. They are ambiguous with
a wide emotional range, express disappointment,
despair, pain, delight, irritation, surprise, joy, etc.
(Krasavskyj, 1995). Their feature is that they
convey emotional content in an undissociated
form, are idiomatic, stereotypical units. On this
basis, we include among them:

— exclamations (oh, ah, no, well, why, hey,
yeah, why-why, alas, gee, shucks), which also
include a) curses and other units of a reduced
style like by eternal thunders/Ginger, man’
thunder , God damn their souls, (to) hell, damn
you, dammit, dickens take it all; b) appeal
to God, worship (by God, (Good) Lord, my
Goodness/God, for heaven’s/Gods/Goodness
sake, bless God, God of heaven avi earth!, Good
God Almighty, Oh my God, Dear (Good ) God,
Goodness/God Gracious, God in heaven/in
trouble, God save us, Gracious heaven/mercy/
powers, for Chrissake),

— stereotypical address words, which, in
addition to the emotionally neutral contact-
establishing phatic  function, emotionally
evaluate the addressee (Duduchava, 1966). The
assessment can be negative or positive, which is
expressed in affectionate (sonny, my boy, daddy),
familiar or abusive words/expressions (serpent,
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stupid, old girl). The construction you+N, which
is formed according to the principle of syntactic
tautology, is especially emotional. It is mainly
offensive in nature, which is confirmed by
the lexical filling of the noun position of the you
slob type (low-down skunk, pig-headed devil,
nasty thing, old hoss/sonofabitch, poop, damned
fool, lunkhead, slut, etc.);

— lexical intensifiers of emotionality,
the functions of which are mainly used adverbs
(really, too, very, terribly, perfectly, damned,
extraordinarily), particles (well, indeed, still,
vet, never) or their combinations (very nearly/
almost, so bloody).

The planning of emotional discourse is
manifested, first of all, in carefully selected
lexical means and a high style of speech, aimed,
on the one hand, at a clear expression of thought,
and on the other — at creating an elevated mood
of the addressee. A high style of speech consists
of a sophisticated and perfect organization
of "impressive" words (Romanova; Filippov,
2001), that is, those that are able to attract
the listener’s attention and stir his emotions.
For this, eloquent (celestial, eternal, admiration,
imperishable, pious, tempestuous, vicissitude),
often not the most used, rare units (abjective,
aboil, lociferous) are selected, which are mainly
represented:

a) book vocabulary (abnegation, dread,
eudemon, itinerant, narcissism, rodomontade,
sightlessness, tidings, wonderment),

b) poetic vocabulary (anadem, cedarn, ceil,
erelong, ethereal, heaven, to lout, the naked,
offtime, rubious, wailful),

c) archaisms (austere, to bob, to coact, lenient,
to knoll, to ostend, teen),

d) neologisms (megafortunes, gangsterdom,
nativist, mind-survival, unbesieged).

The specified lexical units denote abstract
concepts. They do not belong to the class
of emotive vocabulary, however, in order to
perform an expressive function, the speaker
in emotive discourse resorts to combining
these lexical units, which is confirmed by
the wide use of verbose emotionally marked
phrases in this discourse, namely: substantive
(our late member, a message of great interest
and importance, an outstanding speaker talk),
adjectives (thoroughly enjoyable, infinitely
more proud, fortunate indeed), verbs (to hold
smb. in high esteem, to display respect for smb.,
to anticipate smth. of particular interest to smb.,
to handle a most pressing problem more
efficiently) and phraseological (the better half,
the helping hand of, to slip out of one’s grasp,

to represent one’s last shot at smb., to wear a yoke
around one’s neck).

In contrast to emotional, emotional
discourse is characterized by a high degree
of lexical diversity, created due to a large
number of synonyms (often represented by
derivative words) that form synonymous series
united by a common denotative meaning such
as celebration, festivity, social event, party,
gathering, féte , carnival, festival, fiesta, gala,
commemoration; moral, ethical, good, right,
honest, decent, proper, honorable, praiseworthy,
respectable, just; murderous, fatal, terminal,
lethal, mortal, deadly, noxious, poisonous.
The use of synonyms is aimed at creating
an effect due to shades of meanings and coloring
of words, for example: Mr. Chairman, Fellow
Club Members and Our Guests: I should like, first
of all, to express to our guests of the evening our
sincere thanks for the kind tribute so eloquently
tendered to us by our young friend George Smith.
(Wright, 64—065).

This passage represents the gratitude
of the parents for the beautiful words of their sons.
The lexical diversity of the passage is ensured by
the use of synonyms, on the basis of which you can
build a synonym series according to the criterion
of belonging to the male gender: Mr.,, man,
father, Dad, Son, boys, Fellow, friend, to which,
depending on the context, you can also include
Sr., younger generation , as these words refer to
fathers and sons, emphasizing their age difference.
The use of synonyms emphasizes different shades
of meaning and, accordingly, different colors. So,
along with the neutral Mr., man, the marked Dad,
younger generation, friend stand out.

3. Conclusions. Thus, lexical means are
the main indicators of emotional discourse, since
they convey the speaker’s immediate emotions
through emotionally-evaluative units of a reduced
style. Along with this, emotional discourse is
lexically diverse and is represented by the most
frequently used words, which is explained by
the spontaneity of speech and the automatic choice
of words. The eloquence of emotional discourse is
created by vocabulary of a high style and involves
the use of a significant number of synonyms,
which indicates its great lexical diversity.
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Haykogy po3giOky npucesqyeHo OOCIOKEHHIO MBOPEHHST NEPCOHaXHUX 00pasie y KiHOHapamueai XaHpy heHmesi.
Mamepianom docnidxeHHs nocnyayeas KiHoginbm nonynspHoi aHaniticbkoi nucbMeHHUYi x. K. PoyniHe « @aHmacmuyHi
38ipi ma Oe ix wykamuy. Y cmammi 20/108Hy y8agy chOKyco8aHO Ha makux 3acafHuyuX NoOHAMMAX AK: heHmesi, Xpo-
Homorn, KiHomekcm/KiHoHapamus, nepcoHax. ¥ cmammi HasieHi OeKiflbka kameaopill nepcoHaxie — YaknyHu (wizards),
Heyvaknu abo maanu (muggles), gpaHmacmuyri icmomu (fantastic beasts). [on08HUMU meKkcm-murnonoaiyHuUMu 0cobnu-
8ocmsaMU (heHMESIIHO20 KiHOmMeKemy rnocmarome e1IeMeHmU HapamueHoi mobydosu mekcmy — nepcoHaxHi 0bpasu,
xpoHomon (xyOoxHil 4yac i mpocmip) ma nopman. BudineHo xydoxHio 0emarnb ma 8USIGNEHO EKCUYHI 0OUHUYJ nepco-
HaxHux obpaasis. [1o0ii y peHme3iliHoMy meKkcmi po32opmarombcs y peansHOMY C8imi Hagkono 2106anbHo20 Npomucmo-
sIHHA dobpa ma 3na, a eonosHuli nepcoHax Hetom CkamaHdep onuHsEMbCS y 3raMHil moyyi 8ubopy Ha YUK CMOPOHY
nepelmu. Y KiHoHapamusi «@aHmacmudqHi 3gipi i Oe ix wykamuy» nodii poseopmaiomsCs y eKinbKox npocmopax — Heto
Wopky, peansHoMy ceimi Hagkono enobanbHo20 MpomucmosiHHS dobpa ma 3na wo nocmae QUHaMIYHUM YacoMm po3-
eopmanHs icmopii, ma ¢heHme3itiHoMy npocmopi, y YapigHiti eanisi Hotoma CkamaHOepa, SKul € Cmorn-4acoM, OCKInbKU
nepebysatHsi nepcoHaxie y heHmesiliHili nemsi yacy He 8rnueae Ha CriosinbHeHHs abo npuckopeHHs nodit, wo 8idby-
8alOMbCs y peasnbHOMy morioci. Y cmammi 30ilicHeHO aHanisyeaHHs KiHOHapamugy ma KiHemamozpaghiHux mexHik, sKi
peanisyromscsi Orisi CMBOPEHHS NEPCOHaxi8 y kKiHomekcmi. [Jo 0CHOBHUX MeXHIK MU 8iOHeCIU eghekm KpyrnHoe20, 3a2allb-
HO20, 0arbHb020, Mepwo2o ma 8e/IUK020 MlaHy, BUKOPUCMAaHHS Me8HOI KoIbop0oeoi nanimpu, mexHiku 3UoMKU 0arbHb020
ma cepedHbORO M1aHy, 3 8ePXHbOI MOYKU, Kymoeoi 3UOMKU, @ MaKoX epaxysarsiu criocib nepeHeceHHs/mpaHchopMy8aHHs
8epbarbHO20 OMuCcy 308HIWHOCMI Ma nosediHKU NePCoHaxie 3 XyAoXHb020 Hapamusy y KiHOHapamus.

Knroyoei cnoea: cheHmesi, KiHomeKkcm/KiHoHapamuse, nepcoHaxHi obpasu, XyAoxHil 4ac ma npocmip (XpOHOmMor).

CREATION OF CHARACTER IMAGES IN FILM TEXT
(BASED ON THE FANTASY FILM NARRATIVE
"FANTASTIC BEASTS AND WHERE TO FIND THEM")
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The article is devoted to the investigation creation of character appearance in the film narrative of the fantasy genre.
The case study of the article is the movie of a popular English writer J. K. Rowling "Fantastic Beats and where to find them".
The main attention in the article is focused on such concepts as a fantasy, chronotope, movie/ film narrative, character. There
are several categories of characters in the article — wizards, muggles and fantastic beasts. The main typology and function
of a movie there are elements of narrative construction of the text is the character images, chronotope — a special time
and portal. The artistic detail is highlighted and lexical units of character images are revealed. The events in the fantasy
text unfold in the real world around the global confrontation of good and evil. The main character Newt Scamander is
at a turning point in choosing which side to go. In the film narrative "Fantastic Beasts and Where to Find Them", the events
unfold in several spaces — New York, the real world around the global confrontation of good and evil, which is a dynamic
time of unfolding history. But in fantasy space, in the magical suitcase of Newt Scamander, which is a stop-time, because
the presence of the characters in the fantasy loop of time does not affect the slowing down or acceleration of events that
take place in a real topos. The article analyzes the film narrative and cinematographic techniques that are implemented to
create characters in the movie. The main techniques include the effect of close shot, general, far distance shot, foreground

Bunyck 1. 2022



layKOBWM BICHMK XEpPCOHCbKOro OEep)aBHOro yHiBepCcUTETY

and big close-up. The use of a certain color composition, far and medium distance shot techniques, from the bird’s eye
view, camera angular. Considered how to transfer / transform verbal descriptions of appearance and behavior artistic

narrative in the film narrative.

Key words: fantasy, movie/film narrative, the characters, fiction space and time (chronotop).

Beryn. CywacHuii kiHemarorpadiuHuii mpo-
CTip BCE YacTillleé 3aloBHIOIOTH OpI/IFiHaJ'IBHi
KIHOAJANTAli MOMY/ISPHAX XyTOKHIX TBOPIB.
Heabusixo1o momymspHiCTIO KOPUCTYIOThCS eKpa-
Hizalii komikciB BcecBity Marvel Ta DC Ta ¢den-
te3iiiHi TBopH. J[>oaH K. Poninr cTBopuia Benu-
YC3HUI HETMOBTOPHUH CBIT Cy4acHOro (eHresi
npo yakiayHa I’ app1 HOTTepa XyHAOKHI TEKCTH
PO SKOTO PO3JIETUINCH MIIbHOHHUMH THPaKaMHU
0 BCbOMY CBiTOBi. He MeHmIoi momynsipHOCTI
HaOymu 1 expanHi ananramii [lorTepianu, ski
OTpHMaJH 0e33anepedHoro CXBAJICHHS SIK 3 OOKY
KPUTHKIB, TaK 1 3 TOTJISIY TIISIIaYiB Pi3HOTO BIKY.
Pazom 3 TuMm, K y XyJOXKHBOMY IIPOCTOPi, TaK
1 y KiHOIHAYCTpii HaOuparoTh OOEPTIB CiKBEIH
Ta MPUKBENU 10 HAUMOMYJISIPHIIINX 1CTOPIH, fAKi
3aKapOOBYIOTECSl Y CYYacHIM emoci Xymo>KHbOT
KIHOKYJIBTYPH.

XynoxHiit TBip «®aHTacTU4HI 3Bipi 1 A€ ix
mykatd. OpuTiHAJIBHUAN CHEHapii» 3a THIIOM
CBOIO HapaTuBy € IpikBesoM 1o ictopii ["appi
[Torrepa. Iloxii, mo po3ropraimTbcs y TBOPI,
NEepeAyIOTh HABYAHHIO MAaJICHBKOTO YaKiIyHa
y XorBapjci Ha mIicTAecAT I'sATh pokiB. Cam
TEKCT MOOyJoBaHO Yy ¢opMari cleHapiro, II0
THUM CaMUM 3aKJIaJia€ IHTEeHL1I0 aBTOPKU A0 HOro
MOJANIBIION0 BTUIEHHS caMe€ y IMPOCTOpi KiHO.
VY Hamomy JA0CHiUKeHHI c(OKyCyeMoO yBary
Ha 3aco0ax TBOpPEHHS NEPCOHAXHUX OO0pasiB
y oxHoiimenHoMy KiHoHapartuBi J[x.K.PoymiHr,
sIKa BHUCTYIA€ HOTO CIIEHAPICTKOIO. 30KpeMa,
HalloOi yBard OTPUMYIOTh KiHemarorpagiusi
Ta MYJIBTUMOAJIbHI 3aCO0M TBOPEHHS TOJIOBHUX
nepcoHaxiB KiHOHapatuBy — Hprora Ckaman-
nepa ta Kpenenuis (B moganbiioMy — BTUJICHHS
o0ckypyca).

Buxaan ocHoBHoro marepiaay. Crepury
BBAXAEMO JOLIIBHUM HAJaTH BU3HAUYCHHS
3aCaJHUYUM TOHSATTSAM HAIIOTO JIOCIHIKEHHS:
(enresi, KIHOTEKCT/KIHOHAPATUB, TIEPCOHAK.

deHTesi K KaHP XyITOKHBOTO TEKCTY BUHHK
y XIX cropiyui Ta csirae nodbu PomaHTH3MY.
(Haase, 2008: 191). Cam TepMiH ¢henmesi BUHUK
y 20-30-T1i pOKH XX cropiuus B aHIIIOMOBHIN
JiTepaTypi, 1 OCTATOYHO YTBEPAMBCA SK JKAHP
Bxe y 60-i poku XX ct. (Hahn, 2017: 200). Husi
JKaHP PO3BHBAETHCS HA OCHOBI BipTyaJ'IBHOFO
rlnepTeKCTy, MOJIETEOBAHOTO KOMIT FOTEPOM, alie
i Hazall y TBOPaX BUKOPUCTOBYIOTECS CICMCHTH
apxaiyHoro Midy, 4yapiBHOI Ka3KH, pUIIAPCHKOTO
pOMaHy 3 KOACKCOM YeCTi, T€pOiYHUX IIICEHb,

OKYJIBTHO-MICTHYHOI JIiTepaTypu (KOBaJIiB 2007:
529) Kanpy ¢)eHTe31 HpI/ITaMaHHl pizHOMa-
HITHI JIITEpaTypHi TpajuIii, Taki sk q)onmcnopm
Ta yapiBHI Ka3KH, TepOiYHUIl eroc, aBaHTIOPHUI
KaHp, XOppop Ta HaykoBy (aHTacTHKy (Stable-
ford. 2005: 204).

VY cydacHiii JTIHTBICTUIIl BBAXalOTh, IO (eH-
Te31 € EeKJICKTMYHHM >KaHpOM, SIKUH yBiOpaB
y cebe enemMeHTH Ml(by, erocy, poMaHH nobu
PomaHTH3MYy, TOTHYHOT Ka3KH, MiCTepii, HAyKOBO1
(aHTaCTUKH Ta IHIIKX KAHPIB.

XymoxHi TBOPH XKaHpy (PEeHTE31, 10 HaJIekKaTh
OpUTAHCBKIA IUTAYIM CydyacHIM JiTeparypl He
BTPAYarOTh CBOEI akTyalbHOCTI. JliTeparypa den-
Te31 BBIOpasa pucH, BIACTUBI OPUTAHCHKIN JiTE-
parypi B IIJIOMY, BUKOPHUCTOBYE €IEMEHTH Mio-
norii Benmkoi bputanii Ta Bino1Bae CBOEPIAHICTh
opurancekoi KyasTypu (Haase, 2008: 329). Came
TaKuM XyJIOKHIM (DeHTe31 1 TocTae aHami30BaHu
KiHOHApaTuB, 10, 3 OJHOTO OOKYy, BimoOpaxkae
cneumbquy Mmidonoriro Bemukoi  bpwuranii,
a 3 IHII0TO0, HAJISKUTH JI0 HAPATHBIB HOBOTO MOKO-
JIHHS, Y SKOMY KJIACHYHI >KaHPOBI1 BJIACTHBOCTI
HaOyBarOTh HOBOTO 3a0apBIICHHSI.

[0IOBHUMHU TEKCT-THUIIOJIOTTYHUMHU BIACTH-
BOCTIMH (DEHTE31WHUX TBOPIB BBAXKAIOThH e€Jie-
MCHTH HapaTHBHOI MOOYIOBM TEKCTy — Tep-
COHaXKHI 00pa3u, XpPOHOTOII (Xy,ZLO)KHII/I qac
1 mpocrip) Ta nopran. HasBHicTs Marii Ta mpo-
TUCTOSIHHS J10Opa 1 371a € CUCTEMHOIO XapakTe-
PHCTUKOIO TEKCT-THUIIOJIOTIYHUX BIIACTUBOCTEH
x)aHpy ¢perTe3i. OcoOIMBOCTIMU NEPCOHAKHUX
00pasiB >xaHpy (PeHTe31 MOCTaIOTh: BCl BUNHKHU
MEePCOHAXKA CTIPSMOBAHI Ha TOPATYHOK BCECBITY,
a He CBOIX BJIACHMX IHTEPECiB; MOii po3ropTa-
IOTBCS  HABKOJIO MIO0ATbHOTO MPOTHCTOSHHS
no0pa Ta 371a, a TOJOBHUN MEPCOHAX BTLIIOE 1€
MPOTUCTOSHHS KO ONMUHAETHCS Y 3TaMH1H TOYII
BUOOpPY Ha YUIO CTOPOHY mnepeiitu. Yacto came
BaraHHs 1 pIIIEHHS TOJIOBHOTO TepOsl CTalOTh
BUPIMIAIBHUMH U1 KOHCTPYIOBAaHHS HapaTHBY
XKaHpy (eHTesi.

CrnoBHUK JITEpaTypO3HaBUMX TEpMIHIB
HAJla€ TaKe BU3HAYEHHS IOHATTIO: MEPCOHAX —
(dp. personage Bix Jat. persona — Macka aKTopa,
nepeH. — 00y, 0co0a) — IifioBa 0coda B poMaHi,
MOBICTI, OMOBiJaHHI, M’eci, (UIBMI Ta IHIIKX
XyIOXKHIX TBOpax. Y HapOJHUX Ka3kax, Oaifkax
1 (haHTACTMYHUX TBOpPAX MEPCOHAXI — HE 0OOB’sI3-
KOBO Jitomu. Humu MoxyTh OyTH TBapuHHM, pedi,
seutiia Toulo (Jlecun, [ymunen, 1971: 314).
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[MousTrs  mepcoHaxa  (repos,  AiOBOL
0co0M) — HaWBaXIMBIIIE Ml Yac aHaJli3yBaHHA
eMiYHUX Ta APAMaTUIHUX TBOPIB, e caMe Mepco-
Ha)Kl yTBOPIOIOThH NEBHY CUCTEMY Ta croxeT. Haii-
YacTilie JITEpaTypHUIl MEPCOHAX — 1€ JIIOIWHA
(Yepnen, Xamuzes, bpoiitman, 1999: 246). [lopsia
13 JIFOJIBMU Y TEKCTI MOXKYTh ICHYBaTH Ta PO3MOB-
JISITH TaKi MIEPCOHAXKI SK: TBAPUHU, POCIUHH, PEYl,
TNPUPOIHI CTHUXII, (aHTACTHYHI iCTOTH, POOOTH.
€ >KaHpH, y AKHMX MONIOHI [IEPCOHAKI 0GOB’SI3KOB:
(enresi, kaska, Oaiika, 6anana, aHiMaTiCTChKa JIiTe-
parypa, HaykoBa (aHTacTuka. CTBOPIOIOYM JIiTe-
paTypHOTO Teposi, aBTOp 3a3BUYAil HAALIAE HOTO
THM Y{ HIOAM XapaKTepOM: OJHOCTOPOHHIM abo
0araToCTOpOHHIM, LUTICHUM a00 CyNepewInBUM,
CTaTUYHUM a00 TaKUM, SKHA BUKJIMKAE ITOBAry ado
3neBary (Uepnen, Xamuzes, bpoittman, 1999: 247).

3acobamy PO3KPHUTTS XapaKTepy BHCTYNAIOTh
Y TEKCTi DI3HOMaHITHI KOMIIOHCHTH Ta JeTalli
NPEZIMETHOTO CBITY: CIOKET, MOBHI XapakTepu-
CTUKH, MOPTPET, KocTioM, iHTep’ep. Ilpu npomy
CIPUIHATTS IEPCOHAXKA K XapaKTepa He 000B’ 13-
KOBO MOTpeOye PO3TOPHYTOI CTPYKTYpH 00pasy
(Uepnen, XamuzeB, bpoiitman, 1999: 250).
e omuH OUIAX 1O BUBYCHHS MEpCOHAXKA —
BHUKJIFOYHO SIK yYaCHUKA CHOKETY, IHOBOI 0CO0H,
0 CTOCYEThCSA apXaiuHuX KaHPiB (HOIBKIOPY
(30KpeMa, 10 POCIMCHKOT YapiBHOT KaszKH, poO3-
misiHyTol B. S Tlponmom y kuu3i «Mopdororis
kazkm», 1928) (Yepnen, XamuszeB, bpoiiTman,
1999: 250). CroxerHi (yHKUII NEepCOHAXIB
MOCTAIOTh MPEAMETOM aHaNI3y AESKUX HampsMax
Jiteparypo3HaBcTBa XX cromiTrs  (pociid-
cekmii opmanizm: B.S. Ilponm, B.B. Ikios-
CbKHUI; CTPYKTypasli3M, 0COOIHMBO (PpaHITy3bKHIA:
A.-XK. I'peitmac, K. bpeman, P. Bapr) (Uepner,
Xamuses, bporitman, 1999: 250).

Crigom 3a L. TonopoBuM, deHTe3iliHI TIEpco-
HA)XI BUPI3HSIOTBCS TAKUMH SKOCTSAMH: CTPAaXOM,
CYMHIBOM, HepinrydicTio. Konu nepconax norpa-
wise 'y (eHres3iiiHuii CBiT, I/IOMy MpUTaMaHHE
MOYYTTS BaraHHs. Yce He3BUUaiiHe, 1110 BiaOyBa-
€TBCS Y TEKCTI JkaHpy (eHTe31, OB’ sI3aHe JIHIIe
3 mouyTTsimu repois (Tomopos, 1999: 43).

Sk 3a3nHagae L. TO}IOpOB q)aHTacque
BUHHKA€ JIUIIE Y MOMCHT CYMHIBY — CyMHIBY SIK
yuTaya, Tak i repod. | unray i _TIEPCOHAK, MAIOTH
BUPIIINTH, Y1 HAJIEKATh CIPUIMaH1 HUMU SIBUIIA
710 «peanbHOCTI», UM CIIPaB/ii BCE 110 BiIOYETHCS
e nivicHictio (Tomopos, 1999: 38).

[Monii, sixi BimMOyBalOThCS Ta 3MAIOTHCSA HAM-
MPUPOTHUMHU, HEPEATLHUMHU MPOTATOM BCHOTO
HapaTHBY, 3pEIITOI0 HaOyBalOTh PaIliOHAJIHHOTO
MosiCHEeHHsI (3710 Oyle TokKapaHuMm, a J00po —
BUHaropomkeHum). Lli moxii 3MyurytoTh repos
1 YMTavya BIPUTH TAK JIOBIO y BTPyUYaHHS HAJIIPH-

POAHUX CHJI cCaMe€ uepe3 CBOI0 HE3BUYANHICTh
Ta HeopauHapHicts (Tonopos, 1999: 41).

Y cBOIO uepry, il KIHOHAPATHBOM PO3yMIEMO
ICTOpIO MPO TOZI, 1O BTLTIOETECS Y KiHOMPO-
CTOpl Yepe3 €NHICTh JIHTBAIBHUX, ayHdioBi3y-
albHUX Ta KiHemarorpagiyHux 3aco0iB 1 TEXHIK.
[Tin miHrBaIbHUMHU 3aco0aMU MU PO3YyMIEMO
MOBJICHHS TI€PCOHAXIB, a TaKOK MHCbMOBHMA
TEKCT, BITOOpaKEHUH y HalMcax, sK-0T OyIiBellb,
IIaKaTiB, Ha3BM MarasuHiB 1 OaHkiB Tomio. Ilix
ayliabHUMU 3aC0O0aMH PO3yMIEMO MPOCOANYHE
0(hOpMIICHHS MOBIICHHS IEPCOHAXIB, CayHITPEKH,
CrierianbHO CTBOPEHI JUIs KiHoHapatuBy. ITin Bisy-
QIBHOIO CKJIaJJOBOI0 PO3YyMI€EMO Bi3yalbHE BTi-
JICHHS] KIHOHApaTHBY — 00pa3y MEePCOHAXIB, IXHIO
30BHIIIHICTh, OJIAT, @ TAKOX CTBOPEHHS TOIOCY
MOJiM 1 BCIX BI3yaJIbHO BiIOOpa)KeHUX JeTajeit
KiHOHapatuBy. Jlo KiHemarorpadiqyHMX TEXHIK
BITHOCHMO TEXHIKH Ta IUIaH 3HOMKH — KPYIHHiHA
abo nanbHiii MIaH, BEKTOP PyXy Kajpy.

Host (bopMyBaHHﬂ XPOHOTOI MOIif, i BIacHe
MEPEMILICHHS [IEPCOHAXIB y 4Yaci 1 mperopi,
3alyyaeMO aHaNli3yBaHHA KiHemarorpadiqHux
TEXHIK CTBOPEHHS (pemdeKiB, HapaTUBOTO EJill-
CHCY 1 9acoBoOi KomIpecii, popMaT MpHUCKOPEHHS
1 CTIOBIJTbHEHHS TTOJTIH.

Xylo>kHI TEKCTH, SIKI BXOASATH JI0 BCECBITY
I"appi [ToTTepa, mocTaroTh Cy9acCHUMH TBOPAMH,
K1 MalOTh MIEBHY KOHBEPrOBaHITh BIACTUBOCTEN
MOCTMOJIEPHICTCHKOI Ka3ku, PeHTe31, a MOJeKyAH
1 3araIKOBICTh IE€TEKTUBY.

VY kiHoHapatuBi «@PaHTacTH4HI 3Bipi 1 A€ X
IIYKaTW» HOJii PO3TOPTArOThCS Y AEKIIBKOX IPO-
cropax — Hero Mopky, mo mocrae JTUHAMIYHAM
4acoM PO3rOPTaHHS icropii, Ta (eHTesiiiHomy
POCTOPI, SIKHii € CTON-YacoM, OCKUIBKH Iepe-
OyBaHHs TEPCOHAXIB Y (DEHTE31HHIN eI Jacy
HE BIUTMBA€E HA CIIOBUTLHEHHSI a00 MPUCKOPECHHS
MOJTIH, 10 BIAOYBAIOTHCS Y pealbHOMY TOTOCI.
BinmoBigHo, y KiHOHapaTHBI HasBHI JAEKLIbKa
KaTeropii MepcoHaxiB, fKI MAalTh PO3MOILI
BignoBigHO 10 Teopii Jx.K. Poyninr — uaknyau
(wizards), nedaxnu abo marmu (muggles), gan-
TaCTUYHI iCTOTH (fantastic beasts).

TBopeHnHs ronoBHOTO nepcoHaka Heiota Cka-

mangepa (Newt Scamander).
_ Hpror Ckamanziep HaJeXuThb 110 CBITY YaKITyHIB.
Horo ronoBHe npu3HaYeHHs — CTBOPEHHS “‘Magizo-
ology book™, B sikiii BiH onmucyBaB (paHTaCTUIHUX
CTBOpIHb, SIKMX 3HaB 1 PO SIKUX MiKITyBaBcs. HptoT
BBAXKA€E, II0 caMe I KHHUTa 3MOXKE JIOTOMOITH
JIFOZISIM 3pO3YMITH, YOMY CaMe LIUX 1CTOT NOTPiOHO
3aXWINaTd, a He 3HMIIYBaTH. Y KIHOHAPATUBI
TepiIa CIeHa 3HalHOMUTE i3 HproToM.

Komn no Hero-HMopka migmmuBae xopaberns,
MU MOKEMO CIIOCTEPITraTH rOJIOBHOTO MEPCOHAXKA
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Hrrora Cxamanzepa, BiH OISTHEHHA B CTapeHbKe
cuHe naneTo. [Topyd Oins HROTO CTOITH KOPUY-
HEeBa TIOoIIapIana ImKipssHa Bajiiza: "ship gliding
into New York, a figure sitting on a bench —
Newt Scamander, wearing an old blue overcoat.
Beside him rests a battered brown leather case"
(Rowling, 2016: 2).

[lepuroro  JEKCHUYHOIO OAMHHMIICIO, SIKOIO
HapaTop HOMIHY€ TOJIOBHOTO MepcoHaxa, Herora
Ckamannepa, € HOMIHATHBHA OAWHULSA figure,
0 CTBOPIOE HATAK Ha 3arajJikoBICTh CaMOTO
MepCcoHa)ka, MOCTaTh SKOTO € CYILUILHOI Ta€eM-
Hunen. To0To, y TEKCTI TaEMHUYICTH CTBOPIO-
€THCS HA JICKCHYHOMY DiBHI.

VY KiHOTEKCT1 e()eKT HEBU3HAYEHOCTI Ta 3araj-
KOBOCT1 CTBOPIOETHCS 32 JIOIIOMOTOI0 3HOMKH
3 3aJJHBOTO Ta MEPIIOTo IIaHy (auB. puc. 1.1).

HacTymHuM KpOKOM Kamepa pyXaeTbCs
10 KpynHoro muiany Herora, sskuii BogHO4ac
CHUIUTH Ha JIaBIli, & HOTO MOTJISAI CIPSIMOBAHO
Ha HEBEJWKY Bai3y, Ky BiH MIIIHO CTHCKA€
pyKamu, IO JAEMOHCTpPY€ HaA3BUYalHO Typ-
OoT/IHBE CTABICHHA JO TOr0. IO B HBOMY
sHaxoxuThCs. Takuil BisyambHHid 00pa3 nae
olpa3y JAeKiJbKa BaxJuBUX (akTiB — HbroT
He3BUYaAliHA JIOAMHA, sKa OiibII 3a BCe Ha
CBITI IIKABUTHCS CBOIM TOJIOBHUM CKapOOM,
NpUXOBaHUM y Baji3i (auB. puc. 1.2).

BaxnuBowo neramio (peHTe31iiHOro CBITY
[IOCTa€ HEBENUKa Baji3a, Ky MIIHO TpUMae
y cBOiX pykax HpIOT Ha mo4arky po3ropTraHHs
croxety. Hanpuxuiaz, mij gac mpoxoaKeHHsI MUT-
HOTO KOHTPOIIIO HE3HAYHA IPIOHHILT — XaOTHIHE
BIJIKPUTTS Bajli3u 1 menoTiHHg HeroTa mock 10

Puc. 1.1. Kagp 300paskeHHs roJIOBHOr0 nepcoHasxa (taiiminr 00:02:00)

Puc. 1.2. Kagp 300pakeHHs F0JIOBHOI0 nepcoHaxa (Taitminr 00:02:15)
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uei "NEWT places the case on the desk between
them and discreetly flicks a brass dial to Muggle-
worthy" (Rowling, 2016: 5), crae Tor0 3arajikoro,
SIKa 3TOJIOM PO3KPUETHCSA 1 CTaHE CTPUIKHEBOIO
Y PO3TOpPTaHHI CIOKETY.

VY ToMy X Kazapi, MOXKHA CIIOCTEPIraTu CKy-
HOBI)KEHE BOJIOCCS, 30BCIM HE €JIeraHTHUMN 01T
1 cKkyTy MaHepy noBeninku HbioTa, skuii pasiie
30CepeKeHN Ha BIIACHUX AyMKax Ta i/esx,
aHX Ha HOro 30BHIITHFOMY OTOYCHHI.

Ha nexcnunomy piBHi, XapakTepucTuky Hprora
BiJOUTO Y TaKUX HOMIHATUBHUX ONUHUIIIX: WirY),
wearing an old blue overcoat, rests a battered
brown leather case (Rowling, 2016: 2).

TBopenHs mepcoHaxkHoro oopaszy Kpenenris.

