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®INONOrNYHUN OAKYNbTET

cmyo. 52 ep. ¢inonoe. ¢p-my IOnis Bopuc
Hayk. KepigHux — ooy. H.JI. Jlawenko

HHPUCJIIB’A Y TASBETHOMY 3AI'OJIOBKY

[epioguka € HaiicTapimyM BUIOM MacoBoi iHGopMaii, KM BUCTYNA€ TOKA3HUKOM YCiX 3MiH
1 TeperBOpeHb, IO BiAOYBAIOTHCA HE JMIIE B CYCHUIbCTBI, a ¥ y MoOBi. Pa3om 3 TumMm, KoXHa
myOsTiKalisi, KOKeH BUCTYII MOBHHHI 3aXOIJIIOBATH, IEPEKOHYBATH YUTAUiB TTAMOMHOIO MPOHUKHEHHS B
XKUTTS, IPUHIHUIIOBICTIO, TOCTPOTOIO TYMKH 1 SICKPaBiCTIO CTHITIO.

OcobnuBy ponb y CTPYKTypi Oymb-sIKOTO TEKCTY BiAirpae 3arojoBOK, y SKOMY SICKPaBO
BiJOOpa)KEHO TMOIBIHY NMPHPOAY BHCIOBIIOBAHHA — CHHPAIOYMCh HAa BiZOME, PO3KPUBATH HUISIXH
mi3HaHHA HeBimomMoro. YacTo 3arojJoBOK HE TUIBKH MPHUBEPTAE yBary, a i BUKIMKAE 3aliKaBICHHA. Y
3B 13Ky 3 IIUM CaMe 3arojIoBOK BiJlirpae 0coOJIHMBY poJib, BUCTYIAIOUH SIAPOM TMOBiAOMIICHHA. AKe
caMe 4epe3 3aroJ0BKH MOKHA JIOBIATUCH PO 3MICT HaIPyKOBaHUX MaTepiaiiB, He BUTPAUalOUH Yacy
HA O3HAHOMIICHHS 3 HAJTMINKOBOIO ISl TOTO 4YM iHIIOro yuTada iHdopmamieto. Tak, 1. [anbnepin
00pa3HO TOpPIBHSB Ha3By TBOPY 13 3aKpy4YCHOIO NPYXHHOIO, IO PO3KPHBAE CBOI MOMKIHMBOCTI B
MPOLIECi pO3TOPTaHHS.

Ha Bigminy Bix Ha3B Tenepaaionepenad, 3arojOBOK y Mpeci — OAMHUIS KOMYyHIKaTtuBHa. Bix
iHpOpMye uYWTada MpO 3MICT, XapakTep 1 CTYMiHb BaXXJIMBOCTI MO, IO BigoOpakalOThCS Ha
CTOpIHKaxX ra3eTH i, TAKUM YMHOM, BHKOHYE HOMIHAaTHBHO-iH(OpMaTHBHY (yHKLi0. BaxmmBoio €
peKIlaMHO-eKCIIpecBHA (PYHKIIIA, 3aBOaHHS SIKOi — 3al[iKaBUTH YMTA4a, IPUMYCUTH HOTO MPOYUTATH
Mmatepiai. KpiM Toro, yciM raseTHHM 3arojloBKaMm BiacTHBa (QYHKIIS rpadiyHOro BHALIEHHS, SKa
TI03BOJISIE BAOKPEMHUTH Matepiai 3 KOHTEKCTY.

nepeaatd 3Mmict myOmikamii. XKypHamicTh HamararoTbesi BXKe 3arojOBKOM 3aiHTPHUTYBAaTH,
aKTHBI3yBaTH YMTA4a, «BTATTU» HOr0 y Mpolec CiBTBOPUOCTi, ONEMIKY.

HeBuuepnHuM pKeperioM 3arojioOBHHX HAa3B € YCHO-PO3MOBHE MOBJIGHHS, 3 MOT0 PyXJIMBHMHU
KOMIIO3HIIISIMH, PI3HUMH IHTOHAIISIMU, 0araToro 1 MiHJIMBOK €KCIIPECIEI0.

VY JIiHrBiCTHLI 3aroJIOBKM BUBYAIHCS MEPEBaXKHO Y IUIAHI CHHTAaKCHYHO-KOMIO3WLIHHOT
CTPYKTYPH, MEHILIE YyBaru 30Cepe/DKyBaslocsi Ha JeKCH4HId cTpykTypi. I[Ipobiemoro 3aromoBky
3aiimManucs 1. Annina («IlHpopMaTUBHICTE pekaMHOro 3arojioBkay), C. bopucosuu («Criiiki crionyku
y Ta3eTHOMY 3arojoBKy ix TpaHcdopmalis Ta ocoOmuBocTi ¢opmyBaHHsI») Ta iH. [lopymryBani
npoOieMu € akTyaJbHUMH 1 ChOTOZHI, a/DKe 3arojOBKM IOKJIMKaHI ariTyBaTH 3a Bce Kpamie i
nepenose, mponaryBaTH Horo.

Mera 1i€i cTaTrTi — NPOCTEXHUTH HASBHICTH NPUCIIB’iIB y ra3eTHUX 3arojoBKax, a 3aBJaHHS
MOJISral0Th y TOMY, 00 3°sicyBaTd iX (QyHKILI{, BUSBUTH 3aKOHOMIPHOCTI BXKMBaHHS NMPH TBOPEHHI
ra3eTHUX 3arojoBKiB. Marepianom ams aHami3y mociyxuia razera «Momoap Ykpainn» 3a 2001-2003
POKH.

VY nmocmimkyBaHOMY MaTtepiaii MOXKHA BHAUIMTH TakKi IPUCIIB’S 1 KOHCTPYKILIi, moOynoBaHi 3a
aHasorieto 1o npuciiB’iB: «[Ipuitmos Cnac — minwio mito Bix Hacy, «Ilepma npeuucra mune, 6abuxe
Jito mpuiige», «l HecTn Baxkko, i KMHYTH WIKoAa», «JliBa pyka He 3Hae€, IO poOHUTH mpaBa», «Mu
OyzneMo ApYXHUTH, a He OyAEeMO CIIY>KUTH Ta iH.

VY razerniii crarti «[IpuiimoB Cnac — minwio JiTO BiJi HAC» 3aroJOBOK JIO3BOJISE YUTAYCBI
3pO3yMiTH, NpO IO HTHUMETbCA MOalli. ABTOp IOJA€ iCTOPiI0 BHHUKHEHHSA pENIrifHOro cBsATa
[IpeoOpaxenns ['ocnoanboro: «3a 6i0niiiHUMYU Nepekazamu, MO0 YTBEPAUTH Bipy arocTONIB i yac
CBOIX CTpaKIaHb, ['ocroas 3poOuB ix cBikamu ofHiel Ha3BUUaitHOI mofii. Bin nmpeoOpasuBcs nepen
HUMH, MOKa3aBIIM ciaBy cBoro boxkectsa. ns nporo Icyc Xpucroc B3sB Tpphox amoctoinis: [letpa,
SxoBa Ta IBana, migHsABCs Ha ropy Pasop i ctaB Tam MonuTHcsa bory Otmro. | koiu BiH MonuBes nuue
HOro 3acssI0 HE3BUYAMHUM CBITJIIOM, OJIST MOTO CTaB OUIMM SK CHIT 1 OnucKy4nM. Y 1ieit 4ac SBHITUCS
3 Toro cBiTy Moliceii Ta lluist 1 cTanm TOBOpUTH 3 HUM MPO HOTO CTpaskJaHHs i CMEePTh. AIOCTONHU BCe
e Oaumnm W uynu. | ock Xmapa ociHmia ix, 1 3 xMapu BOHH mouynu ronoc: «lle € cuH Miit
ymto6ienuit.» ["onoc nponynas Toai, konu 3 Icycom Xpucrom Bxke He Oyno Hi Moiices Hi Luti. 3Bincu
i Ha3Ba cBsita — llpeoOpakenns ['ocnomne». Jlanmi mopaloThCsl BiIOMOCTI MPO T€, KOJU LE CBITO
npuiANLIo B YKpainy, mpo 3BUYai 1 00psau, OB’ sI3aH1 3 HUM.

TakuMm 4MHOM, MPOYMTABIIM JIMIIE 3arojOBOK, YWTad OJIEPXKye MEpBUHHY iHdopMmamio. A 3a
YMOBH, 110 BOHA BiJIOBiIa€ Oro 3amnuTaM i O4iKyBaHHSM, O3HAHOMITIOETHCS 3 HEIO IIUTKOM.

[puknany MokasyrooTh, IO 3aroJoBKH MO0YJ0BaHI Ha aHaJIori€lo A0 npucii’iB («Komy yects i



J0XOIIH, a KOMY HEUUCTh 1 Bigxoam»; «He po3moBizaTé mpo moraxe, a 3MiHIOBaTH Ha Kpale»; «3uma
ize tyau, ne Oyno usito»; «He MoxkHa HTH Boepen, 3aJepli TOJIOBY Haszaly), BUKIUKAIOTh
3aIliKaBJICHHS TyOJIIKOBAHUM Jajli TEKCTOM.

OTmxe, OoCHipKyBaHMH MaTepiaj 3acBimdye, IO 3aroJIOBKH-TIPHCITIB’S abo CTBOpeHi 3a
aHaJIOTI€I0 N0 TMPHCTIB’iB MalOTh BENHWKY NOMYJISPHICTh, YMTadi i3 3alliKaBJICHHSIM CIPHUHUMAIOThH
aKTyali30BaHMW 3arofioBoK. BiH TicHille ¥ oOpraHiuHille BIMBAETHCS B KOHTEKCT, CIyKHTb
CBOEPIHUM NEPEXOAOM JI0 PO3YMIHHS MOPYIIYBaHOI IPOOIEMH.

MoxHa cKa3aTH, IO KYPHANICTH 3aBXKAM MepeOyBaloTh Yy MOIIYKY HOBOI (hOpMH, MparHydu
JIOHECTH CBITOBi OpUTiHAJbHY AyMKY. TOMY MHCTELTBY 3arojoBKa HAJA€ThCsl BaXKJIMBOTO 3HAYCHHS,
aJpKe caMe BiJl HbOTO 3aJeXHUTh, YM 3BEPHYTh yBary Ha myOiikaumito, yu Oyae BOHA MpoYMTaHa, Yd
3amam’araeTrbes. OTOX, BiAg migOopy 3arojoBKa BEIHMKOI MIpOI0 3aJEKHTh YCIIX >KypHAIICTCHKOT
mpari.
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CTHJIICTUYHI OCOBJIUBOCTI MOJIMTOBHUX TEKCTIB

HarmionaneHe BigpomkeHHS B YKpaiHi KiHIS JIBAUATOTO CTONITTSA TMPHUBEIO 0 3HAYHOTO
3pocTtaHHs poii LlepkBu B 1yXOBHOMY JKUTTI Hapomy. Y 3B 53Ky 3 IMM IOCHIIIOETHCS yBara HayKOBIIIB
70 MpoOJeMU LEPKOBHOI MOBHU, BHCBITJIIOIOTHCSI MUTAHHS CTAHOBJICHHSI 1 PO3BUTKY YKpPaiHCBKOTO
KOH(eCIfHOro CTHIIIO, PO3rOPTAlOThCA HAYKOB1 IOCHIIKEHHSI PENIrifHMX TEKCTiB y TMepeKiamax
YKPaIHCBKOI MOBOIO.

OO6’ekTOM HaIOi YBaru € XyZOXHbO-00pa3Hi 0COOIMBOCTI MOJIMTBH SIK CAKPAIbHOTO TEKCTY.
Jxepeno mocimimkeHHs — 30ipHUK MonmuTOB «OT4ue Hary// MonutoBHUK. — Ykropoa: Kapmaru, 1992,
—352c. [1].

CHOBHUK 1IIEpKOBHO-00PSAA0BOI TEPMIHONOTI MOJJa€ TaKe BU3HAUCHHS MOJNUTBU — 1€ ycTaJleHa
cioBecHa (opmyia, 3MicToM SKOi € 3BepHeHHs 10 ['ociona bora, IIpecsiToi boropoauui Ta cBATHX 13
MPOXaHHAM YH NOASIKOI0 a00 MpOCTaBieHHs CBAIEHHHX oci0 1 moxiit [2; 77].

MonutBa € COKpOBEHHHMM BHUSBOM pefiridHoro ayxy. byayun ¢yHmameHTanbsHOIO CKIIagoBOIO
BCSIKOTO PUTYaJIbHO-KYJIBTOBOTO AIMCTBA, BOHA OCMHCIIOETHCS SIK ameisiis JToachkol aymi 1o bora.
[IparmaTuuHe IpOXaHHS € HAUMPOCTIIIMM TUTIOM MOJHUTBH. [l0 iHIIOrO THIY HaNEXKaTh MOJIUTBHU PO
JOTIOMOTY B MOpaJIbHUX Ta IHTEICKTYaJIbHUX YCKIAIHEHHSX, @ TaKoX Y JAYXOBHOMY 3POCTaHHI.
Tpetiii THI CTaHOBIATH MOJUTBU O3 MpoxaHb, CyThb SKHX — Yy po3gymMax npo BoxecTBeHHY
JOCKOHAIICTB, y OyiarocioBeHHi nepea borom, a Takoxk y mparHeHHi 37UTHCS 3 HUM.

Sk HOMIHAIIS, TTOB’s3aHa 3 OOTOCITYK00K, MOJIMTBA HAICKUTH 10 KOH(ECIHHOTO CTUIIIO, SIKUI
BU(OpMYBaBCS y LApWHI TNpagaBHIX, AOXPUCTHSIHCHKUX BipyBaHb YKpaiHLIB. Y Hamii aepxasi
MPOTATOM TPUBAJOi 100U Tak 3BaHOTO 3aCTOIO LI CTUIIb (PYHKLIOHYBaB MEPEBAXHO B OIHIMH i3 hopMm
— YCHIl, a caMa MOJIMTBa IPOJOBXKYBaJla CBOE KUTTA B yCTax i Ayluax Hamoro Hapony [3; 18].

MonutBa Mae cBO (OpMy — IOYATKOBE 3BEPHEHHS, OCHOBHUHN TEKCT i 00OB’SI3KOBO «AMIHbB»
(Bin rp. i maT. amen — «xait Oyzae iICTUHHO, IPaBHIBLHOY).

MonutBa criibHa 4 0cOOMCTa MOBUHHA OYTH PiHOI0 MOBOIO: «KOJIH MOJIOCS YYKOI0 MOBOIO,
TO MOJIMTBCS IyX Mil, a Miii po3ym 6e3 moxy!» (I Kopunr., 14).

BaxxmBuM 3ac000M CHHOHIMIYHUX 3aMiH Y CTPYKTYpPi KOHQeciiiHOro ctuio € nepudpasu. 3a
JIOIIOMOTO10 MTepu(Pa3oBUX 3BOPOTIB MEPEAAETHCA CTABIECHHS aBTOpa JI0 TOr'0, PO KOr'o BiH TOBOPUTH
(nume). Y monutBax 3ycrpivaemo taki nepudpasu: [fapro Hebecnui, /ywe icmunu, wo 6cioou ecu i
6ce nanoswsecu, Crapbe dobpa i socumms [looamento, npuiiou i eécenucsi 8 Hac... (MaK HA3UBAOMb
Cesmoeo [yxa); Ceami — cinvb 3emni. Bonu — cenc 6ymms. 3apadu Hux 36epicacmvcs i cama 3emist;
Ilpecesma Bozopoouye Jiso, Llapuys nebecna, suwa 6i0 Aneenis i Apxaneenis, wechiwa 6i0 ycv02o
8uUouUMo0e0 i Hesuoumozo ceimy! Tu — kpaca ceamumenis, Tu — cuna myuenuxis, Tu — 0ie wucmoma i
cnasa, Tu — padicmo mamepis, Tu — 011 dimetl myopicmo, Tu — nomiu 8dis i cupim...[1; 172].