Cuena 1. Kpenmenmiit. Ha mepmmii morsin
erﬂeHuiﬁ 34A€ThCSI 3BHYAMHUM XJIOITYHUKOM,
KM MeIIKae y uepksi JIpyroro caiemy. Ane
B IOTO MOBEIIHIII BIJYYBAETHCS IIOCH TUBHE, BiH
HEpBy€ KOIIM HABKOJO Oararo mronel, HEeMOBOHU
yoroch Ooitecsi: "CREDENCE looks ner-
vous — he doesn't like crowds" (Rowling, 2016:
69). JIeKCUYHOIO OJMHUIIEIO, SKOI HapaTop
xapakrepusye noseliHKy KpeneHnuis € nervous,
0 CTBOPIOE MICTHUHUN o00pa3 MepcoHaxa.
SAx tinbku Kpeneniniii BigayBae HeraTuBH1 eMOITi i
abo MoYMHA€E HEPBYBATH, 3 HUM IOYMHAE Bi0OY-
BaTHCS 1IOCh IUBHE.

VY kiHOTEKCTI eheKT MICTHUHOTO 00pa3y mep-
coHaxxa KpezeHIisi CTBOPIOETHCS 32 JOTTOMOTOIO
3MOMKH KpPYITHOTO IUIaHYy Ta KyTOBOI 3MOMKH
(muB. puc. 1.3). Kpeneniiii 3apxam TpuMae odi
JOJI0TY, IO CBIAYUTH MPO HOTO HEBICBHEHICTH
1 3aMkHyTicTh. KiHemarorpadiuna TexHika
Ta HapaTUBHUN TPHUHAOM «MOHTaXY/(POKyCy»
TaKOX J03BOJISIOTH CTBOPUTH arMocdepy 3araj-
KOBOCTI Ta Ta€MHHUYOCTI, mpuxoBaHi oui Kpe-

JISHITIST IMIUTIIIUTHO CTBOPIOIOTH CMHCI TPUXO-
BaHOI TAEMHHUIII, sIKa Oy/ie PO3KPUTA 3TOIOM.

Jlpyra ciieHa TBOpEHHS 060Kypyca — ¥oro
Hemae mpsmo, aje € HACIIIIKU HOro I0sBU
i 3aranpuuii pe3onanc. Ha Bynuisax Hero-Hopky
BiZIOYBa€THCS Xa0C, AKACh 3araJKoBa TEMHA CHUJIa
PO3TPOMITIOE yce MicTO. BiJ mbOro HemaJHoTo
PYXy pyHHYIOTbCSI OyIWHKW Ta ByiHLi: “‘a wall
cracks, the rubble on the floor begins to shake
before exploding like an earthquake, ripping
out of the building and down through the middle
of the street” (Rowling, 2016: 8).

VY KiHOHapaTHMBl HepuIia MosBa OOCKypyca
CTBOPIOETHCS 3a JIOMOMOTIOI0 3HOMKH J1ajbHOTO
mwiany (quB. puc. 1.4).

Cuena 3. KpezneHuiii crae oOCKypycoMm.
Big mocriliHOrO NpUHWXKEHHS, Bigdar, 00,
CaMOTHOCTI Ta BiIcyTHOCTI M1000Bi1, Kpenenuriii
MOYMHAE PO3YMITH, 11O 3 HUM BIIOYyBa€eThCA
I0Ch TUBHE, HAATIPUPOJIHE, IOCh TaKe, IO BiH
He Moke B co0i kouTpostoBaru: "CREDENCE'’S
face begins to contort, his rage tearing him from
within. — You can control it, Credence. — But
I don't think I want to, Mr. Graves" (Rowling,
2016: 231). Bim HamaraBcs TMOSCHUTH IIg,
MPOCHUB JOTOMOTH, aji¢ HOTO BiIIITOBXYBAIH
Ta He Bipwiu. | 3pemToto, 1151 TEMHA CHJIa OBO-
noxiBae KpenmeHiiem, 3 HWOro pora BUPUHAE
HENIOJIChKE TapyaHHS, YTBOPIOIOYH YOPHY
xMmapy: "The Obscurus moves horribly beneath
CREDENCE'’S skin. An awful inhuman growl
comes out of his mouth, from which something
dark begins to bloom" (Rowling, 2016: 232).
"This force finally takes over CREDENCE, his
whole body exploding into a dark mass which
hurtles forwards out of the window" (Rowling,
2016: 232).

Puc. 1.3. Kagp 300pa:kenns Kpenenuisi, axuii HepBye, (TaiimMinr 00:27:29)
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Puc. 1.4. Kagp 300pa:keHHs 3aragKoBoi TEMHOI CHJIM, KA TPOIIUTH MicTo (Taiiminr 00:04:32)

Y KiHOTEKCTi MosiBa 0OCKYpiana CTBOPIOETHCS
3a JIOMOMOTOI0 3MOMKH 3 3arajbHOTO IIJIaHY,
Ta KOJIbOPOBUM PIIICHHSAM (3aT€MHEHHSIM) KIHO-
HapatuBy (auB. puc. 1.5).

Cuena 4 ob6ckypyc crae Kpenmenmiem. Ilpu
nosiBi HeroTa 0OCKypyc CTHUCKAaeTbCs 1 Ie3ae,
13 4OpHO1 TeMHOi MacHu 3’ sBisieTbes 00pa3 Kpe-
JeHuis, Hiou npu nosasi Hetora CkamaHnzaepa BiH
BIZIUYB 3aXHCT Ta crlokiit: "as NEWT watches, we
see the black mass shrink to nothing, and the small
figure of CREDENCE descends the steps into
the subway" (Rowling, 2016: 242).

Harsikom Ha eBHUM B3aeM03B’ 130k Kpenentris
1 OOckypyca BBa)XaeMO TMPHUCYTHICTh CXOXOi
KOJTLOPOBOI MAJIITPH Ta TIHLOBOTO €(PEKTy, KU

MOXKHA CIIOCTEpIraT Ha Kaapi i3 TOPTPETOM
XJIOTIIIS Ta CIICHOIO, Y sIKii 3’ siBisieThest OOCKypyec.

Hrerot 3acnokoroe Kpeneniis TuM, 1Mo BXe
3yCTpi4aB TakWX SK BiH, 1 MOXE IOTOMOITH
romy. Y Kpeneniis BpemrTi-pemT 3’ SBISEThCS
Hazis, mo HeloT He 3amojie MKOAX Ta ITOBHICTIO
JOBIPUBIIUCH, OOCKYpyC PO3UYHMHSETHCS 1 3alu-
maetbest auue Kpenenuiii: "CREDENCE is lis-
tening — he never dreamed there was another.
Slowly the Obscurus melts away, leaving only
CREDENCE, huddled on the train tracks —
a frightened child" (Rowling, 2016: 246).

Y KiHOHapaTWBl MEPETBOPEHHS OOCKypyca
B KpeneHiiss CTBOPIOETBCS 32  JIOTIOMOTOXO
3MOMKH CepeHbOTO TUTaHy (auB. puc. 1.6).

Puc. 1.5. Kagp 300pa:kenns Kpenenuisi, sxuii crae o6ckypiajom (taminr 01:36:46)
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Puc. 1.6. Kagp 300pa:xkenHs o6ckypyca, sikuii noBipuBmucs Heioty, ctae Kpegenuiem (taiiminr 01:43:05)

XymokHS JleTallb — 4YapiBHA Bai3a, sKa
€ TAEMHUIICIO Ta IMOPTAJIOM JIO TIEPEMIIICHHS
y CBIT (D)aHTaCTHYHUX CTBOPIHb: Fest.

Boke Ha moyatky po3ropTaHHi CHOXKETY 3p03y-
MiJIO, 110 Bajli3a HE TaKa 3BMYaiiHa AK Y 1HIIUX
Hero-Uopkuis: "4 catch on the case flicks open
of its own accord" (Rowling, 2016: 2). Illoch
3araJkoBe, HE3BHYHE HAMAaraeThCs BITKPUTH
BaJlizy 3cepenunu: "the paws, now trying hard to
prise open the case" (Rowling, 2016: 13).

VY KiHOTEKCTiI eeKT TAEMHUYHOCTI Ta 3araj-
KOBOCTI mKipﬂHo'l' BaJIi3M CTBOPIOETHCS 3a JIOTIO-
MOTOO 3HOMKH KPYITHOTO IU1aHy (1uB. puc. 1.7).

llxipsiua Bamiza € MOPTAalOM 10O CBiTy
MariqHuX CTBOPiHb, Ipo sikux Hptor Cramanaep
MIKJIyeThbCs OLIBII 32 BCE B CBOEMY XKHTTI: "The
moment the door closes NEWT jumps up, still

wearing his overcoat, and places his case on
the floor. NEWT opens the case and walks down
inside it, now completely out of sight" (Rowling,
2016: 94).

JlekCMYHOIO  OAMHHMIICI0, SAKOK  HapaTop
XapaKkTepu3ye HIKIpSHY Balli3y, € HOMiHaTUBHA
onuHuls magically, MO CTBOPIOE HATIK Ha
HE3BUYHICTh Ta TOTAIbHY TAEMHHIO. TaKwii
Bi3yallbHUI 00pa3 jJa€ oapa3y ACKIIbKAa Bax-
nuBHMX (DAKTIB — Bajli3a HE TaKa AK y 3BMYalHUX
MemkaHiiB Heio-Mopky Ta mpuxoBye B c00i
OUITBII Cepiio3HI Ta TAEMHUYHI peyi.

Heror Tak n6ae mpo cBoix HE3BUYHUX TBapuH,
10 HABITh JJIsI KOKHOI iICTOTH CTBOPUB BIIACHHIA
Mariuauii  ineanpHuil  cBit:  "The perimeter
of the leather case is dimly visible, but the place has
swollen to the size of a small aircraft hangar. It con-

Puc. 1.7. Kagp 300pa:kenns Taemuanyoi Baaisu (taminr 00:06:26)
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tains what appears to be a safari park in miniature.
Each of NEWT'S creatures has its own perfect,
magically realised, habitat" (Rowling, 2016: 100).

VY kiHOHapaTuBl €(eKT TAEMHHYOI Bali3H
3 CEepEIMHU CTBOPIOETHCS 32 IOTIOMOTOI0 3HOMKH
JANbHBOTO TUIAHY Ta 3MOMKH 3 BEPXHBOI TOUKH /
3 «OTAIIUHOTO MOJIbOTY» (IuB. puc. 1.8).

TBopeHHst 00pa3iB (haHTACTHYHUX CTBOPIHb.

YapiBHi iCTOTH y HE3BHYHIN Bali3l, 3 AKUMU
Heror npubys no Hero-HMopky — ne pesynbrar
OaraTopiyHUX MaHJpPIBOK Ta JociimkeHb Cka-
MaHzepa. BiH BBaXkae, 10 TaKUX JHUBOBHIKHHUX
TBapWH MOTPIOHO JIOOMTH Ta 3aXWIIATH, a HE
3HMILYBATU. Y CBOil Baji31 BiH CTBOPHB BJIaCHUH,
JTUBOBIKHUN CBIT JJII MariyHUX 1CTOT — I1€ Tip-
ChbK1 BEpIIMHH, CKEJIi, CaBaHa, JUKYHII, 6amOy-
KOBHUH JIIC Ta HaBITh ITyCTEIS.

HpioT 3 11000B’10 Ta TOPIICTIO MIKIY€ETHCS
PO CBOIX TBAapHH. Y Balli3i /Uil KOXKHOI € CBOE
BifBeneHe micue. Hampuxinan, s @penka HeroT
CTBOPHB HEHMOBIpHY apU30HCHKY ITYCTEITIO.

®peHk, po3KIMHUM OypeBICHUK — 1CTOTa
nmoAiOHa Ha BEJIMKOTO albbaTpoca, 4Hi JUBO-
BW)KHI KpuJia BHUOJIUCKYIOTH y30paMH, TOY-
HICIHBKI SK XMapu Ta COHSYHE MPOMIHHS:
"NEWT is standing in the nearest habitat —
a slice of Arisona desert. This area contains
Frank, a magnificent Thunderbird — a creature
like a large albatross, his glorious wings shim-
mering with cloud — and sun-like patterns"
(Rowling, 2016: 100).

VYV kiHoTekcTi 300paxeHHsT DpeHKa CTBOPIO-
€TBhCS 32 JOMOMOTOI 3HOMKH IEPHIOro IUIaHY
Ta KyToBOi 3iioMKH (auB. puc. 1.9).

Puc. 1.8. Kagp 300paskeHHs1 TAEMHMYHOI Bai3u Beepeauni (Taiiminr 00:43:08)

Puc. 1.9. Kagp 300pa:xenns ®penka (taiiminr 00:39:27)



Cepis [epMaHIiCTUKa Ta MIDKKYNbTYpHa KOMYHiKaLis

HactymnHa icToTa 3HaXOAUTHCS B IHIIIN 30HI,
Ha MIMIaHI}, 3aJUTIH MICAYHHM CSIMBOM Tepu-
TOpil 1 Lle BenMye3Ha iCTOTa MiJ HAa3BOKO Ipa-
TIOpIT, BiH MOAIOHUH Ha madie3ydoro Turpa, ajie
31 CAM3UCTUMHM IMYNAJIBISIMHA JOBKOJIO mamii: "a
Graphorn — built like a sabre-toothed tiger but
with slimy tentacles at its mouth" (Rowling,
2016: 103).

VY kiHOHapatuBi 300paxeHHs [pamopira
CTBOPIOETHCS 32 JIOTIOMOIOI0 3MOMKH KPYIHOT'O
wiany (auB. puc. 1.10).

Hactynauii po3KimHU# 3Bip HYHIYy — AyKe
CXO)KMH Ha JIeBa 3 MUIITHOIO TPUBOIO, SIKa HACTOB-
Oypuy€eThCsi, KOJIM BiH MMOYHHAE PeBiTH: "another
magnificent creature, the Nundu — looking almost
exactly like a lion, it has a large mane which
bursts forth when it roars" (Rowling, 2016: 110).

Y kiHOTeKCTi 300pakeHHs 3Bipa HyHy cTBO-
PIOETHCS 32 IOTIOMOTOI0 3HOMKH KPYITHOTO IIJIaHy
Ta KyToBOi 3oMKH (auB. puc. 1.11).

HactynHi HeHiMOBIpHI 1CTOTH 3HAXOAATHCS HA
BEJIMKIA OCBITJICHIN MICAIleM CKeJli, MaJICHBKI
MICSIYHI TEJBIl — II€ COPOM SI3JIMBI CTBOPIHHS
3 BEJIMKMMHM, Maike Ha BCIO MOPJIOYKY, OYMMA:
"by little Mooncalves — shy, with huge eyes filling
their whole faces" (Rowling, 2016: 111).

Y KiHOHapaTuBlI 300pake€HHS MICAYHHMX

TENBIIB CTBOPIOETHCS 33 JOMOMOTOK 3HOMKHU
JaTbHBOTO TUIaHy (AuB. puc. 1.12).

HacrymHe, 1110 He MOXe Bpa)kaTH, y CHITOBOMY
maHamadTi, 3HAXOOUTHCA OOCKYpyC — Macisi-
HHCTa YOpHA Maca, 110 BUCUTH y MOBITpi. Bona
MOCTIHHO O0EPTAETHCS, BHUIUISIOYU TPUBOXKHY
Ta HECIMOKIMHY €eHepTiio:

n

...oleaginous black

Puc. 1.10. Kaap 306paxenns I'panopira (taiiminr 00:40:34)

Puc. 1.11. Kagp 300pa:xenns Hynay (taminr 00:43:43)
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Puc. 1.12. Kaap 300paxenHs micauHux TeabuiB (Taminr 00:44:10)

Puc. 1.13. Kaap 300paskennst oockypyca (traminr 00:44:37)

mass suspended in mid-air — an Obscurus. The
mass continues to swirl, emitting a disturbed,
restless energy" (Rowling, 2016: 112).

Y  KIHOTEKCTI  300pakeHHS  OOCKypyca
B TAEMHHYHIN BaJTi31 CTBOPIOETHCS 32 JIOTTOMOTOO
3HOMKH KPYITHOTO TU1aHy (auB. puc. 1.13).

BucHoBoOK. Y mpoBeneHOMY J10CIiIKEHHI
HaMU 3J1HCHEHO aHali3yBaHHS KiHOHapa-
THUBY 3 ypaxXyBaHHS HapaTOJIOTIYHOTO MiAXO1y
Ta KiHemaTorpadiHUX TEXHIK, SKi peani3y-
IOTBCS JUIsl CTBOPEHHSI NIEPCOHAXIB y KiHOHA-
patuBi. /l0 OCHOBHMX TEXHIK MH BiJHECIH
e(eKT KpyImHOTo TUIaHy, BAKOPUCTAHHS TIEBHOT
KOJIbOPOBOI MaJiTPU, TEXHIKU 3HOMKH JajbHIN
Ta CepeHiN TJIaH, KyToBa 3WOMKa, a TaKOX
BpaxyBaJIM CIIOCI0O TepeHeceHHs/Tpanchop-

MyBaHHSI BepOaJbHOTO OMHUCY 30BHIIIHOCTI
Ta MOBEIIHKH MEPCOHAXKI 3 XyI0KHHOTO Hapa-
THUBY B KIHOHapaTHUB.
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MOBHI 3ACOBU ONMUCY HEBEPBAJIbHOI KOMYHIKALIT ®EHTE3IMHUX ICTOT
(HA MPUKINALI POMAHIB I)XXOAH POJIIH)

XykoBcbka AHHa BonoaumupiBHa,
KaHanaat inosoriyHnxX Hayk,

OOUeHT Kadbeapun byHOAaMeHTanbHMX Ta cneuianbHUX Ancumnnid
HoeosornuHcbKul HagvarbHO-HayKo8ul iHCmumym eKOHOMIKU ma MeHeOXMeHmy
3axiOHoyKpaiHCbK020 HaljioHarbHo20 yHieepcumemy
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Cmamms npucesiyeHa 8us4eHHI MOBHUX 3acobig HeeepbarnbHOI KoMyHikayii (peHme3itiHuX icmom Ha npuknadi pomaHie
Lbx. Poninr npo [appi lommepa. Teopu xydoxHboi nimepamypu sidobpaxatoms OilicHicmb y &cix i eusieax, a nimepa-
MypHi NePCOHaxXi Matomp Ceili Hermo8MOPHUU Xapakmep, 3 SIKUM 80HU XU8ymb, CrIfIKyMbCS, 0OMIHIIMbCS eMouiamu,
moMy akmyarnbHicmb memu O0CITIOXEHHS 3yMOBIIEHA 5K 8aXI1UsICMI0 HeeepbasibH020 KOMITOHEHMY KOMyHIKauyii npu crirn-
KyeaHHi 83azasni, mak i mum ¢hakmom, wo 3acobu HeeepbarbHOI KOMyHiKayji KOXXH020 OKPeMHO20 nepcoHaxa 00360-
N1910mb He nuwe 6inbw MoYHO yaeumu U020 308HilWHICMb, a i 21ubLue 3p03yMimu xapakmep nepcoHaxa; 600Ho4Yac aHari3
MO8HUX 3acobie HegepbarbHOI KOMyHikauii heHme3iliHuX nepcoHaxie y pomaHax . PoniHr do3eonsie anublie npoHUK-
Hymu 8 i0eliHy mKaHUHy i meopie ma 3po3ymimu crieyucbiky xy0oxHb020 OucKypcy cheHmesi nucbMeHHUUi. Mamepianom
docnidxeHHs cryayromb pomanu x. Poninr npo Mappi lNommepa, 8 akux ¢heHme3itiHi nepcoHaxi npedcmaerneHri Ha pigHi
i3 mepcoHaxamu-nodbmu, wo 00380s15iE ugqUMU crieyupiky pernpeseHmauii ix HeeepbanbHOI KOMyHikauii sik cknadogoi
KOMyHikaujii ecix nepcoHaxie pomaHy. Memoro docnidxeHHs1 nocmae 8usHa4yeHHs1 ocobrugocmeli MO8HOI penpe3eHmauii
3acobig HesepbarnbHOI KOMyHikauii gheHmesitiHux icmom y pomaHax [x. Ponidr. Y x00i 00CriOXeHHSI 8U3HAYEHO NMOHIMMS
HesepbaribHOI KomyHikauyji, docridxeHo hyHKUiT ma Knacugikauy,to 3acobie HeeepbanbHOi KOMyHikauii ma npoaHanizoeaHo
KOHKpemHi MogHi 3acobu HesepbaribHOI KOMyHiKauii gheHmesilHuX nepcoHaxie y pomaHax [x. PoniHr npo lappi Mom-
mepa. [posedeHe docniOxKeHHS 0eMOHCMPYE, WO, OCKITbKU 8 MagidyHOMy ececsimi nucbMeHHUUi gheHmesitiHi icmomu
iCHylomb Ha PieHi 3 MOACLKUMU, a Uilb080I0 ayoumopieto pomanis € 0imu, HeeepbaribHa KOMyHiKauyisi peHmesitiHux icmom
nobioHa do HeesepbarbHOI KomyHikauii moduHu. 3acobamu eepbarnizauii HegepbanbHOT KOMyHiKauii heHmesitiHux icmom
8 poMaHax MUCbMEHHUU € 5K 3ac0bU Mep8uHHOI HoMIiHauii (Oiecrioea ma iIMEHHUKU, SIKi MOXYmb 8UKOpUCMOBY8amucsl siK
OKpeMo, mak i 3 do0agaHHAIM 0MUCOBUX KOHCMPYKUIU ma sukopucmosyromscs 015 onucy hakmu4yHoi noeediHKu nepco-
Haxig), mak | 3acobu 8mopUHHOI HOMiHauii ((ppaseonoaidHi 0OUHUYj, Memacgbopu, enimemu ma 2inepbonu, Wo KOHUEH-
mpyombCsi Ha eMouitiHoMy 8idobpaxeHHi 3acobie HeeepbarnbHOI KoMyHikauii gpeHme3itiHux icmom).

Knrovosi cnoea: HegepbarbHa KOMyHikauisi, MOBHI 3acobu eepbarnisauyji, oeHmesi, theHme3iliHuli nepcoHax, 3acobu
rep8uHHOI HoMiHauii, 3acobu 8mopuHHOI HoMiHauji, [xoaH PosiHr.

LANGUAGE MEANS DESCRIBING NON-VERBAL COMMUNICATION OF FANTASY
CREATURES (BASED ON JOANNE ROWLING’S NOVELS)
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The article deals with the study of linguistic means of non-verbal communication of fantasy creatures based on J. Rowling’s
novels about Harry Potter. Literary works reflect the reality in all its manifestations, and literary characters have their own
unique nature with which they live, communicate, exchange emotions, therefore the relevance of the research topic is justified
by both the importance of the non-verbal component of communication in communication in general, and by the fact that
the means of non-verbal communication of each individual character allow readers not only to more accurately imagine his/
her appearance, but also to understand the nature of the character more deeply; at the same time, the analysis of language
means of non-verbal communication offantasy characters in J. Rowling’s novels allows penetrating deeper into the ideological
fabric of her works and to understand the specifics of the writer’s fantasy literary discourse. The research material is
J. Rowling’s novels about Harry Potter, in which fantasy characters are presented at the same level as human characters,
which allows us to study the specifics of representing their non-verbal communication as a component of the communication
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of all characters in the novel. The aim of the study is to determine the peculiarities of the language representation
of the means of non-verbal communication of fantasy creatures in J. Rowling’s novels. In the course of the study, the concept
of non-verbal communication was defined, the functions and classification of non-verbal means of communication were
investigated, and the specific linguistic means of fantasy characters’ non-verbal communication in J. Rowling’s novels about
Harry Potter were analyzed. The conducted research demonstrates that since in the magical universe of the writer, fantasy
creatures exist on an equal condition with human ones, and the target audience of these novels are children, the non-verbal
communication of fantasy creatures is similar to the non-verbal communication of a person. The means of verbalizing
non-verbal communication of fantasy creatures in the novels by the writer are both means of primary nomination (verbs
and nouns that can be used both separately and with the addition of descriptive constructions to characterize the actual
behavior of characters), and means of secondary nomination (phraseological units, metaphors, epithets and hyperboles
that focus on the emotional display of the means of non-verbal communication of fantasy creatures).

Key words: non-verbal communication, language means of verbalization, fantasy, fantasy character, means of primary

nomination, means of secondary nomination, Joan Rowling.

1. Beryn. @axiBusiMu 3 KOMYHIKAIii Mmij-
paxoBaHO, IIO CyYacHa JIIOAMHA BHUMOBISE 3a
neHb Onm3pko 30 THCAY cniB a00 MPUOIU3HO
3 THCAYl caiB 3a ToauHYy. MOBHE CIIJIKYBaHHS,
SK TPAaBUJIO, CYHPOBOKYETHCS HECIOBECHUMHU
TisIMH, IO JIOTIOMAararTh 3pO3yMITH 1 OCMHUC-
autu MoBHUM TekcT (I'puienko, 2018: 6). Ilpu
LbOMY HayKOBLSIMHU y c(epl MCUXOIIHTBICTUKH
BHU3HAU€HO, L0 BepOaJbHO JIOAU OTPUMYIOThH
muiie 10% indopmanii; iHmi 90% nepenatoTbes
yepe3 HeBepOanbHi 3Haku (Blahova, 2015: 14).
HesepbasbHa KoMyHIKallist iepesiye BepOanbHi,
OCKLIBKH JIIOIH MOKIaJal0ThCs Ha HeBepOaibHi
3HAaKM fAK 3aci0 CHUIKyBaHHS BiJ HapOJKEHHS.
e 1o Toro, sk Oyae BUMOBJICHO PEUEHHS, IEBHA
iHpopMallis TepeaeTbess 4Yepe3 KECTH Tija
Ta BUpa3 OOIMYYs MOBIS, 1 caMe HeBepOasbHi
3aco0M /1al0Th MOXKJIMBICTh 3PO3yMITH CIIPaBXKHI
MOYYTTS 1 TyMKH CHinOSMOBHI/IKa OCKUJIBKH 1X
nosiBa 00yMOBJICHA iMITYTIbCAMH ITiACBIZOMOCTI,
1 BIJCYTHICTb MOJJIMBOCTI Hl,[[p06I/ITI/I JaHi
IMITYJIBCH J103BOJISIE TOBIPATH LK MOBI1 Oljiblie,
HK BepOanmbHOMY KaHaiy crijakyBaHHs (Kop-
HeBa, 2004: 88).

OcobnuBO  akTyanbHOIO TMpoliema  Bep-
OabHOT penpe3eHTaui'1' HeBepOambHUX 3ac00iB
KOMYHIKaLli, sIK CTBEPIKYE M. B. leKa 110CTae
y TBOpax Xy[OKHBOI JIiTeparypH, siKi BifoOpa-
KAIOTh AIMCHICTb, Y BCIX Il BUsABaX — JIT€paTypHi
MEPCOHAX1 MalOTh CBill HEMIOBTOPHUI XapakTep,
3 SKUM BOHHU YKHBYTh, CILUIKYIOThCS, OOMIiHIO-
totbes emomisimu  (Hyka, 2015: 57). 3acobwu
HeBepOasIbHOI KOMYHIKaIlli KO)KHOTO OKPEMHOT'O
MepCoHaXKa JI03BOJIIIOTH HE JIUIIE OLBII TOYHO
YSABHUTHU HOTO 30BHILIHICTD, a 1 MTHOIIE 3p03yMITH
XapakTep nepcoHaxa. BomHovac, nepcoHakamu
XyAOKHBOI JIITEpaTypy 4acTo € HEe JIHIIE JIIONH,
a W 1HII ICTOTH, SKUM MOXKYThb HaJIaBaTHUCS
a00 He HamaBaTUCs pUCH JOAUHU. OCKIUTBKH
B pomanax /Dx. PomiHr HasBHI He JaMIIe mepco-
HaXI-JTFO/IH, a 1 MepcoHaXki — )eHTe31HHI 1CTOTH,
BUBUEHHsS 3ac00iB HeBepOaJbHOI KOMYHiKamii
TAaKUX TEPCOHAXIB JIO3BOJSIE BHU3HAYMTU iX
CTaTyC y CHUCTE€MI NEPCOHAXIB TBOpPY. Y TO ke

yac, OCKIIbKM HeBepOasibHI KOMIIOHEHTH KOMY-
HIKaIli1 po3MIsAAI0THCS SIK (PYHKITIOHAIBHO HEOO-
X1JTHI KOMIIOHEHTH XYIOKHBOTO TBOpPY, aHAIII3
MOBHHX 3ac001B HeBepOaIbHOI KOMYHiKallii (eH-
Te31HHUX HepCOHa)KiB JI03BOJIAE TIHOIIE MPO-
HUKHYTH B 1JIeiHy TKaHUHY TBOPY Ta 3pPO3yMITH
crentuiky XyI0XKHBOIO ITUCKYpPCy (EHTesi, 110
BU3HAUYAE aKTyaJbHICTh TEMHU JOCIIHKSHHSI.
Merta 1o CITiIPKEHHS — BU3HAYUTH O0COOIMBOCTI
MOBHO1 pemnpe3eHTalii 3aco0iB HeBepOanIbHOI
KOMYyHIKalii (eHTe31MHUX ICTOT Yy poMaHax
JIx. Pominr. JlocATHeHHS METH JOCIIKCHHS
nependbayae BUKOHAHHS HACTYMHUX B3a€EMOIIO-
BSI3aHMX 3aBJIaHb: |) BU3HAUUTHU MOHSITTS HEBEP-
O0anpHOI KOMYHiKalii; 2) gocmiguTu (QyHKII
Ta Knacn(bixauilo 3aco0iB HeBepOAIbHOT KOMYHi-
Karii; 3) HpoaHan13yBaTH MOBHI 3aco0H HeBep-
0anpHO1 KOMYHiKallii (PeHTE31MHUX MEPCOHAKIB
y pomanax Jx. Poxinar mpo "appi [Torrepa.
OOG’exT HOCHIKEHHS — HEeBepOajbHA KOMY-
HIKAIlisi B QHIJIOMOBHOMY XYIOKHbOMY JHC-
Kypci denrtesi. Ilpemmerom  mocmimKeHHs
MOCTalOTh MOBHI 3acO0M pernpe3eHTarlii HeBep-
0anpHO1 KOMYyHiKallii (heHTe31MHUX MEePCOHAXKIB
y pomanax J[x. Posxinr.
2. Heep0anbHa KOMYHiKallisi: TOHATTS
i 3araabHa xapakrtepuctuka. KoxeH Bupas
0o0MMYYsl 1 KOXKEH JKECT MAaloTh CBili BHECOK
y 3araJibHe 3HAYEHHS BHCJIOBIIOBaHHA. Takum
YHHOM, MOBa TiJla CYMPOBOIKYE KOXKEH MOB-
JICHHEBHUH aKT, 1 HaBITh AKIIO JIOJWHA HE TOBO-
puTh, 1i HeBepOadbHA TOBEAIHKA IOCTIHHO
nepenae iHGOpMAIIiro, siKa MOXKEe MaTH 3HAYCHHS
(Surkamp, 2014). HeBepbasiibHa KOMYyHIKaIlis
CKIaJa€ThCsi 3 YCIX MOBIZOMICHB, KpIM CIIiB,
K1 BUKOPHCTOBYIOTECH Y crinKyBaHHi. B ycHiii
KOMYHIKaIlii Ili CHMBOJIIYHI OBIOMICHHS Tepe-
JIAIOTHCS 33 IOTIOMOTOIO 1HTOHAIli, TOHY TOJIOCY,
TOJIOCOBUX 3BYKIB, IMO3W TiJIa, JKECTiB, BHpa3y
obmmyus abo may3 (Besson et al., 2005).
HeBepOanbHa (HecioBecHa) KOMyHIKalis — 1€
cUCTeMa 3HAaKiB, 1[0 BUKOPHCTOBYIOThCS Y IpO-
IIeCl CMUIKYBaHHS 1 BiAPI3HSAIOTHCS BiJl MOBHHX
3acobamu Ta (opmoro BusiBieHHS (IpuineHko,

Bunyck 1. 2022
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2018: 7). Tox TepMiH «HeBepOaIbHA KOMyHIKALlisD)
MO’KHA PO3YMITH SIK «CHCTEMY HEMOBHFX (HECIIO-
BecHUX) GopM 1 3acobiB mepemadi 1H(1)0pMau11»
(Mopozos, 1993: 19). V By3bkoMy ceHCI cioBa
TEPMIH «HeBepOajdbHa KOMYHIKALsH) MO3HAYae
€KCIIPECUBHI SBUIIA, Oy/Ib-sK1 3HAYYIII PyXH TIPH
CIIJIKyBaHHI: )X€CTH, MIMIKY, TIOTJISII, XO/TY, TIO3H
tomo (Mukkus, 1974: 3-9).

Icuye Ge3nmiu (yHkuil HeBepOaIbHOI MOBE-
JHKY, HaBITh SKIIO JIOAUHA HE YCBIIOMIIIOE iX.
HeBepOanbHi 3aco0u BHKOPHCTOBYIOTHCS ISt
TOTO, 1100 MEepEeKOHaTH a00 KOHTPOJIIOBATH 1HIIUX,
YTOYHUTH a00 TMPUKPACUTH pedi, MiJAKPECIUTH,
JIOTIOBHHUTH, PETYITIOBaTH ab0 TMiATBEPIIKYBATH
CKa3aHe cJI0BaMHU. BOHM TakoX MOXYTb BHKO-
PHUCTOBYBATUCS JUIsl 3aMIHU CJIOBECHOIO BHUpa-
JKEHHSI, SIK II€ CTOCY€EThCS KUIBKOX JKECTIB TiJa.
HeBepbOanbHa KOMyHIKaIlis € €MOIIHO-eKCIpe-
CHUBHOIO, TOMY BHKJIMKa€ €MOLlii B OAep)KyBada
1 Mae nepexonauBuil BB (Besson et al., 2005).

M. JI. IlarrepcoH BHM3HAua€ YOTUPU Xapak-
TepHI pucH HeBepOaIbHOI KOMyHiKamii: 1) e
npolec HaJCHIIaHHS Ta OTpUMaHHS iH(opMaril
Ta BIUIMBY Ha CHIBPO3MOBHHKa uyepe3 Oesmoce-
pemHe OTOUEHHSI, O3HAKU 30BHIITHHOTO BHUIIISAY
Ta TMOBEAIHKY; 2) HeBepOajJbHa CUCTEMA 3aBXKIN
BBIMKHEHA B COITIaJIbHUX YMOBAaX, a HAJCHUIaHHS
Ta OTPUMaHHS HeBepOaIbHUX CUTHAJIIB BiOyBa-
FOTBCS OTHOYACHO; 3) OUIBIIICTh CKJIATHUX MTOBE-
JIHKOBUX CHUTHATIB HAJCHJIAIOTHCS CKOOPIUHO-
BaHUM, BIIHOCHO €(EKTHBHMM CIIOCOOOM 0e€3
Oy/Ib-SIKOTO CBiJTOMOTO KOHTPOITIO; 4) caMi CO00I0
OKpeMi elleMeHTH HeBepOalbHOI KOMYHIKamii
HeoIHO3Ha4H1 3a 3HaueHHsM (Patterson, 2007).

Po3msig enemenTiB HeBepOaIbHOT KOMYHIKALII{
JIOTIOMAarae Kpaiie 3po3yMITH CIIOCOOH, 3a JI0TO-
MOTOI0 SIKMX BUPAXA€THCSI MIKKYJIBTYPHUN CEHC
CHIKYBaHHS. Y IIbOMY BiTHOIIEHHI HaWBaXKITHU-
BIIIIOI0 OCOOMMBICTIO HEBEPOATBHOI KOMYHIKAI1
€ Te, 10 BOHA 3IIHCHIOETHCS 32 TOIIOMOTO0 BCIiX
OpraHiB MOYYTTIB: 30Dy, CIYXY, JOTHKY, CMaKy,
HIOXY, KOXEH 3 SIKHX yTBOPIOE CBIi KaHaJ KOMYHi-
karii (I'pumenko, 2018: 8). Haltnommperimmmu
HeBepOanbHUMHU 3acobamu koMyHikamii A. Bin-
giapesut Ta [[x. MoxamMmMazi Ha3uBarOTh: 1) 30B-
HIIIHICTH (3PICT, 30BHIMIHIN BUIISLA, (hopMa Tiia);
2) ’ecTH 1 mo3u (pyKH, MOCTarh, Xoza); 3) moBe-
JIIHKA 00T Ysl Ta O4ei (BHpas 00IMYYs, ITOBEAIHKA
MOTVISY, CIPSIMOBAHICTh yBaru); 4) BOKalbHA
NoBe/liHKa (IIPOCO/Iisl, YepryBaHHs, BOKAJIbHI Clia-
Jax¥, MOBUaHHS); 5) MPOCTIp 1 cepenoBuie (Bi-
CTaHb, po3TanryBanHs y rnpoctopi) (Vinciarelli &
Mohammadi, 2011: 4).

3. MoBHi 3aco0m omucy HeBepOaJbHOI
KOMYHikauii ¢eHTe3iiiHMX icTOT y pomaHax
k.  Poainr. Omnmc  ¢QeHTE31MHUX  ICTOT

€ HEeBiJl’€MHOI0 YaCTHHOKO OMOBiJli B pOMaHax
JLx. Poninr npo I'appi [Horrepa. s toro, mo6
3pOOUTH KX ICTOT JKMUBUMH, HAJUIUTHU iX Marid-
HUMH PHCAaMHU Ta BIUIECTH B TKaHWHY OMOBII,
aBTOpPKa HE JIUINE JOKJIATHO OMHUCYE IX 30BHIII-
HICTh, a W JeTali3y€e 0COONMBOCTI iX B3aeMomii
13 IHIIUMH TIEPCOHAXaMH POMaHIB, 30KpeMma,
HeBepOaTbHY MOBEIHKY.

3acobu omucy HeBepOalbHOI KOMYHIKAIli
denTe3iliHuX ictoT y pomanax Jx. Pominr pos-
noniieno Beaing 3a JI. A. KosOacrok Ha 3aco0u
nepBUHHOI Ta BTOpuHHOI HoMiHamii (Kos-
Oacrok, 2012). dopma, 110 BHUKOPUCTOBYETHCS
B CBOIil NepBUHHIN (QYHKIIT IS MO3HAYCHHS
MEBHOTO 00’€KTy OTOUYIOYOTO CEpeOBHIIA
B JIaHUX YMOBaX, MO)kKe OyTH Ha3BaHa OCHOBHOIO
(dhopMot0, IEPBUHHOIO 200 MPSIMOIO0 HOMIHAITIETO,
y TOM Yac, sk BTOpMHHA HOMiHaIlisg (abo oOpa3Ha
HOMIHAIIis) — 1€ YTBOPEHHS APYTOT0, HABIiTh Tpe-
THOTO HAaIMEHYBaHHs Ui 00’€KTIB MMO3aMOBHOT
JiHACHOCTI, sIKi BKe Oynu mo3HaueHi 3acobamu
moBH (Kosbacrok, 2012).

YV xoni aHauizy BUSIBIICHO, 1110 OCHOBHUMH 3aC0-
Oamu BepOaizanii 0coOIMBOCTEH HEBepOaIbHOT
KOMyHiKamii QeHTe31HnX icToT y poMaHax
JIx. PomniHr mocTaroTh Ji€CiioBa, 0 MAarOTh MPO-
HecyalbHUN  XapakTep, IMEHYIOTh KOHKPETHI
HeBepOasbHi 1ii (heHTE31MHUX MTePCOHAXKIB.

Cepen 3aco0iB mepBUHHOT HOMIHAIII1 B pOMaHaX
Jx. Pominr BUAUIEHO Mi€CHIBHI Ta IMECHHUKOBI
KOHCTpyKii. JlieclioBa HalyacTilie € mepexin-
HUMU Ta BUKOPUCTOBYIOTHC 13 IOAATKOM Y (hopmi
IMEHHUKOBOI KOHCTPYKIIi1, 1110 ITO3HAYa€ 00 €KT, 13
SKAM BiJIOyBa€ThCs MeBHA Hist: But then, to Har-
ry’s enormous surprise, the hippogriff suddenly
bent its scaly front knees and sank into what
was an unmistakable bow (Rowling, 1999: 45).
VY 1mpoMy BUTIAIKY KIFOUOBUM IIPH OMHCI 3aC00IB
HeBepOanbHOI KOMyHIKaIi QeHTe3iitHoi iCToTH
MOCTaE JIECTIOBO bent, 10 AKOTO TOAAETHCS IMEHY-
BaHHSI Ta OMHUC Ti€l YACTUHU TiNIa, K01 CTOCYEThCS
nist — its scaly front knees.

IMeHHUKOBA KOHCTPYKIIiSl Y TaKUX BUIAJKaX
MOXK€ CTOCYBaTMCSI HE JIMIIE YacTHH TiJla camoi
ICTOTH, a 1 TIPEIMETIB, 3 SIKUMH 3IIHCHIOIOTHCS
neBH1 Aii, Hanpuknan: The giant squeezed his
way into the hut, stooping so that his head just
brushed the ceiling. He bent down, picked up
the door and fitted it easily back into its frame
(Rowling, 1997: 29). 3okpema, niecoso squeezed
JIOTIOBHIOETHCSI  KOHCTPYKIN€EI0 his way into
the hut, Mo 103BOJIsIE BU3HAYUTH HAMPSMOK PYXY
M0 BiIHOMICHHIO JI0 OTOYEHHS Ta IHIIUX MEPCOo-
HaXK1B, a I1€CI0BO brushed 1OOBHEHO IMEHHUKOM
the ceiling, HanarOuM yTOUHEHHS 00’ €KTA, 13 SKHM
0e31mocepeIHbO B3aEMOIISIB IEPCOHAK.
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Takox TOCUTB YaCTO JI€CIIOBA JOTOBHIOIOTHCS
MPUCITIBHUKAMH, SIKI BUpPaXXaroTh Crocio jii, 1Mo
JI03BOJIsIE BU3HAYUTH CTYIIHb aKTUBHOCTI BHKO-
pHUCTaHHS NEBHOTO 3aco0y HeBepOaJIbHOI KOMY-
HiKauiil, Hanpuknan: “I know,” Harry murmured
through the glass, though he wasn t sure the snake
could hear him. “It must be really annoying.” The
snake nodded vigorously (Rowling, 1997: 20).
VY HaBeseHOMY (PparMeHTi OCHOBHMIA 3aci0 HeBep-
0anpHOI KOMYyHiKallii BepOani30BaHO Ii€CIIOBOM
nodded, y Toil 4ac, SIK TPUCIIBHUK vigorously
BHM3HAYa€ CIIOCiO Jii, 110 JT03BOJISIE OLIBII TOYHO
YSBUTH TIOBENIIHKY (PeHTE31iHOT iCTOTH.

VY neskux BHIIaJKax 1€ MOXYTh OyTH Here-
pexXiJH1 11€CI0BA, BUKOPUCTAHHS SIKUX Yy PEUEHHI]
HE BHMAarae 3acTOCYBaHHS J0JaTKa YU O3Ha-
yeHHs: The snake suddenly opened its beady
eyes. Slowly, very slowly, it raised its head until
its eyes were on a level with Harry's. It winked
(Rowling, 1997: 20).

[Ipsima HOMlHaI_IDI BIII6YBa€TBC}I TaKOXK 13
3aCTOCYBaHHs IMCHHUKIB TIpH  IMCHYBaHHI
Ta OMHKCI OKPEMUX 3ac00iB HEBEpPOATLHOT KOMYHi-
Kartii, Hanpuknan: “Harry Potter!” said the crea-
ture in a high-pitched voice Harry was sure would
carry down the stairs (Rowling, 1999: 12).
VY npoMy BUTAAKY BiTOyBAa€ThCs TpsSME IMEHY-
BaHHS BUKOPUCTOBYBAaHOTO TIEPCOHAKEM 3acO0y
HeBepOabHOI KOMYHIKallli Vvoice, SIKHM OIMUCY-
€THCS] IPUKMETHHUKOM high-pitched, 1110 103BONSIE
OUTBIII TOYHO 300pa3UTH TOH TOJIOCY MEPCOHAKA.

Cepen 3aco0iB BTOpPMHHOI HOMIHAINi BHTI-
JeHo (hpazeosoriyni ouHMILI, MeTadopH, emTeTH
Ta rimepOomu. 30KpeMa, BHUKOPHCTaHHS (paseo-
JIOTIYHUX OOUHMIIL JTO3BOJISIE €MHO OIIMCATH Taxl
3aco0M HeBepOATbHOI KOMYHIKaIlll (heHTE31MHUX
ICTOT, 110 € BJIACTUBHUMM JIroauHi: “Sit down,” said
Harry politely, pointing at the bed. To his horror,
the elf burst into tears — very noisy tears (Rowling:
1998: 13). Ockinbkdi B I[bOMY BHUIMAAKY HICTHCS
npo aHTpornoMopdHy (eHTe3ilHy iCTOTy, BOHA, SIK
1 JIF0IMHA, 371aTHA 3HEHAIIbKA PO3ILIAKATHCS.

3acrocyBanHs MeTaop J03BOJSE HE JIMIIE
OIHCYBATH KOHerTHl 3acoou HeBep6anLH0'1'
KOMyHiKamii, a i BIYyYHO NepenaBaTH EMOIIii,
Hanpukian: “Harry Potter is humble and modest,”
said Dobby reverently, his orb-like eyes aglow
(Rowling: 1998: 15). Xapakrepusyroun BHpa3
oYel JECTIOBOM aglow, aBTOpKa aKIIEHTY€E yBary
Ha TOMY 3aXBari, 110 BiJYyBaJia iCTOTa IO BiJHO-
LIEHHIO /IO TOJIOBHOTO T€POsi POMaHy.

Posrnsitnemo HactynmHuit npuknan: At last
he managed to control himself, and sat with
his great eyes fixed on Harry in an expres-
sion of watery adoration (Rowling: 1998: 13).
Y 1poMy BHNAAKY CHOCTEPIra€TbCsi BHKOPH-

CTaHHS IMCHHNKa Ha IO3HAYCHHs 3aC00y HeBep-
0anpHOT KOMYHIKAIl expression 13 AOAaBaHHIM
emirtery watery adoration, B SKOMYy watery 3a
AHAJIOTIEI0 13 BOJOKO (Water) 03HAUYAE 1€ MOKDI
BiJ ciIi3 o4l ICTOTH, IO IIOHHO ILIaKajia, OTHAK
Ha MOMCHT OIMCY NPHUITMHUIIA 1Ie, Y TOW Yac, K
adoration iepenae BXe HOBY €MOIIII0 ICTOTH.

BuxopuctanHs rimep0oJ, CBOE€ YEproro,
JTO3BOJISIE TIEPEIaTH CTYMIHB MMOYYTTIB, SIKI Mepe-
*uBae (eHTesiiiHa ictota, Hanpukian: “Offend
Dobby!” choked the elf. “Dobby has never been
asked to sit down by a wizard — like an equal —”
(Rowling: 1998: 13). BukopucroByrwo4u miec-
70BO choked, JIx. PomiHT akieHTye yBary Ha
TOMY, III0 B iICTOTH HACTUTEKH MIEPEXOMUIIO IMTOIUX
BiJl 3aXBary, 110 BOHA B ONKHCYBaHWUH MOMEHT
yacy He JIMIIEe HEe MOIVIa HOPMaJIbHO TOBOPUTH,
a1 HOPMAaJIbHO JUXaTH, TOOTO, TirepOosa B IbOMY
BUMAJKy BUKOPUCTOBYETHCS [UISI TO3HAYECHHS
MaKCUMAaJIbHO CHIIBHOTO MOYYTTS.

4. BucHoBkH. HeBepOasbHa KOMYHIKALis SIBJISE
co0010 cuCTeMy HEMOBHHX (HECIOBeCHUX) (hopMm
1 3ac00iB mepenadi iHopmaii Ta Mae ocobmuse
3HAYCHHS K y CIIUIKYBAaHHI JIIOJCH B pealbHOMY
JKHUTTI, TaK 1 TIPU OIMKCI CUTYyaIlil KOMYHIKaIlil MiX
MIEPCOHAXKAMHU XyJOKHBOI JIITeparypu. AHaJi3 0co-
OIMBOCTEH OMUCY HEBepOATbHOT KOMYyHIKaIlii (heH-
TE3IHHUX ICTOT y poMaHax I[}K Pominar mo3BosnmB
BHSIBHTH, 1[0, OCKUTBKH BCECBIT POMaHIB THCHMCH-
HHIIl € MAariqHAM BCECBITOM, 1I¢ (eHTE3ilHI iCTOTH
HaJILICHI JIIOICBKUMH PHCaMH, HeBEpOaIbHa KOMy-
Hucaum TAaKAX ICTOT MOAIOHA 1O HeBepGanLHm
KoMyHiKauii JoguHA. JIo TOro 3K, WiTbOBOFO
ayIUTOPIEF0 pOMaHlB Jlx. PomiHr € pmitu, ToMy
OIMMC TIOBEMIHKK (PEHTE3IMHMUX 1CTOT 3HAWOMOIO
iM MOBOIO, a camMe — MOBOIO OIUCY TOBEIIHKH
JIFOTMHY — JTO3BOJISIE HAWOUTBIIT TOYHO 1 3PO3yMLIO
orucaru HOBCI[iHKy (beHTeziﬁHHx icToT. Y Tek-
cTax pOMaHlB JUx. PomiHr BUIiIeHO MOBHI 3aC00H
MIEPBUHHO 1 BTOPHHHOT HOMiHaIIii 3ac00iB HEBep-
OanpHOi KoMyHiKatii. [lo mepioi rpynu Hanexarhb
JiecioBa Ta IMEHHUKH, SIKI MOXYTh BHKOPHCTO-
BYBAaTUCS SIK OKPEMO, TaK 1 3 JIOJaBaHHSM OITU-
COBHX KOHCTPYKIIii, III0 JTO3BOJISIE TOYHO OTHCATH
(bakTiuHy TOBEMiHKY (heHTe3iiHoi icTotH. Jlo
Jpyroi Ipyny Hajiexkarb (ppa3eosoriyHi OAWHMIIL,
MeTadopH, emTeTH Ta TinepOoH, MO KOHIICH-
TPYIOThCSI Ha €MOIIIMHOMY BiJ0Opa)keHH1 3aC001B
HEBepOATbHOI KOMYHIKallii (EeHTe31HHUX 1CTOT.
ITepcrieKTHBHIM HANPSIMKOM  TIOZATIBIIAX JIOCITi-
JUKCHB € IHBCHTApH3ALlisl Ta JIIHIBICTHYHA KITaCH(i-
Kalliss MOBHHX 3ac00iB BepOaizartii HeBep6am>H01
KOMyHIKallii y TBOpax >KaHpy, IO BUBYAETBCS, iX
(1)yHKI.[lI/I a TaKoX HOplBHSIHHSI TaKHX 3ac00iB MpU
OITHCI TIEPCOHAXKIB-JIFO/IEH Ta MIEPCOHAXKIB — (heHTe-
31MHUX ICTOT.
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CTAHOBJIEHHA TA PO3BUTOK NMIOCTPOBAHUX HAPATUBIB
ONA QITENA Y BENUKIA BPUTAHII

IBaHeHKo [iaHa OneriBHa,

acriipaHmka kaghedpu aHaniticbKol ¢pinonoaii ma ceimoegoi nimepamypu
imeHi npoghecopa Oneza Miwykosa

XepcoHcbKul OepxxasHul yHieepcumem
dianaivanenko@ukr.net
orcid.org/0000-0003-1888-8610

Haykoee docnidxeHHs1 NpuUCESYEHO KpUMUYHOMY 0271510y CMaHOBMEHHS ma pPo38UMKY iflOCMpPO8aHUX Hapamusie
0n1s1 Oimed y Benukiti Bpumanir.

Y ceoemy QocridxeHHi MU rocryeosysanucs meopemudHUMU ripaysamu 0ocrnidHukis dumsayoi nimepamypu Martin
Salisbury, Daniel Hahn, a makox KOHUenuieto HapamusHo2o MoOeroeaHHs1 XyAoxHix mexcmig Ons Oimed A. Llanie
(Uanis, 2020). Y OocniOxeHHi 8UsHa4eHO OCHOBHI emaru cmaHOBMeHHs ma PO38UMKY ifIoCMpPo8aHUX XyOOXHIX MeK-
cmig, npu3HadeHux Ons HaliMonodwoi YyumaybKoi aydumopii, 3 onepmsm Ha maki MOHAMMS. «ifIloCMPO8aHi Mekcmuy,
«4umay-0umuHay», «mekcmu 3 incmpauigmuy, 8USI8NeHO 0CHOBHI hyHKUIT, SIKi UKOHYtomb imocmpauii y makux munax
mekcmig. [1ns1 eUsHa4yeHHs1 QhyHKUIU inocmpoeaHuUX aHaiticbKoMo8HUX XyOOXHIX mekcmig 0n1si imel MU 1oCy208yeMOCh
pobomamu Painter, Martin, & Unsworth (2012), A. Uanis (aris, 2020).

Memoto Hawwozo 0ocnidXeHHs € cucmeMamu3auisi HayKoeoi po3eioKu npo cmaHoe8eHHsi ma po3sUMOK imocmposaHuXx
Hapamusig dns 0imel y Benukiti bpumadii, 30kpema Ka3kosux Hapamusie, adpecosaHux dumsaYiti yumaubkiti ayoumopii.
Mamepianom Hawoi po3giOku rnocnyaysanu mekcmu aHenilicbkkoMogHUX Ka3ok XXI cmonimms, a came — ifocmposaHul
xyOoxHiti mekecm «Paddington in the Garden» Matikna boHOa, wo do3gonumno 3’sicysaHHs crieyuiky oo mekcmoeoi
ma MynbmumodansbHoi mobydosu. Came 3agdaKu Hapamueam, siKi ckrnadatomb CUMBOSTIYHI croxemu, 3a SKUMU | Knacudi-
kyembcs OiticHicms, 30ilicHIoembcs i po3yMiHHSA. BidrnosiOHo, Hamu rocmasneHo 3aeédaHHs rpoaHanisysamu ma cucme-
Mamu3ysamu ocobnusocmi hyHKUIU imocmposaHux mekcmig 0s1s1 imed.

Knro4voei cnioea: intocmposaHi mekecmu 0ns 0imel, mekcmu 3 imocmpauismu, Yumady-0umuHa.

THE ESTABLISHMENT AND DEVELOPMENT OF THE PICTURE NARRATIVES
FOR CHILDREN IN GREAT BRITAIN
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The research is devoted to a analytical review of the establishment and development of the picture narratives in Great
Britain. We consider such narratives as stories about fiction events, which are going on in a fiction time and space and their
narration is created by means of verbal and visual means. The addressee of such narratives is a child9reader of a young
age, who comprehends fiction stories as games, for these reason stories are construed in a special way.

In our research, we used the theoretical works of the scientists of Children’s Literature of Martin Salisbury, Daniel Hahn,
as well as the concept of narrative modeling of literary texts for children of A. Tsapiv (Tsapiv, 2020). In our work we have
identified the main features of the establishment and development of the illustrated narratives, addressed to children's
readers, based on the following concepts: «illustrated texts for childreny, «texts with illustrations», «a child reader»; we have
revealed the main functions, performed by illustrations in such types of texts. To determine the peculiarities of the functions
of English literary texts for children, we use the works of Painter, Martin, & Unsworth (2012), of A. Tsapiv (Tsapiv, 2020).

The aim of our research is to systematize the scientific research on the establishment and development of the illustrated
narratives in Great Britain, in particular fairy-tale narratives, addressed to children's readers. The material of our research —
the texts of English-language fairy tales of the XXI century, namely — illustrated literary text "Paddington in the Garden by
Michael Bond, which will clarify the specifics of their textual and multimodal structure. Thanks to the narratives that make
up the symbolic plots, according to which reality is classified, that it is understood. Accordingly, we set the task to analyze
and systematize the peculiarities of the functions of the illustrated texts for children.

Key words: illustrated texts for children, texts with illustrations, a child reader.
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ayKOBMM BiCHMK XEPCOHCBbKOro AEepP>KaBHOro yHiBepCcHUTETY

3arnmuOIIOrYNCh Y TEKCT, MU 1HOII 3a0yBaeMo,
10 KHUTY MOKHA HE JIMIIEe YUTaTH, a H po3ris-
naru. KHura — 11e 5k He JIUIIe CII0BEeCHe, a i Bi3y-
albHE MHCTENTBO. LIfocTpariiss € HeBiJ €MHOIO
YaCTUHOIO XyJI0KHBOI KHHTH, IO TIEPEac Ta po3-
KpuBae 3MmicT mpouutaHoro. CioBo Ta 300pa-
KCHHSI PO3BUBAJINCS TIapaJie]IbHO, BOHH MAalOTh
CHIbHE MOXO/KeHHs. HaBiTh HUHI MH TOBOPUMO
«UTIOCTpALis» 1 PO TEKCT, 1 PO 300pakeHHS.

LmroctpoBani TekcTu Ui JiTeH, Ha Tere-
piliHii 4Yac, € BIIHOCHO HOBHMM pPi3HOBHUJIOM
MHUCTELTBA, W0 3aHYpIOE JUTAYEC CHpPUNd-
HATTA Y Ka3KoBy, (paHTAaCTH4YHY peasbHICTh:
«A picture book is text, illustrations, total design,
an item of manufacture and a commercial
product; a social, cultural, historical document:
and foremost an experience for a child. As an art
form it hinges on the interdependence of pictures
and words, on the simultaneous display of two
Jacing pages, and on the drama of the turning
pag» (Salisbury, 2012: 75). V Hamomy mocii-
JUKCHHI C(OKYCYeMOCh Ha BUSIBICHHI OCHOBHHX
€TariB CTaHOBJICHHS 1 PO3BHUTKY IJTIOCTPOBAHUX
XyAOKHIX TEKCTIB, NMPHU3HAYEHUX U HaMO-
JIOJIIOT YnTaIbKoi aynuropii. [lepr 3a Bce 3Bep-
HEMOCB JI0 TAKUX 3aCaTHUX MOHATH K «LITIOCTPO-
BaHI TEKCTW», YUTAY-TUTHHA» Ta 30CEPEAUMOCH
Ha BU3HAUEHHs OCHOBHMX (YHKIIH, fKI BUKO-
HYIOTb UTIOCTpalii y TaKUX TUIaX TEKCTIB.

VY eHIMKIONEUYHUX CIOBHUKAX 3a3HAYEHO,
o UTFoCTpoBaHi Tekectu (picture books) — 1e
«llustrated books, most often for younger chil-
dren, usually in a large flat format with relatively
few pages (32 is typical). Unlike, say, some illus-
trated fiction, the artwork is in no way seen as
subservient to the text, but part of a balanced,
integrated whole» (Hahn, 2015). Otxe, 1e
TEKCTH, 1110 MOEIHYIOTh BEpOaIbHO Ta Bi3yaJabHO
BUpaXXeHy icTopifo mpo mozii. Ilix imocTpoBa-
HUMH XyIOXKHIMH TECTAMH PO3YMIEMO TEKCTH,
10 [OEIHYIOTH Bep6aJ'IBHO Ta Bi3yaJIbHO BHpa-
KEHy 1CTOpiI0 MpO MOjii, aBTOPOM SKHX € OJHA
0c00a MMCbMEHHHKA, a00 K /17151 CTBOPEHHS SIKUX
MUCHbMEHHUK Ta UTIOCTPATOP MPALIOIOTh y TICHIH
B3aemoii. BaxknnBo 3Bakath Ha TOH (DaKT, mI0
y JliTepaTypHOMY Cepe/IOBHILL ICHYIOTh TIOHSTTS
TEKCTH 3 lJ'IIOCTpaHISIMI/I (books with illustrations)
Ta UTIOCTPOBaH1 TEKCTH (picture books).

[epuri € TBOpaMu, CTBOPEHUMH B OPHUTiHAb-
HOMY [IEPBUHHOMY BapiaHTi TiIBKH 3aBJISKH Bep-
GanbHHM 3aco0am, a IXHI LIIOCTPALil MOXYTh
BapIIOBATHCE 3aJICXKHO BiJl IEBHOTO ICTOpI/I‘-IH01“0
nepiony, TNepeBHIAHHS, BHUIABHUIITBA, KpaiHU
Tomo. TakumMu TEKCTaMH NPUNUHATO BBaXKaTH
ka3ku OpariB ['pimm, kaszku [.X. AHzepcena,
30ipKM HApOIHUX Ka3zok. ToOTo, uTOCTparii

€ OKPeMHM CTBODIHHSM XYJOKHHKIB, sIKi He
MPAIoBAIN OE3IOCEPEIHBO i3 aBTOPOM TEKCTY,
HATOMICTh BTUIIOIOTH I1HAWBiAyaldbHE Oa4CHHS
iTrocTparopa abo BUIaBHHUIITBA KHUTH.
LimtocTpoBaHUMU K TEKCTaMH MTOCTAIOTH TBOPH,
SIKi CTBOPIOBAJIMCH OTHMM aBTOPOM, SIKHH € TBO-
PIIEM 1 TEKCTY, 1 UTIOCTparliid, a00 X € pe3yabTaToM
TICHOT B3a€MOJII aBTOpa TEKCTYy Ta UIOCTpaIlii:
«Picture books, in the present era, enjoy a status as
a culture form to be enjoyed by people of all ages.
1t is a precious and versatile art that has already
left the confi nes of paper behind, shattering
the boundaries of its own genre and fusing
with various other forms of art and imagery»
(Salisbury, 2012: 113). ImrocTpoBaHi TEKCTH IS
JITEH BU3HAYAIOTHCS OCOOIMBHM BUKOPUCTAHHSIM
MOCJTITOBHUX 300paKeHb, SIK MIPABUIIO, Y TaHIACMI1
3 HEBEJIMKOIO KUTBKICTIO CIIIB, 100 TMepeaaTH 3Ha-
YEeHHS TeKCTy. MaTepialloM HAIIoro J0CHTiHKEHHS
NOCIyTyBaJM XylIOXHiI HapatuBu M. bBonna,
a came — “Paddington in the Garden”, skwuii
€ TOMYJISIPHUM Cepell TUTAYOi YUTAlbKOi aynu-
Topii. CBi4eHHsIM 3aTpeOyBaHOCTI TAKUX TEKCTIB
TaKOXK CIYTYIOTh iXHI Cy4acHi eKpaHi3arii, CTBO-
pEeHHSI OpeH Ty IrpaIlioK Ta akcecyapiB IS AiTEH.
Benamenuk [MagaiarToH — repoii KHUTH aHTITii-
CBKOTO MmHuchMeHHMKa Maiikia boHma 1 omHO-
iMeHHOro muTsdoro cepiaiay. OcoOnuBicTh Ka3-
KOBOTO [IEPCOHAXKa B TOMY, 1110 BiH ITO€THY€E B COO1
pucH SK BeIMEAMKA, TaK 1 irpamku. Brepiie
kaura «Beamenuk Ha iMm’s Ilapmgiarron» Oymna

Puc. 1. «Paddington in the Garden» (Bond, 2019)
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omyOuikoBaHa 13 >xoBTHs 1958 poky. Ha BinMminy
BiJl TEKCTIB 3 UIIOCTpAIlisIMU, J€ 300paKCHHS
MOKPAIYIOTh, MPUKPAIIAOTh; Y LTIOCTPOBAHUX
TEKCTax, 300paXCHHS YacTO Iepeae 3HAYHY
YaCTHHY NPOYUTAHOTO Ta MEPEHOCHTh YUTada-
JTUTHHY Y Ka3KOBUH CBIT.

Y JOoCHiIKEHHI  CTBEPIKYETHCS,  MIO
TOJIOBHOKO (YHKIIIEI0 UTFOCTPOBAHMX TEKCTIB
JUIS JiTed TocTae peryiasTuBHA (pyHKIls, pea-
Jm3aris IKol 341MCHIOETHECS 3aBOAKH OCOOJIUBIM
irpoBiii moxeni TBopeHHs HaparuBiB (Llamis,
2020), a TakoX B3aeMOJil BepOaJIbHOTO TEKCTY
Ta Bi3yalbHHX 300paxeHb. OcTaHHI € Hali-
OUTbIlIE CHPUUHATUMH 7S JITEH MOJIOIIIOTO
BIKY, 3aB/ISIKA TEXHIIl IXHHOTO BHUKOHAHHS, SKa
BapIOETHCS BiJ MIHIMAJIICTUYHOI 10 YHIBEp-
canpHOI Ta Harypamictuunoi (Painter, Martin,
& Unsworth, 2012, p. 34). YV pocniKkyBaHUX
TEKCTaX 300pakeHHs BUKOHYIOTH TakKi (DYHKIIIi:
nyONmOBaHHS TEKCTy, pO3IIUpeHHs abo amm-
midikamii, aeramizarii, TPOJIOBKCHH Hapauu
(y BHITa/IKax 4epryBaHHs TBOPCHHs ICTOPIT Yepes
BepOasbHi Ta Bi3yaibHi 3aC00N).

[MosiBy mepmmx B AHDITI KHHXKOK 3 UTIOCTpa-
LIsIMH TIOB’s13y10Th 3 iMeHeM Pennmonbda Kanme-
KOTTa, IKUi pazoM 3 Bonrepom KpeitHoMm po3Bu-
HYJIY aHTJTIHCHKI LTFOCTPOBaHI TEKCTH JI0 BACOKUX
crangaprie. Came B TOM dYac, KOJIM BHUHILIA
«KHura HiceHITHHILY», MOCTala HaWBaKIMBIIIA
¢irypa Kannexkorra B eBouoLii 17FOCTPOBaHUX
TekcTiB. Pennonbda Kangexorra, sk mpasuio,
BHU3HAIOTH OaThKOM picture books. Kangekorrt, sk
MIPABWIIO, TIOEAHYETHCS 3 IBOMA HIIIUMU XY0XK-
HUKaMH CEPeIHbOI Ta IMi3HBOI BIKTOPIaHCHKOT
enoxu: Bontepom KpeitHom Ta Keiit I'pinyeil.
Xoya ixHS poOoTa Oarato B 4YOMY BiApi3HS-
€ThCs Big podotu Kammekorra, BoHa MoB’si3aHa
3 HOro UTIOCTPOBAaHUMH TEKCTaMHU KIIOYOBOIO
poJUTI0, SIKYy BiAirpae B iX MOIIMPEHHI JIpyKap
Eamynn EBanc. Ha Toif wac pisHUIS MiX Jpy-
KapeM 1 BUAaBLIEM Haclpasii He Oyia 3HaYHOIO.
EBanHc npuBiB BUTOHYCHUI TOTIISA] 10 pOOIT IUX
TPHOX MUTIIB 1 HalKpamui crocio BiggaTtu im
HaJIeKHE B MaCOBOMY B1JITBOPEHHI.