4 CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiyck Ne7



I3 peniriiHuX TeKcTiB HaWOiIbIIE TepudpasiB 3HAX0AUMO B MoiuTBax. Lle 3akoHOMipHO, 00,
3BEPTAIOYMCh JI0 Ti€l UM iHIIOI CBATOI OCOOM 1 CHOJIBAIOYMCH Ha AOMOMOTY YW 3aXHUCT, JIIOJWHA
HaMaraeThCsl BciMa MOXKIIMBUMH CJIOBECHUMH 3aco0aMH il JOTOAUTH.

MoONHUTOBHI TEKCTH NPOHHSATI BiABEPTICTIO, IIUPICTIO, JOCTYIHICTIO IUIA PO3yMiHHS. Yum
MpocTille TH OyAel MOJIUTHUCS, TUM IIBUALIE TeOE MOUYIOTb.

[upoko momupeHi y MOTUTOBHUX TEKCTax MeTa(opu — Tporu, NoOyIoBaHi Ha BXXUBAHHI CIIiB
y MEPEHOCHOMY 3HAa4YCHHI Ha OCHOBI oAiOHOCTI [4; 44]: 3akopinu enuboko 6 cepye ceoi crnosa’, nepeod
Tob6oro nadyms na auye Xepyeumu, Tu mie yeitimu i 3amewikamu 8 0omi moei oywi, npuiinamu Tino u
Kpos Teoeo Cuna, Tobi cnyocumu i Tebe nwobdbunu, eiune Onasxcencmeo uanoino mene Teoimu
Hebechumu padowamu 6 Teoemy Llapcmsi, cmepmio 3anaamumu 3a 2pixu, eépydaio Tobi ceoto Oyuy i
mino, ycmamu 00 HOB020 JHCUMMSL, 2piX Mill 3a21adb, 3impu 3 MeHe GUHY KPOBI, XOOUMU CENCKAMU
sanogioeu Teoix, 3axosati Moi cnosa, 3anosioi 310xcu 8 codl, noHas A3yl 3anosidi Ha nanvyi coobi u
nonanucyi ix na ckpyacenvysix Teozo cepys. Taki meradopy He € Hi CTEPTUMH, Hi 3araIbHOMOBHUMH,
1 BXE HE € 3aC000M CTBOPEHHSI 00pa3HOCTI 1 JHKEPEIOM BHHUKHEHHS HOBHX JIGKCHYHUX 3HA4YCHB, 00
B)KMBAIOTHCSl BUKIIIOUHO B KOoH(eciiiHOMy cTuii. Bonu nommpeni, 60 BupakeHi He OJHUM CIOBOM YH
IBOMa, a MEpeBaAXHO WiMMMH peueHHAMHU. L[i meradopum MOKHa Ha3BaTH CTaJMMHK, OCKUIBKH B
MOJIMTOBHHX TEKCTaX MalOTh 3AaTHICTh TIOBTOPIOBATHUCE.

BuCOKOIO 4acTOTHICTIO Big3HAYAIOTHCA B MOJMTBAX IOPIBHSAHHA, CTWJIICTHYHA POJIb SKHX
NoJIsira€ y BUAUICHH] SIKOICh 0COONMBOCTI MpEAMETa Y SIBUILA, K4 BHCTYIA€ TyXe SICKPaBO B TOTO
npeaMeTa, 3 sIKUM TOpiBHIOEThCs AaHe siBuile [4; 42]. [lopiBasHHA OyBatoTh mommpeni: Xouy Tebe
mobumu, sk moouna mede Jiea Mapis, sk mobasme Tebe Aneenu i eci Ceami; npociaensns Tebe sk
LHapuyro 1 mamu Ceoro; Tu moocew Oamu, 5K CeMOSYmHIl, Xouewl Oamu, K Oe3KOHEUHO
MUIOCEpOHUtl Ta TION.; HENOWIMPEHi: Oiiiuum CHIZY Cmawy, NputMu MeHe, K C80H0 OUMUHY;
MPOTUCTABHI: 3pobu 2ipxor 6caky posxiui bez Tebe, Hemoociueusm ycske bdascanns kpim Tebe,
HeMUIUM YCAKUU CROYUHOK, wo He 6 Tobi;, mos noxkopa Oyia 6e3 0b6ayoH020 80aanHs, padicme Oe3
PO3CMPOEHHS, CYMYBAHHSL Oe3 YNaoKy Ha 0yci, NOCIYNY8AHHS NOBANCHe be3 cmpozocmu, 3poou, ujod s
2060pu8 Oe3 0803HauUHOCMU, 00516C Oe3 HepO3CYOHO20 B0BAHHS, HAKA3YE8A8 Oe3 cHigy, obus Oe3
0byou.

[epconidikamiss, ToOTO YNOAIOHEHHS HEXHBHX NPEAMETIB YW SBHUIL NPUPOSH JIOACHKHUM
SKOCTAM; BHJ MeTaopH, IO CHOpPHUSE MOSTUYHOMY OJIIOJHEHHIO JOBKOJHMIIHBOTO CBITY [4; 46], y
MOJIMTOBHHX TEKCTaX MOMYJISIPHICTIO HE AyKe KOPUCTYETHCS, 00 3BepTaHHS MEPEBAKHO MONAIOTHCS HE
10 SIBUIL IPUPOIH, HEKUBUX MPEIMETIB, a 1o ['ocrioga, ToMy OCHOBHY Jit0 BUKOHYeE caM bor abo Toii,
XT0 MonuThest. Hampuknan: booice munocepos 00360aumv MeHi CMAmu, MOsL OVula MYdHCUms 3d
Toboro, cepye copino 3asdcou onsn Tebe, Cepye, HagepHu SPIUHUKIE, CNACU SMUPAIOHUX, 0CB0DOOOU
OIOHI dywii 3 yucmuauwa,; woob cepye GIOUYI0 HeOMO ONUINCHIX, 10008 nepemazae cmpax, Heuucmi
basicanns obnaxcunu Tebe, Hozo 110606 kadice 3a6ymu npo cebe, a nam’smamu npo Hac.

Mae micie y MOJMTBAX 1 JITOTA — MPOTUJICKHUHN TinepOoIi TPoIl, B IKOMY MiCTHUTBCS XYAOKHE
MOMEHIYBaHHSI BEJIMYMHHU, CHJM, 3HAa4eHHS 300pakyBaHOro mnpenmera uum sBuma [4; 46]:
HEOOCOUHUL 51, NPUMEMHEHUL PO3YM M020 8002020 cepys, 5 HAUHYHCOCHHIWUL i3 YCiX epiuHUKIs,
CKPInU MO XUMKY 800, SIK po30itinuk cnogioarocs Tobi, 60 nputiwos Tu epiwinuxie cnacmu, 3 aKux
nepwuil 5. el CBOEPITHUI TPON BUKOPUCTOBYETHCS B MOJIHTBAX 3 METOK Bo3BenuueHHs bora i
«IpUOiTHEHHA» TOro, XTO MONUTHCA. JlronmHa — TBopiHHA ['ocnoapa, 1o 4mei monoOu BOHA mparHe
GyTH CXOXKOI0, X0 Hikomu He Gaumna Moro. [Ipo rimep6ony He OUIIBHO TOBOPUTH, amke IocnonHi
MOKJIMBOCTI HE BUMIPIOIOTHCS, BOHU HEOOMEKEHI.

Pigme mpencraBieHi y MOJMTOBHHX TEKCTaX OKCIOMOPOHH — CIIOJIYYEHHS Pi3KO KOHTPACTHUX,
NPOTUJIGKHHUX 32 3HAYEHHSM CIIB: cragumu cmpacmi, eeauy 60710, 3 110008°10 yinysamu paHu;
SITITETU: MANCKUL CMYMOK, HA2lA HECNOOIBAHA CMepMb, YEIHUAHA 2011064, 8elUKA V0Opoma i o[,

OTxe, HAUNOMMPEHINMH, HaAHY>KUBaHIIIMMH, HAMYUCENBHIIIUMHE 3 YCiX TPOIIiB € MeTadopu i
nopiBHsiHHA. Lle cBimunTh mpo 6araTcTBO i CBOEPIAHICTD JEKCUYHOT CUCTEMH KOH(ECIHHOTO CTHIIIO.
Sk Gauumo, y Hili BAroMo mpeAcTaBlIeH] MapKOBaHi eJIeMEHTH, BOHA PI3HOMAaHITHA 32 MOXOKEHHSIM,
i ckJIamoBi aKTUBHO BCTYMAIOTh Y CHHOHIMIYHI Ta aHTOHIMIYHI BiIHOLIEHHS, CIYXaTb 3ac000M
TponeicTuuHoi oOpasHocTi [5; 23].

Jimepamypa
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! Tyt 1 Hagam NpUKIaI MOJAIOTHCS i3 MOJUTOBHUKA 13 BKa3iBKOIO CTOpIiHKH [1].
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bi6unist abo Kauru Casitoro ITucema Craporo it Hooro 3anosity. — K., 1992

IMonomapis O.J1. Ctuimictrka cydacHoi ykpaincekoi MoBu: Ilinpyanux. — K.:JInbins, 1992. — 248 c.
Beskposna 1.0. IloeTnuHnii TEKCT K KOMYHIKaTHBHUM aKT: TUIHM afpecaTiB / MoBo3HaBcTBO. — 1998.
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MOBHI 3HAKH KYJIbTYPU B POMAHI I3/IPUKA «BOLHIHEK»

. [TocTMomepHi3M SIK MHCTElbKe sSBHIIE HAOyB IMOMYJSPHOCTI B OCTaHHI AecsaTWmTT XX CT.
Horo MOXIHMBOCTI SIK crtoco0y OCBOEHHSI aBTOPOM CBITY HE OOMEXKEH1, TOKa30BUM € T€, 110 TBOPUHUI
MOTEHI{a] MUTLS BUMIPIOETHCS HE 3JAaTHICTIO CTBOPHUTH IIOCh HOBE, a MaWCTEPHICTIO ONpAalioBaTH
BIKE ICHYIOUE B LIapUH1 KYJIBTYpH.

Mono ykpaiHCBKOrO MOCTMOIEPHI3MY, TO «ued TpoMO y Tili NUIAXETHOI MapajuTMu
UmkeBcbKOro»[1] aKTUBHO BUSBISIETHCS Y BITUM3HSIHIA KyJabTypi 3 KiHIM 80-X pOKIB MHHYJIOTO
cronitta. IIpo BiAMOBIAHICT MOHATTA 1 Ha3BH HAYKOBIII CIIEPEYArOTHCS W 0Ci, OCKUIBKH YKpaiHChbKa
MOCTMOZIEpHA KynbTypa (i jiTepaTypa B TOMY YHCIi) TOCTaja HE BJIACHE IMICIA MOACPHI3MY; SIK
BiZJOMO, OCTaHHIl OyB MPOroNOIIEeHHH «Oyp)Kya3HO-HAIOHATICTUHYHUMY 3JI0M. 3 BOT'0 BUIUIUBAE, 110
yKpaiHcbka Jitepatypa KiHIs 80-Xx — moyatky 90-x pOKIB € IMOCTKOJOHIANBbHOIO (332 3MICTOM) i
MOCTCOLPEATICTUYHOIO (32 MeTOIOM). TOX HE BHUKIMKAE TOIUBY KPUTUYHUN TOTIAL JEIKHX
JOCIITHUKIB Ha MpoOJieMy iCHYBaHHS YKpPaiHCHKOTO MOCTMOACPHI3MY: «y BITUM3HSHINH KylIbTypHiit
CHUTYyalii 3yCTpi4aeMO IyXKe MaJlo TOro, II0 MOKEMO Ha3BaTH «IocTMoAepHUM». Habarato Oimbuie
CTHIIICTHYHOI MIMIKpii i1 moctMoaepH»|2].

s «Mmimikpis» BHABISE CBOIO CYTHICTb W Ha MOBHOMY piBHi. BuOip aBTOpoM cioBecHHX
3ac001B € BayKIIMBUM IPOLIECOM, OCKIUIBKH «ITOBHA peallizallisl 3ayMy MOXIIMBA JIUIIE TO1, KOJIH AJIS
ohopMIIeHHSI BUCIOBJCHHS OyAyTb BHKOPHCTaHI MOBHiI 3aco0M ..., IO HalKpaile BiIMOBigaroTh
3MICTOBI i ... MeTi»[3].

Jnst mocTMOEpHI3MY XapaKTepHe MOCTiHE CBOEpiAHE MepeTpyLIyBaHHS «0araxy» KyJIbTypH,
10 HA MOBHOMY DiBHi BUSIBIIIETBCS Y BUKOPHCTaHHI aBTOPOM y TEKCTI XYIOKHBOI'O TBOPY CTIMKHX
acoliaTUBHO-CEMAaHTHUYHHUX 00Opa3iB Ta CUMBOMIB, AkMM C. €pMOJEHKO 1a€ Ha3By «MOBHi 3HAaKH
KynsTypu». TpaHcdopmoBaHi y XyAOKHIH TEKCT Ui 3HAKM IOCTAIOTh SIK CEMaHTH4YHI acouiamii
Migomnorii, biOmii, cBiToBoi Ta HamioHaJBHOI JiTeparyp. BBemeHHS MOBHHMX 3HAaKiB KYJIbTYpH Y
XYAOXKHI TEKCT MOXKE€ 3IIHCHIOBATHUCH IIO-PI3HOMY, alleé «YCIIIIHE acOLiIOBaHHSI YHTAa4eM
MOXIIMBE: a) MPH PO3BHHEHOMY acolliaTHBHO-00pa3HOMY MHCIEHHI, 0 0a3yeTbCsl Ha UYyTTEBHX
obpazax, 0) mpu IHTENEeKTyalbHI MIArOTOBLI — IIMPOKiil TyMaHITapHii OCBiTi, sfika 3a0esmedye, 3
ogHOro OOKy, 3HAHHS CEMaHTHKH 00pa3y MepIlopKepena, a 3 JIpyroro, — 3a0e3lnedyye acouialiro
JaHoro o0pasy B «IOXiZHOMY» TeKCTi (un KOHTeKcTi)»[4]. Ilpum mpoMy unTad BUCTyNa€ He JIHILIE
PELUTIIEHTOM EMOLIIHOTO 3MICTY, a i IHTepIPETaTOPOM IHTENEKTYaJIbLHOTO.

[IpoOnemy HasBHOCTI MOBHHMX 3HaKiB KyJIbTYpH Y TBOpax Cy4acHOi YKpaiHCBKOI JiTepaTypu
posrisigaeMo Ha npukiiaai pomany KOpxka [3apuka «Boumex».

IBapuk — Monomuii ykpaiHCBKHMI Mpo3aik, MOET, KyJIbTYpOJOr, aBTOp KOHLENTYaJIbHOTrO
KyPHAJIBHOIO TIPOEKTy «UeTBepy», OJIMH i3 KpeaTopis cTaHiciaBchkoro dpeHomena. Moro mireparypHa
TBOPYICTH po3mouanacss HampukiHUi 80-x poKiB, TOMY JaH€ AOCHiKEHHS pPOMaHy aBTopa €
aKTyaJIbHUM.