[lepion nmpyroi moJIOBUHHM AEB’SITHAIISTOTO
Ta MOYaTKy ABAALSATOTO CTOJITTSA CTaB BIJJOMHM
SIK 30J0TUH BIK AUTAYMX KHIDKOK. Yac, Koim
BiOyBasiocst 30MMKEHHS PO3BHUTKY JpyKap-
CHKUX TEXHOJIOTiH, 3MIHM CTaBIEHHS 10 TUTHH-
CTBa Ta MOSBA HHU3KU ONHMCKYYHX XYIOXKHUKIB.
Masmonku cepa [Ixona Tennina no «llpurox
Amicu B kpaini uygec» Jlptoica Kepomna
(Makwminan, 1865), MOXIHMBO, PO3MOYAIN IO
HOBY €110Xy. BoHu npuHecny HOBUM BUJ IPUCYT-
HOCTI Ha CTOpIHI; 00pa3u BIAIrpajl KIIIOYOBY
pOJIb y JTOCBiJIl KHUTH, @ 3rOIOM CTaJ BH3HA-

YalbHUMU JJIs Hamoro yutanHs. 3 1950-x pokis
Bce Oublne rpadiuHux Iu3aiiHepiB 3a1ydaiu 10
iTrocTpoBaHuX TekCTiB. Lle OyB dac, komu Tpa-
¢biuHMi TU3aiiH, UTIocTpamis Ta KUBOMUC OyiH
OUThII TICHO TIOB’s3aHI B XYIOXKHIX IIIKOJIAX.
«Visual literacy is: ... the history of thinking about
what images and objects mean, how they are put
together, how we respond to or interpret them,
how they might function as modes of thought,
and how they are seated within the societies that
gaverisetothem...» (Salisbury, 2012:77). [lusaii-
HEpIB HABYalM MAaliOBAHHIO Ta TUIOTpadii.
HecnozniBano 3’SBWJIMCS KHMTH, SIKI JIEMOH-
CTpYyBalll €IWHUHN MiAXiA 10 KoHUenmii, 300pa-
JKEHHs Ta TUnorpadii, OCKiIbkH 6arato ix nu3a-
HHepiB Oy Takok aBropaMu. MOXIuBO, came
TYT IO4aja CTBEPAXKYBaTHCSA YHIKaJbHA IpU-
poJia LTIOCTPOBAHUX TEKCTIB K 3aC00y MacoBOi
iHdopmarii. Termep ciiB cTasio MEHIIE, OCKUTBKH
3pOCTalI0 PO3YMIHHS MOTEHILIaly CTOPIHKU SIK
MYJIBTUMO/IAIBHOTO Bi3yaJIbHOTO €Talty.
AHIIINACBPKAN UTIOCTPOBAHUN TEKCT CKOPH-
CTaBCsI BIUTUBOM HHU3KU aBTOPCHKUX XYJOKHUKIB
€BPOTEHWCHKOTO YU JIATUHCHKOTO IOXOKEHHS,
AKi Oynu TmepeMilieHi B pe3yabrari BiHH abo
npulOynu o Cnomyuyenux LlrariB gk imwmi-
rpanTtu. Cepen Hux Oynu AHTOHIO DpackoHi,
Poxe [lyByaszen, Jleo Jliomni Ta Mupocnas
Cacek. BrmmBoBuii amepuKaHCHKHI TpadiaHmit
nusarinep Ilon Penn Bnepiie BUHIIOB Ha apeHy
UTIOCTPOBAaHUX TEKCTIB y KHH31, HaNMcaHii foro
TomiHboI0 ApykuHor0 Exnn Penn. Konu sickpasi
mrictaecaTi BUOYXHYIH B JKUTTA, psija OpuTaH-
CHKUX XYJOKHUKIB BUMIIUIN 3 XyJOXKHBOT IIKOJIH
3 poboTamu, sIKI O3HAMEHYBaJIM HOBY €MOXY
¢apd 1 KONBOpIB Yy UIIOCTPOBAHUX TEKCTaX.
Opnak 3MiHa Oyiia HE JIMIE CTUIIICTUYHOR. SIK
1 3 PO3BUTKOM IOMNYJISPHOI MY3UKH, apTUCTH
MOYMHAIIA BUpaxkaTu cebe B OUIBII 0COOMCTHI
croci®; BOHM CTaBalld XyJOXKHIM €KBiBaJIEHTOM
aBTopiB miceHb. Cepen Hux Oynu bpaitan Baiinn-
cmit, Yapne3 Kininr, Pelimonn bpirre i [xon
bepuinrem. Koxen i3 HUX TIPOJIOBKHB TPHBATTY
Ta NPOAYKTHBHY Kap’epy 1 3pOOMIN BEIHKHit
BHECOK Y JKaHp LTFOCTPOBAaHUX TEKCTIB.
KnrouoBuM rpaBuem y kap’epi Wildsmith
and Keeping Oyna Meii6n J[>Kop/pk, penakTop
Oxford University Press. Jlxopmx OyB mpu-
CTpacHUM MPUXWIBHUKOM iXHBOI poOoTH. BoHa
TMOXO/UIa 3 POIMHH JPYKapiB i Oyia z[o6pe 00i-
3HaHA B IIbOMY AaCICKTi BHIAaBHHYOi CIIPaBH.
Meii6n [xopmx Oyrna CIOBHEHa pIIIy4oCTi
3HAWUTH JpyKapiB, SKi MO O BiJIaTH HaJIEKHE
KUBOITUCHOMY ITIJIXOAY TAKOTO XYIOXKHHUKA, SIK
Baitnnemit. Kaurm Enrtoni bpayna, Opwuran-
cpKOro autsyoro yaypeara (2009-2011), 3axon-
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JIOKOTH JiTel 1 BumTeniB 3 1970-X pokis, Komu
BiH BIICPIIC CTBOPHB LIIOCTPOBAHI TEKCTH. Horo
p060Ty 0COOJIMBO BHCOKO OIIIHIOIOTH HAYKOBIII,
AKI CXBaJIOIOTh HOTO BHHAXIJIMBE BUKOPH-
CTaHHS Bi3yaJbHOI MeTapoOpH il CTBOPEHHS
icTopiif, OaraTux Ha 3HAYCHHsI, MPOIOHYIOYH
BapiaHTU CEHCY, SKi MOXYTh PO3KPHUTH Pi3HO-
MaHITHA YWTAIlbKa ayIuTOpisl. BIabIIiCTh miTeH,
HaBITh 30BCIM MAaJICHBKHX, BBa)KAIOTh HOTO
po0OTy MEPEKOHIMBOIO Ta MOTYKHOIO, a TAKOK
CMIIIHOIO Ta 3BOPYLIINBOK. Y BCE OLIBII I7I0-
O6ampHOMY CyCHlJIbCTBl PO3YMHO  04iKyBaTH
Bce OiJIbII BCECBITHIM MOMUT Ha UIIOCTPOBaHi
TekcTh. [losiBa €NeKTPOHHOT KHHUTH, MOXKJIHBO,
Mae 1e OUTbIe CHOPHSITH LIbOMY IHTEpHAIllOHA-
ni3my. HacnipaBni He Bce Tak mpocTo. Y TOM ke
4ac, KOJIM YCBIJJOMJICHHS 1JTFOCTPOBAHUX TEKCTIB
SK BHJly MHCTEUTBA 3POCTaE, 0arato MeHIIUX
KpaiH 1 KyIbTyp BCE OLIbIIC BU3HAIOTH BAXKIIH-
BiCTb 30€peKeHHS BIIACHUX MOB 1 TPaIUILii.
Haiikpari imrocTpoBaHi TEKCTH MOCTalOTh Bid-
HUMH MiHI-TQJIEpEsIMA JUTA JIOMY — TIOE€THAHHS
KOHIIEMIi1, TBOPIB MHCTETBA, JH3aiHy, IO MpHU-
HOCHTBH 33JI0BOJICHHS Ta CTHMYITIOE YSIBY SIK JITEH,
TaK 1 Aopociux. 3 1HIOro OOKy, MiHi-TeaTpalibHi
MMOCTAHOBKM MOXYTh OyTH OUIBII JIOPEYHOI0
aHaJIOTIEI0: BOHM BHM3HAIOTH TIOETHAHHS CJIOBA
Ta 300paKEHHS, SIKE € KIIFOUOBUM JJIsI LTFOCTPO-
BaHUX TEKCTIB MJIs JITEH. ). The picture
book, which appears to be the cosiest and most
gentle of genres, actually produces the greatest
social and aesthetic tensions in the whole field
of children’s literature» (Salisbury, 2012: 74).
Knura sik BUTBiIp MHCTENTBA — 1€ KOHIICTIIIiS, SKa
csira€ CTONITh Y MHHYJE JI0 HAWIABHINIMX KHUT
py4HOi po6oTH. ChOTOIHI MEXI MK KHIKKOBUM
MUCTEIITBOM, JITEPATypor0 Ta «KOMEPIIHHOIO»
rpadikor0 MO)KHA MTOOAYUTH SIK TTOEHAHHS B LTIO-
CTPOBAHMX TEKCTaX JULS AUTCH. Y TOCTITHALBKOMY
npoekTi EBenin Apizne ta Mopar Craiins (Arlzpe
& Styles) Oymo JOCTAaTHBO JOKA3IB TOTO, IO ACSKi
MAJICHbKI JITH 3/aTHI (OPMYNIOBATH PO3yMHI
Ta IPOHMKJIMBI BifNIOBi/ll HA LIIOCTPOBaHI TEKCTH,
10 3HAYHO TNEPEBUIYE Te, MO MOKHA OyJo odi-
KyBaTH BiJl iXHBOTO pO3BHUTKY. Apiznie Ta Craiins
(Arizpe & Styles) mpoBesu CBO€E TOCIIHKEHHS MK
199912001 pokamu, BUBYArOUH JCTaTbHY PEAKIIIIO
100 nmiTeld Ha UTFOCTPOBaHI TEKCTH «300MapK»
(Maxpe#t, 1992) i «Tynens» (Makpeii, 1989)
Enroni bpayna Tta «Jlim rymse» (Kopri, 1987),
1 BUSBWIM HACKUIPKM MPOHUKIMBUMH MOXKYTh
OyTH HaBITh Jy’KC MOIOJLIA YUTAIbKA AyIUTOPISL.
Byno sickpaBe CBiqUeHHS TOTO, IO JAITH MAJIO-
BaJIM y BIJMOBIIh HAa UTFOCTPOBaHI TEKCTH: T€, IO
BOHH HE 3aBXKIM MOTJIM BUPA3UTH CIIOBAMH, BOHH
4acTO MOIVIM TIOKa3aTH y CBOIW Bi3yasibHIN poOOTI

(Arizpe, E., & Styles, M., 2016). Tomy mucren-
TBO CTBOpeHHH picture books BKJTIOYA€E MUCJICHHS
1 CITUJIKYBaHHS 32 JJOTIOMOTOFO 300pakeHs 1 ciiB. Le
MUCTEIITBO, SIKe KYJIBTHBYEThCS Uepe3 MpoIiec B3a-
€MO3AIC)KHUX HABHYOK OA4eHHS Ta MAJTFOBAHHSI.
TepmiH «Bi3yalibHa KOMYHIKaIlish 3a3BUYail BUKO-
PHCTOBYETHCS JJIA OMUCY 3arajibHOI MPEAMETHOL
oOnacTi rpadivyHOrO AM3akiHy Ta LTrocTpartii. | came
KOHIIETII[IF0 KOMYHIKaIlii Aesiki 6auars siK JIHit0 Po3-
MEXyBaHHS MK 0Opa30TBOpUMM 1 KOMEpLIiHHUM
a0o rpadiyHIM MUCTELITBOM.

Ha BcecBiTHBOMY piBHI IiKaBiCTh /10 TeMa-
TUKH UTFOCTPOBAaHUX TEKCTIB Ta JOCITIKECHHS
HABKOJIO HEi MalOTh TEHJCHIIIO YITKO PO3MEX-
OBYBaTH JiA4iB y c(epl MUCTELTBA Ta JU3alHY
Ta HayKoBIIB y cdepi ocsitu (Salisbury, 2012).
Tak, Hanpukiaaa, KHUT npo Beameka [lamminr-
TOHA CHOTOJIHI MOHAJ 25 MIUIBHOHIB, B IIJIOMY
nepeBegeHux Ha 31 moBy. B ycbomy cBiti
KHIDKKH QHTIIACHKOTO JAUTSAYOTO MHChbMEHHHKA
Maiikina bBonna cramyd KIIACUKOIO JUTAYOI JIiTe-
parypu, a BUTQJaHU HUM BEIMEIUK y KpHCIa-
TOMY KarleJIoCi Ta CHHROMY MaKiHTOIIII Ha JIBOX
rya3ukax [TagaiHrTon — oqHUM 13 HAUTOMyJIsIp-
Himux cuMBodiB JIongona. Ha Bok3ani movamacs
ICTOpisl TIPO MaJEHHKOTO BEAMEIMKA, IO IPH-
ixaB 3 JIpimyuoro Ilepy. Tam BiH CTOSIB 1 YeKaB,
MOKU XTO-HEOYIb 3BEPHE Ha HHOTO yBary. Mictep
1 wmicic bpayH mHpuiiHsmM pilieHHs mroa0aT
npo BeavMenuka. OCKIIBKH Yy LII/IBIJ'IISOBaHOMy
cBiTi [laAiHTTOH € HOBAa4YKOM, OUIBLIICTH HOTO
MPUTOX — 1 Kypio3H, IO TPAILIAIOTECS 4epes
HE3HAHHS THX YW IHIIUX TMPaBWI, 3arajbHOBI-
noMux ¢akTiB Ta HOpM. Ictopist mosiBu [1aytinr-
TOHA, SIK 1 1CTOPisl CTBOPEHHS 1HILIOTO MOMYJISp-
Horo Beamens — Binni-Ilyxa, TicHO moB’si3aHa
3 IrpaIKoro0, aKe MoYajIocs yce 0e3rmocepeiHp0
3 IrpaIIKoOBOTO BEAMEKATH, 1110 CAMOTHBO CTOSLIIO
Ha TOJIULII JIOHAOHCHKOTO Marasuny «Selfridges»
y CaatBeuip. CamMe 1eif irpalikoBuii BeIMEIUK
3rofoM HaauxHyB Mailikia boHpa mnucaru.
Y BchoMy CBITI Oyno BumaHo 265 mineH3iid Ha
pi3HI MPOAYKTH 3 BUKOPUCTAHHSAM IMEHI BeiMe-
xaru. I, xoua mepmi Tekctu mpo Ilaggiarrona
Boun cTBOpUB Maibke BUIAIKOBO, 0€3 MKOTHOL
OIyMKA Tpo myOmkamii 1 Kap’epy AUTIYOTO
MMMCbMEHHHUKA, HAa CHOTOIHI MAEMO IIUTY CEpIto
3 TOHAJ NBAJISTH TUTSIYUX KHIDKOK 3 OIOBI-
manHsmu (1958 — 2014), tpu mynwsrcepianu

(Paddington (1975-1986), Paddington Bear

(1989-1990) i The Adventures of Paddington
Bear (1997-2001). [Magaiarron mo0uTh OyTep-

Opoau 3 HKeMOM, OE3KOMIIPOMICHO TOPTYETHCS
3 MPOAABISIMH Ha OJIOIIMHUX pPHUHKAaX Ta Mae
HaMpouy/ BUIIYKaHI MaHEpH, 0COOIUBO SIK IS
BeaMens. BiH OyB 31pKOIO BJIACHOTO TEJICIIOY,
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a My3senn JloHnOHa IPUCBATHB MOIO JKUTTIO
OKpeMy ekcro3uilito. [lajTiHrToH cTaB He NUIIe
yAIOONIEHIIEeM OpHUTAHCBKUX MITeH, a 1 KyJb-
TYpHUM HaJ0aHHSAM L1701 KpaiHU Ta CHMBOJIOM
JNO0OpOTH Ta TOJIEPAHTHOCTI B YChOMY CBITI.

IchHyroTe My3ei, mpemii Ta pPeUTHHTH, OIUH
13 HANNPECTMKHIMMX — I1I€ IOPIYHUK PEHUTUHT
«Hpro-Uopk Taitmc» Halkpammx 1ITHOCTPO-
BaHUX JUTIYMX KHUT. Y 2014 mepme wicie
nociB Payns Kojon Ta HamanboBaHMi HUM
6eremotuk y kuu3i «DRAW», a B 2015 — coBa
13 kauru «Big Bear Little Chair» HamanboBaHoi
JIi3i Boiin. B Ykpaini Takox Haiikparie imoctpy-
IOTBCSl TUTSY1 KHUTH, MIPO IO CBIJYUTH YUMalia
KUTBKICTh MKHapoaHuX Haropoa. CiM UTIOCTpo-
BaHMX KHUT YBIMIJIO 70 MIXXHApOIHOTO Kara-
JIOTY KpaIoi auTs4oi jiteparypu «bim kpykmy»:
Bacunpe TomoGoponpko «BipimniBe moBHa pyka-
BUYKa» (imtoctparop — [ura Jlesi), HapoaHa ka3ka
«PykaBuuka» (imoctparop — Pomana Powma-
nuiuH, Auapiit Jlecis), IBan Anapycsak «Bicim
IHIB 13 %kuTTs BypyHyka» (imroctparop — ['anHa
Ocanko), kaura «Pimka. Ctapa ka3ka o-HOBOMY.
PosnogiB IBan @panko» (imocrparop — Pomana
Pomanummn, Angpiit JleciB), Jlecs VYkpainka
«JlicoBa micus» (imoctparop — [lomina [opo-
menko), Poman Cxkuba «I3 )XUTTS XUTPUX CIIB»
(imroctparop — Tersna Jlenucenko),Tapac
ta Map’sana [Ipoxacbku «XTO pOOHUTH CHIr»
(imroctpatop — Map’siHa [Ipoxaceko).

CydacHuil hopMar UTIOCTpOBaHUX TEKCTIB IS
JITEH HePIJIKO CYTIPOBOIKYETHCS OE3M10CEPETHBOI0
MPE3CHTALIIEI0 TBOPY HOTO aBTOPOM Y 3aTUITHOMY
KHIDKKOBOMY MarasuHi, JIe TIepe/ 3arajoM IiTe,
SKI € 0e3MoCepeHbO IUTHOBOIO  ayIUTOPI€lO,
JIEKJIaMYIOTbCSl TEKCTH, A AaBTOpP HAIlOBHIOE iX
IHTOHAIIIMHUM CYIIPOBOJIOM Ta BJIACHUMH KOMEH-
TapsiMu. Taka mpeseHTallis sKHaWKpale Ciyrye
MOMYNSApU3aIii XyAOKHBOI JUTSUOI JHTEparypH
1 HaOMKy€e YUTa4ya-AUTUHY J0 MEPCOHAXKIB TBOPY
1 floro aBTOpa, a TAKOXK CIIPSIMOBYE JUTSYE CHPHIA-
HATTS y Ka3KOBUI HEHMOBIPHUIA CBIT.
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CTPATETIA YXUNAHHA BIO NPAMOI BIANOBIAI
B AHITTOMOBHOMY AUCKYPCI

Hicanorny Hatans lNeopriiBHa,
KaHanaat inosoriyHnxX Hayk,
cTapLumi BUKNagad kagegpu iHo3eMHUX MOB
Taepilicbkult 0epxasHuUl azpomexHosio2iYHUlU yHieepcumem
imeHi mumpa MomopHo20
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Cmamms npucesiyeHa 8USIBNEHHI0 MOBHOCMUIICMUYHUX 3acobie cmpameeii yxunsiHHs 6id npsimoi eidnosidi ma i
maKmuk, 3a 00rOMO20t0 SKUX 80HA Pearti3yembCs 8 aH2/TOMO8HOMY OUCKYPCi.

Y koHmekcmi Hawo20 AocnioKeHHs cmpameaisi — Ue KOMIIEKC MoerieHHe8UX Oill, HauineHuUx Ha peanizauiio iHmeHuii
MosUs 3a 00rOMO20K0 8IOMOBIOHUX MaKMUK, SIKi 8MIiM0IOMbCS 3a805IKU Me8HUM MOBHOCMUIiCMUYHUM 3acobam. Cmpa-
meeisi yxunsiHHs 6i0 npsiMoi 8idnoeidi abpecama noknukaHa 3anobieamu nepedadi CrigpO3MOBHUKY 3Ha4Yyuloi iHghopmauit,
rocnabneamu nomMeHUitiHO KOHIIKMHY e3aemodito, cripusmu Hopmarnizauii iHmepakuji.

3’acoeaHo, wjo 0nd peanisauii cmpameaii yxunsiHHS id npsimoi 8idnoeidi 3acmoco8ytombCs 20/108HUM YUHOM makmuka
YXUISIHHS Yepes anensayito 00 Yacoso2o YUHHUKa, makmuka 8iOMosU, makmuka y3azanbHeHHs . [JocnioxysaHa cmpameais
0o380s15i€ adpecamy He Had0asamu HezalHO 8i0rMoeiOb Ha MumatHs, sike €, Ha lio2o OyMKy, HeAopeyHUM abo HebaxaHuMm.
Are npu uboMy Mogeub He NOPYWye «1aHUut2», U0 ymeoprembCs 3a80sKU MocnifosHil 3MiHi porell Mosus i criyxada, He
gidmoerisiembcs 6i0 crisnpayi, 00mpuMyembCs nPasusl 2apMOHIlHOT KOMyHikamugHOi 83aemo0dii.

Y peanisauii cmpameaii yxunsaHHs 8id npsmMoi 8idnoeidi makmuka yxusnsiHHS Yepe3 anensayito o 4acoeo20 YUHHUKa
Mae Ha memi 6e3 pyliHygaHHs NO3UMUBHO20 MOHY KOMYHiKauji mocunamuck Ha Yacosi 06cmaeguHU K MPUYUHY, Yepes sKy
0r151 Mo8USI He € MOXTueUM Ha0amu 8idnoeids adpecaHmy. Takmuka 8iOMo8U cripsiMosaHa Ha yHUKHEHHSI 8idnoeidi Yepes
eKcrIiyumHy iomosy 3 ii 0brpyHmysaHHSM, Wo 3abe3nevye noM’ssKWEHHST Kameaopu4yHocmi CydxeHHs. Takmuka y3a-
earlbHeHHS OpieHMOoB8aHa Ha npuxog8ysaHHs adpecamom KOHKPEMHOI 8i0roeidi 3 icmuHHUM 3MiCMOM i XxapakmepusyembCsi
gidcymHicmio iHghopmamueHocmi (io2o pensik, He 8idobpaxaroyu 8racHoOi MoYKU 30py MOBUSI.

HasedeHi y cmammi npuknadu ma ixHili aHanis ceidyams Ipo CAPOMOXHICMb Me8HUX MOBHOCMUITICMUYHUX 3acobie
cryayeamu emineHHsIM cmpameaii yxunsaHHs 6id npsamoi eidnoeidi. Ceped cnekmpy MosHocmunicmuyHuUx 3acobie sudi-
TeHO NPUCIIBHUKU Yacy, KOHCMpYyKUii y malibymHboMy 4aci, 6cmasHi KOHCmMPYKUii, 3arnepeyHi KOHCmpyKUii, Heo3HaYeHi
3alMeHHUKU, 2inepbory, HeeepbarbHi 3HaKu, iMnepamusu, siKi CrioHykaromb 00 crinbHOI dii.

Knrovosi crnoga: cmpameazisi, makmuka yXunsiHHSI Yepe3 anensuiro 00 4aco8o20 YUHHUKaA, makmuka ei0Mosu, mak-
mukKa y3azarnbHeHHS.

STRATEGY OF EVASION FROM DIRECT RESPONSE
IN THE ENGLISH-LANGUAGE DISCOURSE
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Dmytro Motorny Tavri State Agro-Technological University
natnisanoglu@gmail.com
orcid.org/0000-0001-5067-6322

The article focuses on revealing linguistic and stylistic means that realize a strategy of evasion from direct response
and its tactics which are used for implementation of the strategy in the English-language discourse.

In our research we deal with a strategy as a set of speech actions that aim to realize a speaker’s intentions due to
certain tactics which are implemented with the help of some linguistic and stylistic means. The strategy of evasion from
direct response used by an addressee is employed to avoid conveying substantial information, weaken potentially conflict
interaction, contribute to its normalization.

It has been established that for the realization of the strategy of evasion from direct response mostly the tactics
of evasion through appeal to a time factor, the tactics of refusal, the tactics of generalization are used. The strategy enables
an addressee not to give an immediate response to a question that can be characterized as inappropriate or undesirable.
It should be noted that a speaker does not refuse to cooperate or break a “chain” that is created due to a speaker change
but he/she follows the rules of harmonic interaction.
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Within the realization of the strategy of evasion from direct response the tactics of evasion through appeal to a time
factor aims at referring to time circumstances as an excuse that makes giving a reply by an addressee impossible. In this
case there is no destruction for positive tone of communication. The tactics of refusal is considered to be evasion from
direct response due to explicit refusal with its rationale that provides softening of categoricity of a statement. The tactics
of generalization is used to hide an addressee’s specific reply that has to include genuine information. The above tactics
has no informational value and it does not represent a speaker’s point of view.

The cited discursive fragments in this paper have exposed an ability of a broad range of the linguistic and stylistic means
to realize the strategy of evasion from direct response. Among the means there are adverbs of time, structures of future
tenses, linking words, negative structures, indefinite pronouns, hyperbole, components of non-verbal communication,
imperatives that encourage and express a proposal for a joint action.

Key words: strategy, tactics of evasion through appeal to a time factor, tactics of refusal, tactics of generalization.

Beryn. CyyacHi JIIHTBICTHYHI I[OCJ'Ii,I[}KeHHSI
XapaKTepPU3YIOThCs 3BEPHEHHSM [0 KOMyHika-
TUBHUX 1 IParMaTUYHUX acMeKTiB MOBU. [lisib-
HICTh JIOJMHHU, 30KpeMa, KOMYHIKaTMBHA B3a-
€MOJISl MiAMOPAIKOBAHA CTPATETIYHUM IIUIAM
(Austin, 1962; Habermas, 2002; Searle, 1969),
YUM OOIPYHTOBYETHCS BAaroMiCTb BHBUCHHS
KOMYHIKaTUBHHX CTpareriii. Y Hamiid poOoTi
JOCITIJKCHHS Y KOMYHIKaTHBHO-TTParMaTHaHOMY
paKypci 3MIMCHIOETHCS Yepe3 BUSBICHHS KOMYHI-
KaTUBHOI CTpaTerii yXWIssHHsI BiJl IPSAMO1 BiIO-
BiJi Ta i1 TAKTHK B aHTTIOMOBHOMY JIACKYPCI.

Y MOBO3HAaBCTBI iCHye Oararo TayMaueHb
TOHSTTS «KOMYHIKaTHBHA CTpareris». BoHa TpaK-
TYETBCS SIK «ONTUMAJbHA peai3allis I1HTEeHIII
MOBIISI HIOJI0 TOCATHEHHSI KOHKPETHOT METH CIIiI-
kyBaHHs»» (bauesuu, 2004: 118), € «cknagHuKoM
€BPUCTHYHOI IHTEHIIIHHOI MPOTrpaMH TIaHYBAHHS
muckypey» (CemiBanoBa, 2008: 607), cykym-
HICTIO «MOBJICHHEBUX Jii, IO TPYHTYIOThCS Ha
KOTHITUBHHUX TIpOIECcax y3arajibHEHHS MHUHYJIOIO
KOMYHIKaTHBHOTO JTOCBimy» (3arnitko, 2008: 25).
3arajoMm peaiizallisi KOMYHIKaTUBHOI CTpaTerii
nepes0adac  NOTPUMAHHSA  CIIBPO3MOBHHKAMH
KOMyHlKaTI/IBHOI‘O Koziekcy. ITopy1iieHHs MpUHIHITY
Koorneparii (Hanpukiaa, Makcumu sicHOCTI, Mak-
CHMH DCJICBAHTHOCTI), SIKHI € 3acajiaMH IOBHO-
IIHHOTO JiaJIOTTYHOTO CIUTKYBaHHS (Grlce 1991),
MOKE TIPH3BECTH JI0 HEOAKaHMX HACITI/IKIB — KOMY-
HiKaTUBHOI HeB/1adi. OTxke, ONTHMATLHAM 3aC000M
3a IS (bopMyBaHH;{ MO3UTUBHUX MI)KOCOOUCTICHUX
CTOCYHKIB 3 aIIPECaHTOM, 3ar100iraHHs MOTCHIIHHO
KOHQITIKTHUX CUTYAIliid y IpoLieci KOMYHIKaTUBHOT

B3a€EMOJIIT € 3aCTOCYBaHHS aJpecaToM cmpamezii

VXUWISIHHSA 810 NPSAMOI 8I0N0GIOI.

CeMaHTHYHMI aHaNi3 JUCKYpPCUBHUX (hpar-
MEHTIB J03BOJINB YCTAaHOBUTH CTPATEril0 yXU-
JSHHS BiJ MpsAMOI BIAMOBIAI Ta TAaKTHKH, 3a
JIOTIOMOTOI0 SIKMX BOHA BTLITFOETHCSI.

Merta ctarTi nonsirae y BUsBJI€HHI MOBHOCTH-
JMICTUYHUX 3ac00iB peaizalii KOMyHIKaTUBHOI
cTparerii yXWJIsSHHS BiJl TpsAMOi BiAMOBidi
B aHIJIOMOBHOMY JTUCKYPCI.

Buxkiaax oCHOBHOro marepiajay J0CJil-
skeHHs1. CTparerisd yXWISHHS BiJ IpsMOi BiTO-

BIJIl aJjpecara OpiEHTOBaHA HA 3al00IraHHs epe-
Jayl CMiBPO3MOBHUKY Ba)XJIMBOi 1H(oOpMaIlii,
nociabnaeHHss KOH(IIKTHOT 1HTepakKilii, HopMma-
Ji3a11it0 KOMYHIKaTHBHOT B3aeMoii (YCTUMEHKO,
2015). 3a3nadena crparerisa nepeadavae 3acTo-
CYBaHHS TaKUX OCHOBHHMX TaKTUK: MAKMUKA
VXUTAHHS Yepe3 aneiayito 00 4aco8020 YUHHUKA,
MaxKmuxa 8i0Mo8uU, MaKmuKa y3a2aibHeHHs.

[IpoananizyeMo JAHUCKYypCUBHI (hparMeHTH,
B SIKUX aJIpecar KePy€eETbCS MAKMUKOI VXUISIHHSL
yepe3 anensayito 00 4aco8020 YUHHUKA, TIOCHIIAO-
YUCh HAa TEMITOPAJIbHI apaMETPH SK TEPEITKOITY
JUUIs OTPUMAaHHS OYiKyBaHO1 1HGOpMaIIii:

But Mr Boltonimmediately tweeted a statement
of his own, saying: “I offered to resign last night
and President Trump said, ‘Let’s talk about it
tomorrow’ ” (1).

“Why would you want a hamster and not
a rabbit? Don 't you like rabbits?” I do like rab-
bits, she says thoughtfully. But I just want a ham-
ster because I like dinosaurs.

“Right,” I say, “let’s talk about this another
time, shall we?” (2).

SIk cBigYaTh TPUKIAAW, ajpecaTH HaMara-
IOTbCSI YHUKHYTH TPSAMOi BiAMOBIAl IMILTIITUTHO
I «MaHEBPYIOTH», BKUBAIOYM Yy BHUCIOBIEHHSX
imnieparuBu: Let s talk about it tomorrow, Let’s
talk about this another time, shall we? Tum
caMHM TapTHEPIB 3 KOMYHIKaIlii CIIOHYKaroTh
BIJIKJITACTH OOTOBOPEHHS TIOPYIICHUX ITHTAHb
Ha TICBHUH MPOMIKOK Yacy, 10, OYCBUIHO, HE
3aJI0BOJIBHUTH aJipecaHTiB. bepyun 10 yBarm
TOH (pakT, 10 B MUX BUIAJKAX HE €CILUTIKYEThCS
BIJIMOBa BiJl CHiBIIpalli, 3aCTOCYBaHHS JOCIII-
)KYBaHOI TAKTUKH HE PyHHYE MO3UTUBHOTO TOHY
KOMYHiKaIlii.

IIpomoryemo  fetanbHime npoaHam3yBaT1/1
peaizauito makmuKu yXuniHHs uepes aneisiyiio
00 4aco6020 YUHHUKA B TUCKYPCI:

Putin, said Kust, should listen to his opponents.
Asked if he expected Putin to do so, Kust paused.
“We’ll have to wait and see, " he said (3).

Mo’keMO MPHITYCTHUTH, 1110 B HABEIECHOMY BHIIIE
JTUCKYPCUBHOMY (parMeHTI BIIMOBa HaJaTH
NpsIMy BIJIMOBIJIb HA 3allMTaHHS 1HTEPB rOepa,

Bunyck 1. 2022
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BTIICHA y BHCIOBICHHI y MaifOyTHBOMY 4Yaci
We’ll have to wait and see, 3yMoBICHa BIiICYT-
HiCTIO OaXaHHs anpecara OpaTd BIANOBINANb-
HICTH 3a CBOIO BIJNOBigh a00 THM, IO agpecar
KBaJli(piKy€e MUTaHHS CMIBPO3MOBHHKA K HENO-
peyYHe 3 OISy Ha IMyOJIYHUIN XapaKkTep J1aIory.
Sk HaCHIJIOK, MH CIOCTEPIra€Mo BUMYIIICHE
YXWISHHS Bia mpsMoi BigmoBigi. OcoOnuBIiCTh
TOJ@HOTO JMCKYPCHBHOTO (parMeHty mMoisrae
B Iepenadi iHIIIaTUBU BiJ MOBLS 0 ClyXaua,
SKa CYHPOBOKYETHCS Tay3010, IO BHPAKECHO
TECTIOBOM paused. YpaxoByrOUr KOHTEKCT Y¥KU-
BaHH:I 3a3HAYEHOTO /II€CIIOBA, Iel HeBepOaTbHUI
3HaK MO)KHA IHTEPIPETYBaTH SIK HETOTOBHICTb
ajZjpecara Ha/IaTy BIJIIOBIIb HETAHHO.

VY pamkax peanizaiii cTparerii yXuJIssHHS BiJ
MPSIMOT BIZIMOBIJII apecaT MOXE BIABATHUCS 10
MaKmuku 8i0Mo8u, o mnepeadadae «oCcoOIMBUI
CIIeHapii MOBHOI B3a€MOJIi 3 KOHTaKTEPOM)
(binokonenko, 2019: 79— 80) 3a3HaueHa Tak-
THKa J03BOISE€ YHUKHYTH BiIIOBill 4epe3 eKc-
IUTIHTHY BiAMOBY, II0, 3 OJXHOTO 601<y, BUSIBIISIE
CBIJIOMY BiJIMOBY BiJl KOMYHIKaTUBHOI B3a€EMOJIii.
Xoua, 3 iHIIOT0 OOKY, B IIUX BHUMAJKaX IMpsMa
BIIMOBa IOM’SKII€HAa 32 PAaxXyHOK IOSICHEHHS
MPUYMHY, 10 BKa3ye€ Ha IMparHeHHs 30epertu
KOHTAKT 31 CITIBPO3MOBHUKOM, JI0 TIPUKIIAITY:

Q: Was it largely because she wasn't able
to recover properly from her hip injury?

A: I don’t want to get into detail simply
because it’s over. I said my piece. I felt like
the people who were responsible needed
to stand up and be accountable. My timing
wasn t perfect (4).

Speaking to the media for the first time
since the end of last season, Seattle Seahawks
quarterback Russell Wilson didn't care to talk
about the game that’s helped make him famous.
“To be honest with you, I don’t even want to talk
about football right now,” Wilson said during
a video conference Wednesday. “You know, that'’s
a thing that I don 't even know what that looks like
down the road or anything else. I think that none
of that matters. I can’t compare football to life
and what the black community is going through
right now” (5).

Y mepuioMy JMCKypCHBHOMY (parmeHTi,
YPHUBKY 3 iHTEPB’I0, a/[pecaT eKCILIIHUTHO Bil-
MOBJISIETECS  KOMEHTYBaTH TOJiI0, apryMeH-
Tytouu Lie ii HeakTyanbHicTIO: [ don't want to
get into detail simply because it's over. Bxxuruit
(bpaseomnoriam fo say one’s piece (BUCIOBUTHCS
BIJIBEPTO), HAJAIOYM PEIUTIIi EKCIIPECUBHOCTI,
CBIIUUTH TpO HeOakaHHS agpecara MPOJOBKY-
BaTH 00roBopeHHs 11i€i Temu. Bucnosnenns / felt
like the people who were responsible needed to

stand up and be accountable MmoxxHa u:[eHTH(InKy-
BaTH SIK OOBHHYBA4CHHS [ICBHUX JIOICH Ta 04i-
KyBaHHS BiJI HUX KOHKPETHUX Mdid. Y JaHOMY
BUIAJKy OCHOBHA TeMa 3a3Ha€ IMEBHOI aedop-
Marllii, ajie B3araji 11e¢ He MOpYIIye XiJa Jaiaio-
Tr1YHOI B3aeMOil.

Y  ngpyroMy JOUCKypcHUBHOMY (parMeHTi
aZpecar He JUIIe BiAMOBISETHCS BiJ MPSAMOL
BinnoBixai: I don't even want to talk about foot-
ball right now, ane i apryMeHTye HEIOPEUHICTb
06POB0peHH$I MUTaHHS BJACHOI CIIOPTUBHOI
Kap’epu 00CTaBHHAMH, 32 SIKUMHU II0TOYHA CHTY-
aIfisi COLIaIbHOTO XapaKTepy MocTae OLIbII 3Ha-
gymior: I can t compare football to life and what
the black community is going through right now.
BcraBHoto KOHCTpYKIIi€EwO to be honest with you
MOBIIEM T1JKPECIIOETHCS TOCTOBIPHICTh Ta M-
CUJTIOETHCS €MOLIMHICTh PeTTIKU-B1ATIOBI 1.

[IpoananizyeMo JTUCKYpCHUBHUN (parMeHT,
y SAKOMY aJ[pecaHtT He JMile 00rpyHTOBYE
CBOIO BiJIMOBY, a U MOM’SIKIIy€ KaTeTOPUYHICTh
CYIKSHHSI:

Asked at the White House this week if he plans
to impose tariffs on China as a punishment or
because of trade violations, Trump said, “I don’t
want to talk about that now. We’re in the midst
of some very big things” (6).

HaBenenwmii Buie AWCKYPCHUBHHE (DparMeHT,
VTUTIOIOUM  JTOCHIPKYBaHy TaKTHKY, MICTUTh
BUCJIOBIICHHSI aMEPHKAHCHKOTO TPE3UICHTA, SIKE
CKCILTIKY€ HOro He3rofly BECTH PO3MOBY TPO SKO-
HOMIYHI BiTHOCUHU cTOCOBHO Kurato: I don t want
to talk about that now. Hanani angpecar mocwia-
€THCSI HA HECTIPUATINBI YMOBU OOTOBOPEHHS MIi€l
npobieMu 13 BXKUBaHHAM rinepoonu: We're in
the midst of some very big things, mIKpeCTIOIOUYH
nepeOIbIIeHY 3HAYYIIICTh 1HIINAX TTO/IIHN.

Hactynuuii auckypcuBHUM ¢GparMeHT He
TIIBKA ~ JEMOHCTPYE BXKUBAaHHS  aJipecaToMm
TaKTUKH BIiJIMOBH 3 MOTHBOBAHOIO BiJIMOBOIO
HAJaTU MPSMY BiANOBiAb, a i MICTUTH aBTOp-
CBbKHUI KOMEHTap:

ROSE: Some think about this, and they look
at it, and they say, "Why her?"

KELLY: [ think it’s very clear to him that he
cannot control the editorial on my show, or from
me, in a debate or other setting.

ROSE: Just that? Thats all it is?

KELLY: I wouldn’t want to speculate beyond
that.

I can’t blame Kelly for not wanting to walk
too far down this path, but I’m with Rose — this
feels like an incomplete answer. So let’s try to
fillitin (7).

HesBakatoun Ha KOHKpETH3allll0 MHUTAHHS
MapTHEPOM 3 KOMYHIKallii, y BHUIIIEHABEICHOMY
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JMCKYPCUBHOMY (DParMeHTi TAKTHKA BiAMOBH
ajpecara BTiJIeHa BUCIOBICHHsIM: [ wouldn't
want to speculate beyond that. Cninm 3a3Ha-
YUTH, IO perUvlika ajapecara HE MICTHUTh OyIb-
SIKOT 1oJaTKoBoO1 1H(popMaIlii, sika O MosicHIOBaja
MpUYMHY BiJIMOBU HajaBaTH Biamosinb. IIpore,
aBTOp 3aliMa€ «HEUTPaJIbHY» TO3UIIII0, 3 OJHOTO
OOKy, HE BHCYBAlO4YM 3BUHYBAYCHHsI aJipecary —
I can't blame Kelly for not wanting to walk too
far down this path — Ta, 3 IHIIOTO GOKY, TOTOKY-
I0YHCh 3 PEaKIIi€l0 iIHTepPB 10epa 3 MPUBOLY OTPH-
MaHHs iH(opMallii B HEMOBHOMY 00csi3i — I'm
with Rose — this feels like an incomplete answer.
Jlo Toro *x, aBTOp HE BU3HAYa€e IIEH eram sK
KOH(IIKTHUHN nepelir KOMYHIKarlii, a, MiJcyMo-
BYIOYH, TIPOIIOHYE YHUTa4eBl CrpoOyBaTH 370Ta-
JaTHCs TIpo Hepockasane: So let’s try to fill it in.

IMniemenTartito  crparerii - yXWISHHS — BiX
MpsIMOi BIJMOBI/L 32 AOMIOMOTOIO MAKMuUKY y3a-
2abHeHHsl, IKa Ma€ Ha METi MPUXOBaTH CBOIO
BJIACHY JyMKY, CIIOCTEpIraéMO B HaBEICHUX
HIKYE TUCKYPCUBHHUX ()parMeHTax:

Bill, when you talk I can hear the frustration
in your voice. Does this stuff drive you crazy?

GATES: The only thing that drives anybody
crazy is the results for the students, which right
now nobody’s happy with. And so everybody
wants to change. But how quickly they want to
change, and what they want to change, every-
body has their own ideas (8).

I asked Webb who among his fellow senators
he considers potential Jacksonians. “People can
describe themselves,” he said (9).

Sk cBimYaTh MPUKITATH, IMIUTITATHA BiMOBA
ajipecara BiJl [IPsIMO1 BIJTIOBI1 HE MICTUTh HENpsi-
MOTO TOCWJIaHHS Ha TOYKY 30py 1HIIKX. Tak,
y KOHTEKCTI MIepIIOro AUCKYPCUBHOTO (DparMeHTa,
10 MICTUTh HEO3HA4YeHi 3aiiMeHHHKH (anybody,
everybody, nobody, they), Bka3zyeTbcs Ha THIO-
BICTh OINKCAHOTO SBUINA. BilbIl TOro, MOBEIb
BUXOJUTH 32 MEXI MUTaHHSA MPO MPUYHHU HOTO
EMOIIIfHOTO CTaHy Ta Y3arajJbHEHO OKPECIIOE
MIparHeHHs YWIEHIB CyCIUIbCTBA B LJIoMY — And so
everybody wants to change. But how quickly they
want to change, and what they want to change,
everybody has their own ideas. Takum 4MHOM,
CTBOPIOETHCS eq)eKT PO3MIHPEHOT Bi,I[l'IOBiI[i
X04d, B JIHCHOCTI, MOJAHY PEILTIKY CIiJ i7eH-
TchleBaTH SIK yXHIJICHHS! BiJ TIPSIMOI BiITIOBII.
Y IpyroMy AMCKYpPCHBHOMY (parMeHTi y Bifo-
Bl azipecara Ha IMTaHHs CTOCOBHO MOMITHYHIX
TIOTYISI/TIB WICHIB 3aKOHOJABYOTO OpPraHy CIOCTe-
piraeTecst 3MmimeHHsT (POKyCy 3 BIIACHOI TOUKH
30py Ha 3arayibHUl 10CBig — People can describe
themselves. [lonpu Te, 110 BIAMOBIIb CITIBPO3MOB-
HUKa HE BIUI3EPKATIOE HOTO OCOOMCTOI MO3HIIi,

a TIOJIaHe BUCIIOBJICHHS Ma€ XapakTep 3arajbHo-
BIJIOMOI iCTHUHH, 3aCTOCOBAaHA MOBIIEM JIUILJIOMA-
THUYHA TaKTHKa CHpusie 30epeKeHHI0 TapMOHiM-
HOTO PO3BUTKY KOMYHIKAIIii.

BHCHOBKH i mepcneKTHBH MOJAJIbIIUX PO3-
poOok. TakuM YHMHOM, CTpaTeris YXWISHHS Bif
psIMOT  BIZTMOBI/I JTO3BOJISIE aapecaTy HeE BiJ-
MOBIaTH HETailHO Ha MHUTaHHS, SIKE €, HA WOTo

IYyMKY, HEIOpeYHUM abo HebakaHUM, ajie MpHU
LFOMY HE TOPYIIYBATH «IAHLIODY, IO YTBOPIO-
€TBCS 3aBIIKM IONEPEMiHHIN axpecanii MoB-
JICHHS, HE BIZIMOBIISITUCH BiJ] CIIBIpALll, CIIPUATH
rapMOHi3allii KOMyHIKaTHUBHOI B3a€MO/Iii.

3’sicoBaHoO, IO JJIS peaji3alii cTparerii yxu-
JSHHS BiA OpsIMOi BIAHOBIZAI 3aCTOCOBYHOTHCS
HACTYIIHI TAaKTHKU: MAKMUuKa YXuisiHHA uepe3
anensayilo 00 4aco8020 YUHHUKA, MAKMUKa 6io-
MO8U, makmuxa y3zaeanbHeHHs. TaKkTUKa yXH-
JSTHHSL 4Yepe3 amejislfilo 10 YacOBOr0 YMHHHKA
Ma€ Ha METi MOCHJIAHHS HAa 4acoBi OOCTaBUHH,
gepes SKi 1711 MOBIIS HE € MOYKJITMBUM Ha/IaTH Bifl-
MOBiJIb ajpecaHTy. TakTWKa BiIMOBH HalliJieHa
Ha YHUKHEHHS BIANOBiAI uYepe3 eKCIUTIUTHY
BigMOBY. TakTHKa y3araabHEHHS Opi€HTOBaHA Ha
IIPUXOBYBAHHS aJ[pecaToM KOHKPETHOI BIIOB1/1
3 ICTHHHUM 3MICTOM 1 XapaKTepU3y€EThCS BIICYT-
HICTIO iH(bopMaTHBHOCTi roro penniK

Hagesieni y ctarTi npukmazam ta ixHiii aHam3
CBIYaTh PO CIPOMOKHICTH MEBHUX MOBHOCTH-
JICTUYHUX 3ac001B CIYryBaTd BTUICHHSM CTpa-
Teril yXWISHHS BiJ TpsAMOi BiIMOBiJIi. Cepeﬂ
CIICKTPY MOBHOCTHJIICTHYHHX 3aCO0IB BHILICHO
TMPHCITIBHAKHA YacCy, KOHCTPYKIii y MaiOy THEOMY
yaci, BCTaBHI KOHCTPYKIIi, 3amepedyHi KOH-
CTPYyKLii, HEO3HaueH1 3aiMEHHUKH, Tirepooy,
HeBepOabHI 3HAKH, IMIIEPATHBH, SKI CIIOHY-
KaroTh JI0 CIIJIBHOT Mii.

[lepcriekTHBY TOAANBIINX IOCHTIIKEHb BOa-
4aeMo y 3’SCYBaHHI IHIIMX KOMYHiKATHBHHX
CTpaTeriii 1 TAKTHK B aHIIIOMOBHOMY JHCKYPCi,
K1 CIIPUSIFOTh BCTAHOBJICHHIO MO3UTUBHUX MIXKO-
COOHMCTICHUX CTOCYHKIB 3 aJpecaHTOM Yy NOTEH-
[IHHO KOH(IIIKTHUX CUTYAIIisIX.
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Y cmammi posansidarombcs KOeHIMUBHI acriekmu mekcmy | QUCKypcy 8 cydacHil niHesicmuuyi. 3aysaxyembcs,
wo heHoOMEHU mekcm i QUCKYPC 8UBYarMbCA Ha MIli KO2HImUBHO-OUCKYPCUBHOI HayKogoi napaduemu, Wo € CbO200HI
naHieHot. Tekcm cxapakmepu308aHO SIK MakKpO3HaK, 8i03Ha4eHO €0HICMb MEKCMOB8020 3HAYEHHS, Herlo-
OinbHiCmMb CMUCIOYmMeoptoo4020 rpuHyurny. KomyHikayis U KoeHimuegiam miymadambscs K OisifibHICHUU
ni3HasasnbHUl npouec, a mekcm 5K 3Hapsi00s makoi KoMyHikauii U nisHaHHs. 3acmocygaHHs1 nodibHo20
nidxody, Ha Haw roansad, € adeksamHuM Ori MpakmysaHHs MOHAMMS MmeKcmy 3 MOoYKU 30py akmyarli-
3auii mekcmoegoeo KozHimueHo20 riomeHujany. InobasnbHi enacmueocmi mekcmy, Wo criegidHOCUMbCS
3 lio20 cmamycoM UiIIiCHO20 KOMYHIKamu8HO-KO2HIMUBHO20 IHCMpPYMEHMY, eU3Ha4arombCcs K cmpameaii
mekcmy, a eumikarodi 3 ubo20 nesHi Oif 3 enemMeHmamMu mekcmy — makmukamu. Tekcmoesi cmpameaii
3acpikcosaHi 8 mekcmi sik cugHanu eusHa4eHoi memu. Tekcm € nepedyciMm HOCIEM KO2HIMUBHOI ma KoMy-
HikamueHOI ¢byHKUil MoeU. Y 38’a3Ky 3 UUM y HbOMY 3Haxo0simb gidobpaxeHHsT maki (io20 acriekmu, siK
3micmosHul ma MolarbHUU, y SKUX 8UpaxxaembCs cmaesieHHs1 cyb’ekma 0o guciiosrntoeaHo2o. KomyHika-
museHuU acriekm mekcmy repedbayae Uo2o yinecrnpsmosaHe 8UKOPUCMAaHHS 8 HalpisHOMaHimHiwux Mos-
JleHHesux akmax. [ucKypc po3ymiembcsi ik 0608’si3kosuli 0briik ekcmpariiHegicmuyHUx ¢ghakmopis, ¢hak-
mopy adpecaHma ma adpecama, ix KOMyHiKamueHi IHmeHuji, posi, cumyauito crisnikyeaHHs1. BudineHo mpu
pieHIi opaaHi3zayii MO8HOI ocobucmocmi (rekcuka, mesaypyc, npasMamuKkoH), WO Crie8iOHOCSIMbCS 3 KOMY-
HikamusHUMU riompebamu (KOHMakmHor, iHghopmayiliHo, 6raueo8o) ma 3 mpboma cKraadHUKamu
CriNKy8aHHs1 (KOMyHikamugHUM, IHmMepakmuesHUM, repyenmueHuUM). 3arporioHoe8aHo iHeapiaHmHy mModerib
Ouckypcy, sika ckrnadaembcs 3 MPbOX pieHie, a came: (hopMasibHO-CEMIOMUYHO20, KO2HImueHOo-iHmeprpe-
myr4o20 ma couiasibHoO-iHmepakmueHo20. [JUCKYPCHI MOXIU8oCMi rnepuio20 pieHs1 8KoHarome 8 cebe
OCHO8HI Oif ma onepaujii cemiomu4Hoi disinbHocmi. [JUCKypCHi MOoxiugocmi Opy20e20 pigHsi gidrnoegidarome
3a adekgamHe 8i00bpaxeHHs hpacMeHmiI8 peasibHO20 YU ysI8HO20 c8imy. [JJUCKYpPCHI MoXrnueocmi mpe-
mb020 pieHs opieHmMoesaHi Ha dopeyHicmb 8UKOpUcmaHHs1 eepbarnizogaHux akmie y coujanbHilti 3aeMOOIi.
LocnidxeHHs1 KoMyHikamueHUX cmpameeili | makmuk ma 3acobie ix pernpeseHmauil 8 mekcmi ma OucKypci
€ Had3su4aliHO akmyasibHUM, OCKirbKu Oae ridcmasu 051 CMeopeHHS 3azasibHoi murosioeii cmpameaiy-
HO-maKmu4Ho20 romeHujary, po3MeXysaHHs1 iHeeHmapro 3acobie ix MaHighecmauii 8 emHOKyIbmypHit
ma MiKKyribmypHiti KOMyHIKauil, moMy Wo KOMyHikamueHi cmpameaii 0OHiei U miei ) MogrieHHe8oI rnoge-
OiHKU 8 pi3HUX Kynbmypax HeoOHakosi. Tak, Orisi 6acambOX Kyribmyp 8axkiueum € 0ompumaHHsi ducmaHuir,
3M’SIKWEHHS Kame2opUuYyHOCMI OUIHKU, HeeU3Ha4YeHicmpb, 8iOXUneHHs 8id rpsimoi 8idnoegidi, wjo He 3asxdu
MOXHa mpaHCrioHysamu Ha Criifiky8aHHs 3 rpedcmasHUKamMu iHWUX JTIH280KYIbMYPHUX CriflbHOM

Knroyoei cnoea: mekcm, Quckypc, KoeHimueHo-OUCKypcusHUl, cmpameais, makmuka, iHeapiaHmHa Mooerb.
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The article is dedicated to the cognitive aspects of the text and discourse in the modern linguistics. It is mentioned
that such phenomena as text and discourse are studied in the cognitive-discoursive scientific paradigm, that is main
today. The text is characterized as the macrosign, the unity of the textual meaning and the indivisibility of the meaning-
creating principle is stated. The communication and the cognitivism are understood as the active cognitive
process, and the text is the tool of such communication and cognition. The usage of such approach is
adequate, from our point of view, for understanding of the notion of text from in terms of the actualization
of the textual cognitive potential. Global properties of the text, which correspond to its status of the integral
communicative-cognitive tool, are defined as the strategies of the text, and the actions with elements
of the text coming from it are tactics. Textual strategies are fixed in the text as signs of the defined topic.
Text is, first of all, the bearer of the cognitive and communicative functions of the speech. Because of it, such
its aspects as informative and modal find their reflection and show the attitude of the subject to the stated.
The communicative aspect of the text presupposes its target usage in different speech acts. Discourse
is understood as an obligatory record of extra-linguistic factors, factor of the sender and the recipient,
their communicative intention, role, satiation of communication. Three levels of the language personality’s
organization were distinguished (lexis, thesaurus, pragmaticon) which correspond the communicative
needs (contact, informative, influential) and with three components of communication (communicative,
interactive, perceptual). The invariant model of discourse was proposed, which consists of three levels:
formal-semiotic, cognitive-interpretive and social-interactive. The discourse abilities of the first level
include main actions and operation of the semiotic activity. The discourse abilities of the second level are
responsible for the adequate representation of real or imaginary world’s fragments. The discourse abilities
of the third level are oriented at the relevance of verbalized acts’ usage in the modern social interaction.
The investigation of strategies and tactics and their representation’s means in the text and discourse are
very actual, as far as it gives reasons for creating the general typology of strategic-tactical potential, division
of tools of their manifestation in ethnocultural and intercultural communication, as communicative strategies
of one and the same communicative behavior are not the same in different cultures. So, for many cultures
it is important to preserve the distance, softening of the categorical evaluations, uncertainty, and deviation
from the direct answer, which not always can be transposed into the communication with representatives
of other linguocultural communities.

Key words: text, discourse, cognitive-discoursive, strategy, tactics, invariant model.

Beryn. YV nepmiiii noinoBuHi XX CT. MOBO3-
HaBCTBO 30CEPEKYBAJIOCS Ha BUBYECHHI OJHIET
3 IBOX J1aJIGKTUYHO B3a€EMOIIOB’I3aHUX CTOPIH
IMXOTOMII MOBH — MOBHI# cHCTeMI, aje, ITOYHU-
HAIO4H 3 JPYToi moxoBuHM 60-X POKIB, LICHTP
yBaru JIHTBICTIB NEPEHOCHTBCSL  HA  PYTY
YacTUHY Ili€i AIaleKTUYHOI €IHOCTI — MOB-
JICHHEBY JiSUTBHICTB Ta ii MPOIYKT — 3B’ SI3HHM
TEKCT, JUCKYPC.

B cydacHOMy MOBO3HABCTBI JOCHTH BILIH-
BOBOIO 1 aKTMBHO PO3POOJIIOBAHOIO € KOTHITUB-
HO-JIMCKYPCHBHA HAYKOBA [ApalirmMa. 3perToio,
SK TOHSTTA «JIUCKYpCY» TaK 1 MOHATTS KOTHI-
TUBHOI HayKd HE CTAHOBJATH JJsI MOBO3HaB-
CTBa BMKIIIOYHOI HOBU3HHU (30Kpema, Jucep-
TaliiiHi POOOTH KOTHITUBHOTO CIPSIMYBaHHS
3’ABISIIOTBCA 3 60-X POKIB MHHYJIOTO CTOJITTS).
AKTHBI3aIlis K BUKJIMKAaHA HOBHM €TarioM po3-
BUTKY JIIHTBICTUYHOI TEOpii: NEPEeXoioM BiJ
OIMMCYIOYHX JI0 TOSICHIOKOYHX TPOIIEayp. A came
3a3Ha4CHA TAapajurMa JI03BOJSE PO3IIAATH
MOBY K (DyHKI[IOHYOYy CHCTEMY 3HAKiB OJHO-
4acHO y JIBOX BUMipax: «MoBa — CyCHiIbCTBO»

Tta «MoBa — CaigoMmictb». llle ogHy nmpudunHy
MOXKHa BOadaTH y 3pOCTaHHI poJi KOMYHIKa-
TUBHUX TEXHOJOTiH, B T.4. MaHIMyJISATHBHOIO
THITY, PO3BUTOK AKHX JIMIIE B MEKAX HAYKOBOTO
aHan13y TEKCTOYTBOPIOIOYHMX CTPATEerid HEMOXK-
mvBwid. CrIpHsie IOIMPEHHIO TEPMiHa «IHCKYPC»
TakoX (hisocodis Ta eCTeTUKa TOCTMOJICPHY.

CporomHi  JIHTBICTUKAa TEKCTy 3aiHsuIa
YiJIbHE MICLI€ B MOBO3HABCTBI SIK OJWH 3 HOTro
OCHOBHMX HampsIMKiB, Jie, 30Kpema, 3/100yTo
3HAYHI pe3yNbTaTH B JIOCHIPKEHHI Mparma-
THYHUX AacCIeKTIB TEKCTy Ta HOro 3MiCTO-
BO-(OpMaNBbHOI CTPYKTYpH. B HbOMY MmIizHO
MPALIOIOTh K BITYM3HSHI, TaK 1 3apyObKHI
JIHTBICTH [[IMB. HAaIp.: Bax, 2011; Cook, 2006;
Halliday, 1989).

[ToHATTS «AUCKYpPC» B Cy4acHIiH Haylll BUSIB-
JSETHCS HaAOAaraTo3HaYHUM, MPH YOMY, pos-
LIMPIOKOYH TI0JIC CBOTO (YHKIIOHYBaHHS, LCH
TepMiH HaOyBa€ BCE HOBHX i HOBUX OCMUCIICHB!
e 1 «TEKCT», «TUIT TEKCTiBY, «XapaKTep KoMmy-
HIKaTUBHOI KYJIBTYpW», «KOTHITUBHHHA CTHIIBY,
«MOBa», «MOBJICHHEBUI aKT», «BUCJIOBICHHS,
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«peuenHs» oo (Aleksandrova, 2017; Baldry,
Thibault, 2006; Dijk, 2009; Widdowson, 2004).

MeTo10 3arpONIOHOBAHOI PO3BIAKH € CIipoba
JTOCHI/DKCHHST KOTHITUBHOI oOpraHizaiii auc-
Kypcy M BHOKpPEMJICHHSI MOT0O pIBHIB, a TaKOX
aHaJT3 POJIi CTpaTerii 1 TAKTUK B TBOPEHH1 KOT-
HITUBHOT TKAaHUHU TEKCTY.

MeTonmoJioriss BU3HAYAETHCI 3aBHAHHSIMHU,
MarepiajioM, XapaKTepoM CTaTTi 1 HOCUTh KOMII-
JekcHUi xapaktep. BoHa o00’eaHye OCHOBHI
MPUHIUIN KOTHITUBHOI TE€OPii, TUCKYpPCOIIOTii,
TEKCTOJIIHIBICTUKM Ta Teopii KOMYHIKarlii.
B nochimxeHHI TakoX BHKOPHCTaHI OCHOBHI
TOJIOKEHHSI Teopii MOBJIECHHEBHX aKTiB, sKa
npeacTapisie (QyHIAMEHTAIBHI TOHATTS IS
JHTBICTUYHOTO aHaJIi3y.

KorniTuBHi acnekTH JA0CJTiTKEHHS TEKCTY.
l'oBopsiun Mpo TeKCT SIK Mpo MpeaMeT JIIHTBi-
CTUYHOTIO JOCHII)KCHHS, CJIiJ BU3HATH, IO I
TIOHSATTS W JOCI TPAKTYETHCS TO-PI3HOMY, HE
JTUBJISTYMCH HA BXKE PO3POOJICHI acTeKTH Teopii
TEKCTY, METOJIOJIOTII0 Ta BPEIITI-PEIIT TepMi-
HOJIOTi10.

MeTor0 3anmponoHOBaHOI CTaTTi € cmpoba
IIOCJIiI[)KCHHH KOMyHiKaTI/IBHO KOTHITUBHOT
OpraHi3auii TEKCTy Ta POl CTpaTeriii 1 TaKTHK
B TBOPEHHI OCTaHHKOT.

BiamoBiges Ha mUTaHHS, IO SBILE COOOIO
TEKCT, MOJKHA 3HAWTH, BIABIIMCHL 1O JIIHIBI-
CTUYHOTO aHamizy. KoHuenmis cTpyKTypHHX
PIBHIB MOBH € HapDKHUM KaMEHEM CydacHOl
JIHTBICTUYHOI HAyKH B TIOSCHEHHI MOBHOI1
OymoBH. 3pO3yMiJIO, IO aHaJi3 TEKCTy Ha MOp-
(onoriyHOMy ¥ CHHTAaKCUYHOMY pIBHSIX HE
aJICKBaTHUI 3aBIaHHSAM JIHTBICTUKU TEKCTY
1 KOMyHIKaTUBHOT Ta KOTHITUBHOI JIIHTBICTUKH.

3ayBa)XUMO, IO TEKCT SIK KOMYHIKaTHBHA
OJMHUIIA JI0 IbOTO Yacy IIe HE Ma€ JI0CTaTHBO
OJTHO3HAYHOTO BUTIIyMa4ueHHs. Y BJIACHE JIIHTBi-
CTUYHUX  JIOCIHI/DKEHHSX  KOMYHIKATHBHHMA
1 KOTHITUBHUM aCIeKTH HEMOBOW BUHOCHUTHLCSA
3a JYy)XKH, a TEKCT y TaKOMYy pa3i IMOCTae sK
PI3HOBHI JIIHTBAJIbHOT HaAOAUHMII. JloCTimKy-
BaHe IPH IIbOMY KOJIO TIpobiieM Ge3mocepeIHb0
BUILTMBAE 3 MPOOICMATHKH, XapaKTepHOI I
BJIACHE JIIHTBICTUYHUX OJIMHUIIL (KaTeropm)
MEXI, LiTICHICTD, 1H(OPMATHBHICTh, 3B 53-
HICTb, IPOCIEKIIisl, PETPOCIEKIILS Ta IH.

JlocTaTHpO MOIIMPEH] NOCHIKCHHS aTpH-
OyTiB TekcTy sk Hocis iHpopmamii. Lli mpami
CTHUKAIOTBCS 3 TMpoOlieMaMH KOMYHiKalii B3a-
rajgi, ajge TepeBaXHO y IutaHi ii KiOepHe-
TUYHO-iH(OpMamiitHoro  TpakTyBaHHS  (Bif-
MPAaBHUK — KaHAJI — OACP>KyBay).

Hapemri, 3aranpHa T€Opist KOMyHIKaIlii po3-
DJISIIa€ TEKCT SIK OOWH 13 KOMIIOHEHTIB €1HOTO

npolecy KOMYyHiKallii, ToOOTO 1HTEpHpeTyeThCs
B3a€MO3B’SI30K TEKCTY 3 €JIEMEHTaMHU HaBe-
JIEHOT KOMYHIKaTUBHOI CXEMH.

BuHukae nymka, mo 3a3HadyeHe KOJIO IPO-
OeM He BHYEPIYE CYTTEBUX BIACTHBOCTEH
TekcTy. Hamportu, misia Hu3Ka SIBHII — TAKUX SIK
BHUJICHHSI OKPEMHUX EJIEMEHTIB TEKCTY, HOro
YWICHYBaHHS Ta 1H. — SBHO BUXOMISTH 32 MEXI
3a3HaYeHUX 3aCO01B OMUCY TEKCTY.

3a3HaYUMO TaKOX, IO ICHy€ WiAXidg A0
TEKCTy, OUIbII MPUIATHUM JUIsI TpakTyBaHHS
noniOHUX (EeHOMEHIB: 11e 3BEpHEHHs 10 aHa-
713y KOTHITUBHUX aCHEKTIB TEKCTY, KOI'HITHB-
HOTO TIOTEHIIaly KOHKPETHHX JIIHIBICTUYHHUX
3aco0iB 1 hopm, ceMaHTHYHHX TpaHCopMaIlii,
JIOCIIDKEHHSI  PI3HOIUIAHOBUX ~ KOTHITUBHUX
rapajurM, B3arajil KOTHITHUBI3MY SIK CYTTE€BOL
MparMaTMyHoOi ~ MDKKaTeropiaibHoi  O3HaKU
tekcty (Baldry, Thibault, 2006: 105).

TekcT xapakTepu3yeTbes SIK MaKpO3HaK, Bij-
3HAYA€THCS €/THICTh TEKCTOBOTO 3HAUYEHHS, HETIO-
JUIBHICTD  CMHUCJIOyTBOPIOIOYOTO  IPUHIIMITY.
Wnetbes mpo po3yMiHHS KOMYHIKallii ¥ KOTHi-
TUBI3MY $IK JISUTBHICHOTO Ii3HABaJbHOIO MpO-
LIECY, a TeKCTY SIK 3HApsAA/Is Takol KOMYHiKallii
i mi3HaHHA. 3aCTOCYBaHHS MOAIOHOTO MiIXOMY,
Ha HAIll TIOTVIAAJ], € aICKBATHIM JUIs TPAKTyBaHHsI
TMOHSTTS TEKCTY 3 TOYKH 30Py aKTyalli3arlii Tek-
CTOBOTO KOTHITHBHOTO TTOTEHITIATY.