I3ppux mporonomye: «IcHyBaHHS MOBU € pyIMMEHTapHUMM»[S5] 1 BCHiA 3a CTPYKTypaslicTaMu
HazuBae CcBOI poMaHM TekctamH. P. baprt, mpenctaBHUK CTpyKTypaslisMy, BBaXKaB, IO «OYAb-sKHii
TEKCT — 1€ TICHE CIUICTIHHS KyJIbTYpHHX KOIiB, IPO fKi aBTOp HAaBiTb HE 3A0TaAyeThes, 1 sKi
BTATYIOTBCS MOTO TEKCTOM IMiAcBioMo»[6]. OTke, aBTOpPOBI Cy4yacHOrO JIiTEpPaTypHOTO TBOPY HeE
3aJMILAE€THCSl HIYOro, OKpiM (yHKUIi iHTepmperamii BXe iCHYIOYOro B KyJNbTYpi 3a JOIIOMOTOIO
MOBHHUX KYJIBTYPHUX KOJIIB.

Poman I3gpuka «Boriek» € sickpaBUM 3pa3KoM MOCTMOAEPHICTCHKOrO TBOPY — BiH HACHYEHUH
acoLiaTUBHO — CEMaHTHYHUMH CUMBOJIaMH (MOBHHMH 3HaKaMH KyJabTypH). Lle BUIIIMBa€ i3 TBOPUOTo
3ayMy aBTOpa: «Take co0i 3MaraHHsi 3 MOBOHO...»[7].

Ha moBHOMY piBHI B poMaHi [3apuka «Bomiek» HasBHI Taki TPy KyJIbTYPHUX KOJIB:

- MOBHI 3HaKH JiTepaTypH (CBiTOBOI Ta yKpaiHCHKOI 30KpeMa);
- MOBHI 3HaKHM MY3UKH, MaJISIpCTBa Ta KiHemarorpady;
- MOBHI 3HaK# MioIorii;
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- MOBHI 3HaKH icTOpii;
- MOBHI 3HaKH MacoBOi KyJIbTYpH.

MoBHi 3HaKH JiTepaTypH — HalluMCeNbHilIa rpyTa, BOAHOYAC BOHH CTAHOBIATH HAMCKIaAHIINT
piBEeHb CEeMaHTHYHUX cHcTeM poMaHy. OcoOIMBO 1€ CTOCYETHCS aCOLIaTHBHO-CEMAaHTHYHHX CHMBOIIIB
CBiTOBOi JiTepaTypu. BuxopuctoByrounm ix, I3puK HexTye KpHUTEpieM 3arajibHOBIOMOCTI,
3pO3YMLIOCTI ISl IEPECiYHOr0 YHTaYa.

Cepen KyJIbTYpHHX KOAIB CBITOBOi JIiTepaTypd y pOMaHi 3ycTpiyaloTbes oOpasu, iMmeHa
[EPCOHAXKIB, HAa3BM TBOPIB NMUCHMEHHWKIB MuHYysoro i cydacnocti (K. Bepw, III. Bomsep, I. me
Momnaccan, JIx. Jlonmon, I. Broxuep, O. Baiing, A. Mopya, A. Xux, X. Kopracap, X. Bopxec, T.
Mann, E. M. Pemapk, B. Habokos, b. Ilactepnak, A. Mepnok, E. T'eminrseis, FO. Tysim, C. Jlem, V.
Exo Ta inmm).

MoBHi 3HaKH YKpaiHCBKOI JiTepaTypy — OKpeMa MiArpymna, OCKiIbKH BOHH, HO-TIEpIIE, ITUPOKO
MPEACTABIIEH], a MO-Apyre, — IPUBEPTAIOTh YBary BJKE€ THM, II0 aBTOP € YKPaiHCbKUM MHCBMEHHUKOM.
VY «Bomueky» [3apuk neMOHCTpye 3HAHHS TEKCTIB CBOIX CIIBBITYM3HHKIB, MEPEBAKHO — CYYaCHHUX
yKpaiHCBKHX Tpo3aikiB 1 moeriB, cepex skux 3yctpidarorbesi 0. Annmpyxosuy, B. €mkines, C.
SAnescekuii, M. Binrpanoscekuit, [1. Migsiaka, A. Kupman, I'. Ilerpocansk, O. IpBaners Ta iHmi.

Pa3om i3 KynbTypHMMH KOAaMHU CBITOBOTO NHCBMEHCTBA acCOLiaTUBHO-CEMAaHTHYHI CHMBOJIN
YKpaiHCBKOI JIiTepaTypH YTBOPIOIOTH MEBHE 3HAKOBE IOJIE POMaHy, SIKE YHEMOXKJIMBIIIOE BiJHECEHHS
«Bonueka» no macoBoro urmBa. Lle & crocyeThcs 1 MOBHHX 3HAKiB MY3HWKH, MalspcTBa i
KiHeMaTorpady.

Tax, mopsiz i3 3araJbHOBU3HAHMMHM IMEHAMHM JisS4iB MY3UKU Ta MaisipcTBa (ryptu «Beatlesy,
«Qeeny, «Eagles», «Abbay», «Boney My, criiBak ®. Mepktopi,

kommo3uTopu YaiikoBcebkmid, bax, xymoxuukun M. KapaBamko, [I. Bemackec) mocraioTh
Mmanosinomi (rpymu «King Crimsony, «Velvet Underground», «Mothers of Invention», «Plastic People
of the Universe», «Maahamy, xommosutopu bok, [Tamaranacio, xynoxuuku A. Mapke, P. Marpir ta
inmi). lomo MOBHHMX 3HaKiB Ha TMO3HAuYeHHs SBHUL] KiHemarorpady, TO HalyacTime y pomasi
3ycTpivaloThesl MUTYBaHHS emi3oniB ginmbMiB A. TapkoBcbkoro «Hocranseris» ta «Anzapiid Pyomboy,
110 BKa3ye Ha MEBHY 3alliKaBIEHICTh aBTOpa «Bolieka» 10poOKoM poCiHChKOro pexucepa.

AcoliaTHBHO-CEMaHTH4HI MOBH1 3HaKd Mioyiorii B poMaHi 3amo3ndeHi 3 NepBICHUX YSABJICHb
Pi3HUX HApOMIB: TPEKiB, PUMJISIH, CJIOB’SH, F0/IEiB, (PiHIB. 3a TOMOMOroI0 LUX KYJIbTYPHHUX KOZIB aBTOP
anenoe J10 KOJEKTMBHOIO HECBIZIOMOro 4uraua, #oro apxerunanbHoi mam’sti (3a K. I. IOnrom),
BUKJIMKAIOUH B YsBi MOTPiOHI acowianmii.

VY pomani «Bomiek» I0CHTh MHMPOKO IMPEACTABICHI MOBHI 3HAaKH, SIKi IMO3HAYAIOTh SIBUIIA
CYCHUIBHOTO JKUTTS, HAYKOBI OHATTS, HOMEHH BHUAATHHUX IOCTaTel icTopii. 3 TOUKH 30py CKIaIHOCTI
PO3YMIHHA KYJIBTYpHI KOAM L€l TpynH 3aiiMalOTh MPOMIKHE MicIle, OCKUIbKH MEepPeBayKHO L€ CJIOBa i
CIIOBOCTIONTYYEHHS, 3MICT SIKMX BIZOMHH OaraTbOM, a TaKOX iMeHa ICTOpUYHHX oOci® (HayKoBi
BHHaXoIM: kamepa Binbcona, npuckoproBau Jloriepa, mastauk @yko; Bueni Jx. bpyno, P. Boitns, E.
Mapiort, XK. [eii-Jlroccak, nomituk K.Anenayep, mogensep k. Bepcauui, ¢inocop M. Taiinerrep ta
1HI).

OnHi€ro 3 XapaKTepHUX O3HAK JiTepaTypH MOCTMOAEPHI3MY € BUKOPHUCTAHHS MOBHUX OAWHHUIb
HA TIO3HAYEHHS SIBUII TaK 3BaHOi MacoBoi KynbTypH. Lli KyJabTypHI KOIM, Ha BiAMiHY Big yxke
PO3IIIIHYTHX, HE MOTpeOyIoTh Aemr(pyBaHHS B3arayli, OCKUIbKH € MOHSTTSMH 3arajbHOBIIOMHMHU.
BukopucToBytoun y poMaHi MOBHI 3HAKW MacoBOi KyJNbTypH, I3ApHK amentoe 10 CBiIOMOCTi 4MTaya,
SKMH TOBCSKYAC 3YCTPIUAETHCS y MIOACHHOMY JKHTTI 3 PEKIaMOI0, Ha3BaMH IJISHLIEBUX XYPHaiB,
(ipM, NOHATTAMH CHIOXKUBAILKOI AificHocTi («Revolver Revuer, «Voguen, «Playboy», [pana-rorens,
«cheese», WC, rit- -rapaj TOIIIO).

B mexax miei rpynu BUIUISETBCS DAL JIEKCEM, sIKi MO3HAYalOTh SIBUILA PAIsSHCBKOI Ta
TOCTPaIAHCHKOT nilicHocTi. Ix 0coGMMBiCTh MONATae y TOMy, 110 BOHH MaiOTh JIOKAILHUIA XapakTep i
3po3ymini Juie yutadam 3 TepeHiB konumHboro CPCP. Le, nanpuxian, m’ara rpada y macmopri
(rpada pagsHCHKOTrO TIACIIOPTa, B sIKii 3a3Ha4Yajach HALIOHANBHICTD), 30Ha, (Da3eH10uKa TOILO.

Bci nepenivyeni rpynu aconiaTHBHO-CEMaHTUYHUX 3HAKIB poMaHy «Bomiek», OKkpiM OCTaHHBOI,
BiJJ3HAYAIOTHCA CKJIAAHICTIO Y BIAYMTYBAaHHI 3MICTY, 110 3yMOBJICHO MEPLIOXKEPEIIOM 3aII03UYEHHS —
IHTeNeKTyallbHa Tpo3a U Mmoe3is, MHUCTEUbKHH aBaHTapA MuUHYJIOro M cywacHocTi. Lle me pas
JOBOINTD, II0 POMaH [37pHKa € THIOBUM NOCTMOJEPHICTCBKUM TBOPOM, SIKMI NMPHU3HAYEHUH KOy
YUTAYiB 3 IHTENEKTYaJIBHOIO MiArOTOBKOIO — «IIMPOKOIO (DIITONOTIYHOI0 OCBITOIOM[8].
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IHAPOAIA TA I'POTECK K 3ACOBU TBOPEHHSA ABCYPJIHOI'O
XYIOXHBOI'O CBITY I’€C TOMA CTOIIITAPIA

Bpaxatouoro ¢iryporo cyuyacHoi 3apyOixkHoi apamatyprii € Tom Crommapn — aHrmiiicbkuii
Jpamatypr, KiHOCIIEHAPUCT, peXKICep, aBTOP YUCICHHUX I1'€C VIS pafio i TeneOadeHHs.

Im’s1 Hioro crano BimoMuM y Haiil KpaiHi 30BciM HenmaBHoO, y 2001 poui, komun Makcum Ctpixa
NepeKyiaB OfHy 3 Horo Haikpamux m’ec «Poszenkpann i I'impaencrepH meptBi» (1967). Bapro
3ayBa)KUTH, 110, HE3BKAIOUM HA HAaJ3BUUANHY IOMYJISIPHICTH CHOTOIHI IFOTO MUCbMEHHUKA Y €Bporri
i CIOA, mam ykpaiHCBKMII 4YWTay 3HAOMHMU JHIIE 3 OAHIEID Horo pobororo. CroaiBaeMoch,
nepexiazayi me 3BepHyTh yBary Ha IbOro BH3HAYyHOro aBTopa. /i mopiBHSAHHS — y cycinHiil Pocii
Oinplna yacTrHa TBopiB CTomNmapaa BxKe JaBHO NepeKiiajeHa, 1 HayTh Ha cueHax Binomux TeaTpiB. He
BaXKO 3HAWTH MPHUYMHY Takoi HeyBaru 1o 3apyOibkHOI Apamaryprii B YKpaiHi — e BiACTaJiCTh
BJIACHO1, a, MOXKJIMBO, ¥ Te, II0 YKpaiHCBKOMY TEaTpOBi IIe He «I0 3y0ax» abCTpaKTHO-apoAiiiHi Ta
abcypauctcpko-BuTOHYeH1 qpamu Toma Crommapzaa. A me — y konumHboMy CPCP neit miucsMeHHHK
HaJeKaB /10 HaMiB3aMOBUYYBAaHMX 3aXiTHMX aBTOPiB. AmkKe ioro TBopuuil Meron OyB ax HisK He
noAiOHUI 10 «ITPOrPECUBHOIO pealizMy», a caM aBTOp 30BCIM He HajexXaB JI0 «Apy3iB kpainu Pag» 1y
CBOiX TBOpax BiakiIuKascs npo Coro3 30BCiM HE MO3UTUBHO.

Mpu He BUMaJKOBO 3BEPHYNHM yBary Ha LOro ApaMaTypra. Crommap] 3auikaBUB Hac, MepIl 3a
BCE, 3 TAKOTO MOMISAAY HOTr0 HEBIIOMOCTI i HemocikeHocTi B Ykpaini. He3Bakaroun Ha Ty Baromy
ponb, AKy BiH Bifirpae y cydacHiid 3apyOiKHIN Apamaryprii, TBOPUICTh HOro e He yBidnma a0
TOPU3OHTY JAOCHIPKEHb YKPaiHCHKHX JIITEPATYpPHUX KPUTHKIB. X0oua HOro TBOPH MU BBXKAEMO 3a TaKi,
AKi MOTPEOYIOTh IETaJbHOTO aHATI3Y.

IcHye mpobnema mociikeHHs TBOPYOCTi aBTopa i B YKpaiHi. YKpaiHChKUN JOCHITHUK I HE
BiIKpUB 1yis cebOe 110 HeopauHapHY Hoctathk. [locuimioeTbest oro HeyBara BiICYTHICTIO NEpeKIafiB
TBOpIB aHTJiiicbKoro apamarypra. Bcboro Kkinpka pas3iB 3HaxXOAMMO KOPOTKI BIATYKH MPO
NUCbMEHHHKa y mpeci. B Toil wac, sx y Kpainax bmmxuaboro 3apyoixoks Tom Cronmapa Bxke JaBHO
yBIAIIOB 10 miApy4yHuKiB (m’eca «PoseHkpann i [inbaeHcTepH MepTBi» BUBYAETbCA Yy Kypci
JiTepaTypH), CHUUKIONEIi, i BBaXKalOTh HOrO [ApaMaTyproM He3BHYaHMM, OOZapOBaHUM i
0araToo0iLI0YNM.

3ragyroun npo Toma Crommapna, mepmr 3a Bce, TOBOPATH Npo moaiOHicTh #oro 1 Bepnapaa
oy, kaxy4uu, IO MEpIINi MOBTOPUB LUIAX, KOJIHUCH MPONAEGHUNA APYruM, i mo iM 00OM BIacTUBa
CXWJIBHICTB JI0 MapaJIOKCaNbHOCTI, TeaTpalibHOI TPH, )KaHPY TaK 3BaHUX EKCTPaBaraHIliB.

B Toi1 yac, pigko XTo 3BepTa€ yBary Ha Te, IO aHTJIHCBKHI ApamaTypr AyKe JIOTiYHO CTa€ B
psn apamatypriB-aOCypAMCTIB, MPOAOBXKYIOUM 3all0YaTKOBaHI HUMH Tpaaullii Ta BUKOPHCTOBYIOUH
TOJIOBHI IPUHIMIHN ApaMu abCypay.

B 6inbirocti cBoix m’ec Cronmap/i NocTae K MAaHCTepHUN 1 BUHAXiAIMBHHA Opamatypr. Hixto i
HIKOJM He 3amepedyBaB JOBEICHOI A0 JIOCKOHAJIOCTI BHMHAXi[UIMBOCTI MO0 TBOpiB, a TaKOX
HACTIHJIMBOrO MPAarHeHHs aBTopa /0 TOTO, 110 BiH HA3UBA€E ILACIUBUM LUTIOOOM MDX IpaMoIo igel Ta
¢dapcoM, a, MOXKIMBO, HaBiTh BHCOKOIO Komemniero» [1, 76]. 3 iHmoro OOKy 3a3apiCHHUKH
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3BHHYBauyBall HOTO B HAIAMIPHOMY iHTEIEKTyaJlbHOMY IMEpEeBaHTaKEHHI, B MYCTOTi Ta XOJOAHOCTI,
10 WOT0 I’ €CH BaXKKi AJISl CIPUAHSTTS HE JIMIIE Ha CLEHi, aje i y IpyKOBaHOMY BUTJISI.

Ane ycnix 1m’ec aHMTKHCBKOTO IpaMaTypra 3acBiluye NpoTUiIexHe siBulIe. | jocaraeTscs BiH, 5K
4acTo TOBOPATH TeaTpajbHI KPUTHUKH, THUM KOMI3MOM, SIKAH NpUTaAMaHHUKA TBOpYIA MaHepi
Cronmappa. [TucbMeHHHMK crpaBli HelepeBepIICHUI TYMOPHUCT, 1 Lie Iue Oinblue MOoB’si3ye Horo 3
TeaTpoM abcypAy. 3BHUYAiiHO, IPOCTIAKOBYETHCS TYT 1 3B’S30K 3 TPAJIUIII€I0 aHTTIHCHKIX TYMOPHCTIB
Ta CATUPUKIB MUHYJIOI'O, BETMKHUMHU KJIaCUKaMH aHTTMCHKOr0 PEaTiCTAYHIMH TeaTpy.

Komiunmii edekr m’ec apamarypra (Mu BuOpanmu s aHaimizy 2 TBopH: «PoszeHkpaHI i
I'nbaencrepH MepTBi», «CrpaBkHii IHCHEKTOp XayHA») JOCATa€Thes KilbkoMa Iuaxamu. [lepmmii 3
HUX, LI¢ BIPHICTb aBTOpa TOMY JXaHpY, KU BiH 0OpaB IUId BTUICHHS CBOiX TBOPYMX 3aIyMiB —
Tparikomenii Ta 1i pisHOBHIY Tparidapcy, SIKUM OJHOYACHO BIACTHBI 1 pUCH Tparemii, i KOMexii.

OpauMu 13 3aco0iB 00pa3HOi MOOYJOBH XyMOKHBOTO CBITY Tparikomenii Ta Ttparidapcy
Cromnmap/a € rpoTecK Ta MapoIis.

AHTTICEKUN ApaMaTypr AyK€ OpPHUTIHANBHO, SK MH JYMAaeMoO, <OKOHIJIIOE€» Mapomi€r0 Ta
rporeckoM. [Tapogis y Cronmapia He Tulle «OKpeMUl TBIp, ajie i OCHOBHUH CKIIaIHUK apXiTEKTOHIKH
OutbImol XymokHBOI cTpykTypw» [3, 399]. IT’eca «CnpaBxHiii iHCIIEKTOp XayHA» SICKpaBO 1€
3acBiguye. TBip 3a1yMyBaBca MUCbMEHHUKOM SK (apc, B IKOMY HOTro «xXapaKTepH LIKaBJIsATh MEHIIE,
HDK niamorum ¥ Bpano cdopmoBani igei» [1, 76]. [lpore wmeit dapc B KiHLEBOMY pe3yabTaTi
MEPETBOPIOETHCA Y CYLUIbHY Mapofiro. Ock 1m0 3HAXOAUMO Yy KPUTULI Npo 1o m’ecy: «CrnpaBxkHil
iHcriekTp XayHa (1968) mapopnitoe KmacHuHy OeTeKTMBHY I’ecy. CrommapiiB Becenuid oOMaH Mae
napasens 3 i’ ecoto Aratu Kpicti «MumonoBka» [7, 2395].

B yomy x TyT mapoziroBaHHA? ABTOp Tak MEpPEIUILOBYE TPAOULIHHY JETEKTHUBHY iCTOPIlO, TaK
BIITBOPIOE JIOMIHAHTHI PHCH LBOTO JKAaHPY, LIO0 OCOOJMBOCTI OpHTiHANY TinepOomi3yloThes,
JOBOIATBCA 10 MapajokCy, A0 abCypay: TUIO JEXHUTh HENOMIYEHHMM Ha OdaxX y BCIX HPOTATOM
BHCTaBH, a KOJIW KOr0 3HAXOAATH, TO HE MOXYTh BIII3HATH; 1HCIIEKTOP, SIKMH MpUOyBa€ 3 MOMLii y
MOLTYKaX MaH sIKa BUSBIISIETHCSI 30BCIM HE MOJIIEHChKUM, a MOMEPIUM YOIOBIKOM TOCIIOAUHI AOMY i
OZIHOYACHO AyOJIepOM TOTO KPUTHKA, SIKUH pelensye BuctaBy. CyminpHa QaHTacTHKa.

Cromnmapy 3Millye JBa TUIH PEaibHOCTI — 1€ CLIEHa 3 aKTOpaMHu Ta JBa INIANadi-KPUTUKH, SKi
HIOW-TO 3HAXOAATHCS y 3aidi, a Hacmpasai «MiK MyHoMm, bepaOyToMm i rmsganbKuM 3al0M irpoBHit
MaiilaHuuK, SKAH 3 MaKCUMaJIbHUM CTEIeHEM JOCTOBIpPHOCTI 300pa)kye BiTaibHI0O MallTyHCBKOTO
nomicts» [5, 4]. Sk i B iHIIMX TBOpAax, BiH 3HUIIYE BiJICTAHb MK aKTOpaMH Ta TJIsAadyaMH, 110 CaMO
1o cobi abcypaHo Ta ippeansHo. He koxkeH 3po3yMie Te, 1o BiAOYBAETHCS Ha CLEHI.

TakuM yuHOM, IEH TBip CTa€ PEMIHICIEHIIIE€I0, AJTFO3I€r0, BIATOMOHOM Ta HATSIKOM Ha IHINWH
TBip. CTonmap/ po3paxoBye Ha epyAULIIO IIsggada i «4uTaya, MOKINKaHOrO PO3ralaTé 3aKOI0BaHHUN
3micT» [2, 30].

BukopucranHs napoaii Hajgae TEKCTy JOr1YHO HernepenoadyBaHOro, CKApUKaTYPEHOT O BUIIIALY.
Ha nymky M. Baxrina, naponist € IBIHHHKOM, IO PO3BIHUYE MapoAiioBaHUN 00’€KT, MICTUTH y co0i
eneMeHTH KapHaBany. Lleit kapHaBas y TBopax CTonmapia O4eBUAHUN — KapHaBall, B IKOMY abCypaHO
3MIIIYIOTbCS XapaKTepH, Aiajord, TBOPSYM THM CAMHM XYOOXHIH CBIT, Jie HE iICHYE >KOJHHUX MpaBHII
JIOTIKH.

[MaponiiiaicTs Oe3mocepeHbO MOB’S3aHA 13 BUKOPUCTAHHSIM JpPaMaTyproM TIPOTECKY, KU
oromoe abcypani pucu nepcoHaxis. M. Crpixa nume, mo CTonmapa € «IepIiopsiiHUM MaicTpoM
AHTJIHCHKOr0 TYMOpY... i TPOTECKHO-KOMEAiHHI CHTYalii, B sIKi pa3 Mo pa3y MOTPaIIsIoTh HOro repoi,
HIYMM He OCTYMAaI0ThCs KpaluM emizonaMm bekkera ta lonecko « [6, 142].

I'poTeckoBicTh MpHUCYTHS Ha ycix piBHAX Apamu CTonmapia — KOMIO3ULIHHOMY, TEMAaTHUYHOMY,
MoBHOMY. Tak, Hampukiaja, cama HOOyAOBa BHUIIE3raJaHUX I1'€C — L€ 3allepeueHHs YCTaleHHX
XYAOXKHIX 1JIiTepaTypHUX HOpM. Y mepuiiid i’eci — cuenu 3 «['amieray 3 X mepcoHakaMH 1 AiajJoraMmu
BKpOEHI B 3arajbHy KaHBY CTOINIMAPIIBCHKOTO CIOXETy. ABTOp HaBiTh poOuTh mocuianHs: «llepma
perutika, 1o i MOXKHa po3i0paTH,- KiHelb KopoTKoro Monosory ['amnera: nuB. Llekcmipa, ais 11, sBa
II « [4, 110]. ¥ «CopapxHboMy iHCEKTOpi XayHIi» TakoX 3amepedyloThCsi OyIb-AKi MpaBHiia
TpaauLiiHOI TOOYAOBH ApaMH — TYT HE JIMIIE YacTO Ba)KKO 3pO3YMITH, LIO BiIOYBa€ThCs, aje i XTO
SIK1 POJIi BUKOHYE.

CknazHa KOHCTPYKLIS I€CH AOBOAMTH 1O CYHITBHOTO XaoCy i B MEpLIi I’€ci: TYyT TaKoX
HEe3po3yMio, XTo € XTo: «MeHe 3Batu ['inmpaeHcrepH, a ne Posenkpann. Ilepenpomyto, iioro 3satu
I'nbpencrepH, Pozenkpann — e s» [4, 97]. Ilepconaxi cimyTyloTh cBOi iMeHa, 3a0yBaroTh PO LJIb
CBOET IOJIOPOXKIi, AUCKYTYIOTh TIPO T€, IO «HITTI POCTYTH 1 MICIsA CMEPTH, K 1 Oopoma» [6, 95] Ta iH.

TakuMm 4YMHOM, aBTOpP HaMIpeHO TilepOoNi3ye BHpIIIEHHS >XUTTEBUX MUTaHb TepoiB. Came
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IPOTECK Ta Mapojis 3 IX YMOBHICTIO, SIKa BHCTYIAa€ IMEPEIOHOI Oe3mocepeHhoMY OYKBaIbHOMY
CHPUUHATTIO HAMHU 300pakKyBaHOT0, BUKOPUCTAHI aBTOPOM YK€ JOIUIbHO. BOHH BUKOHYIOTH POJIb
CBOTO pOIy KaTamizaTopa, 3a JAOIMOMOIOI0 SIKOrO iCHYIOUi >KUTTEBI 3aKOHOMIPHOCTI BHSIBIISIOTBCS 3
0COONIMBOIO THTEHCHBHICTIO Ta TOYHICTIO, a XYAOXKHIH CBIT TBOpIB JpamMaTypra HaOyBae puC
abCypIHOCTI.
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IHPUPOJA ®PA3EOJIOI'I3MIB
Y POMAHI LBAT'PAHOI'O «TUT'POJIOBN»

Kutra Haponmy, a came ioro matepiaJibHi W JyXOBHI CTOPOHH, CTAaHOBJISTH HEBUYEPITHE
IpKepeno ¢pazeo’oriyHux onuHunb. «®PpaszeonoriyHa OAMHUIN — OCOONHMBAa OAWHULSL MOBH, LIO
CKJIAZIAETHCS 3 IBOX 200 OUTBIIOT KITBKOCTI PO3AITEHO O()OPMIIEHUX KOMITOHEHTIB 1 XapaKTepU3yEThCS
BiITBOPIOBAHICTIO, IUIICHICTIO 3HAYEHHS, CTIHKICTIO JIEBKCHYHOIO CKJIAAy Ta TpaMaTH4YHOI OyIOBH»
[4:122]. Hdemo iHme Bu3HA4YEHHS (pa3eonoriyHoi onuHuni npononye ['pumenko «®PpazeonorisMmoMm
HA3UBAETHCSl CEMAaHTHYHO TOB’S3aHE CIOIYYEHHS CNiB, SIKE, Ha BiAMIHY BiI MOXIOHHMX 1O HBOT'O 3a
(OpPMOIO CHHTAaKCHYHUX CTPYKTYp, HE CTBOPIOETHCS y MPOLECi MOBJIEGHHS BiINOBIIHO A0 3arajbHHUX
rpaMaTUYHUX 1 3HAYEHHEBHX 3aKOHOMIPDHOCTEH MO€IHAHHS CIiB, a BIATBOPIOETHCS Y BHIIIALL
(ikcoBaHOI KOHCTPYKIIi1 3 BIACTUBUM T/ JIEKCHYHUM CKJIaJIOM 1 3HaYeHHAM» [5:226].

«®DpazeonoriyHa OOWMHHMLA — L€ OJWHHWLS MOBH, IO CTaHOBUTh COOOI0 €IHICTD
¢paseonoriuHoro 3micty i popmu, MOKe pO3IILAATHCH SIK OKpeMa CaMOCTiliHa OAWHUIISI MOBH, 3[aTHA
BHUPaXaTl CBOIO CEMAHTHKY, BCTYNAaTH 3 IHIIUMH OJWHHULSMH MOBH B CMHCIOBI Ta TpamMaTH4Hi
3B’S13KH, @ 3HAYUTH 1 HaJIeXaTH 10 TIEBHUX CEMAHTUKO-TPAaMaTUYHUX PO3PSIiB, BUKOHYBATH B PEUCHHI
BIJMIOBiAHY CHHTAKCUYHY POIB»[6:31].

®dpazeonori3aMu 3aBk/IM MEBHUM YHHOM BiIOMBAIOTh y COO1 iICOJIOTIF0 €MOXH, CYCIUTBHHM JIaJ,
citrorisin Hapony. byma B.A. 3a3nauae: «®pas3eonoriuHi OAMHUII JOHOCSATH TOJOC CTApOXKHUTHIX
nam’ATOK, KOJHILIHIA CBIT BOIHA 1 MUPHOTO opaya, iXHi 3BHUai, 00psaau, 3a6000HM, ToOyT»[3:75].

Y pomani LBarpsHoro «TurpomoBm» ¢pa3eonori3Mu BiII3epKaliOOTh Pi3HI CTOPOHHU
HaponHoro OytTs. Tomy ¢paseonoriudi oguHUILI poMany « THTPOIOBH» MOXKHA 3a CKJIaJIOM JIEKCHKH
nokjacuikyBaTH Ha TakKi TPyIH:

1. TToOyT, TpyaOBiI MpOIECH CEISHCHKOTO XHUTTS: «HOCOM 3eMiro putm» [2:102], «3akumina
poGorax [2:79].

2. TBapuHHUH 1 NTAIIMHUN CBIT: «cMepTi K 1 KoHeM He 00’imemn [2:321], «nponane Hi 3a 1cu
Tpya» [2:212], «croau i BOPOH He yacTo 3aiitae [2:74], «copoka Ha XBOCTI puHeciay [2:76].

3. dyxoBna kynbTypa: «bory aymy Bigmatuy» [2:143], «6oponu boxe» [2:123], «xaii Bor 6yne
cyieto» [2:231] Ta inmi.

4. Tlpucnis’s Ta npukasku: «bor He 0e3 MuIoCTi, KO3ak He O0e3 macTsa» [2:232], «He cBari x
TOPIIKK JTIIATEY» [2:81], «cam 4opT HOry 37moMuUThY» [2:34], «SIk He uxail — BuIle ceOe HE CKOYMIID)
[2:164], «ropa 3 roporo He cxonuThes» [2:101].

5. Opranu IIOACBKOTO TiNa: «poTH po33aBUTH» [2:104], «mpubpatu cebe no pyk» [2:98],
«OpuHiTH B cepii» [2:59], «cepue cruckaerscs» [2:75], «3yom 3’ictu» [2:830], «xMinb yaapus B
roiaoBy» [2:195].