Y cumiy camMoro BHW3HAYCHHS MisIBHOCTI,
TEKCT, BUKOPHUCTOBYBAaHUN Yy MpOIECl KOMYHi-
Kallii, € CBOro poay IHCTPYMEHTOM, IO CIIy-
JKUTD JJI1 BUKOHAHHS NIEBHOTO 3aBaaHHs. [1pu-
POIIHO, IO ISl oro 3A1MCHEHHS BiH ITOBUHEH
BOJIOZIITU BU3HAYEHUM HaOOpoM aTpuOyTiB, sIKi
BXKHUBAIOTHCS IEBHUM YNHOM, SKIIIO TEKCT YXKHU-
BA€THCS B 3a3HaUCHIN QyHKIIT.

YKUTOK TNEBHUX BJIACTUBOCTEM TEKCTY
B TMpOIeCi KOMYHIKAaTUBHOI Ta KOTHITHBHOL
JUSUTBHOCTI HAa3BEMO KOMYHIKATHBHO-KOTHi-
TUBHOIO OPraHi3ali€o TeKkcTy. 3aCTOCYBaHHS
MI00aTbHUX BIACTUBOCTEH TEKCTY, IO CIIBBII-
HOCHUTBCS 3 HOrO CTaTyCOM IUIICHOTO KOMYHi-
KaTUBHO-KOTHITHBHOTO 1HCTPYMEHTY, BH3Ha-
YUMO SIK CTpAaTerii TeKCTy, a BUTIKaIoui 3 [IbOTO
MIEeBHI i1 3 eIeMEHTaMU TEKCTY — TAKTHKAMHU.

Jlo cTpareriii HaneXarb:

1) nuHami3M (aBTOpChKa [isl, sIKa 3yMOBIIIOE
bopMy TeKcTy);

2) lHq)OpMaTI/IBHICTB (cBimoma mepemava
iHpopmarii crHiBydYacHUKY KOMYHIKaTHBHOTO
aKTy). 3ayBaKUMO, 110 11 TIepegada He € CaMo-
IULTI0, a KOMIIOHEHTOM IIUTICHOI KOMYHiKa-
THBHOI 11, CHPSIMOBAHO1 Ha IOCSTHEHHS BU3HA-
4yeHoi MeTH (Ha pa3l penpe3eHTallis OIIHHOTO
CTaBJICHHSI Cy0’€KTIB CHIJIKYBaHHS);
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3) aKkTMBOBaHICTH (IIEBHHMI pE3yNbTaT, IO
BiIOMBaeThCsl y mependadyBaHiid [ii CIIBPO3-
MOBHUKA);

4) mepcriekTHBa TEKCTY (OpiI€HTOBAHICTH
Ha BHUKOHaHHS Hajz3azgadl). [lepcrekTuBa
OKPECITIOE PO3TAllyBaHHS MOBHOTO Marepiaiy
i crmoci6 #oro odopmileHHS — OUIBIY YU
MEHIIIY SICKPaBICTh OKPEMHX YacCTHH TEKCTY,
BI/IpiSHeHHSI HOTo €JeMEHTIB, JOKIAIHICTh YU
CXEMaTU4YHICTh npop06neHH;1

5) mieBicTh TeKCTy (Ha BiAMIHY BiJ AHMHA-
Mi3My BiJIIOBiJa€ JIAHITIOTOBI ()aKTiB, IO CKJIa-
JAI0Th 3MICT TEKCTY).

TekcToBi cTparerii 3adikcoBaHi B TEKCTI 5K
CUTHAJIM BU3HAYCHOI TeMU. JIOKaIlisi TAKUX CHT-
HAJIB Y TEKCTI Ma€ MeBHE NMPU3HAYCHHS: SIKIIO
TEMAaTU4YHI BHPa3H PO3TALIOBaHI Y MPENoO3UIi
JI0 TEKCTY, BOHHU JIOTIOMAraroTh aapecary chop-
MyBaTH TINOTE3y BITHOCHO TEMHU TEKCTY s
TOTO, OO HACTYITHI pEUCHHS MOTJIH Oy TH IHTEP-
MPETOBaHI CTOCOBHO IIbOIO MaKpOpEUYEHHS
3BEpXy JAOHM3Y. SIKIIO K CUTHAJIA PO3TalllOBaHi
B HOCTHO3Hui'1“1' JI0 TEKCTY, TO BOHHU CIIy>KaTb
JUIS IEPEBIPKH, PUTalyBaHHS Ta KOPHIyBaHHS
BXKE BUJIIJICHUX aJpPecaToM MaKpOIPOIIO3UIIIN
(Drewniany, Jewler, 2010; Dijk, Kintsch, 1983).

HaBeneni Buime cTparerii BUSBISIOTHCS
i peasizyloThCs 3a IOTIOMOTOIO TAKTHK Ha PiBHI
OKpPEMHX EJICMCHTIB TEKCTY.

Jlo TakTUK HEOOX1THO BKJIFOYMTH TaKi:

1) HOMmIHamisi (TBOPEHHS IPOIMO3UTHBHUX
HaliMEHYBaHb JIii);

2) mpeaukarlis (CIiBBIIHECEHICTh MPOITO3HU-
TUBHUX HaﬁMeHyBaHb 3 MIHCHICTIO);

3) Temaruzamisi (CKpIMJIEHHS TMPOMO3U-
TUBHUX 3HAYCHb B €JJUHE 1ILJIE);

4) crumizamis (mo6ip MOBHUX 3aco0iB, IO
[IOCTAYAI0OTh TEKCT HEOOXITHUMH KOHOTALISIMU
B KOHKPETHHX YMOBaX CIIJIKYBaHHS);

5) akTyanbHE WiIEHYBaHHS; 6) 3aBEPIICHICTh
pedyeHHs1 abo 1HIIOro €JeMEHTa TEeKCTy B TeK-
CTOBOMY KOHTHUHYYMI.

[Tepenik cTpareriii i TaKTUK TEKCTy MOXKE
OyTH MOJIOBKEHUIA, TOMY 1110 TEKCT — 11€ TPOAYKT
MOBJICHHS, 5IK€, Y CBOIO UEpPTYy, € BTUICHHSM IPO-
1[eCy B110Opa)KeHHS KApTHUHU CBITY B Halllii CBi-
JIOMOCTI, III0 HEMOXXJIUBO 0e3 CIiBpOOITHUIITBA
HAyKH MPO MOBY 3 CYMIXKHMMH T'yMaHITApHUMU
HayKamMH (TICUXOJIIHI'BICTHKOIO, JIOTiKOIO, COLIO-
JIOTI€F0 TOIIO).

TaxuMm YMHOM, TEKCT — CTPYKTypa OararopiBHEBa,
OJIVHHII] SIKOT BUSIBIISTFOTHCSI 3HAYMMHUMHE HE CaMmi 10
€001, a TUTBKX y B3a€MO/TI1 OJTHA 3 OTHOKO ¥ 3 TEKCTOM
y LIoMy. 3Ha4€HHEBUI MPOCTIP TEKCTY (POPMYIOTh
TOPU30HTAJIbHI T4 BEPTUKAJIBHI (€KCTUTIIUTHI 1 1MII-
JHIIUTHI) B3a€EMO3B’I3KW TEKCTOBUX OTUHHUITb.

Texct € mepemyciM HOCIEM KOTHITHBHOL
Ta KOMYHIKaTUBHOI (yHKIIH MOBH. Y 3B’SI3KY
3 UM Y HbOMY 3HaXOISITh BiTOOpa)KeHHS TaKi HOro
aCIeKTH, SIK 3MICTOBHUM Ta MOJNAIbHUM, Y SKHX
BUPAKAETHCS CTABIICHHS Cy0 €KTa /10 BUCIIOBITIOBA-
Horo. KoMyHIKaTHBHMIA acTIeKT TEKCTY mepeadoadae
HOro niiecnpsiMoBaHe BUKOPUCTaHHS B Halpi3HO-
MAaHITHILIINX MOBJICHHEBUX aKTaX.

KorniTuBHi mapamMerpm BHBYEHHSI JHC-
Kkypey. [lin auckypcoMm po3ymitoTe 000B’s3-
KOBUH 00K eKCTpaniHrBiCTI/IqHI/IX thakropis,
hakropy ajpecaHTa Ta ajpecara, ix KOMYHIKa-
THBHI 1HTEHIIi1, pOJIi, CUTYaLlil0 CIIIJIKYBaHHS.

OCKUTBKH KOHTEKCT TUCKYPCY MOJIEIIOETHCS
y GopMi THUIIOBUX MparMaTHYHUX CHUTYaIlid, TO
crocodu opranizamii X y HUTICHUH IUCKYpC
JETEepPMIHOBaH1 JUCKYPCUBHO pPEJIEBaHTHUMU
KOMITOHEHTaMH COILI1aJIbHOTO KOHTEKCTY 1 BHY-
TPILIHBOIO CTPYKTYPOIO MOBLIS.

[TpuiimMarouu B yBary 30BHi- i BHYTPITEKCTOBI
XapaKTePUCTUKN MOBH, IIPONOHY€ETHCS HACTYITHA
Kkiacuikaiisg Kareropii JUCKypcy, 3amporoHo-
BaHa B.I. Kapacukom (Kapacuk, 1998: 185-197):

1) KOHCTI/ITyTI/IBHi [0 JO3BOJISIIOTH BiJIpi3-
HUTH TEKCT BiJl HETEKCTY (BIZXHOCHA Oopmiie-
HICTh, TEMAaTU4HA, CTPYKTypHa €IHICTH 1 BiJ-
HOCHA 3HAYCHHEBA 3aBEPUICHICTH ),

2) >KaHpPOBO-CTWJIICTHYHI, WIO XapaKTepH-
3yIOTb TEKCTH B IUIaHI 1XHBOI BIAMOBIAHOCTI
(YHKIIOHATFHUM PI3HOBHJIAM MOBH (CTHIIHOBA
IPUHAJIEXKHICTb, ’KaHPOBUI KAHOH, CTYIIHb aMII-
midikaii / komnpecii);

3) 3MicTOBHI (cemaHTHKO- mparMaTuyHi), 1Mo
PO3KPHBAIOTH 3MICT TEKCTY (apecaTHicTh, 00pa3
aBTOpa, IHQOPMATUBHICTh, MOJAIBHICTH, IHTEP-
TPETOBAHICTH, IHTEPTEKCTYaIbHA OPIEHTALLIs);

4) ¢dopManbHO-CTPYKTYpHI, IO XapaKTepu-
3yI0Th CIIOCIO oprasizamii TeKcTy (KOMIO3UIIif,
YJICHOBAHICTh, KOTE31s).

3BepTaHHs 10 OpraHizamiiiHOI apXiTEKTOHIKH
JUCKYpCy TPOAMKTOBAHE CaMOI0 IPUPOIOIO
JIFOCHKOTO CHUIKYBaHHS, IO PO3YMIETHCS SIK
mi3HaBaJbHa misuibHICTE. IlogiOHO 1m0 TOTO,
SK y 3IIMCHEHHI OyIb-SKOTO BHUAY MISTBHOCTI
iHiuiaTHBa HAJIG)KUTh Cy0’€KTOBI HisNTBHOCTI,
B Oprasisaiii IMCKypCy Taka poib HaICKHTh
Cy0’€KTOB1 TUCKYPCY.

Heo0xi1H0 3ayBa)XUTH, 110 TEPMiH «Cy0’ €KT»
HAJISKHUTH 0 cepu abCTPaKTHO KaTeropisyro-
YOro MUCJICHHS Ta yKa3ye Ha 1HAMBiAa B3araii.
Came mpobrnema cy0’ekTa 00’€IHYy€ JIHTBIiC-
THKY, TICUXOaHAJ3, EMiCTeMOJIOrii0, JIOTIKY,
¢imocodiro, icropito, mnomitosorito (Baldry,
Thibault, 2006; Fei, Yunfang, 2013), nigTBep-
JOUKYIOUM TUM CaMUM, IO aHaji3 JUCKYypCy —
1€ MYyJIBTITUCIIUTIIIHApHA ITapUHA.
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CKJIaIIHi MOJeJl BIAHONIEHh 3HAHL Ta 3HA-
4CHb, K1 YTBOPIOKOTBCS Y KAPTHHI CBITY MOBHOI
0COOHMCTOCTI, peai3yroThes B KOMyanaun e
OCHOBHY pOJIb BIITparOTh MOTHBAIilHI (ak-
Topu. Bunineni Tpu piBHI oprasizaiii MOBHOI
ocobuctocTi (JIekcWKa, Te3aypyc, Iparma-
TUKOH) CIIBBIIHOCATHCSA 3 KOMYHIKaTUBHUMH
norpedamMu  (KOHTAaKTHOIO, 1H(OpPMAIIHHOIO,
BIUTMBOBOIO) Ta 3 TPpbOMa CKJIAJHUKAMHU CHij-
KyBaHHSl (KOMYHIKaTUBHHUM, 1HTEPAKTUBHHM,
MEePLENTUBHUM).

3 OaueHHsAM JUCKYpCY SIK 1€papXiyHO KOH-
CTPYMOBAHOI CKJIAJHOI CUCTEMH, LIO CKJIaaa-
€THCS 3 TPHOX PiBHIB, a came: (hopmasibHO-Ce-
MiOTUYHOTO, KOTHITUBHO-1HTEPITPETYIOYOTO
Ta COIaIbHO-IHTEPAKTUBHOTO, HAM IPEACTAaB-
JSE€THCS. MOXJIMBUM IOOYIyBaTH 1HBapiaHTHY
MOJIETTb AUCKYPCY.

JIMCKypCHI MOXKJIMBOCTI TEPIIOTO PiBHSA
BKJIIOYAIOTh B ce0e OCHOBHI Jii Ta omeparii
CEeMIOTUYHOI isNIbHOCTI. JIMCKypCHI MOXIJIH-
BOCTI JIpYyroro piBHSA BiANOBIJAIOTH 3a aJeK-
BaTHE B1JIOOpakeHHS (PparMeHTIB peabHOTro
YH YSIBHOTO CBITY. J{MCKYpPCHI MOXJIMBOCTI Tpe-
THOTO PIBHSI OPIEHTOBaHI Ha JOPEUYHICTh BUKO-
pucTaHHs BepOai30BaHUX aKTIB Yy COIlialIbHIN
B3a€MOII.

ManiecTtanTaMu KOMYHIKaTUBHHX CTpa-
Terii Ha (OpPMaIbHO-CEMIOTUYHOMY piBHI
€ 3BEpTaHHs, 3alMEHHHKH, BUTYKH, pi3HOMa-
HITHI CTEPEOTHIHI CHOJYYEHHs, IMIEpaTUBHI
JIi€CIIOBa, aaBepOM 4Yacy MOMEHTY MOBJICHHS,
TPUBAJIICTh / CTUCITICTh MOBJIEHHS, MOBUAHHS,
ray3u, 3aCTOCYBaHHs KOHCTPYKIIii, 1110 MOJer-
LTyIOTh ICKOJlyBaHHSI a/[PECATOM.

Y Bumagkax KOMYHIKATHBHOI CyHEpEdKH
CTPATETIE€I0 CIYKUTh TOIMKAIBLHO 1HTETPOBAHE,
OoOTpyHTOBaHE W TIOCHIJIOBHE BiJICTOIOBAHHS
CBOE1 TOYKH 30Dy, il aprymeHTalis 3a AOIo-
MOTOIO BCTaBHUX CIIiB, TEMa-pPEMaTHYHOI Oopra-
Hi3alli Ta 1HIIMX 3ac001B.

Ha xorHiTUBHO-IHTEpPIpPETYIOUOMY piBHI
KOMYHIKaTHBHI1 cTparerii BUSIBIISIIOTHCS
y B3a€MOOpI€HTALlI] agpecanTa Ta ajpecara Ha
CIUTBHUN a00 aHAJIOTTYHUH KOTHITUBHUAMN (bpar—
MEHT Te3aypyciB, Ha CIUIBHICTh IPECYTO3HUILI,
Ha 3IaTHICTH ajpecara JCKOAYBATH IMIATEKCT,
TTMOWHHI M1acTy 3MicTy. Ha ibomy piBHi cTpa-
Terii MOBJICHHEBOI MOBEIIHKH 3yMOBIICHI Kap-
THHAMH CBITY, IHHOCTSMH 1 €THOKY/IBTYPHUMH
HOPMaMH KOMYHIKaTHBHOI IOBEIIHKH CTHOCY,
710 SIKOTO HaJIeKaTh CHiBpo3MoBHUKH. Jlo cTpa-
TEer1i JaHOTO PiBHS HaJIeKaTh TAKOXK MPAarHEHHS
IO JIOT1YHOCTI1, HECYTIEPEYHOCT] BUKIIATY, aJICK-
BaTHOI1 ()OPMATHBHOCTI, HOBU3HHU, apTyMEHTO-
BaHOCTI.

Ha comiaibHO-IHTEpaKTUBHOMY piBHI CTpa-
Terii ajpecaHTa MOBUHHI BPaxOBYBATH cTpa-
Terii agpecara, IOro COLialbHO-POIBOBHI
CTaTyC, LiJi JUIsl TOYaTKy CHUIKYBAaHHS, MPO-
KypPCUBHE pearyBaHHsI B X011 KOMyHIKaIlii.

AnpecanTy HEOOXiIHO HE BTPATUTHU YBary,
3aIliKaBJICHHS ajapecara (aapecariB), Bpaxo-
ByBaTH iX OakKaHHs, KOHTPOJIOBaTH Ta KOpH-
ryBaTH TIpOIleC KOMYHiKallii, MmATpUMYyBaTH
€TUKETHO-PUTYaJIbHY TOBEAIHKY, IO peria-
MEHTYEThCS HABKOJHIIHIM CEpPEIOBUILEM, JI€
BUpIIIANbHY POJb BiAIrpaloTh €KCTpa- Ta rnapa-
JHTBaJIbHI (paKTOPH.

HaBenena Monens KOJHOIO MIpOIO HE Ipe-
TEHJy€ Ha 3aBepIIeHICTb. BoHa € pobovoro
i aOCTpPakTHOIO CXEMOIO B TOMY IUIaHi, IIO
HAOYHO BiJIOOpa)kae ONWH 13 MOXJIMBHUX M-
XOJIIB JIO THUIIOJOTI3aIli pPI3HUX OHCKYPCIB.
JlonaMo TakoX, M0 MHOXKHHHI pessiii gia-
JIOTTYHOCTI SIK yCEepenHHi, TaK 1 1mo3a MexaMHu
MO, TUHAMIZYIOTh ii, JOMyCKatOYH MOXKJIH-
BICTH 11 3aCTOCYBaHHS B KOHKPETHUX KOMYHIKa-
TUBHUX CUTYaIIisX.

Mu  BBa)KaeMo, IO IMOHSTTS «IHCKYPC»
CIIIBBIIHOCHE 3 TMOHSATTSIM «TEKCT» 1 Xapak-
TEPU3Y€ETHCS AHAJIOTIYHUMU 3 TEKCTOM O3Ha-
KaMHM — 3aBEPIICHICTIO, LITICHICTIO, 3B’ I3HICTIO
TOIIIO, IPOTE ¥ BiAPI3HIETHCS BiJl OCTAHHBOTO
THM, IO PO3TIISIIAETHCS OAHOYACHO 1 SIK MTPOIIEC
(3 ypaxyBaHHSIM BIUIUBY COLIOKYJIBTYPHHX,
EKCTPATIHTBICTUYHHUX Ta KOMYHIKATUBHO-CHUTY-
aTUBHUX (DAKTOPIB), 1 SIK PE3YNIbTAT y BUTIISAII
(hiKCOBAHOTO TEKCTY

BucnoBku. Texct — cTpykrypa Oararopis-
HEBa, OJMHMUIIN $IKOT BUSBISIFOTHCS 3HAUMMUMHU
He cami Mo coOi, a TUIBKA y B3aEMOIl OAHA
3 OJHOIO ¥ 3 TEKCTOM Y uiomMy. 3Ha4YeHHEBUN
IPOCTIP  TEKCTYy  (HOPMYIOTH FOpI/I3OHTaJILH1
Ta BepTI/IKaJII)Hl (EKCTUTIIUTHI ¥ IMITTIITATHI)
B3a€MO3B’SI3KM  TEKCTOBUX OJMHHUIb. TEKCT
€ TIepeayciM HOCIEM KOTHITMBHOI Ta KOMYHIKa-
TUBHOT (PYHKITIH MOBH. Y 3B’SI3KY 3 IIUM y HBOMY
3HAXONATh BiJIOOPaKEHHS TaKl HOTO acCIeKTH,
SIK 3MICTOBHHUH Ta MOJIQJIbHUM, Y SIKUX BHUpaka-
€ThCS CTABJICHHSI Cy0’ €KTa 10 BUCIIOBIIOBAHOTO.
KomyHikaTuBHUII acCleKT TEKCTy mepeadavyae
Horo mijiecrpsiMoBaHE BUKOPUCTAHHS B Halpis-
HOMAHITHIIIIUX MOBJICHHEBUX aKTaX.

Juckypc — 11e KOMyHIKaTUBHA Jis, 110 Big0y-
BA€THCS MK aIpECaHTOM Ta aapecaToM B Mpo-
1eci KOMyHIKalii y BHU3HAYEHOMY KOHTEKCTI.
Lst mist Moke OyTH MOBJICHHEBOIO, TUCEMOBOIO,
MaTH BepOasbHI Ta HeBEpOaIbHI CKJIAJIOBI.

HocnipkeHHsT ~ KOMYHIKaTUBHMX  CTpa-
TETi 1 TaKTHMK Ta 3aco0iB iX pemnpe3eHTaril
B TEKCTI Ta JUCKYpCl € HaJA3BUYANHO aKTy-
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aJbHUM, OCKLUIBKH J1a€ MiACTaBH JJIsI CTBOPEHHS
3arajpHOI THUIIOJIOTII CTPaTeriyHO-TaKTUYHOTO
MTOTEHITIAITy, PO3MEXKYBaHHS iIHBEHTAPIO 3aCO0IB
ix MaHidecTalii B eTHOKYIBTYPHIH Ta MIXKKYJITb-
TYypHiil KOMYHIKaIlli, TOMy 1110 KOMYHIKaTHUBHI
cTpaTterii ofHi€i i Ti€l )X MOBJIEHHEBOI MOBe-
JIHKA B PI3HUX KYyJbTypax HEOJHaKOBi. Tak,
sl 6aratboX KyJbTYp BaXXJIUBUM € JIOTPH-
MaHHS JUCTaHIi, 3M SKIIEHHS KaTeropuy-
HOCTI OLIIHKH, HEBU3HAYEHICTh, BIAXWJIEHHS Bl
MPSIMOi BIMOBIII, 110 HE 3aBXKIU MOXKHA TpaH-
CIIOHYBAaTH Ha CITUIKYBaHHS 3 MPEACTAaBHUKAMHU
IHIIMX JIHTBOKYJIBTYPHUX CIUIBHOT.
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Cmamms npuceayeHa 8UBYEHHIO My3UYHUX peanil y WeKcripiecbkoMy AUCKYPCi 8 KOHMEeKemi aHasi3y 83aeMornpo-
HUKHEHHST My3u4Ho20 sudy mucmeymea U meopyoi cnadwjuHu B. Lllekcripa. OcHosHa ygaza 8 pobomi 3ocepedxeHa Ha
00cnidXeHHi TeKcuKo-ceMaHmuYHuX 3acobig akmyarnizauii KoHuenmy «My3uka» 8 WeKCripiecbKux Komedisix.

KomninexcHut mixducyunniHapHul nidxid dosgonue po3ansHymu My3uKy sk ud Mucmeymea, Wo 3a C80€et0 Mpupodor
3HaYHOK MIPOK KOPESTIOE 3 MOBOK Ui Mae WUpPOKUU nomeHujan eepbanisayji 8 XyO0XHIiX mekcmax 3a paxyHoK HOMiHauj,
Oeckpunyii U npedukayii My3uyHux peanid. Y docnidxeHHi Ha 0CHOBI 3a2anibHOHayKogux Memodie aHanisy, cuHme3sy U cro-
cmepexeHHs1 8 MOEGHaHHI 3 NiH28iCMUYHUMU MemodaMu YMOYHEHI fiHegicmuyHi mepmiHu U noHammsi, adzepeHmHi 4o
memu 0ocnidxeHHs (aHanis criosHUkosux 0egbiHiyili); susHadyeHUli crmamyc My3UKU 8 Kynbmypi SK y 3a2arbHoicmopuy-
HOMY acrekmi, mak i 8 KOoHKpemHul wekcnipiecbkuti nepiod (niHa8oKynbmyponoaiyHuti Memod); 0ocnidxxeHa cmpykmypHa
opaaHisauyisi TEKCUKO-CeMaHmu4yHo20 osisi My3uKku (KOMIOHeHMHUU aHasi3); 8UsiereHi OCHOBHI MPUHUUNU Kame20pusaui
JIEKCUKO-CEMaHMUYHO20 nossi My3uku (QucmpubymusHul aHani3); a makox 30ilicHeHa Knacucbikauis eepbarnizamopis
My3uyHux peariti y komedisix B. Lllekcnipa (Memod maKkcoHOMiI).

Y mexax aHanisy nekcuko-cemMaHmuyHux 3acobie akmyanisauii koHuernmy «my3uka» O0ocridxeHi npami U Herpsami
HoMmiHauii My3u4Hoeo eudy mucmeuymea. Ha ocHosi aHanisy inocmpamueHo20 Mamepiasy eusieneHi Kkpumepii sepbari-
3ayiil HerpsMUX HOMIHauit My3uYHUX peanit, siKi 8 wekcripiecbkux Komedisax npedcmasneHi 3a Ha380k, XaHpom, perpe-
3eHmMamopoM ma 3acobom penpeseHmauil.

Y noedHanHi 3 0eckpunmugHUMU U npedukamueHuMU 0OUHUUAMU MPAMI U HerpsiMi HOMIHauii My3uyHUX pearid, iHKop-
nopoeaHux y komedii B. Lllekcripa, gu3Ha4alomb MOHasbHICMb eMOmMUHO20 3abaperieHHs1 C1080CMOMyYeHb i ecrii-
KytombCs i3 KOHMeKcmy 6 rfpoueci cripuliHamms dpamamuyHux mekcmie. Ha ocHoei aHanidy deckpunuii KoHyenmy
«My3uka» 8 komediax B. Lllekcnipa po3pobneHo knacugbikayito 0CHOBHUX GeCKpUNMUBHUX MapKepie My3uyHUx pearnid,
wo 3abesneyyoms CEMaHMUYHO 8UYEPITHI ONUCU MUCMeUbKUX meopig. AHani3 npedukauyii KoHuernmy «My3uka» 8 Kome-
Oisix B. Lllexcnipa makox Ao3801ue Knacugbikysamu emnipudHuUl Mamepian 3a 0ieto penpeseHmamopa / peyurnieHma Ha
My3UyHi peanii ma 0iero My3u4HUX peaniti Ha penpeseHmamopa / peyurieHma.

Knroyoei cnosa: koHuenm «My3ukay», eepbanizauis My3uyHux peanit, XyQoxHili mekcm, wekcnipiecbkuli AucKypc,
komedis, IEKCUKO-CEMaHMUYHe rose, HoMiHauisi, 0eckpunyisi, npedukauisi.
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The article considers the music realia in the Shakespearean discourse in frames of analysing the interpenetration
of the musical art and dramatic heritage of William Shakespeare. Special attention is given to the lexical and semantic
means of music concept functioning in Shakespeare’s comedies.

A multidisciplinary approach allowed considering the music as an art form, largely correlating with language and having
a vast potential to be verbalised in literary texts through nominations, descriptions and predications of the musical realia.
In this research, on the basis of general scientific methods of analysis, synthesis and observation, combined with linguistic
methods, linguistic terms and concepts adherent to the research topic are defined (analysis of dictionary definitions);
the music’s role in culture is determined both in the general historical aspect and in the specific Shakespearean period
(linguocultural method); the structure of the lexico-semantic field of the concept “‘music” is investigated (component
analysis); the main categories of the lexico-semantic field of music are revealed (distributive analysis); musical realia
verbalisers in William Shakespeare’s comedies are classified (taxonomy method).

In frames of the analysis of lexical and semantic means of the music concept functioning, direct and indirect nominations
of the musical art form are studied. Based on the illustrative material analysis, the criteria for verbalising indirect categories
of musical realia, represented in Shakespearean comedies by name, genre, representative and representation means, are
identified.

Combined with descriptive and predicative units, direct and indirect nominations of the musical realia, incorporated into
William Shakespeare’s comedies, determine the emotional tonality of the lexical units, which is explicated from the context
during dramatic texts perception. The analysis of the concept “music” description in Shakespeare’s comedies provided
the classification of the main descriptive markers of musical realia. The predicative aspects of the music concept verbalizing
in William Shakespeare’s comedies are classified according to the acting of the representative/recipient on the musical

layKOBWM BICHMK XEpPCOHCbKOro OEep)aBHOro yHiBepCcUTETY

realia and the musical realia acting on the representative/recipient.
Key words: concept “music”, music realia verbalisation, literary text, Shakespearean discourse, comedy, lexico-

semantic field, nomination, description, predication.

Beryn. Mysuka sk BHJ MHCTENTBA B CHC-
TeMi ryMaHiTapHoro 3HAHHS, aKTyaJ'IiByIO'-II/ICB
y Xy,I[O)KHlX TEKCTaX, CYHPOBOIKYE CIO)KETHI
JiHI{, CTBOPIOIOYH  BIAMOBITHY aTMOC(bepy
H BHUCTyHalouud eJIEeMEHTOM KOMYHIKaTHUBHUX
CUTyalliil. 3HAYHOI MIpPOI0 KOPETIOIYH 3a
CBOEIO TIPUPOOI0 3 MOBOIO, My3HKa BiToOpaxkae
MINCHICTE B eMOI_III/IHI/IX MEPEKUBAHHAX Yepe3
3BYKH, B OCHOBI SIKMX KPHIOTHCSI y3arajibHCHI
IHTOHAIIT JIFOACHKOI MOBH.

CydacHu#l MIEKCIIPIBCHKUN TUCKYPC KOPEIoE
3 ycima cpepaMu CyCTBHOTO JKUTTSI, @ HE3MIHHA
aKTyaJbHICTh TBOPYOCTI BUIATHOTO aHTITIMCHKOTO
JIpaMaTtypra W rmoera enoxw BiapomkeHHs Cro-
HyKa€ JI0 MOIIYKiB HOBUX ACMEKTIB JIOCI1IKEHHS
Horo TBopiB SIK1 JIar0Th HOBH MOTJISI HA CYCIiTb-
HO-TIOMITHYHI, EKOHOMIYHI K Ky'J'IBTyle MPOIIECH
SIK TOrOYacCHOI'O CyCHlJILCTBa TaKk 1 Cy4acHOTO.
O,Z[HI/IM 13 TAKUX BEKTOPIB IIOCHIZ[)KGHH;I € IINTaHHS
aKTyaJTizallii My3uKH B XyJIOKHIX TekcTax. [lompu
BEIMKHMH 1HTEepec A0 TBopuocTi Binbsma Illex-
cripa B YKpaiHi, BUBYEHHS aKTyasi3allii KOHIIENTY
«MY3HWKa» B KOMEIISX JpaMaTypra 3aJHIIaAEThCs
MAaJIOAO CITLIKEHVM.

AKTyaJIbHiCTb AOCJIIIKeHHsI  3yMOBJICHA
3HAYUMICTIO MY3HKH SIK €IeMCHTa KyIbTypH
B CHCTE€MI T'yMaHITapHOTO 3HAHHSI Ta HCO6X1Il-
HicTIO c(doKkycyBaTh yBary Ha ,Z[OCHIII)KGHHI
bOTO (PEHOMEHY B HICKCIIPiBCHKOMY ):[I/ICKypc1
30kpeMa B komenisx B. Illekcmipa, siki 3a0e3rme-
YYFOTh ITOJTIACTIEKTHE BiI0OPaKCHHS JKUTTSI TOTO-
YaCHOTO CYCHUIbCTBA W JEMOHCTPYIOTH MICIIE
MY3HKH B HbOMY.

TeopeTuko-mMeTonoyorivaa  06aza  JOCIij-
JKEHHSI TPYHTYETbCS Ha HAyKOBUX JTOpOOKax

BITYM3HSHUX 1 3apyODKHUX BUCHHMX, HPUCBS-
YEHUX BHUBYCHHIO ILIEKCHIPIBCHKOTO IHCKYpPCY
(O. B. IlponkeBuu, H. M. Topkyt, S. Smith,
E. Sulka), a Takox 3araJbHUM acIeKTaMm JIOCJi-
JOKCHHSI aKTyallizaiii KOHIIETITY MY3HUKH K elie-
MEHTY KYJIbTYpH B IJIOLUH1 JIIHIBICTUYHUX 3HAHD
(C. O. IBauxko, C. M. €Hikeera, O. I1. Bopoo6-
roBa, T. €. Hekpsu).

Topkyt H. M. i Ilponkesuu O. B., po3ris-
natoud crienudiky i TeHAEHIN IIeKCnipo3HaB-
HOTO IUCKYpPCY XX cromiTTst i peanizanito mormy-
JISIPHOI KYJIBTYPH B LICKCIIPIBCBKOMY JIHCKYpCI,
3aTBEPIIKYIOTh aKTyaJILHICTL TBOp‘-IOCTl B. llek-
crmipa B cyyacHomy cycrinbetsi (Topkyt, 2017,
[Tponkesuy, 2010). KoHnient My3uKk# y TBOPUOCTi
B. Ilekcnipa B HayKoBii JiTeparypl po3Ms-
JAI0Th 3 PUIOCOPCHKOI TOUKU 30pYy W HATUISIOTh
mruookuM cuMBotizMoM (Sulka, 2017). 3ocepe-
JUKCHHS Ha peani3aui’1’ MY3HKH B n’ecax B. IIlek-
cripa aKTyaJl13ye MUTaHHA 1HKopnopau11 CMMCIIIB
y My3W4YHI peaii, a TaKoXX iXHbOTO MOTEHIIATy
CTaBaTH eJeMeHTaMHu croxkeTy (Smith, 2018).

[Bauko C. O. (2010), mocHiIKyOIH CUTICH-
IiaJIbHI aCTIEeKTH aKTyati3amii heHOMEeHa My3HKH
B XYIOXKHIX TEKCTaX 1 aHAII3yIOUH CTaTyC HOMi-
Halil silence Ta pause B XyJ10)KHbOMY Ta My3H4Y-
HOMY nuckypcax. Bopo6Gitoa O. II. (2021)
B JOCJIIKEHH]I KOTHITHBHUX aCIIEKTIB peanisaui’i
MHCTEIBKAX pealiil y XyA0KHiii TTepaTypi 3Bep-
TA€THCA 110 YYTTEBHX ACMEKTIB QYHKI[IOHYBaHHS
MYy3HKH # aHamii3ye eMOLIiHy aypy My3HYHHX
MOTHBIB y XyIOXHIX Tekcrax. €Hikeea C. M.
(2011) na wmarepiami aHDIIMCHKOT MOBU JIOCIHI-
JUKY€  OCOONHMBOCTI  CTPYKTYPHOI ~ Oprai-
3amii cJIOBOTBOPY 3 MO3UIII Teopii (pakrais,
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a Hekpsu T. €. (2014) mix TepeKIa1abKiIM
pPaKypcoM BHBUYAE TIEPCOHAKHY XapaKTEPHU3ALIii0
y dopmi er«bpacmauu

MeTo10 [OCTIIZKeHHSI € aHaji3 JIEKCUKO-
CEMaHTHYHUX acCIeKTIB akKTyaji3alii KOHLENTY
«my3uka» B mecax B. Illekcmipa, mocsrHeHHs
AKOi mepemdadae 3’sICYBaHHS POJII  MY3UKH
B TBopuocTi B. Illekcmipa, a Tako)x BU3HAUYEHHS
JIEKCUKO-CEMaHTUYHUX OCOOIMBOCTEH aKTyali-
3aIii KOHIENTY «MY3HKa» i pO3pO6HeHH${ KJia-
cmbmauu OCHOBHHX 3ac00iB fioro BepOaizarii
B koMeisx B. Illekcmipa.

Merozonoriuny Gasy AOCTIKeHHS  CTa-
HOBIISITH SIK 3arallbHOHAYKOBI METOIM aHaisy,
CHHTE3Y I CIIOCTEPEKCHHS, TaK 1 JIHrBICTHYHI
MeToau. Tak, HA OCHOBI aHaJi3y CJIOBHHUKOBHUX
nediHiid  yTOYHEH1 JIHTBICTHYHI TEPMIHH
W TOHATTS, aArepeHTHI A0 TeMH IOCIIHKEHHS;
JIHTBOKYJABTYPOJIOTIUHUNA ~ METOA  JI03BOJIUB
BH3HAYHTH CTATYC MY3HKH B KyJIFTYPi SIK y 3aralb-
HOlCTOpI/I‘-IHOMy aCTeKTi, TaK 1 B KOHerTHI/II/I
HICKCITPIBCHKUI TEepioJ; KOMIIOHCHTHHUI aHai3
BUSBHB CTPYKTYpPHY OpraHi3amil0 JIEKCHUKO-
CEMaHTHYHOTO TIOJISI MY3WKH; JTUCTPUOYTUBHUN
aHaJi3 3a0e31eunB BUSBICHHS OCHOBHUX IMPHUH-
IIUIIIB  KaTeropu3ailii JIEKCUKO-CEMaHTHYHOTO
MOJISI MY3HKH; 32 METOIOM TaKCOHOMIT 3/1IiCHEeHA
kiacudikarlis BepOamizaTopiB My3UUHUX peatii
y komeniax B. lekcmipa.

My3uka SK HEBiJ'€MHa CKIIaJ0Ba KYIbTYp-
HOTO JKHTTS CyCHiJIBCTBa 3HAXOMHUTh IIHPOKE
BIIOOpaXKCHHS B xyz[oxch nmiTeparypi. AKTyani-
3aris My3HYHHX peatiii B XyJJOXKHIX TEKCTaX Mae
MOTEHITIa]T PO3KPUBATH XapaKTep IMEPCOHAXKIB,
iXHIM eMOIIIMHUN CTaH, a TaKOX BiIOOpa)kaTu
HABKOJIMIITHIO JTIMCHICTH 3a JIOMTOMOTOK MPSIMHX
Ta HEMIPSIMHUX HOMIHAITIH.

My3uka emnoxu BiapomxeHnHs BUKOHYBAJIA
HE JINIIE PO3BAXKAIBHY q)yHKLufo ajie i, CroBi-
Jlylodd IIHHOCTI aHTHYHOI KyJIBTYPH, 3AIHCHIO-
Bajia JyXOBHHUH 1 BUXOBHUU BIUIUB HA CYCIiIb-
CTBO . Y 100y Takoro miJIHECEHHS MHCTELTBO
(# My3nka 30Kpema) SI[II/ICHI/IJIO BaroMuii BILTUB
Ha CBiIoMicTh 1 TBopUicTh B. Illekcmipa — y #ioro
MOCTAHOBKAX MYy3HWKa BILIITANAacsS B IIOJOTHO
BHUCTaB, CYNPOBO/DKYIOUM CIOKETHY JIHIIO,
3a/Iaf0YM HACTPIN 1 HABITh 3aMIHIOIOYH PETLTIKH
akTopiB. [IpamaTypr He TUIbKM MOKa3yBaB BHY-
TPIIIHI TIEpeXUBaHHSI TEpOiB Yepe3 MY3HKY,
a 1 HaUIsIB MY3HUKY MOTEHIIIaJIOM BILTUBATH Ha
MEePCOHAXKIB, BUKIUKAIOYM IIMPOKUN CHEKTP
eMOLliil 1 mepeknBaHb. TakoXX 3a JOMOMOTOIO
MY3HKH BiH PO3KpUBaB XapakTep repoiB, HACTPil
10pOu, MPUPOIHI YMOBH Y aTMOC(hepy MOMEHTY
(ITponkesuy, 2010; TopkyT, 2017; Smith, 2018;
Sulka, 2017).

2. HominatuBHi acmexkTH BepOaJsizamii
KOHIENTY «MYy3uKa». AkTyainizauis GeHoMeHy
MY3HKH B XYIOXHIX TEKCTax peaji3yeTbcs 3a
pPaxyHOK 3aCTOCYBaHHSI JIEKCHKO-CEMaHTHIHHX
3ac00iB BHpaXe€HHS MY3WYHHX peamiit. Howi-
Hallii Takoro JICKCHMKO-CEMAHTUYHOTO  TIOJS
EKCIUTIMUTHO Ta IMIUNIIMTHO BepOasi3yroTh
dbeHoMeH My3uKkHU B XydoxkHIX TekcTax (I1IBauko,
bykara, 2010: 167).

VY xomenisix B. Ilekcmipa jekcuko-ceMaH-
THYHE TONIC KOHIENTY MY3HKH aKTyalli3yeTbCs
0a30BOI0 HOMIHAIEIO Music 1 JOTIOBHIOETHCS
CHHOHIMIYHUM DSJIOM, TPEACTaBICHUM JIEeKce-
MaMmu tune, sound, melody, song, 1O YTBOPIOIOTh
rpyIy OpsSMUX HOMIHAIi /IO CJIOBAa «MY3HKa»:
That I might sing it, madam, to a tune (Two
Gentlemen of Verona); As are those dulcet
sounds in break of day (The Merchant of Venice);
Philomel, with melody / Sing in our sweet lullaby
(A Midsummer Night’s Dream); I would sing
my song without a burden: thou bringest me out
of tune (As You like It).

AHami3z HemnpsAMUX HOMIHAmIAH MY3HIHHX
peanmiii 'y xomenmisix B. Illexcmipa mo3BonuB
BUSIBUTH BepOasizaiiio 3a TAKUMHU KPUTEPISIMH:
Ha3Ba, JKaHp, PEMpe3eHTarop, 3acid pemnpes3eH-
tamii (Uepnuk, 2018: ¢. 90).

3a Ha3BOIW0 My3UYHUH TBip BepOaizyeThCs
B XYIOXKHIX TEKCTaX BIAMOBITHO A0 HOMiHAMil
KOHKPETHOTO 1HCTPYMEHTAJILHOTO a00 BOKallb-
Horo TBOpy. Y komenisx B. llekcmipa axryarti-
3yIOTbCA Taki TMPHUKJIAAN peajizamii KOHLENTy
«My3UKa» 3a Ha3Bow: Best sing it to the tune
of “Light o’ love” (Two Gentlemen of Verona);
I will get Peter Quince to write a ballad
of this dream: it shall be called Bottom’s Dream
(A Midsummer Night’s Dream); Is there not
a ballad, boy, of the King and the Beggar?
(Love’s Labours Lost); Converting all your
sounds of woe / Into Hey nonny, nonny (Much
Ado About Nothing).

VY komenii «3uMOBa Ka3Kay» 3yCTpi4aeMO TpH-
KJIaJ HEeiACHTU(IKOBAHOTO BOKAJIHLHOTO TBOPY,
SKAW aKTyaJli3yeThCs 32 PaXyHOK OIHKCY CIOXKETY:
Here'’s another ballad of a fish, that appeared
upon / the coast on Wednesday the four-score
of April, / forty thousand fathom above water,
and sung this / ballad against the hard hearts
of maids: it was / thought she was a woman
and was turned into a cold / fish for she would not
exchange flesh with one that / loved her: the ballad
is very pitiful and as true (Winter’s Tale).

3a KaHPOM MY3WYHHH TBIp Yy KOMEMifx
B. Illekcnipa BepOaii3y€eThCs JEKCEMaMH SONg,
hymn, anthem, ode, elegy, madrigal, psalm,
ballad, lullaby, ditty. Hanipuxnan, Well, I'll end
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the song (As You like It); Whiles a wedlock-
hymn we sing, / Feed yourselves with questioning
(As You like It); As ending anthem of my end-
less dolour (Two Gentlemen of Verona); There
is a man haunts the forest, that [...] hangs
odes upon hawthorns and elegies on brambles
(As You Like It); To shallow rivers, to whose
falls / Melodious birds sings madrigals (The
Merry Wives of Windsor) ... he sings psalms. ..
(Winter’s Tale);  love a ballad in print o’life, for
then we are sure they are true (Winter’s Tale);
Sing in our sweet lullaby, / Lulla, lulla, lullaby,
lulla, lulla, lullaby: / Never harm, / Nor spell
nor charm, / Come our lovely lady nigh, / So,
good night, with lullaby (A Midsummer Night’s
Dream); Sing no more ditties (Much Ado About
Nothing).

3a pemnpe3eHTaTOpOM BepOamizallisi My3ud-
HOTO TBOpY KJIaCU(IKyeThCsl 3a KUIbKICHUMH
KpuTepisiMu. Y Kxomenisx B. HleKcnipa BOHU
NPEICTABICHI iHAMBINyalnbHUMH W TIPYHOBHMH
penpesentaropamu. IlpsMumMu  HOMIHALIIMU
1H/IMBIya bHOTO PEIPE3CHTATOPa MY3UYHOTO
TBOPY B IIEKCHIPIBCBKUX KOMEIIAX € JIEKCEMU
musician 1 singer: You mistake; the musician
likes me not (Two Gentlemen of Verona); The
riot of the tipsy Bacchanals, / Tearing the Thra-
cian singer in their rage (A Midsummer Night’s
Dream) Taxox 3yCTp1qa€Mo MpUKIa] KOHKpe-
TH3ALli IPsMOT HOMIHALlii My3HKaHTa 32 IHCTPY-
MEHTOM, Ha SKOMY BiH Ipa€, 10 ckpunaust: While
she did call me rascal fiddler (The Taming
of the Shrew).

[IpuknagomM HenpsMoi HOMIHALIl pernpe3eH-
Taropa MY3HYHOTO TBOpY € iM’st aBropa: [ will
get Peter Quince to write a ballad of this dream
(AMidsummer Night’s Dream); The tune of Imogen!
(Cymbeline). IpymoBuii pernpe3eHTaTtop mpen-
CTaBJIeHMI 371eOUIBIIOT0 B peMapkax JIeKCeMaMH
musicians 1 chorus: Enter Musicians (Cymbeline);
Enter Time, the Chorus (Winter’s Tale).

3a3acob0amu penpe3eHTaNil KOHIIENT MY3UKH
BepOaITi3yeThCsl 3aBASKH HOMIHAIISIM MY3HUYHUX
IHCTPYMEHTIB, pO3MAiTTd BU[IB SKHX € JOCHUTbH
mHUpokuM y Tekcrax komenid B. Illekcmipa
1 ICKpaBO TIepeIa€c KOJIOPHUT 1 My3UUIHE KUTTS Ti€l
enoxu: lute, horn-pipes, trumpet, tucket, tabour,
bagpipe, drum, fife, tabour, pipe. Hanpuknan,
Take you the lute (The Taming of the Shrew); ...
he sings psalms to horn-pipes... (Winter’s Tale);
If they but hear perchance a trumpet sound
(The Merchant of Venice); 4 tucket sounds (The
Merchant of Venice); ...you would never dance
again after a tabour and pipe; no, the bagpipe
could not move you (Winter’s Tale); I have
known when there was no music with him but

the drum and the fife; and now had he rather

hear the tabour and the pipe... (Much Ado About
Nothing).
[HOm TparuISeThCST TeHepali3oBaHa JieKceMa

instrument. My ingenious instrument! (Cymbeline).

[Ipsimy HOMIHAILIIO MY3UYHOTO 1HCTpPYMEHTa
MOJKE 3aMIHIOBATH IMILTIKAIIIS 32 paXyHOK Xapak-
TEPUCTUKH HOro 3By4yaHHs (fwangle — 3Bydaty;
BUJIAaBaTU J3BIHKUU 3BYK; MepeOupaTu CTPyHH):
Sometimes a thousand twangling instruments /
Will hum about mine ears (The Tempest), a Takox
aKTyasi3alis OKpPEMOro eJIeMEHTa MY3UYHOIO
IHCTpyMEHTa, HamNpuKian, CTPYHU (String):
How? out of tune on the strings? (Two Gen-
tlemen of Verona); Not so; but yet so false that he
grieves my very heart-strings (Two Gentlemen
of Verona).

Y xomenii «/[Ba BepoHI» aBTOp peamisye
CTBOpPEHHS My3UKH 0€3 MY3HUUHUX 1HCTPYMEHTIB
13 32Ty YEHHSIM PEIMETIB, K1 OMMHMWINCS IOPYY:
He makes sweet music with the enamell’ed
stones, / Giving a gentle kiss to every sedge (Two
Gentlemen of Verona).

3. JleckpunTHBHI acmekTH BepOaizarii KoH-
HENTy «MY3HKa

My3uuHi TBOpHM B XYHOXHIN JjiTeparypi
IIUPOKO MPEJCTABIEHI OMMCcaMHU, SKi Be30aizy-
I0THCS 32 JOTIOMOTOI0 A€CKPUNTUBHUX MapKEPiB,
BHUPQXXEHUX MPUKMETHUKAMU Ta 3aiIMEHHUKAMHU
(Zhulavska, 2022: 829).

IIppukMeTHHUK €  TOJOBHUM  3aco00M
JECKPUTIIT 1 B pEUEHHI BUCTYIA€E O3HAYCHHIM
a00 MpeauKaTUBHUM WIEHOM. BUKOHYIOUM pOIb
O3HAYEHHS1, aTpUOYTHUBHA MTPETIO3UIIisl 3HAXOTUTh
mMpoke BimoOpaxeHHss B komenisix B. Illex-
cripa: But is there any else longs to see this
broken music in his sides? (As You like It); By
my troth, yes, I count it but time lost to hear such
a foolish song (As You like It); Under the green-
wood tree / Who loves to lie with me, / And turn
his merry note / Unto the sweet bird's throat (As
You like It); Hence, vile instrument! (Cymbe-
line); He makes sweet music with the enamell’ed
stones (Two Gentlemen of Verona). ¥ poumi nipe-
JMKAaTUBHOTO YJCHAa NPUKMETHHK 3YCTPidaeMo
y TakoMmy peueHHi: Truly, young gentlemen,
though there was no great matter in the ditty, yet
the note was very untuneable (As You like It).

Jns onucy my3uku B komenisx B. Hlekcmip
BUKOPHCTOBYBAB OILliHHI, €MOTHUBHI i €CTeTHYHI
NPUKMETHUKU. OUiHHI NPUKMEmHUKU BUpa-
’KAlOTh BIIHOIICHHS JIOAMHH [0 My3HYHOTO
siBuia. I1iy gac aHanisy TBopiB Oyinn BHSBICHI
TaKi NPUKMETHUKH B CIIOIYYCHHI 3 My3HIHHMH
peanisiMu, BHUpaXCHUMU IMEHHUKOM: foolish
song, ingenious instrument, big manly voice,
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evening music. Emomueni NPUKMEMHUKU IAI0TH
CMOTHBHY XapaKTCPHCTHKY My3H4YHOI pealil, 1o
BUKJIMKA€E eMOLii y peuurnienta: broken music,
merry note, vile instrument. Ecmemuuni npu-
KMemHuKu TIOB’s3aHl 31 CIPUIHATTAM MY3UKU
penuItenToM: sweet music, beautiful song.

3aiiMeHHUKHN B ONMUCI My3WYHUX peajiii He
Ha3UBAOTH 1X, a JIUIIC BKA3yOTh Ha HUX, HAIAH04H
JOAaTKOBY iH(opMarito ans peuunieHtis. Ilpu-
CBINHI 3aiiMEeHHUKU 32CBITUYIOTh B3a€EMO3B’ 130K
MDK MY3UYHMM TBOpPOM Ta cyO’ektom: I would
sing my song without a burden: thou bringest me
out of tune (As You like It); And turn his merry
note / Unto the sweet bird’s throat (As You like
It); and his big manly voice, / Turning again
toward childish treble, pipes / And whistles in
his sound (As You like It); I thank you for your
music, gentlemen (Two Gentlemen of Verona);
Let s see your song (Two Gentlemen of Verona);
My ingenious instrument! (Cymbeline). Bka-
3i6HI 3AUIMEHHUKU MICTITh CEMY O3HA4YEHOCTI:
But is there any else longs to see this broken
music in his sides? (As You like It); Keep tune
there still, so you will sing it out: / And yet
methinks I do not like this tune (Two Gentlemen
of Verona); I would this music would come
(Cymbeline). Heo3naueni 3aiimeHHUKu BKa-
3yIOTh Ha HEBU3HAUEHICTh MY3UYHOI peaii: Give
us some music, and, good cousin, sing (As You
like It); And give some evening music to her
ear (Two Gentlemen of Verona). 3a BiacyTHOCTI
MY3UYHHX pealliii BKUBAIOTh 3anepeyti 3aimeHn-
Huku: I have neither the scholar’s melancholy,
which is emulation, nor the musician’s, which is
fantastical (As You like It); There is no music in
the nightingale (Two Gentlemen of Verona).

4. IlpeauxkaTuBHI acnekTu BepOadizamii
MY3WYHHX peaiid. BimHomieHHs MiX JBOMa
KJIFOYOBHUMU KOMIIOHEHTaMH  BHUCIIOBIIOBaHHS,
TOOTO Cy0’€KTOM 1 IpeIuKaroM, MaroTh IpPEeau-
KaTUBHUHA XapakTep ¥ Ha CEMaHTHYHOMY piBHI
320e3Meuyl0Th KOPEIMIII0 3MICTy BHCIIOBIIIO-
BaHHsI 3 JTikcHicTIO (E€HikeeBa, 2011, ¢. 51). Anani3
NPEAUKATUBHOI aKTyalli3allli KOHIENTY «MYy3UKa»
B Komenisix B. Illexkcnipa no3BonuB kinacugiky-
BaTH EMITIPUYHUAN MaTepiai 3a IBOMa BEKTOPAMU:
1) mis penpe3eHTaTopa / peluuIlieHTa Ha My3U4HI
peauii; 2) Ais My3WYHUX peaniid Ha penpe3eHTa-
Topa / peanieHTa

BinrosizHo, mii penpesenraropa / penuIieHTa
Ha MY3WYHI peanii MOTUISIOTHCS HA TakKi BUIH:
KpeaTUBHO-pENpe3eHTaTUBHA, CEHCOpHA i mep-
[ENTHBHO-CMOTHBHA JTisl.

Kpeamueno-penpezenmamuena 0ia 1o3Ha4YaE
TIPOIIEC BIITBOPEHHS My3HYHOTO TBOPY. BoHa BHpa-
KaeThCsl 32 JIOTIOMOTOO TIPSIMUX 1 HETIPSIMUX JICK-

CUYHUX 3Ha4€Hb. Y MYy3HII npsimy aKTyasi3allio
KPEATHBHO-PEIPE3CHTATHBHO JUi y4acHHKA MHC-
TeIbKOi peatii 3a0e3rmeuyroTh JTieciosa fo play i to
sing: Give us some music; and, good cousin, sing
(As You like It); I do not desire you to please me; I do
desire you to sing. Come, more, another stanzo. call
you ‘em stanzos? (As You like It); And I'll sing it (As
You like It); / would sing my song without a burden:
thou bringest me out of tune (As You like It).

Jlekcema sound € HEPSIMOIO YHIBEPCaIbHOIO
JIEKCUYHOI0 OJMHMIICIO JJISl TO3HA4YeHHs Kpea-
TUBHO-PENPE3EHTAaTUBHOI il MYy3MYHOIO MHC-
teurBa: Hark, Polydore, it sounds! But what
occasion / Hath Cadwal now to give it motion?
Hark! (Cymbeline); O melancholy! Who ever yet
could sound thy bottom? (Cymbeline).

Cencopna Oia To3HAYAE TIEPUEMIIO My3UIHOT
peatii, BUpaKalouu ceMy CIIPHHHSATTSI TBOPY MHC-
TEIITBAa OPraHaMu CITyXY, 30pY, JOTHUKY TomIO. Taka
TSl TIPOSIBJISIETBCST Pa30M 3 JIIECIIOBAMH, 3aJICKHO
Bi/1 BUAy cripuiiManHs. [IpoanainizyBaBim komenii,
Oy1o 3HaiieHo Jiecioa hear Ta see. [Ipukinagamu
MOXYTh ciyryBati pedeHHs: Come, we’ll have
you merry: I'll bring you where you shall hear
music and see the gentleman that you asked for
(Two Gentlemen of Verona); Lets see your song.
How now, minion! (Two Gentlemen of Verona);
Come, we’ll have you merry: I'll bring you where
you shall hear music and see the gentleman that
you asked for (Two Gentlemen of Verona); But is
there any else longs to see this broken music in his
sides? (As You like It); Here was he merry, hearing
of a song (As You like It); By my troth, yes, I count
it but time lost to hear such a foolish song. God be
wi'you, and God mend your voices! Come, Audrey
(As You like It).

Ilepyenmusno-emomuena i MoO3HAYA€E
CTaBIICHHS PEIUITIEHTAa JI0 MY3WYHOTO TBOPY
a00 BUKIIMKaHI y Hboro emonii. Hanpuknan, fo
relish a love-song, like a robin-redbreast (Two
Gentlemen of Verona); And yet methinks I do not
like this tune (Two Gentlemen of Verona).

Jisi My3u4HOi peauii 37iliCHIOE BIUTUB Ha
peuurmieHTa 4yepe3 npsiMuil abo HerpsMuil KOH-
TakT. Taky mif0 MOXXHa JUQEpPESHINIOBATH 3a
€K3UCTEHLIAJIbHUM 1 PETIPE3€HTaTUBHUM THITaMHU.

Ex3ucmenuianvna 0is 103HA4Ya€ HASIBHICTh
MY3UYHOTO TBOpY, BKa3ylud Ha HOro Hew-
TpaJIbHE iICHYBaHHSI, 110 BUPAKAETHCS JIIECIIOBOM
to be. Hampuxnan, Truly, young gentlemen,
though there was no great matter in the ditty, yet
the note was very untuneable (As You like It);
That will be music (Two Gentlemen of Verona).

Penpezenmamuena 0in 1mo3Havae penpozy-
KyBaHHs My3W4HOro TBopy. Hampukmaz, ie-
cioBa fo play 1 to sound BUCTYNAIOTh NPSIMUMHU
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HomiHamisimu: Play, music! (As You like It);
Music plays (Two Gentlemen of Verona); Hark,
Polydore, it sounds! (Cymbeline).

5. BucHoBkH. My3uKa sIK HEB11’€MHUI KOM-
MOHEHT IIEKCIIPIBCHKUX MOCTAHOBOK € 00’ €KTOM
yBaru MIEKCIIPO3HABYMX IOCHTIKeHb. J[pama-
TYpr pETeNbHO CTAaBUBCS 1O BHOOpPY MY3UKH
i IHCTPYMEHTIB, a TaKOX BMLIO iHKOPIOPYBAaB
MY3HUHIi peatii B CBO1 TEKCTH, K1 COPHUSIN CTBO-
PEHHIO HEMepeBepIICHUX OIUCIB XapaKTepiB
repoiB, HACTPOIO IOpPOU, HABKOIHUIIHBOTO Cepe-
JIOBHIIA Y1 HATIPY>KEHOCTI MOMEHTY.

AHai3 eMmipuYHOro Marepianxy J03BOJIUB
JTOCITIIUTH JICKCUKO-CEMAaHTHYHI OCOOJIHMBOCTI
aKTyami3ailii KOHIENTY «My3uKa» W po3poOuTH
KiIacudikaiiro OCHOBHHX 3aco0iB BepOaizarii
MY3HYHHUX peajiil y KOMEIisX, iki BEpUQPIKYIOThCS
Ha pPiBHI HOMIHATUBHUX 3acO0iB y MO€IHAHHI
3 IECKPUNITUBHUMHU W MPEAUKATUBHUMU MapKe-
pamu, 3abe3nedyroun BepOasizaliio My3MYHHX
peaitiii. Y Mexax aHaji3y JIEKCUKO-CEMaHTHYHHUX
3aco0iB aktyaumizaiii peHoMeHa My3WUKH JOCIi-
JDKEH1 mpsmi i HerHMi HOMiHaIi{ MY3HYHOTO
BHJly MUCTCIITBA, SIK IHKOPIIOPYIOTBCS B KOMEi
B. Illekcmipa B moenHaHHI 3 JA€CKPUTITUBHUMH
i IpeIMKaTUBHUMHU OJIUHUISIMU.

Pesynprati  mpOBEACHOTO  JTOCIHIJKECHHS
3aCBITYMIM 3HAYMMICTh MYSHKH SK CICMCHTa
KyJIBTypH B cucTeMi ryMaHlTapHoro 3HAHHS
i aKTyaJbHICTh BHBYCHHS L€l TEMH B IICK-
CIipiBCBKOMY JIMCKYPCi, 30KpeMa B KOMEIIsX
B. Ilekcmipa, siki pi3HOOIYHO BlI[O6pa)KaIOTb
KHUTTS TOTOYACHOTO CYCIIbCTBA W JIEMOH-
CTPYIOTh Miclle My3WKH B HbOMY. Ilepcrek-
THBOIO MMOAAJIBIIIOT HAYKOBO1 PO3B1IKH BBaYKAEMO
BUBYCHHS CTUJIICTUYHUX Ta KOMYHIKaTHB-
HO-TIparMaTHYHKUX aCIeKTIB aKTyami3amii KoH-
LenTy «My3uka» B TBopuocti B. lekcmipa.
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NMEQATOrYHI YMOBU 3ACTOCYBAHHS 'PU HA YPOLII AHITIIMCbKOI MOBU

KapneHko NaHHa MupoHiBHa,
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Cmamms onucye ne@azoeaiyHi yMo8U BUKOPUCMAHHS 2pu Ha ypoKax aHanilicbkoi Mosu. [pa — Hag4aribHO-8UX08HUU
Memod, Wo WupoKo sukopucmosyemscs y nedaeoeiuyi. MosHa epa Mae nomeHyjan y npoueci 8UB4YEHHs iIHO3eMHOI MO8U.
3HayeHHs i WupoKe — NPUCKOPEHHS npouecie po3ymMoesoi disiibHoCMi, 36y0XeHHs iHmepecy 00 HagyaHHS ma Momuegauis.

MosHi iepu doromazaoms ¢hopMy8amu 8UMOBHI, JIEKCUYHI ma 2paMamuyHi HaguYKU, MPEHYMb YXKUBaHHS MOBHUX
ABULY, Ha PI3HUX emarax 8UB4YEHHs iHO3eMHOI Mosu. [pa € echekmueHUM 3acO0bOM HagYaHHS, WO OXOMITHOE PisHi 8UOU MOE-
J1IeHHEBOI QisinibHOCMI (CrTyXaHHSI, 2080PIHHA, YUMaHHS, MUCbMO), 60Ha ornomazae 8 080100iHHI IHO3EMHOI0 MOBOIO, a KpiM
moeo, y4Hi 8iduysatomb eMoujliHe 3a0080EHHS SK ¥ NPOUECI 2pu, mak i npu AoCs2HEHHI pesyribmamis.

Y cmammi nodatombcs pi3Hi gudu ieop ma ix npuknadu, ski QopedHo suKopucmosysamu Ha ypokax abu docsemu
8UCOKUU pigeHb 3HaHb 3 JIEKCUYHO20 Mamepiarsy. l2posull Memo0 Hag4yaHHs Ha ypoKax aHenilicbKoi Mogu 20mye y4Hig o
CINKYBaHHSI; Crpusie PyUHY8aHHIO MCUXO0I02iYHOI Harnpyau; 00380/I5€ KilbKapa3ogoeo noemopumu MosHUl mamepiart;
2omye 00 CrIOHMAaHHOZ0 CINKY8aHHSI;, MPEHYE 8 yYHi8 KOMYHIKamuHI HaBUYKU.

lepu cnpusiromb possumkosi QuMUHU, MPeHytomb naM’simb ma yeazy, CmuMymoms meopyi 30i6Hocmi, donoma-
2armb Hag4uMuUcCs eKkcriepuMeHmysamu.

lepu nosumueHo ernnueaome Ha hopMyeaHHs NisHaganbHUX IHMepecie y4yHie, cripusome yceidoMneHOMy 3aC80EHHHO
iHo3eMHOI Mosu. BoHu donomazatromb po3guUMKy makux sikocmed, K caMocmiliHicmb ma iHiyiamuseHicmb. Ycrix euko-
pucmosygaHHs 2pu 3anexums repedycim 8id ammocghepu He0bXiOHO20 MOBHOZO CrlifIKy8aHHSI, SIKy 84UMENb CMBOPHE
8 Knaci. Baxnugo, w06 y4Hi 38ukanu 0o makoao ChinkyeaHHs. [1p08edeHHs ypoKie 3 8UKOPUCMAaHHSAM iep080o20 Mame-
piany akmusi3ye ix, cripusic 00CASHEHHIO BUCOKOT pe3ynbmamugHOCMi 3aHAMb ma rnpuwensioe 11608 o IHO3eMHOT Mo8U.
[icHi, mex matomb 8axruee 3Ha4eHHs pU 8UBYEHHI aHaniticbkol Mosu Llimu dyroms uini peyeHHst i nidceidomMo sugyaroms
epamamuky ma cuHmakcuc. [ns Hux uye neekud croci6 susyumu ma 3anam’asmamu crioea ma ¢ppa3u. My3uka makox
6e3rocepedHbo 8MIusae Ha cmaH y4Hie, Crpusie po3sumkosi OyX08HOI, eMOUIUHOI cchepu, hopmye Hacmpi.

Lesiki pekomeHdauii wodo 8UKOPUCMAHHS i20p Ha ypoKax aHaemilicbkoi Mogu rnodaomscs y cmammi. Bukopucmo-
8YI04U i2pu Ha ypoKax aHanilicbKoi Mo8U HEOBXIOHO YimKo gu3Haqyumu ix GudakmuyHy memy.

Knroyoei cnosa: memod, Hag4yaHHs, momueauyisi, 30i6HOCM, CrIiNKy8aHHS.
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The article describes the pedagogical conditions of the use of a game at the English lessons. A game is an educational
method that is widely used in Pedagogy. A language game has potential in the process of learning a foreign language. Its
significance is wide — the acceleration of mental activity, arousal of interest in learning, and motivation. Language games
help to form pronunciation, lexical and grammatical skills that train the use of language phenomena at different stages
of learning a foreign language.