VY pomani Lbarpsnoro «TurponoBu» umMano ¢paseosiori3miB, SKi MarOTh BIAHOLIEHHS A0
BipyBaHb JIIOJEH, 30KpeMa, CToCyloThcs Bipu B bora. bo bor — 1e ayx, a ayx — ne nyma, a ayma
Hapoly NepexoIuTh 1O HAIaIKiB Yepe3 MOBY.

VY crapi 4acu, KOTM OCHOBHHUM JDKEPETIOM 3HaHb OYyB JKUTTEBHUI A0cBia i cnoBo boxke — biomis,
€Banremnis, [Icantup, m0AK 3HANM 1 YacTO BXKHUBaJIM 0arato MOBYAIBHUX, aOPUCTHUYHUX BHCIIOBIB 13
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uux kHWAT. Hapox mpucnmyxaBcs no Hayku XpucTa, MOXKe, TOMY 1 modaB roBoputu: bor To6i cynns
(SIKT10 YMHUII 371¢ 200 TOBOPHII HETIPABIY).

Ak  cBigunTh (QpaseomoriuHMi Martepian, Jekcema bor 3mebiabpmioro  BHCTymae |y
¢dpaseonorismax-nmodakaHHsX, (pazeonorisMax-3acTepekeHHsIX 1  (¢paszeonorizmax-O1araHasax
(mominnsx). Hanmpuknan: «3acnokotics, Jisbk, bor 3 To6oro!» [2:56], 6oponn boxe! [2:123].

i BUryKOBi KOHCTPYKIIii BUKOHYIOTh y CIUIKYBaHHI POJIb «CTPUMYBAHHS»: SKIIO 3 JIIOJHHOIO
Bor, sxmo BoHa #oro moBaxkae, SIKIIO 3apajyd HHOTO BOHA TOTOBA 3yIMHUTHCH Ha MOPO31 4OrOCh
HenoOporo, To Oigy BAACTbCA LUMHM 3aKiIMKaMu monepeauTd. Lli BUrykn mependavaroTh HasBHICTDH
ocTepiraya-MoBIs 1 cmiBOeciguuka. Sk ¢paseonorism-OnaranHs 3ByunTh BHCHIB: «Matu boxal..
Homypinu!.. I mo BoHu BUpoOIsIFOTE?! Sk Ha BiMHI, mpoctu, ['ocmomu...» [2:83]. Lli mupi crmoa-
MOJIIHHS BUXOIATH 3 yCT Matepi, crapoi Cipunxu. Bona 6marae Matip Boxy, mo6 Oyna munocepanoro
1o i1 mitel, 3axuimana ix y Oynb-sKiid )KUTTEBIH cCUTyaIlii, Oyna i1 HUX 3aCTYITHUIICKO 1 TTOpaHULICHO,
00 HaiicBaTImIE IS MaTepi — 11 TITH.

[Ipoxanusa naii, boxe! JlioguHa BXHMBa€ IO BCHOTO, L0 A HEl Y KOHKPETHHM MOMEHT
HaiiBaxxmBimte: «bory mskyBaTumemi. AOu Tineku naB bor 3mopos’s Ta macts» [2:72]. Ilepen
MOYaTKOM SIKOiCh CIIpaBH, Hade OOSYMCh «HABPOUUTH» YCHilIHE ii 3aBeplieHHS, O0O0B’SI3KOBO
ckaxyTh: «3 Borom! (TobTo, lllacmuBo!), «Hy, 3 borom, mgitn» [2:54].

3 nux npukiagiB 6aunmo, IO JIOAMHA Jopyvae ceOe, CBOIO JONI0 1 MOBCAKIACHHI KIOMOTH
Borogi, He CyMHIBA€ThCSI Y CBOTH 3aJIGKHOCTI Bif Horo BOJTi, CITIOBHEHA HAaJIil Ha BOJIO 00Dy 1 BASYHA
3a Hel. Hanpuknan: «bor He 63 MuocTi, ko3ak He 0e3 mactsan[2:232].

ExcrnipecuBHicTh (hpazeonoriamis 3 gekcemoro bor — 31e6inbiioro migHeceHa (0aroropiiHa) uu
HEWTpanbHa, alle TPAIULIETHCS 1 KOHTEKCTyalbHe (CTUIIICTUYHE) MEepeBelIeHHs] TaKoi TOHAIBHOCTI Y
3Hmxkeny. Hanpuxnaa: nobifitecs bora!

Sk Oaummo, y ¢paszeonorizmax 3 KOMIOHEHTOM bor 3akpiruieHi icTopuko-eTHorpadiuHi Ta
MOpPaTbHO-ECTETUYHI 3B’SI3KM JIIOJJUHHU 3 HABKOJMIIHIM CBITOM, 31 BCECBITOM, TOUHIIIE, KOHKPETHHUI
XapakTep HHUX B3a€EMO3B’SI3KiB, CTABJIEHHS JIIOAWHU /10 CBSITOTO MUChMa — CIIBBIJTHECEHHS 3 HUM CBOT'O
KHUTTS.

VY pomani «TurpomoBu» IMPOKO TpeACTaBlieHI ¢pa3eonorisMu i3 jekcemoro ayma. Taki
(paszeonoriuHi OAWHUII JONOMAaraloTh PO3KPUTH XapakTep JIOOWHH, ii moMmikd. Hepimko crpax
JIIOMHY TIepesl YUMOCch OyB 00’€KTOM BiATBOpeHH: y ¢paszeornorizmax. Tak ¢pasema: aymia BTekiIa B
sty («'puropiid 31anexy morisgaB Ha CBOIO MillleHb, 1 HOMY Aylua BTekiaa B m'satu» [2:184] )mae
MiZICTaBM BBa)KaTH, WO [ 'puropiii He € OOSATY30M 3a CBOEID MPHPOAOIO, aje MOYYTTS CTpaxy Homy
3Haliome, 00, mepeOyBarOyM y TIOPMi, 3a3HaB HEIIOJICHKUX 3HYIIaHb 3 OOKY HarJsaadis.

@pazeonorism «1yma mnoxonona» [2:146] € cuHoHIMOM 10 (Hpa3eoNOrivyHOl OAMHULI «ayIIa
BTEKJIA B I1’SITH», 00 BOHM MarOTh CHUIbHE 3HAUCHHSI — HAIAKaTHCA, 30eHTexuTcs. [Ipore mpuunnoio
BHUKOPHUCTaHHS (pa3eosIoTi4HOr0 3BOPOTY «AyIlla IIOXO0JIONa € ONUC 3ycTpivi normsagamu 3 HaTamnkoro.
I'puropiii panime He BiquyBaB y CBOEMY ceplli KOXaHHs, ajle 3apa3, KOJU MOopyd KpacyHs MOIJsaae
YUCTUMH OYMMa, TapyOOK 30€HTEKHUBCA i OJHOYACHO HAJISIKABCA.

B Haponi kaxyTb, 10 o4i — a3epkaino aymi. KoxxHa moanHa IMBUTBCS Ha CBIT MO-1HIIOMY, CBOT
eMOIlil MOXKe IPUXOBATH, alle 04i PO3KPUBAIOTH OyAb-SKMI MOITOBX y Aywri. ['HiB, He3a10BONEHHS,
00ypeHHS, 3AUBYBaHHS MOXXHA MOOAYUTH y O4aX, y SKUX BIOKPHUBAIOTHCS JIIOAMHI TaeMHHLIL. | He
JWBHO, 10 MyApUH Hapon 3a¢ikCyBaB y MOBi, y (OJIbKIOpi HAHPI3HOMAHITHILI BHUCIIOBHU 3 JIEKCEMOIO
OKO, K1 ONIOMaraloTh PO3KPUTH XapakTep JIOANHH.

31aBHa B HapOAi BUKOPHCTOBYBAJIM BHUCIIB: Oepertu sk 3iHuIIo oka. [Ipore, y pomaHi BkuTHI
JIel10 CIPOLICHUH BapiaHT IbOTo (hpa3eonorizMmy: NUIbHYBATH, K oka. Hanpuxiazn:»...0epir BiH — i He
BOEpir, NIIIbHYBAaB, K OKa, — 1 MapHO.»[2:15].

@DpazeonoriaM «momnizau o4i Ha jobay («Y Mmaiiopa moniznu odi Ha jo6a» [2:36]) Moxe MaTH
KiJIbKa 3Ha4eHb. AJie IMPIINKA KOHTEKCT BKa3ye, 1110 Maliopy CTallo MOoraHy, BipHille, BiH aK TPEMTIB
BiJ] 3710CTi yepe3 Te, 1o 3 noi3aa BTik [ puropiit Muororpimanid. ®pa3eonorivHuil BUpas3 MmigKpeciioe
eMOLIifHY Halpy>KeHiCTh, HEBPIBaXKEHICTh JIOJANHHU.

@pazema «o4i Ha J100a BUIIEPJIO» Ma€ IHIIY CEMAaHTUYHY HABAHTA)KEHICTh: «BiA4yBaTH OLIb,
niepersik» («Y MeHe Bke 04i Ha jio0a Bumiepio» [2:109]. BxkuBaHHS IPOCTOPIYHUX CITIB Y PO3MOBHOMY
MOBJICHHI BHSBIISIIOTH OUTBIITY €MOLIHICTD, eKCIPECUBHICTh. Takuil (ypa3eonoriyHuii 3B0OpOT BKUTUI
UL TOro, MO0 MOKa3aTH CKJIaaHICTh cuTyauii, y sKky mnortpanwm aBa ['puropii: Cipko i
MHoOrorpinHu.

[ornsax mronmuHM BHpaxkae ayke Oarato emoniid. HaBiTb ofHE CIOBO «HOIMSAATH» MOXKHA
BHMOBHTH KiTbKOMa 3BOPOTaMH, KOXKEH 3 HUX Oy/e MaTH CBil BiITIHOK, HAIPHKJIAJ: CTPUIITH O4nMa
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(«3amKHYyMa BycTa 1 Tak IVISIHYJIa — CTpebHYyJa O4nMa. AXK IIMUTHYJIO0 Have.» [2:68] ), rpatu ounma
(«...mMgdirma A0 XJIOMIIB i, TPaloyu OYMMa, JEP3KO 3ampocuia J0 TaHmpy» [2:197] ), mactu oumma
(«ITacmu oumma 3a xjonisMu.y [2:198] ), npunagatu ounma («binonamna nisunnHa! [Ipunana ounma
1o rocts!» [2:223]).

Sx Gaunmo, (pa3eonoriuHi ONUHHII CKOHIECHCOBYIOTH 3HauHY KUIBKICTH iH(opMarii. 3BopoT
«CTPUIATH OYMMay» BiIOMBa€ pi3Ky 3MiHY y HAcTpoi: IIMPICTh PO3MOBH IEpETBOpMIACH B 00pasy.
Hatanka po3raiBanacs, i ii 37iCTh BUAAB MOTJISAA — CTPENbHYIa ouuMa. A Bke (pazemMa «rpaTH ouuMar»
CTBOpIOE IHIIY KapTHHY. baraTo3Ha4Hi MOIJISIIM JiBYAT TOBOPSTH MPO T€, 0 BOHU XOUYTh 3BEPHYTH
Ha ce0e yBary XJOMLIB, BUKIMKAaTH ixHii iHTepec. Ppaseonorism Omykatum ouuma [35:195]
XapaKkTepu3ye CTaH JIOANHH, siKa HyAbrye, Oe3peaMeTHo, 6e3 meBHOI MeTH MEepPeBOANTH MOMIIAIOM 3
OIIHOTO IIpeaMeTa Ha IHIINH.

@Dpa3zeonoriydi 3BOPOTH € OJHHMM i3 HEBHUEPIHHUX JKEepeN MOCHJICHHS EKCIPECHBHOCTI Ta
norIMONIeHHs Jorizauii BUKIaay, ToMy 10 HUX yaaBca l.barpsauii y cBoemy pomaHi «TUTpONOBI».
VYBomsuu ¢pazeosioriaMu y MOBY MEPCOHaXiB, BIH POOUTH i1 OiTbII MHJIO3BYUYHIIIO, HACHUYCHIIIOLO,
CIIOBHEHOIO MOYYTTiB.
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IOPIBHSIHHS V BINCHKOBIN HOBEJIICTHILII
OJIEKCAHJIPA JTOB)KEHKA

Onny 13 HAWBaXIMBIIIUX PONEH y XyJOXKHIX TBOpPax BiIirpaloTh CTUIICTHYHI (Qirypu Ta TpOIH,
OIHMM i3 SIKUX € TopiBHAHHS. [L{o0 BU3HAYEHHS LBOTO TPOILY, TO AOTENEp HeMa€e CHUTBHOI AYMKH. 3a
JlirepaTypo3HaBYMM CIIOBHHKOM-AOBIIHUKOM 3a penakuieto P.I'pom’sika MOpiBHSHHA — 1€ «TpoIl,
SKUW TIONSITa€ y TOSICHEHHI OAHOTO MpenMera uepe3 iHMWH, MOAIOHWHA 10 HBOro, 3a JIOIMOMOTOI0
KOMIIapaTUBHOI 3B’ SI3KH, TOOTO €THANBHUX CIIONyYHHUKIB: K, MOB, HEMOB, Haue, OyIlimM Ta imy». (5:561),
a B.byna Bu3Hauae MOpiBHSAHHS, SIK «3aci0 Mi3HAHHA CBITY Yepe3 BHABIICHHS 30BHIIIHIX 1 BHYTPIIIHIX
3B’S3KIB MDK IpeAMeTaMH 1 sBuImamm» (2:91).

B3arasi nopiBHSHHS € qy)XKe IMUPOKO 3aCTOCOBAHUM 3aCO00M CTBOPEHHS CIIOBECHOI 00pa3HOCTI.
HesBakaroun Ha Te, M0 MOPIBHSAHHA BIZHOCHUTBHCA A0 HAaWMPOCTIIIMX TPOIiB, BOHO € JaleKo He
npocTuM Ui mizHaHHA. Llelt XynoxkHii 3acid OymyeThes 13 TBOX KOMIIOHEHTIB!

1) mpeaMeT 4M SBUILE, O3HAKU SKOTO MH II3HAEMO, PO3KPUBAEMO 32 JOIIOMOTOI0 1HIIOT0, Horo
HA3UBAIOTh IMI3HABAJIBFHUM YM CYO’€KTOM MOPiBHSIHHS,

2) mpeAMeT Yd ABMIIE, IO Ma€ SICKpaBO BHUPaXKEHI 1 BiOMi HaM O3HAKHW, SIKI JJISI HBOTO €
XapakTepHUMH B TEBHUX YMOBax 4YHM B3araji, 1 BHACIHIJOK LHOrO BHKOPHCTOBYETHCS IS
XapaKTepUCTUKH II3HABAHOTO, TOOTO 00 ’€KT mopiBHAHHA. Hampukian: «...1 ToAi cioBa BUPBAIUCH 3
ix ycT, Ak omMHOKI mocTpimu». (265). «CnoBa» — mi3HaBaHe, CYO €KT TOPIBHSAHHS, «OAMHOKI
MOCTPLMK» — 00’ €KT MOPIBHSIHHSL

[opiBHSIHHA MNPOKO BUKOPHCTOBYIOTHCA Y PI3HUX CTHIBOBUX PI3HOBHJAX JIITEPaTypHOI MOBH.
VY XyAOXHIX TBOpax BOHH BHKOPUCTOBYIOTHCSI SIK 3aci0 Mi3HaHHS, TOOTO PO3KPHBAIOTH O3HAKU
ONMCYBAaHUX ABHII 1 MPEIMETIB, i K 3aci0 migcuiaeHHs emouiitHocTi MoBH. el oOpazoTBopumii 3aci6
JISKUTH B OCHOB1 (pOpMyBaHHS XyI0KHBO-00pPa3HOi CUCTEMH TEKCTY. 3aTHICTh JIFOJCHKOTO MUCIECHHS
3iCTaBIIATH, TMOPIBHIOBAaTH SBUIIA HABKOJHMILHBLOI AIHCHOCTI peani3yloTbCsl y XYOOXKHIX TEKCTaX sIK
CTUJIICTUYHUH IPUHOM.