The game is an effective learning tool, covering various types of speech activity (listening, speaking, reading, writing),
it helps to master a foreign language, and in addition, pupils experience emotional satisfaction both during the game
and when achieving results.



The article provides different kinds of games with their examples which are appropriate to be used during the lessons
to achieve a high level of knowledge of lexical material.

The game method prepares pupils for communication; contributes to the destruction of psychological stress; allows them
to repeat the language material several times; prepares for spontaneous communication; trains pupils’ communication skills.

Games promote the development of the child, train memory and attention, stimulate creativity, help him/her learn to
experiment.

Games have some positive effect on the formation of pupils’cognitive interests, promote conscious learning of a foreign
language. They help develop such qualities as independence and initiative. The success of using the game depends
primarily on the atmosphere of the necessary language communication that the teacher creates in the classroom. It's
important for pupils to get used to such communication. Conducting lessons with the use of game material activates pupils,

Cepis [epMaHIiCTUKa Ta MIDKKYNbTYpHa KOMYHiKaLis

contributes to the high effectiveness of the lessons and instills big love for a foreign language into them.

Songs are also important in learning English. Children hear the whole sentences and subconsciously learn grammar
and syntax. It's an easy way for them to learn and memorize words and phrases. Music also directly affects the condition
of pupils, promotes the development of spiritual, emotional sphere and forms their mood.

Some recommendations for the use of games at the English lessons are given. To use games at the English lessons,

it's necessary to define their didactic purpose clearly.

Key words: method, learning, motivation, skills, communication.

B ocranHl poku iHTepec J0 BHUBYECHHS aHT-
JIHACHKOI MOBHM TOCTIHHO 3pocTa€. AHIIIHCHKY
MOBY BHMBYAIOTh 3aBJSKHA PI3HOMAHITHUM METO-
JUKaM Ta MpUiloMaM, TOCATAI0Yd TaKUM YUHOM
3aMJIaHOBAaHUX PE3YNbTaTiB, Cepell HUX BUOKPEM-
roeThes Tpa. Lleit MeTox mpuBabIoe 3aBISKU
HAaBYAHHIO B ii, PO3BaXaJIbHOCTI, €MOIliiHII
pO3psIAL, MOTHBAIll MpAIOBAaTH Ha 3aHATTI.
Takox 3a JONOMOTOIO T'pU MOXHA TEPEBIPUTH
3aCBO€HUI MaTepiall, IOTPEHYyBaTh HOB1 BMIHHS
Ta HAaBUYKH.

AKTyaJIbHICTL  NP00JIeMH  TOCJIiIKEHHS
3aCTOCYBaHHS irop Ha ypoKax aHIIIMCHKOI MOBHU
3yMOBJIEHO KilbKoMa uyuHHUKaMu. l[lo-mepie,
MiJ] 4Yac HaBYAJIbHO-BUXOBHOI po0OOTH cHif
MOCTIMHO 3aIlIKABIIOBATH TIiTeH, CTUMYIIOBATH
JI0 caMOCTiiHOro BUBUEHHS Marepiaiy. Ha ypori
y4eHb TMOBUHEH OyTH aKTHBHUM Ta BMOTHBO-
BaHUM, 1 JOTIOMAraroTh B IiboMy irpu. [lo-npyre,
caMe 3aBISKM IrpaM IOKPAIlyIOThCS KOMYHI-
KaTUBHI HAaBUYKH, 30KpeMa, YCHE MOBJIICHHS.
BrnacHe, HaBUaHHSI YCHOMY MOBJICHHIO — OJlHA 13
BaXUIMBHUX MPOOJIEM, 3 SKUMH CTUKAIOThCSI BUU-
Temi. be3 Horo oCBOEHHSI Ba)KKO CITIIKYBATHUCS.
3 OCBOEHHSM BMiHb BUIBHOTO BOJIOJiHHS MOBOIO
MiJBUIIYETHCS MOTHUBAIlil A0 BUBYECHHS 1HO-
36MHOI MOBH.

Meto0 podoTu € gocHiauTH crneuugiky
3aCTOCYBaHHS irop Ha ypoKax aHINIIHChKOI MOBH.
Jliis peamizariii MeTr HEOOXiTHO BUKOHATH TakKi
3aBJIlaHHS SK OXapaKTePU3yBaTH TIOHATTS TPH
y HAyKOBOMY JMCKYPCl; OKPECIUTH POJIb Ta Iea-
TOT1YHI YMOBH 3aCTOCYBaHHS I'PH Ha ypOIIl 1HO-
36MHO1 MOBH; PO3POOUTH CHCTEMY irop, sika 0
OXOILTIOBANIa IHTEPECH BCIX Y4HIB; PO3POOHTH
pexoMeHpamii [oJ0 3acTOCYBaHHS irop Ha
ypOKax aHIICbKOT MOBH.

[epenycim rporo miKaBUIUCS Oarato BUCHUX
pi3HuX Hayk Ta emnox. Tak, ¢imoco¢ Ilmaton
BBaXKaB TPy KOPUCHHUM 3aHSITTSAM, APHUCTOTENb

posrnanae 1i Jpkepenom IyIIeBHOL piBHOBaru,
rapMOHi'l' Tina 1 gymi. Y mpami «lloernkay
BUCHUI 3a3HAUaB, 10 PO3YMOBI irpy KOPHUCHI JUIS
PO3BHTKY 1HTEJICKTY.

3arajioM HayKOBLI BH3HAYalOTh pI3HE MOXOM-
JKEHHS TPH SIK SBHIIIA, OZTHAK, BCI BOHH CXOIATHCS Ha
TOMy, IO Tpa — COLianbHa MoTpeoda i BUKOHYE DA/l
(hyHKIIii1, 30Kpema, Ieperiae CyCIUIBHUIA 10CBI/ BiJl
omHoro nokoiHHA 110 iH1oro (Tomy6 2009, c. 56).

1. BIM3HIOK M AKPECIIOE, 110 Tpa—I1e ICTOPUYHE
YTBOpCHHs, il BHHUKHCHHS 3YMOBHB PO3BHTOK
CYCHIIBCTBA 1 3MiHA CTaHy IMTHHH B CHCTEMI
cycninbHUX BigHOCcHH (bimsHiok, 1997, c. 27).

€. [1acoB BU3HaYae rpy siK: MOBHY JA1SUIbHICTB;
BMOTHBOBAHICTh, BIJCYTHICTh MNPUMYCY; HaB-
YaHHS 13 3aX0IIeHHM (IUT. 32 Memkosa, 2020).

JI. JKene3Hnsik 3ayBaxkye, 10 Ipa — CIHEIH-
¢biuHO opraH13OBaHe 3aHATTA, SIKE BHMAarae
Halpy»XeHHS EeMOLIHHUX 1 pO3yMOBHUX CHIL.
Bona 3amxau nepenbauae BuOip Ta yXBaJCHHS
pillIeHHs — SIK BUTPATH, IO JUIA LOTO CIif 3pO-
outy, mo ckazaru. Yepe3 OakaHHS 3HAWUTH Bif-
MOBI/Ii HA Il 3alUTaHHS 3arOCTPIOETHCS PO3YyM
THUX, [0 TPawTh. Aje s JiTed irpu mepe-
JTyCIM — 3aXOTUIHBI 3aHATTS. ToMy BUHTEII OX04e
3aCTOCOBYIOTH ii Ha ypokax. OKpiM IIb0T0, cepes
MPUYHMH I[LOTO PIBHICTH YCiX TpaBliB (TpaTu
MOXYTb 1 C1a0Ki y4Hi); Oyb-XTO MOXE 3100yTH
TMEePeMOry; KMITIUBICTh, JiAEPCBKI 3/10HOCTI,
KPEaTUBHICTh TYT BHSBISIOTHCS YacoM OUIBII
BaXIMBUM, HDK 3HaHHs Marepiany. Ilo x xo
YPOKIB IHO3EMHOI MOBH, TO PIBHICTh, HEBUMY-
HICHICTh, 3a/I0BOJICHHS BiJ] TIPOIIECY JOTIOMAarae
YYHSIM 3arOBOPUTH MOBOIO, TIIOJIOJIATH MOBHI
Oap’epu. MoBHHMII Marepianl BHBUYAETHCS HEMO-
MITHO, pa3oM TMPUXOIATHh 1 MOTHBAIlis, 1HTEpPEC,
ycnix (JKenesHsix).

IrpoBa gistmeHICTH epeOyBaa y Goxyci Jocii-
JUKeHHs 1 HiMerbkoro ¢inocoda @. [Hmnepa. Ha
Horo ITyMKy rpa — Iie MATPYHTS MHCTELTBa, 110
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KUBHUTHCS CHEPTIEI0, KA B CBOIO YEPTy Ma€ MICIe
B JTOJIMHH, KOTPA 3a/I0BOIbHAIIA TIEPIIOYCPTOBUX
HOTpe6 Hpo HAQIJTMIIOK €HEprii MHcaB TaKOXK
aHniiicekmii Buenmii . CrieHcep. Bin akiieHTyBaB,
0 MOJIOAA JIFOAWHA, KA HE 3MIHCHIOE BaXKy
p060Ty, 3aiMa€ETHCS KOITIFOBAHHSM, 1110 BTUTIOETHCS
B plBHI/IX irpax. Jlnst niteit rpa — Iie HaCyTiyBaHHs
CBOET IiATBHOCTI 1 MOBEMIHKK fopocinx. Takoxk
irpy € IIaHC BUBUIBHUTH 1HCTUHKTH 1O PyHHY-
BaHHS, TOXK CJIIJl HAIATU JITAM 3MOTY BILAATH IO
«HeratuBHy eHeprito» (OnekciiioBerb, 2020).

[IcuxoaHAITUYHY TEOPIKO IPH JOCIIIUB IICH-
xoaHamtuk 3. @poiin. Moro xonmentis dikcye
yBary Ha MUTAaHHAX IiJCBiIOMOTO 1 HaIiBCBiO-
Moro B irpax. Ha ioro momsig, rpa € 3acobom
BHPaXEHHs IHCTUHKTIB, HEPEaTi30BaHUX OakKaHb
1 TparHeHb.

CyuacHi ykpaiHcbki HaykoBii (JI. Apremora,
I Tpuropenxo, K. IlepbakoBa) mOCTIIKYIOTH
(bopMyBaHHﬁ cycninLHo’l' CHPSIMOBAHOCTI JUTHHHU
JIOLIKLIBHOTO BIKY y IPi, PO3BHTOK MOPAITbHHX CTO-
CYHKIB y TBOPYHX irpax. 3a IXHIMH TBEp/DKCHHSMH,
rpa MICTUTH OUTBII MOKITHBOCTI JIJISI (1)OpMyBaHHSI
0COOMCTOCTI JIOMIKUTFHUKIB, HDK Oy/lb-sKa 1HIIA
TUSUTBHICTD, OCKIJIBKH MOTHBH il MalOTh BEJIHKY
CHOHYKaJIbHY CHITY 1 JITSM 3pO3yMij€ CITIBBIHO-
meHHss MOTHBY 1 Metu Tpu (Kymsik, 2021).

O. CaBueHKO JoCHiDKyBaja Tpy SK 3acid
HABYANBHOI JISUTBHOCTI  YYHIB  MOJIOAIIOTO
IIKITBHOTO BiKy. BueHa BHOKpemmlia YMOBH
3aCTOCYBaHHs IpH (i€ MOBA MPO JUIAKTHIHY
Ipy) MiJ 9Yac IEAarori4Hoi IisIBHOCTI: 3aX0-
TUIMBA HA3Ba, BlI[HOBlI[HlCTB METI Ta 3aBIaHHSIM
HABYAJLHOI [ISTIBHOCTI, HASBHICTH ITPOBUX
€JIEMEHTIB, pUMYyBaHHs, 3a4MHIB, JIYUJIOK; Tpa-
BUJIA; €MOIII{HE CTaBJIEHHS CaMOr0 BUUTENS 10
ITpOBHX .

Cxoxe wMipkye BueHa [. Boponina, ska
BUOKPEMJIIOE TaKi YMOBH 3aCTOCYBaHHS TUJIaK-
TUYHOI Tpu B HapyaHHi. [lo-mepie, mKomsApi
MIOBUHHI PO3YMITH METY I'pH Ta 1i 3aBJaHHs, BOHA
TOBMHHA BIJIMIOBIIATH IXHHOMY BIKY Ta 1HIMBIiTY-
albHUM ocobmBocTsiM. [lo-apyre, rpa Mae po3Bu-
BaTy KOMYHIKaTUBHI BMIHHSI Ta HABUYKH, TIOBMHHA
MOB’SI3yBaTUCAd 3 IHIIMMH BHAAMH  POOOTH.
[To-Tpere, AMOAKTUYHI ITPH MAIOTh CTaBAaTH CKJIAJI-
HIIIIMMH, 00 Y4HI 3100yBaOTh HOB1 3HAHHS, TIOKPa-
nryeTbes ixHs miaroroska (Kymsk, 2021).

BBaxkaemo, 110 HaBUaHHS 1HO3EMHOI MOBH
Oyle MaTu BHINY pPe3yJbTaTUBHICTh, KOJIHU BYU-
Tellb 3aCTOCOByBaTHME MeTof rpu. Ilpu bomy
CIIiJ{ IOTPUMYBATHCS TAKHX MEJaroriYHiX yMOB:
BUKOPHUCTAHHS PI3HUX BUJIB irop, me JOMOMOXKE
IIOCTIHHO 3aIiKaBIIIOBATH HITEH 10 BUBYEHHS 1HO-
3€MHOi MOBH; 3aCTOCYBaHHsSI MOTHBAIIHUX 1rOp,
CHpSIMOBAaHUX Ha IMMI3HABAIBHY [iSUTBHICTH, IIE

CTIPHUSTUME MOJIMIICHHIO (i310J0TTYHUX SKOCTEH
JiTed Ta MPUCTOCYBAHHIO JI0 3MIHM JiSUIBHOCTI;
rpa IMOBHHHA BiJINIOBIIaTH IIIIM YPOKY. 3arajiom,
rpa € COUIBHOIO MiSUTbHICTIO BUUTEINS i yUHIB.

[Ile omHa memaroriyHa yMoBa — JIOCTYITHICTb.
I'pa moBHMHHA BIANOBIAATH BIKY, CTaTri Ta ICH-
XOJIOTIYHUM OCOOIHMBOCTAM IIKOJSIpiB. [lig yac
oprasizariii irop ciiJ TOTPUMYBaTHUCS YMOB JJIs
YCHIITHOCTI KOXXHOT TUTHHH.

Takox Ba)KIIMBOIO TEJATOTIYHOI0  YMOBOIO
€ BUKOPHCTaHH irop, IO CIPUSIOTH PO3BUTKOBI
MOTHBALLii Ta Hi3HABAIBHOI ASUIBHOCTI IIKOJISPIB.

Mu BH3HA4a€MO TaKi OCHOBHI BUMOTH JI0 TPH
Ha YpOKax iHO3eMHOi MOBH:

* Ii HeoOXimHO CKpPYNYIbO3HO MiATOTYBaTH
10710 3MICTY 1 (JOpMH, HAIEIKHO OpraHi3yBaTH.
[ToTpiGHO MEepeKOHATH MIKOJIAPIB, IO TE YU 1HIIIE
3aBJaHHS CJIiJI BUKOHATH HAa HAJICKHOMY DiBHI.
TinbKy 3a Tako1 yMOBH MeTa rpu Oy/ie BUKOHAHOIO.

* BoHa Mae MOTHBYBaTH /10 BHBYEHHS 1HO-
3eMHOI MOBH, a TaKOX BUKJIMKAaTHU Oa)kaHHS Ha
XOpOIIOMY piBHI BHKOHATH 3aBJaHHsI. MOBHY
rpy Tpeba IMpOBOJUTH HA OCHOBI CHTYyaIlii, siKa
BiJIMIOBI/Ta€ PEaTbHOMY BUTIAJIKY.

* I'py mpoBomsTh Tak, OO MiTH aKTHBHO
CHUIKYBaJIUCA 1 €QEKTUBHO 3aCTOCOBYBAIH
BUBYCHHI MOBHHUI MaTepial.

o Ti cnin MPOBOJMTH B TBOPYiil aTmochepi,
Jie TlaHye JoBipa 1 H_[I/IpICTB TaKUM YUHOM JITH
OyZyThb 3aJ0BONICHI W pajiCHi. HeBHMymeHa
aTMocepa CHpUATHME IHIL[IATHBHOCTI i KOMYHi-
Ka0eIbHOCTI 1iTell. BOHM MOBIpATH y BIAaCHI CHIIH.

* Ilix yac rpu BUYUTETH TOBUHEH HAJATOUTH
KOHTAKT 31 IIKOJISIPaMH.

* YVuutens Mae OyTH BIIEBHEHUH y e(eKTHB-
HOCTI I'pH.

I'pa crpuse oMY, abu NITH XOTUIM BUBYATH
1H036MHy MOBY i YCBIIOMITIOBAJIH, JUIS 4OI0 BOHA
iM notpiGHa. IIpu BUBYEHHI iHO3eMHOI MOBH I'pa
MOXK€ BHKOHYBAaTH Taki (YHKIII: HaBYaJIbHY,
KOMIICHCATOPHY, MOTHBalliiiHy, BUXOBHY, Opi€H-
TYBaJIbHY, PO3BHBAJIbHY.

HaBuanbHa ¢yHKUig irop monsrae B TOMY,
110 BOHU YSIBIISIFOTH COOOI0 BIPABH, IIb SKHX —
BOJIOAIHHS BMIHHSAMH /i HABUYKaMU I1a7I0TTYHOTO
MOBJIEHHSI MiJl 4ac MI)KOCOOHMCTICHOTO CIHLIKY-
BaHHs (MemikoBa, 2020).

OTxe, Tpa MOCTa€ y poJii CUTyaTUBHO-Bapia-
THBHOI BIIPaBH, /€ MpU MEBHUX yMOBax, HaOIH-
KSHHX JI0 peanbHIX CI/ITyaLIII/I 31 CIIOHTAHHICTIO,
CMOLIMHICTIO,  IHTCHIIHHICTIO,  MOBTOPIOETHCS
Ta 3aKPIIUTIOETHCS TAKUM YHHOM MOBHHI MaTepial.

IrpoBa AisUTBHICTH pPO3BUBAE  MOBJICHHEBI
HaBUYKHM YYHIB Ta BIUTUBA€ Ha PO3BHTOK OCO-
OHCTICHUX AKOCTeW AUTHHHU. BoHa € mpoBiIHUM
MICTKOM y METOAMIIl BUKJIAJaHHS aHTIHCHKOL
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MOBH Ta cupusie (OPMYBaHHIO MTO3UTHBHUX SIKO-
CTel 0COOMCTOCTI.

Irpw, siKi 3aCTOCOBYIOTB Ha yPOKaX aHITIACHKO]
MOBH, MO’KHA ITOJIUTUTH Ta TaKi BUAH SIK POJTBOBI,
OyKBEHi, My3W4Hi Ta PyXJIUBi irpu. PoiboBy rpy
SK METOJ] BUBYEHHSI aHIVIIMCHKOT MOBU IIMPOKO
BUKOPUCTOBYIOTh Ha MpakTulll. Bona nmocrae sk
CIIOHTaHHA TIOBEIHKA IIKOJIAPIB, IXHS pPEaKIlis
Ha MOBEAIHKY iHImMX niTedl. Bci BoHU OepyTh
y4yacTb B MIOTETUYHIN cuTyauii. Takuil BUJ rpu
€ aKTUBHMM CIIOCOOOM €(PeKTHBHO HaBYaTHUCH,
aKTHBI3y€ MOBHY AisUTBHICTB, JomoMarae cgop-
MYBAaTHCSI KOMyHIKATUBHUM YMIHHSM, JOIIOMarae
MOYyBATHCS BIICBHEHUM 31 CITIBOSCITHUKOM, PO3-
psKae Hampyry B Kiaci, OpMye MO3UTHBHY
arMocdepy Ha ypoIli, MOTHUBYE CITIJIKYBaTHCS aHT -
JIHACHKOI0 MOBOIO (3acTOCyBaHHS irOp Ha ypoOKax
aHIIIMCHKOT MOBHM Ta TIO3aKJIACHUX 3aXoJax
B 1HKJIIO3UBHOMY Kiaci). CTpykTypa pojbOBOi
I'pU Ma€ B coO1 TpU TOJIOBHI KOMIIOHEHTH: POJIb,
BUXiJJHA TOYAaTKOBAa CHUTYyallii Ta pPOJbOBA isl.
[puknaau ponpoBux irop: 1. «What is this?».
Bunrens posmae KapTku. Y4YHI TOKa3ylOTh
OZIMH OJHOMY KapTHHKH Ta muTaioTh « What is
this?». Boun cknamarors nutanas «Is it a....?»
noku He Biaragarorhk. 2. «The Seven Families
Gamey. VY miii rpi MOXKyTbh OpaT y4acTh Bia 4 10
25 yuniB. Ha kapTkax € onuc ciMox cimeit. Buu-
TeJb Ma€ KapTKy y4HSM. 3aBIaHHs IPH MONATae
B TOMY, abM 3HAWTH iHIIOro wieHa ciM’i. J{is
LBOTO JiTH PYXalOThCS KIMHATOKO, CTaBISYH
pi3Hi 3anuTaHHs. Sk 6auMMo, POJIbOBA Tpa — Le
HaBUaHHS B JIii, @ II€ MOKpAIIy€e pe3yIbTaTh HaB-
YaHHS. «CI/ITyaui'l' cninKyBaHHﬂ 010 MOJEIIO-
IOTECSI B POJIBOBIH TPi, 03BOJISIOTE HAOIH3UTH
MOBJICHHEBY IIsIBHICTh HA YPOL, 10 PeaibHOi
KOMYHIKaIlli, 1al0Tb MOXJIMBICTh BHUKOPHUCTOBY-
BaTH MOBY fK 3aci0 Cl'IiJ'IKyBaHHSI» — 3a3Hayae
M. Muxamnrora (Oan ,Z[OCBI,Z[y BLII/ITeJ'I}I)

Cepen BenHMKOI PISHOMAHITHOCTI irop 0CO-
OnuBe Micue, 3aiiMatorh Oykseri irpu (Word
Games). Lleii pizHOBUA irop sBISE COOOKO
3arajJkd, A€ HEOOXIJHO BIAragaTH CJIOBO abo
(dpa3y, HarMcaHi He3BUYHUM criocoOoM. BykBeHi
inI/I CHOPUSAIOTH PO3BUTKOBI HAaBUYOK POOOTH
31 CJIOBHHUKAMHM, PO3LIMPIOIOTH epyz[mufo Tpe-
HYIOTh IIaM’SITh, CIPSIMOBYIOTh JITEH 3arnoito-
BaTHCs B MOBHI HroaHcu. [Ipu Bchomy IIbOMY
BOHUM He € HygHuUMH ans miteil. Lli irpu moxHa
3aCTOCOBYBATH fIK 3MATaHHs, B inu/IBiz[yanLHiﬁ
4 IpymoBiii podoti. PopMa ASIBHOCTI SIK yCHa,
TaK 1 MHChMOBA. PEKOMCHIYEMO BUKOPHCTOBY-
BaTH IIPH LIbOMY PO3/IaTKOBI MaTepiaiu 1j1si Haou-
Hocti. Cepen OykBeHuX 3aBHaHb: |. AHarpama
(anm1. Anagram Game — nepecTaHoBKa OyKB) —
CJIOBO a00 CJIOBOCHOJYYEHHS, 110 YTBOPEHE 3a

JIOTIOMOTO10 NEPECTaHOBKH OYKB, 5IKi CKJIa/1al0Th
IHIIIE CJIOBO YU CIIOBOCIONYYEHHS. ICHYIOTH
¢dpa3y, 1Mo CKIaAaThes 3 aHarpam (070K aHa-
rpam). 2. Ilamiugpom (six rp. palendromeo —
61>I<y Ha3aja) — CJIOBa, SKI YMTAIOTHCS OJHAKOBO
37iBa HampaBo 1 cmpaBa HamiBo. Hampukinan,
Anna, dad, refer.

ITicHi, Te)X MarTh BaKJIUBE 3HAYCHHS TIPH
BHMBUYCHHI aHMIIWCHhKOI MOBH. My3uka Oe3moce-
PeHBO BIINBAE HA CTAH HJKOJI;IpiB CIpHUSIE PO3-
BUTKOBI TyXOBHOI, eMOLIHHOI coepH, (I)opMye
HacTpiil. COpudHATTS My3UKH TICHO MOB’S3aHO
3 PO3yMOBHMH TIpoliecaMu, MOTpedye CIyXOBOT
yBard, CIIOCTEPEXKIMBOCTI, BMIHHS CIIyXaTH,
MOPIBHIOBATH, OLiHIOBaTH. My3HKa Mae Ii3Ha-
BajibHe 3HaueHHs. Ciyxarouu ii, AITH N10-CBOEMY
VSBJISIIOTH 00pa3u, B pe3ysbTaTi 4oro po3BHU-
BaeThca ysBa 1 (aHTaszis (3acTocyBaHHS irop
Ha ypOKax aHIIINChKOI MOBHM Ta IO3aKJIACHUX
3ax0/1ax B IHKJIIO3UBHOMY KJIaci).

VY micHAX-IrpaXx 4acTo MOBTOPIOIOThCSA Ipama-
THYHI CTPYKTYpPH, JIEKCHKA K He 3MiHIO€eThCs. [ic-
HI-ITpY HEBEJIUKI, iX JIETKO MOXKHA 3aIljIaHyBaTH
IiJT 9ac ypOKY, OKPIM IIbOTO, HEBAXKKI JUIsl 3a11aM ’si-
TOBYBAHHSI. I_[e xoponmﬁ MaTepian JUIsl BUBYEHHS
HOBOTO Marepiaixy i 3aKpilUIeHHS Y)Ke PO3TITAHY-
TOr0, OMOPa [Tt POOOTH 3 MOBICHHAM JITCH.

Cepez[ My3uuHux irop: 1. [Ticas-rpa «Looby —
Loo». L{inb 1i€i rpu — HaramaTu JiTsAM, K BUKO-
PHUCTOBYBAaTH Ha3BU JIOICHKOTO TiNla, 3aKPITUTH
BKUBaHHA JiechiB pyxy. 2. Ilicus-rpa «The
Farmer in the Dell». Mertoro rpu € Haramatu
JUTSM JIeKCUKy 3 TeMu «Familyy.

OTxe, pONbOBI, MYy3WYHI, PYXJIHUBI 1rp1/1
MOBUHHI OylyBaTHCs Ha MOBHOMY Marepiali,
KWW Hapa3i BUBYAIOTH TITH. My3UYHUI KOMIIO-
HEHT, 110 3HAXOJUTHCS B OCHOBI irOp, 1OTIOMarae
3armam’siTaTl  JIESKCUKY Ta TpamMarudHi (hopmu
ciaiB. My3uka 1 pUTMiKa JIONOMAararTh 3HITH
HaMpyTy, TOKPAIIUTH HACTPii, HalaIITyBaTH
Ha no3utuB. llKoJspi mepexovaloTh yBary
3 OIHOTO BHJYy IiSJILHOCTI Ha 1HIIWMA, a 1e J103-
BOJISIE €(PEKTUBHO 1 KOPUCHO BHUKOPHCTATH Yac
ypoky. TakuM 4YMHOM YyYHi JOCSTHYTH YCIIXy
y BUBYCHHI aHIJIIICHKOT MOBH.

OCKUIBKM ITpU CHPHUSAIOTH PO3BUTKOBI JOIO-
MararoTh MiJrOTYBaTH TUTHUHY 1O CIPUIMaHHS
Marepiaiy, JOMOMAaraloTh 3acBOITH BHBUEHE,
TPEHYIOTh OOMpaTH MOXJIMBUI MOBHUI BapiaHT,
MU PEKOMEH]IyEMO:

1. T'otyBatu po3naTkoBHii Marepial.

2. JlocTynHO onucaTH npouec rpu, 0oaymaru,
Jie 3HaJOOUThCS JONOMOTra MeAarora.

3. BuuTento ciig o0patu CBOIO POk y Tpi.

4. ®inbex omicist TpU MOBUHEH OyTH 100pe
MPOIyMaHHUH Ta JTOITEHUM.
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5. Ilix yac rpu 1ogaBaTé KOMEHTapi, poOUTH
3allUCH, HOTYBaTH 3ayBa)K€HHs, 3allUTaHHS,
1€ TIOKpAIIy€e 3BOPOTHiH 3B’ S30K.

6. Pontb BUuTENS SIK BEAYYOro MOBHHHA MAaTH
MICIIE MiJT Yac HOBOI TpH, JaJli 1 POJb Mepe/a-
€TBHCSI OTHOMY 31 3710HUX YYHIB.

Takox megaroraM peKOMEHAYIOTh BiIMTOBICTH

Ha 3aluTaHHS, HaBIO TMOTPiOHA I rpa, fKi
BMIiHHS BOHa joniomarae chopmyBaru. [Toigom-
JSTH TUAAKTHYHY METY TPH YUYHSIM HE CIiJI.
_ Onna rpa He MOXe BUPIIINTH KiJIbKa 3aBJaHb.
Ve MoBa mpo BUBYEHHS HOBOI JIEKCUKH Ta 3aKpi-
TUICHHS TPaMaTHYHOTO Marepiany. Y TakoMmy pasi
Mae OyTH YITKO BH3Hau€Ha rojioBHa MeTa. Pexo-
MEHJYE€MO TpHU 3aKpiIUIEHHI 3HaHb MpPO Ipama-
TUYHY CTPYKTYpPY BHUKOPUCTOBYBaTH BHBYEHI
CJIOBa, a MIPU O3HAMOMJIEHHI 3 HE3HAHOMOIO JIeK-
CHUKOIO — 3aCBOEHUI TpaMaTUYHUIN MaTepiall.

Ha nam mornsan, BUMTENIO CIii 3aCTOCYBaTH
rpy «Fill Baskets».

YMOBa IpH: KOXKEH yueHb IOBUHEH PO3Ka3aTH
PO HAsIBHUI B HHOTO OBOY 4u (pykKT (Tmorme-
penHBO IIiTSM pO3JAIOTh KApTHHKH), Ha3BaTH
HOTO KOJip 1 MOCTaBHUTH JI0 KOIIUKA.

Jnst  Kpamoro 3acBOEHHS Ha3B  OBOYIB
Ta (PPYKTIB PEKOMEHIYEMO TaKOX BIPaBy «Now,
work in pairsy. Ciig 3’eqHaT 0BoYi Ta GPyKTH
3 IXHBOIO HA3BOIO.

Hactyrma rpa, sKy MM pEeKOMEHIyeMO, Ha
yBary. JliTsM po3ziani KonbOpOBi LETIHHKH JIETO.
Buwnrens noka3sye oBoui i ppykru. Skuio me ooy,
YYHI TiTIAMaTh HENIMHKH OBTOTO KOJBOPY.
SAxmo me QpykT, y4uHi MiIIAMAIOTh HETITHHKA
YEepBOHOTO KOJIHOPY.

BucHoBku. Ik JOEMOHCTPYIOTH pE3yNBTaTH
JOCTIIKEHHS, Ipa — HaBYaJIbHO-BUXOBHUI METO/L,
1110 IHPOKO 3aCTOCOBYETHCS y Tearorimi. MosHa
rpa Ma€ MOTEHIIial y MPOIeCci BABYEHHS 1HO3EMHOT
MOBH. 3HaYCHHS il IIMPOKE — MPUCKOPCHHS TPO-
LieCiB PO3YMOBOI isUILHOCTI, 30Y/UKCHHS IHTEPECy
JI0 HABYAHHS, €MOIIiifHA PO3PSIKa, MOTHUBAITISL.

[rpoBmii MeTO HAaBUAHHS HA YPOKaX aHTIIH-
ChKOI MOBHU TOTY€ MIKOJSIPIB O CHUIKYBaHHS,
cripusiec pyWHYBaHHIO TICHXOJIOTIYHOI HANpyTH;
JI03BOJISIE  KLTBKAPasoBOTO IOBTOPHTH MOBHHIA
Marepiai; TOTy€ JI0 CIOHTAHHOIO CITUIKYBaHHS;
TpPEeHY€ B YYHIB KOMyHIKaTUBHI HABHUKH.

Irpy crnpusitoTh PO3BUTKOBI JTUTHHH, Tpe-
HYIOTh MaM’Th Ta yBary, CTUMYIIOIOTH TBOpYI
3M10HOCTI, JOMOMAararoTh HABUUTHUCS EKCIIEpPH-
MEHTYBaTU. BOHU € piBHOIIPaBHUMH METOJaMH
BHUXOBaHHS TIOPYY 3 1HIIIUMHU.

I'pa — xoMmrIekcHHH (hakTOp HABYAHHS 1 BUXO-
BaHH, 110 CIPSIMOBAHHI HA OPTaHi3aIlii0 KOJIEKTUBY
YUHIB Uil BCEOIYHOTO PO3BUTKY [ITEH, 3aBISKU
SIKOMY TT1ABUIIYETHCS TIPAIIe3aTHICTh Ha YPOIIl.

[Ipu 3acTocyBaHHi irop Ha ypoKax aHIIIH-
CbKOI MOBU PEKOMEHJIyEMO YITKO BHM3HAYaTH
iXHIO TUIAKTUYHY METY.
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