IcHye BaknmmBa OCOOJIMBICTD y TOPIBHAHHSAX — PO3AUIOBI 3HAKH PO3CTABIISIOTHCS BIIHOCHO
HBOTI'O HE CEMaHTHYHO, a JOTIKO-IpaMaTH4HO.

[opiBusiHHA sIK 3aci® XyOOXXHBOI KOHKpETHM3alii € BaKJIMBOIO CKIIAZIOBOIO MOBH TBOpIB

12 CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiyck Ne7



0araTboX YKpaiHCHKMX MHUCHMEHHHKIB, y ToMmy uuchi # Onekcanapa omxkeHka. [lopeunum Oyne
PO3IIITHYTH Ti HOBENH, Yy SIKMX HaW4acTille TpaIuIaioThCsl HAHOLMbII OpHriHadbHI 1 BIACTHBI
O.[JoBxenky nopiBHsUIbHI KoHCTpyKLii. [.Bimogin tak TpakTye mopiBHAHHA y TBopax O.JloBkeHKa:
«¥Yci tunu nopiBasiHb B O.JloB)kKeHKa MaloTh OUTBII YM MEHII BHpa3HUN XapakTep 3ariuOJIeHHS y
MICUXOJIOTYHy cdepy, a He B 30BHIIIHI O3HAKH, 1 I € ONHIEI0 3 THIIOBHUX PHUC JOBKEHKIBCHKOTO
MHChMa, 10 3YMOBJIIOE TIEBHUI 100ip MOBHHX 3aco0iB» (1:71).

KpiM nBOX ckimasoBHX TOpIBHAHHS (T€, IIO TMOPIBHIOETHCS 1 T€, 3 UMM IOPIBHIOETHCS),
[.LK.Kydepenko Buaiise me OCHOBY MOpPIBHSIHHA, fKa MiCTHTh, mo s mosen O.JoBkeHKa He
XapaKTepHO, O3HAKH 3iCTaBIIOBAHUX NIPEAMETIB uu sBuIl [4 : 78].

SIKiCTh TIOPIBHSIHHSI 3aJISKUTH SK BiJI CBITOIIIAY 1 CBITOCIIPHIMAHHS MOBIIS, TaK 1 BiJf MOBHUX
TpaIuiii. 3arajgoMm cepeq 00’ €KTiB MOPIBHIHHA MOXKHA BUIUTUTH Taki Ha3BU: 1) TBapuH; 2) nTaxis; 3)
SBHI IpUpoAX; 4) pociuH; 5) moOyTOBUX pedeii; 6) yroneii; 7) abCTpakTHUX MOHSATH; §) BiliCBKOBHX
peadiii; 9) NOHATH, OB’ SI3aHUX 13 PENIriiHUM 1 MiOJIOTIYHUM CBITOCTIPUHHSATTSIM.

Sxmo posrasmaTy Ui TMOM Ha npukiaai HoBend O.JloBkeHKa, TO MOMITUMO, IO 1 B HBOTO €
OUIBILIICT 13 HAaBEACHUX, aJie BXKE SIK YacTHHA KiHemaTorpagiunoro mpuiiomy. O.JloBxkeHKo Oepe 3a
00’€KT TBapWH, ajic B OCHOBHOMY XIKHX, HEOE3MEUYHUX, TaK K 3MaJbOBYBaB IIepioj BiiiHH, CTaH,
SIKMW BUMAaraB 3aCTOCYBaHHS CHJIM, 3710CTi: «BiH KuHyBcs Ha ApiT, MOB JeB» (267).

[ITaxu BuCTynaoTh 00’ €KTaMH Y TaKUX MOPIBHSIHHX: «BinipBaBcs BiH Big mIeCTipky, SK 1ediab
Bif 3rpai» (247), «Ti nexanu Bigaaxst, MoB HiOUTI xypasii» (299).

VY NopiBHAIBHUX KOHCTPYKLISIX «MOB OnmckaBka, Oir 6oeup Jlesko I'Hennuit» (287), «romoc
Horo 3a3ByuyaB y TEMPsIBi TIyX0, sIK OCiHHIHN TpimM» (244) 00’€KTOM BUCTYIAIOTh SBUIIA PUPOIH.

O6’extu pocnud ¢irypytots y ¢pazax: «XoTiioch OM BHIIMTH CJIOBAa, MOB UYEPBOHI KBITH»
(248), «BoHa (MOBa) B’siHE, MOB KBiTKa Ha 10po3i» (340).

[opiBasiaEA A0 moaeit y TBopax O./loBkeHKa — MOUIMPEHE SBUILE, 0 CBIAYUTH PO 3HAHHS
MUTIEM TOHKOILIIB JIIOACBKOI'O XapakTepy, TeMIepaMeHTy, IMcuxiku: «BiH roTyBaBcs 10
3aBTPALIHBOrO JHS, HEMOB OOELb O HETYBAHOTO 3MaraHus» (262).

Croctepiraerbcsi i BUKOPUCTAHHS aOCTPaKTHHX TIOHSATH: «COHIE, IO 3a3MPHYJIO, HEHaye
o0irsHKa macts» (275), «bilii orisanucs B HECTAMI, 3rayl0dH BiICTYI, MOB HenoOpuii con» (285).

A BXUBaHHA BIMCBKOBHX pealii UIIOCTPYIOTh HACTYIHI MOPIBHSIHHA: «rOJIOC KalliTaHa
3a3By4aB, sk OoiioBa cypma» (238), «BiH OMB iXx aBTOMarom, MoB OynaBoto» (268). TunoBumu ans
tBopuocTi O.JloBkeHKa € MOpIBHSIbHI KOHCTPYKLIi, IO MOB’sA3aHi i3 peNliriiHuM Ta Mi(onoriyHuM
cBiToCIpUHHATTAM: «Yaban OyB HaTXHEHHMH, MOB MPOpPOK» (268), «aimu, MOB H0Opi pivuHI AyXu»
(231). «fk npuBug, Kypkyns Makcum 3abpona» (259), «Muxalnk HOLiTyBaB IiIOBY PYKY, MOB
eBaHrenie 4u xpect» (326).

Yoro Hemae y noBenax O.J[oBKeHKa, TO TaKUX MOPIBHAHB, B SKUX OM 00’€KTOM BHCTYIAIH
moOyTOBI pedi, IO € XapaKTePHUM ISl IMPOKOIUIAHOBUX POMAaHIB.

[opiBasuana 13 HoBen O.JloBXKeHKa € CTUIICTHYHO 3a0apBiieHi, ajie IXHi BIATIHKH BUPaXarOThCs
HE OJIHAKOBOI MiIpOr. I3 0OMOMOror MOpiBHSIHB BiAOYBAlOTHCS 30JMIKEHHS TaKUX BiIJaJICHUX
MIOHSATH SIK JKMBE 1 HeXHBe: «Bacuib Mpo3ByyaB yBech, yCiM CBOIM €CTBOM, SIK O3BiH» (253); pizuune i
ncuxiune: «YopHa AymKa 3amoB3nia B HBOro, MOB ramuHa» (240); sSKiCTb Ta KUIBKICTb: «CJIOBa
BHUPHBAJIKCH 3 IX YCT, SIK OJMHOKI mOCcTpiin (265).

Mono cuHTakcH4yHOI (QYHKLIi MOPIBHSIHBb 32 XapaKTEpOM MOBHHX 3ac00iB BUPaXKEHHS, TO
BUIUISIEMO Y TMCbMEHHHUKA TaKi:

1) cuHTaKkCHM4YHI CHONY4YEHHs, B CKIaAl SIKMX € CIyKOoBi cioBa (MOB, Hade, OyIiMm) —
CIIOJIYYHUKOBI;

2) He MaIOTh CITY>KOOBHUX CJIIB — 0€3CMOTYYHUKOBI.

Bescnony4yHnKOBi MOPiBHSHHS, y CBOIO Yepry, HOAUIIIOTHCS Ha OKpEMi IPyIIu:

a) TMOPiBHSIHHSL, BUpaykeHe ()OPMOIO OPYJHOrO BiJMiHKA IMEHHHKA: «TIOCTABHTH CJIOBA YUCTUMHU
panamm» (248);

0) BUpa)XeHi MPUCITIBHUKOBOIO CTPYKTYPOIO 3 IipedikcoM — 1o, mo ajst TekcTiB O./loBxkenka He
€ XapaKTepHHUM;

B) BHUCTYIAIOTh Yy CHOJYYEHHI 3 IIECTIBHOIO 3B’S3KOI0, BUPAKEHOIO JOMOMDKHHM Ai€CIOBOM
BYTU, un € mpucynkom mnpoctoro pedeHHs: «[lyma, xmomde, BoHa OyBae BCsKa... TPETH, SK
Kamoxkay (235).

Crony4HUKOBI MOPIBHAHHS OUIBII OAHOPIJHI 38 CBOEIO CTPYKTYPOIO, HE BUCTYIAIOTh Y MOBI IK
CaMOCTiifHI KOMYHIKaTHBHI OJMHUIN, a € CKJIAJOBUMH YACTHHAMHU CKJIAJHOIIAPSAHOrO pedeHHs. Lli
MOPIBHSIHHS TAKOXK MalOTh CBOI IiIBU/IH:
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1) migpsani pedeHHs 3’sicyBayibHi: «BigBepHeThCs Bil HBOro rHiBHa BitunsHa i 3a0yne #oro i
OTpsICHE HOT0, SIK KATIOTiAHUH mpax» (240);

2) migpsAHI peueHHs o3HadalbHi: «Bin OyB cyBopHil 10HaK, MILHUIH 1 CyXuH, K 100pe 3epHO B
HenoOpi wacu» (313);

3) migpsaHi pedeHHs crocoOy miil: «MoB mopaHeHui 3Bip... — BOPOT BUTHCKAB 3 OCTAHHIX CHII
IIaJIeHH CBii cTpuOoK» (276);

4) mimpsoHi pedeHHsl cTymeHs uyu Mipu: «Ta Tak 1m03abMBajo TOJOBH JIIOJSM JYKaBOIO
(ammcTchKo0 OpexHero, mo i kuTh mroxay (331).

[opiBHsTPHI KOHCTPYKLIi HaMm [dalOTh 3MOTY MEpeKOHAaTHCh, MO cTwib B OnekcaHapa
JloB>keHKa CIpaB/i BUCOKHI 1 Maike TOBEPIICHHM, K JEKCUYHO, TaK 1 CHHTAKCUYHO, 8 IOPIBHAHHS €
PI3HOMaHITHUMH 32 CBO€IO0 OymOBOIO 1 3MicTOoM. ToMy BHBYEHHs iX JOMOMOMKE Kpalle 3pO3yMiTH
XYZOKHIO MOBY IIbOT'O TIp03aiKa i OL[IHUTH >KMBE MOBJIEHHS HOI'O TEKCTiB.
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HAPATUB I.[I/I.JIOFIi BOPUCA I'PIHYEHKA
«CEPEJl TEMHOI HOYl», «IIII TUXUMU BEPBAMMN)»

JucKkypcUBHY XyIOXKHIO pakTHKy bopuc ['piHuenko po3nouas Ha moyatky 80-x pokiB XIX cT.
Moro TBOpYiCTH CBiZOMO MiIHOPAIKOBYBAIACS BUXOBAHHIO HALIOHANBHOI TiTHOCTI B yKpAiHIIB.
[IucbMeHHHK 3asBIISIB, IIO 3aBXKAU «HILOB TyIH, € PO3YM KIMKaBy», OJIM3BKO O cepls cnpuiiMaB
TSOKKI OyAHI HapoOAHOTO JKUTTSA, TOMY MOYYTTS BiANOBIZAJLHOCTI IHTENIreHTa 3a CTPaKIaHHS
TPYAIBHUKIB, YCBIJOMIIEHHS HAPOJHOT HEMOJ1 BU3HAYAIM IHTEHIIIO Ta XyAO0KHIM HapaTUB YUCICHHUX
onoBiganp Ta moBicTedl. O0’€KTOM XYAOXKHBOT'O AOCHIIKEHHA Oyl HacamIiiepen CeNsHCbKI OymHi.
30kpema, 3 HOro BIpINiB MOETa MOCTaBalld «CMYTHi-HEBECeNi» KapTHHU yOOrHX Cil, «oOlapraHuii
JOA», MOro OIBIYHI NMparHeHHs BUPBATHCA 13 3a4apoBaHOrO Koia 3MuaHIB 1 Oe3zememnst. [Ipo
0e33aK0HHSI, HACUJIHCTBO CUTLCHKOT aJIMIHICTpaIlii i «Ha4aabCTBa» MIEThCS B OMOBIaHHAX TIPO CEIISH,
iXHIX IiTel Ta HAPOIHUX YUHUTEIiB.

Oco6arBO BUPa3HO MOPYIIYIOTHCA MPOOJIEMH COLialbHO 1 HALlIOHATBHO MIOHEBOJICHOTO PiJTHOTO
Hapony B moBicTsax «Cepen TemHoi Houi» (1901) i «Ilinm Tuxumu BepGamm» (1902), Hanucanux y
piuunILi aHAIITHKO-TICUXOJIOTTYHOI CTHIILOBOI Tedii B ykpaiHchkii mpo3i XIX cr. ['ereponierernunuit
OIOBiga4 3MaJIbOBY€E BUPA3Hi KapTUHU OYTTS CENSH, sIKi, OMWHUBILUCH y KOPCTKUX YMOBaX 3JIH[HIB,
YTUCKIB Ta 3UPCTB, HE XKUBYTh, a CKHIIOTb y Oe3mpocBiTHiM TempsBi. HazBa x npyroi mosicti
HATIOBHIOETHCS IPOHIYHOIO CEMaHTHKOIO, X04a, MOXKIIMBO, aBTOP 1 HE XOTIB LBOTO: 13 TBOPY BUILIUBAE,
IO 1 BACGHB Y 3€JICHOMY palo MiJ THXUMH BepOaMu TeMpsBa HE PO3Bisulacs, MPOIOBXKYE MaHyBaTH
nuxo me JoTime i 3moBicHime. [Ipore ¢iHanm CHOBHEHMH ONTHUMI3MY, BipOIO, IO KONHCH-TAKU
PO3BUIHSIETHCS B YKPATHCHKOMY CEJi.

[Towyarox HapaTuBy moBicTi «Cepen TeMHOI HOUYi» MPOHHATHH CBITIUM HACTPOEM, IO OXOIMUB
cepue craporo 6ateka. «Y xari y [lunmna CuBama 3a ctonoM cuaiia Oecifa...», IPUYMHOIO SKOT
MOCITY>KUJIO TIOBEPHEHHS cepeyibloro cuHa PomaHa 3 BificbkoBoi ciy:x0u. Pagocti craporo Cusara
HEMae MeX, ajKe BCi TpH Horo cuHU 3i0paiucs pa3oM y OaThKiBCBbKii xaTi. «Xa3siicTBO B HBOTO
no6pe Oyi10, a Terep ie NoKpamae. 3a TAKUMU CHHaMH | 3a0araTiTh MOXHay, — TaKi [yMKH POSTHCS B
[Mununosiii ronosi. OnoBinad 3acTOCOBYE TaKMil HApaTWBHUI MPUHOM, SIK BHYTPIIIHIO (okaizaliio,
BHCBITJIIOIOYH TIOTIK JYMOK nepcoHaxa. [Ipaus aist Hboro — e He 3aci® 3100yTTs 1 HarpoMaKeHHs
KaIliTasy, a CeHC KHTTL.

CroXeT po3ropTaeThCs B XPOHOJIOTIYHIA MOCIIJOBHOCTI, X04a HapaTOp BUKOPUCTOBYE TaKUil
OMOBiTHMIA 3aci0, sIK aHAJIENICHCH, 32 JAOTIOMOTOI0 SKHX MOBEPTAETHCS B MUHYJIE TE€POiB, 1100 BCEOIUHO
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3MaioBaTy ix xapakrtep. PomaH crtaB iHImMM, 11e OyB He TOW MPOCTUH CUTLCHKHH XJIOIENb, SKUH HE
mypaBcs Baxkoi mpani. ComgaTynHa Ta MIChKE JKUTTA, SIK Bipyc, 3amojoHMINM PomaHOBE €CTBO,
BHUKOPIHWUIIY, 3HUIIMIN KONHIIHI MO3UTUBHI sIKOCTi. Terep HoMy He mogo0aeThCA BayKKa Mpalls, Ky
KOJTUCBH JIOOMB, HE X0U€ BXKE iCTH MaTEPHHHUX TAITYIIOK «3 MPOCTOro rpedanoro oopoiHa.» He nqusHO,
mo PoMaH HacTymHOro JHS IOBTO CIaB i He moixaB 3 0aTbKOM Ta OpaTtaMu B MoJjI€, a MOTIM MIIIOB 110
celly IIyKaTH «o0pa3oBaHuX». TaKUMH BUSBUIIMCS BOJIOCHUH MHcCap, YPSAHUK, KpaMap. 3’eHana Xk ix
Ha SIKMICh MOMEHT YapKa Ta MoropJa J10 CeJsIHUHA.

OmnoBizay moka3ye MicTo, sIK Miclle IPOKUBAHHS «00pa30BaHUX» JIIOACH, OCEPEIOK OE3MEKHUX
MOXIIMBOCTEH 1 K 00JI0TO, B AKOMY IO ByXa 3arpy3He KOXeH, XTO B HbOTO MoTpanuts. Lle cyninsHuit
IiM PO3ITYCTH, SIKHH 3a0X04ye, po30elrye, BUKOPUCTOBYE, a MOTIM BUKHIAE, SIK HEMOTPiO, KOXKHOTO,
XTO HE MOXKE IIbOMY MPOTUCTOATH, OOPOTHUCS 3 LIUM JUXOM. Y Bi3ifIX BCE3HAIOUOTO HApaTOpa MICTO —
IIe MicIle JeMopaizamii JIAHHA, a COIaTIYMHA — OAUH 3 i1 3aco0iB. Timpku moauHa 3 OE3MENKHOI0
CHJIOIO, YHCTOIO COBICTIO 1 CBITJIOIO OyIICI0 MOXe BHOpaTHCA 3 LMX JelaTr aeMopaiizamii Ta
pycudikamii HEYIIKOPKEHOI0, HE BTPATHBIIM CBOIX MoOpanbHHX npuHIMOIB. [lcuxonoriano
MaiicTepHo HapaTop 300pa)kye MopaibHe naginHsa Pomana, sikuii ctae koHokpagoM. [Ipore ioro obpas
HeopHo3HauHUi. OnoBifay MpUMYIIye YyhTaya 3aMHUCIMTUCH, YM BHHEH PoMaH, 110 HE 3MIl IJINCTH
MPOTH Tedii, a, OMYCTHBIIN PYKH, MOTPANHB Y CAMHUI LEHTP LbOrO AEMOPali30BAaHOTO CepeoBUILa?
Ma0yTh, y YOMYCh Ta i BHHEH, aJDKe BiH 1 He HamaraBcsi Ooportucs. [pyre, «dopHe» S Horo mymri
MEpeBaXMUIIO Ha Tepe3ax Ao0pa i 371a, IITOBXHYJIO HOro B MpIpBY, 3 SKOi HOMY BXKE HIKONMH HE
cyauiocsi BUOpaTucs.

l'ereponierernynnii HapaTop MPOHHMKAE B TOTa€EMHHMH CBIT Iyl MepcoHaxa. Bce cBoe
HiK4eMHe >XKUTTA PoMaH HamaraBcs BifipBaTHCh Bifl CUIBCBKOI'O CTaHy, CTaTh MAaHOM, JIOIUHOIO
OnaropoaHoi kpoBi. HaBiTe npi3BuIieM BiH XOTiB HAOMM3UTHCH 10 MAHCHKOI €ITITH, TOMY «BCi Oro Ha
ciyx061 3Basn «CuBamoB», 060 SK MpocTHil 4YOMOBiK, TOo Oyae CuBami, a sIK «00pa3oBaHH», TO —
CuBamoBy. Cebe x BiH BIiJHOCHB A0 APYroi KaTeropii, Xod JieiBe BMIB MTUCATH, HABITh 31HBKO, KU
HIKOJM HE CIYXHMB Yy MICTi, Oilbllle 3HAaB 3a HBOTO. AJe HE CyOUJIOCS HOMY NPUCTATH IO IBOTO
«MAHCBKOTO» CTaHy. BinmmypaBmmch Big pigHUX 1 HE MPHUCTABIIM [0 YYKUX, BiH CTaB HIiKUM,
MOKUIBKOM CYCIIIBCTBA, 3JI0AIEM, MPEACTAaBHUKOM LI€ OJHOTO PI3HOBHIY MPOMAIIO] CHIIK. Y Piumii
MOETHKH pealli3My HapaTop IMOKa3ye NeMOpali3ylouMid BIUIMB BiHCHKOBOI MAaIlMHM HA XapakKTep
Pomana, sikuii He 3HAWIIOB Y OOl CHJIM 3BUIBHUTHCS BiJl HHOTO, 3aHAMACTUBIIN ce0e, CBOKO PIJIHIO Ta
ogHocenbuaH. BopHouac mpuumHa Bcix Herapas3giB Pomana Oyna B HbOMY caMOMy, TOYHiLIe, B
JIEMOpaTi3yl0uoMy OTOYEHHI, HiJl BIUIMBOM SIKOTO BiH morpamnuB. Jlons Pomana Bu3HaueHa Hamepen.
Jns 3moniiB, mamiiB € nuimme ogHe Micue — kKaropra, nanekuid CuOip, sSKud piBHSE BCIX: 1
«00pa3oBaHUX», 1 «TEMHHUX).

LikaBi HapaTHBHI MPUIOMHU 3aCTOCOBYE HapaTop, 3MallbOBYI0UHN 00pa3 JleHuca, Bike >KOHATOTO,
CYMIIIHHOT'O TOCTIOAAapsl, AKUW MOAa€ BENWKI Hajii. AJje Jenani BUpasHille BHABISIOTHCS B HHOIO HE
anbTpyicTiuHi O0aThKIBCBKI PHCH, a €roiCTHYHI, IIKYpHHLbBKI Haxwiu. BiH mnepmmii B cim’i
BiIBEpTAa€ThCA Bim pigHOro Opara. Mera Takux Jojei omHa — BiacHe 30araueHHs. Came BiH
po3kpHBae OaTbKaM 310filcbKy HaTypy PomaHa. Ane pobuts JleHuc ue He 1jis Toro, mod A0MOMOITH
HaBEpHYTH OpaTa Ha MPaBUJIbHUN LUIAX, YM, B KPAIIOMY BUIAJAKY, IOMEPEAUTH 3JI0YMH, @ TOMY, 110
Xoue migHecTH cebe B OaTHKOBMX OuaX, MOKa3aTH CBOIO IPAaBOTY, CBOIO BHIIICTh HaJ IHIIMMH
OpaTamu.

Poman 1 Jlenuc, Ha mepliuii NOMNIs, 30BCIM Pi3HI XapakTepy, ane iX 30JMKyloTh eroicTHYHi
Hamipu. IlpaBpa, nuIsiXu BOHM BHUOpamu p13H1 Ta MeTa B HUX OJIHAKOBa. IM Gaiiyxe mpo cBOIX
OmmkHIX. SIk BUSIBMIIOCS, 0OMBa OpaTH XOTUIM po30aratiTé 1 CTaTW MaHaMH, ajie He AJS TOro, moo
JonoMaraty OiTHUM JIIOZSIM, a 00 BU3UCKYBATH Ta OOypIOBAaTH iX Ha CBOIO KOPHUCTb.

OmnoBizauy 3acTOCOBYE OMO3MLINHHI mMapu repoiB. €AMHOIO OJArOpOIHOI0 JIOAWHOIO B CiM’1
CuBamriB BHUSBHBCS HaWMOJIOMIIMKA 3iHBKO — MPAIlbOBUTHH, JOOPHA, IMPUH, CEPACUHHI MapyOOK.
Moro wnikaBocti Hemae Mek, BiH MparHe JI0 CaMOOCBiTH, 00 caMme B «TEMHOTI» JtoJieii BOavae iXHE
HemacTs, cnadkicTb. Uepe3 CBOIO HEOCBIUEHICTh CENSHHU CTald MapioHETKaMH CHIIBHUX CBITY LIbOTO.
Came TomMy 31HBKO TSTHETHCS JI0 CBITJIA, «OMY XOUeThCsl BCE 3HATH, BCE PO3i0paTH: SIK BOHO, 1 uepes
BilO, 1 Hamo pobutscs. Konuck 3amaHymnocst iloMy BHBUMTHCS YMTaTH. Tak CXOTiIOCS, IO HE MaB
YIIOKOIO, @K TIOKW BUBYMBCS». lIpoTe HalOiumble HOMY XOUeTbCs 3HATH MPO T€, «UOr0 TaK JIIOIH
kuByTh? TyT TOO1 Takuil yOOrHid, 110 HIYOro ICTH, a TaM Takui Oarad, o rpomi Mipkoro Mipse. OauH
KpPHBaBHM IOTOM YMHBA€ThCs, Ta pOOUTH, Ta 10a€, a Ipyrui, Jienamo, JiHyeTbes... ado e m’e... a To
i Kpactu mize... Herke He MOXHa Kpamioro mopsiAKy 3aBecTH?» [ piHUEHKOBI BAAJIOCS CTBOPUTH
HOBHI THII CENITHUHA-NIPaBAOIIyKaya, sIKH HaMaraeThCs MepeiTH Bl HaMipiB 10 KOHKPETHUX [, K
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300paxkeHo B moBicTi «Ilig THXUMH BepOaMu», B AKild BCe3HAIOUMI HapaTOp CKOHLIEHTPOBYE YBary Ha
nokasi rmmboKoi cotianbHoi AndepeHianii cena, KoM B CMEpTENbHOMY ABOOOT 3iILIMCS XMKALTBO 1
MOPSIIHICTE, MpaBja 1 KpuBaa. BiH Xyq0KHBO MPaBAWBO MOKA3ye TY KPUBAY, AKa YAHUTHCA B Celli, B
paiicbKoMy KYTOYKY 3e€MJIi — «IIiJ TUXUMHU BepOaMmy CraobokaHIIMHE. Y LBOMY TBOPi 3 CUMIATIEIO
BCE3HAIOUMil HapaTop 300paxkye 3iHKa, SKHH OYONIOE OiNHUX, 3aCHOBYE [UIi HHUX Kacy
B3a€MOJIONIOMOTH, BYUTH TPaMOTi, HaBYA€ XJ1iOOpOOiB, K 3aXHIIaTu cBoi npasa. JlipuuHuil CTpyMiHb
OTOBHBA€ HApaTUB MPO MOAPYXKHI CTOCYHKM 3iHbKa 1 ['aiHKH, 0COOIMBO MOETUYHO 3MaJbOBYETHCS
eMni30A Ha macii, Je maHye rapMoHid 1 Kpaca.

I xoua 3iHpko B ¢iHami mMoOBicTi momupae, ane A00po, mocisHe 3iHBKOM, MpPOpoOCTe, a
MEpEeKOHAaHHSI HOro MOCHiJOBHUKIB MAalOTh NPUXOBaHY BHYTPINIHIO CHJY, sKa TPOSBUTHCA B
HelalekoMy Maii0yTHBOMY, KOMM 3HOBY BHCOKI JYXOBHI i/leald CTaHyTh Ha Tepl 3 BY3bKUM
MEpKaHTHIII3MOM 1 3710M. Y Juiiorii HapaTop BUKOHYeE (yHKHiI0 (oKamizaTopa, BiATBOPIOBaYa TOUOK
30py MEPCOHAXIB, iX BHYTPILIHBOTO CBITY.
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cmyo. 51 ep. ginonoe. ¢p-my Haodisa Konooiu
Hayk. KkepigHux — ooy. E.A. Ilaruxama

OIIPAL[IOBAHHS JE®ICHUX HAIIUCAHBb B OCHOBHIIM HIKOJII

VYcio cucremMa 3aralbHONPUHHATAX TPaBWJl, 10 BHU3HAYAIOTH CIIOCOOM TMepenadi MOBH B
pYKomHcHii un apykoBaniid ¢opmi BuBuae opdorpadis. CyTs mpaBomucy Mojsarae B TOMY, IO «BCi
YJICHW CYCNIbCTBA, KOPUCTYIOUHUCh MUCHMOM, HMOBHHHI OJHAKOBO BiZOOpa’kaTH Ha MHCHMi CJIOBa
JiTepaTypHOi MOBUY» [2; 3].

OTox, OCHOBHE 3aBIaHHA BUBYEHHs opdorpadii B IIKOII — HABYMTH YYHIB MPaBHUIBHOTO,
IPaMOTHOTO MUCbMa ISl CAMOCTII{HOTO BHKJIaJy HUMH CBOIX TYMOK 1 JUISl 3aIIMCY MPOCIyXaHOTO Yl
MPOYUTAHOTO.

[Ipouec HaBYaHHS MUChMa PO3IISIIAETHCS 3 ABOX OokiB: 1) HaBuaHHs opdorpadii sk neBHOT
CHCTEMHM Tiepeliadi CIIiB Ha MHCHbMi BiIOBIAHO OO BCTAHOBJIEHHWX HOPM 1 2) HaBYaHHS I'PaMOTHOTO
MUCHMOBOTO BHKJaay caMocTiiHMX aymok. L[i nBa OOKM HaBYaHHS MHUCEMHOI MOBH B3a€EMHO
MOB’513aHi, aje KiHLEBOIO METOI0 NpH BHBUYEHHI opdorpadii € HaOyTTS y4HSIMHU BMIHHS NMPaBHIBHO
MUCATH CJIOBA 3 IEBHUM TUIIOM op(orpaM y IpoLeci caMOCTIHHOT0 BUKJIALy CBOIX AYMOK.

VY WKiIBbHOMY Kypci MOBH i yac BHUBYEHHSA opdorpadii B yuHiB BUHHUKAIOTh TPYAHOLI IpU
3aCBOEHHI MPaBWJI, 110 CTOCYIOThCS Ae(iCHUX HamucaHb. TOMY BUHTENb TOBUHEH BUKOPHUCTOBYBATH
Taki METOIH, MPUIOMH, 3aCO0M HaBYaHHS MPABOMKCY CIiB yepe3 Aedic, sKi CIPUATUMYTh KpaIIloMy
3aCBOEHHIO MPABONMCHUX HOPM. 3HaHHS LUX AMJAKTHYHHX OCHOB MOTPiOHI HOMy SIK CBO€-pimHUIN
OpIEHTHp I BUOOPY THX CIOCOOIB, sIKi Halkpalie 3a0e3NedyroTh MPOIeC HaBYaHHS 1 BUXOBAHHS
YUHIB.

AHani3 HayKOBO-METOAWYHHUX Hochikenb [1; 2; 3 | mokasye, mo € Oarato mpamb, y SKHAX
NPUISETBCS yBara HaB4aHHIO opdorpadii y cepeaniil mkom. OgHak cnemianbHUX AOCTIDKEHB 13
BHBYEHHS JlepicCHMX HalMCaHb MOKH 1I0 Hemae. ToMy 1181 mpobiema morpedye po3poOKu eeKTUBHOT
METOJUKH.

Mera Hamoi cTaTTi HomArae B po3poOLi NUIAXiB BUBUCHHS Ae(iCHUX HAMHMCaHb Y IIKUTBHOMY
Kypci YKpaiHCBKOi MOBH.

Jnst ocsiTHEeHHs i€l MeTH MOTPiOHO PO3B’A3aTH 3aBIaHHS:

1) po3poOuTH AMOAKTHYHI 3acaay BUBUECHHS e iCHUX HAITMCAHB;

2) miAroTyBaTH CUCTEMY BIpaB Jjsl HABYaHHS Je)iCHMX HalMCaHb.

HeoaMiHHOIO YMOBOIO NMPaBONMCHUX HAaBUYOK € CBiIOME BUBUEHHS IpamMaTHKO-opdorpadiyHmx
npaBui. Llg obcraBMHa MOBMHHA BH3HA4YaTH POOOTY BUMTENA IiJ 4Yac HaBYaHHs Y4HIB Ae(iCHHX
Hanucadb. [Ipu upomy popmu B3aemonii BUUTENs i yuHIB pi3HOMaHITHI.

VYuutens nepenae cBoi 3HaHHS LUIIXOM 3B’SI3HOI PO3IOBiIi, MOSCHIOE, 3’5ICOBYE HAaBYAIbHHUN
MaTepiaj, po3LIMPIOE KOJIO ysIBIIEHb YUYHIB, 30yKye ixHil iHTepec. BiH oprani3oBye crocTepexeHHs
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HaJ MOBOIO, BUMTh aHAJII3yBaTW MOBHI fABHIIA, (JOpPMye€ HABHUKU CaMOCTIHOI pOOOTH 3 KHHUTOIO,
OpraHi3oBy€ BHKOHAaHHS pI3HMX 3a CTYNEHEM CKJIAJHOCTI 3aBAaHb. | TpHM LbOMY TOBHHEH
MaKCHMaJIbHO BPaxOBYBaTH IICHUXOJIOTTYHI OCOOJIMBOCTI JUTSYOrO BiKYy, piBEHb IXHBOT'O PO3BUTKY. A
JISTBHICTh YYHIB BHSIBIISIETBCS Y 3MAaTHOCTI AaKTUBHO CIPUMMAaTH HAayKOBY iH(OpMalilo, 3aCBOIOBATH
3HaHHS, aKTHBI3yBaTH CBOIO PO3YMOBY AiSIIbHICTb.

HapmsBuuaitHo eeKTHBHUM METOJOM IpH BHBYEHHI JIe]iCHUX HANWCaHb € METOA YCHOTO
BUKJIaJy BYMTENEM MaTepiany (po3MmOBiAb, MOSCHEHHS), 00 BiH Ja€ MOMIMBICTH IOCTIIOBHO i
CHCTEMaTU4YHO BUKJIAJaTH MaTepiall, BUIUIATH TOJNOBHE Y TEMi, II0 BHUBYAETHCS, aKICHTYIOUM Ha
HBOMY yBary y4HiB, €KOHOMHO BUKOPHCTOBYIOUH YacC YPOKY.

Ockinbku opdorpadist BUBHa€ThCs Ha 6a3i Mopdororii (onpaioBaHHA K01 epeaye BUBYCHHIO
opdorpadii), To HLTKOM TPUPOAHO, IO MOXKHA BUKOPUCTATH HA YPOIli METOJ] O€Ciu Ayl aKTyali3amii
3HaHb YYHIB PO YaCTHHHU MOBHU.

CriocTepeskeHHs i aHai3 MOBHUX SIBHI K METOJ TEOPETUYHOTO BUBUYCHHS JOMOMArae y4HsMm
BCTAaHOBUTHU CIIOPiIHEHI SBWIA 1 BUKOPHCTATH BXKe CPOPMOBaHI YMIHHA i HaBUYKH ISl 3aCBOEHHS
HOBHX 3HaHb (HAaIpUKJIaJl, IpaBONUC Yepe3 Aedic MPUCTIBHUKIB, IO YTBOPEHi 3a IOMOMOT 00 4aCTOK
Oynab-, HeOyb-, Ka3HA-, XTO3HA-, -TO).

JlocTymnHi Ui CaMOCTiifHOTO OIpamfoBaHHs BChOMY KOJEKTMBOBI Kiacy TEMH BapTO BUBYATH
LUISIXOM POOOTH 3 MiApydHUKOM (Hampukian, «Jledic y BUTYyKax»).

BuBuenns opdorpadii Mae HOcUTH TpOOIEMHUE XapakTep, 100 MOCTIHHO 3alliKaBIIOBATH
VUHIB, CHOHYKAaTH IX 10 TBOpYOi mpami, LIyKaTH H 3HAXOAWTH pPO3B’S3aHHSA THUX YW IHIIMX
MOCTAaBJICHUX 3aBJaHb. 3HAXOAATH CBOE 3aCTOCYBaHHS MpU BUBYECHHI AediCHUX HamMcaHb U
AITOPUTMH, 32 JOTIOMOTOI0 SIKUX OOIPYHTOBYETHCS TIPAaBIIIbHE HATIMCAHHSL.

Ha minBumieHHs e(eKTUBHOCTI KOXXHOrO 3 METOJIB HaBYaHHS BIUIMBAE MPOAyMaHe
BHKOPHUCTaHHS 3aCO0IB HAaBYAHHS, JI0 SIKUX HAJICKHUTh: TUAAKTHKHUA MaTepian (I[ikaBi Ta pi3HOMaHITHI
3a 3MICTOM pEYEHHS I TEeKCTH), HAOYHICTh (TaONMIi Ta CXeMH), TexXHIUYHI 3aco0M (KOIOCKOII,
MarHiTo()oH, KOMII'I0Tep), AKi i 3a0e3MedyIoTh YCHilIHY HaBYaIbHy pOOOTY Ha ypOLIi.

OnmHuM i3 HaWBaXKJIMBIIMX 3aBJaHb BHBYCHHSA pPIiIHOI MOBH y IIKONi € (OopMyBaHHS
opdorpadiyHuX yMiHb 1 HABUYOK. Y YHI 3araJibHOOCBITHBOI IIKOIK MAalOTh 3aCBOIOBATH opdorpadivyni
MpaBuja Tak, 100 MBUIKO 1 TOYHO 3aCTOCOBYBATH iX Ha MUCHMi. A IIbOMY CIIPHUSIOTH BITPABH.

Bupo6ienHs HeoOXigHUX YMiHb i HABHUYOK TapaHTye TUIbKH J0Ope MpoayMmaHa i BUIIpoOyBaHa
cHcTeMa 3aBAaHb, NPH SKi BaXJIMBUM € 1 BapiloBaHHS yYMOB, B SIKMX 3aCTOCOBYIOTHCSI 3HAHHS, i
MOCHJIEHHS CTYIIEHS CKJIaJHOCTi, 1 HAyKOBO OOIPYHTOBaHA IOCIiI0BHICTb.

Horpumytounces knacudikauii snpaB B.O.OHumlyka, npornoHyeMo 3aBIaHHS Uil BUBYCHHS
nedicHUX HamucaHb y 5-7 Kiiacax, ¢ BOHH i 30CepPe/KeHI.

[ligroroBya BmpaBa MOXKE€ MaTW 3aBIAaHHS: 10 IOJAHWUX NPHUCTIBHUKIB aomaiTe npedikcu i
cybikch 3 AOBiIKW. 3amuIuiTh iX Tak camo, SIK MUIIYThCS 3 LUMH X mpedikcamu i cydikcamu
Heo3HaveHi 3aiiMEHHHUKH, TOOTO 3a aHAJIOTI€lO.

SIK, cKiAbKH, 1€, KyIOH, 3BIIKH, YOMY, KOJIH, HaBillO, 1€Ch, KOJIUCH, YOMYCh.

JloBinka : ka3Ha-, XTO3Ha-, Oyab-, -HeOymb, -Taku, -oT, -To. (o Temu: «Hamucanus
MPUCITIBHUKIB Yepe3 Aedicy.)

BerynHoro € BmpaBa, sika MOXKE Ha3WBaTHUCS MOSCHIOBAIBHUM UKTAHTOM 1 MaTH 3aBIAHHS:
3amMcaTy TEeKCT JUKTAaHTY, 3HAWTH HEO3Ha4YeHi 3ailMEHHHKH, 110 MUITYThcs uepe3 aedic, MOSICHUTH 1X
MPaBOIIHC.

Bin mpekpacuuii 3a Oyap-sKoi nopu, Ham Xpelarrk, Halla roJloBHa Marictpaib. s moauHu
Oynp-sxoi HauioHanbHocTi Tapac llleBueHko € cBoiM, pimHuM. JliTH 3aBXIM JTIOONATH MaNIOBaTH
Oyap-uuM 1 mo 4yomy momnano. (C.Bacunpyenko.) Tu 3BepTaBca 0 KOro-HeOynap 3a JIOMOMOTO0 ?
BauuB TH konmu-HeOynb, K UBITYTH COHsIMIHUKK Ha moii ? (B.Ko3zauenko.) Y 6anui Oyno Bke 30BCiM
TEMHO 1 BIIi3HATH KOT0-HEOYAb Oylio Baxko, xiba mo 1o ronocy. ([1.I1an4.) XTo-HEOyab 3HAE TIPO IO
npuroay? (o temu: «HanucanHus 3aiiMeHHUKIB yepe3 aedicy.)

TpenyBanbHa BOpaBa 3a 3pa3KoM Mae€ 3aBAAHHS: 3aMiHUTH 3a HaBEIEHHM 3pa3KoM KOXKHE 3
BUJUJICHUX CIOBOCHONYYEHb CKJIaJHUM MIPUKMETHUKOM. 3anycaTy iMCHHUKH 3 IUMH IIPUKMETHUKAMHU.

3pazok. Pociiicbkuii 1 yKpaiHCBKUE CIIOBHUK — POCIHCHKO-YKpPaTHCHKUN CIIOBHUK.

Pation, 0 3HAXOAUTHCS MiX MIBHIYHOIO 1 3aX1IHO0 CTOPOHAMH.

Baronnwmii 1 Tponeiibycuuii mapk. Hikna poxeBa TkanmHa. MyTHi cipi xBuii. OciHHil i
3umoBuH nepiof. (o Temu: «HanucaHHs CKiTaIHUX TPUKMETHUKIB Yepe3 aedicy.)

BrpaBa 3a iHCTpyKLi€IO0 NMPOMOHYe: BUIHMCATH i3 opdorpadiuHoro cioBHuKa 10 iMEHHUKIB
nedicHoro Hanucanus. (o remu: «Hanncanus ckiagHuX IMEHHUKIB yepe3 Aedicy.)

CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiryck Ne7 17



BrmpaBa 3a 3aBmaHHSM MICTUTH y CO0i YaCTHHKY TBOPYOCTI: i3 3alpPOIIOHOBAHHMH YaCTKaMU
CKJIAJIITh PEUCHHS:

Opnepxana-taku, ciiite-00, 3MmalcTpyi-Ho, mu-To. (o Temm: «HammcanHs dYacTok depes
nedic».)

3aBepIanpHa BIIpaBa Ma€e I[UIKOM TBOPYE 3aBJaHHS: CKIACTH 1 3alUcaTd Aiajor Ha TeMmy «Mos
yito0sieHa KHUTa» (100 MOAUTMTHCA BPaKEHHSAMH BiJl MPOYMTAHOTO, BUKIIUKATH B IHIIUX 1HTEPEC 110
yI00JIeHOT KHIKKHY ), BAKOPHCTOBYIOUN BUTYKH, IO MMUIIYTHCS depes Aedic.

Mu mponoHyeMo Taki 3aBIaHHs, SKi 3a0e3medyBanu O ydacTh y HaBUaJILHOMY MpOLECi BCiX
BUJIB HaMm AT, cpusiun © BUPOOJEHHIO B YYHIB MIIHUX TNPAaBONMCHUX HABUYOK Ta JAaBaid O iM
MOJJIMBICTh TIOCTYIIOBO TEPEXOJUTH BiJl OKPEMHUX BIIPaB J0 BUKOHAHHS CAMOCTIHHUX MUCHMOBUX
PpoOiT.

[MokpammTu pe3yabTaT 3aCBOEHHS TEOPETHYHOTO MaTepially BIAEThCS 3aBISKH BUKOHAHHIO
KOMILJIEKCY BIIpPaB Ta JOTPHUMAHHIO TOCIiIOBHOCTI B POOOTI.
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cmyo. 52 ep. ¢inonoe. ¢p-my Jlecs Kosanw
Hayk. KepigHux — ooy. 3.b5. Jlanoguxk

TEMA MUTIS I MUCTEINTBA SIK EK3UCTEHIIAHA MPOBJEMA
B HOBEJIAX TA OITIOBIJAHHAX M. AIIKIBA

«Dinocodu OIMIUIM BUCHOBKY, IO T'YMaHICTHYHA EK3HMCTEHLIHHA MpoOjJeMaTHKa — OCHOBA
TCHETUYHOTO KOAY YKpAiHChKOi (imocodchbkoi KymbTypH, a EK3HCTEHLIaNbHO-0COOMCTiCHA
o oHIUHICTD CBITOOAYEHHS MPOBiIHA Y CTPYKTYpi yKpaiHchkoi nyxoBHOCT» [8, 298]. BoHo i He
IWBHO, ajke yKpainui Big waciB KuiBcekoi Pyci mepebyBanu y BopokoMy Tabopi, epexxuBalid Macy
KaTakIi3MiB, 0 1 (HopMyBaJIO iX eK3UCTEHLIIHE CBITOOaYEeHHSI.

OCKiJIbKM MU TOBOPHTUMEMO Tpo JiTeparypy KiHis XIX moyarky XX CTONITTA, TO clipoOyeMO
KOPOTKO OKPECIHUTH IO/Iii Ha Halllii 3eMJTi B TOW Yac.

Vkpaina Oyma moxineHa Mmibk Pociero Ta ABctpo-Yropmmuotro. Y Pocii BimOynocs tpu
peBomtortii: mepma y 1905 pori, apyra (Jlrornesa) Ta Tperst (JKostHeBa) B 1917 pori, 110 i BigOmmocs
Ha ToJIisIX B YKpaiHi.

I. Jenucrok 3ayBaxkuB: «Bce e Haa3BHuYailHO BIUIMHYJIO Ha CBITOINIAL MHUCHMEHHHKIB Ta
YPI3HOMAHITHIOBAJIO KHTTS 1 JaBajio LIe HE3HAHWH 3a TeMaMM MaTepiall Al XyJOKHBOI TBOPYOCTI»
[2, 109], a T.T'yumopoBa 3a3naumna: «HoBi mpomecu BIUIMBaIOTH Ha (OPMYBAaHHS BIiTadiCTUUHHX
€CTeTHYHHX, CK3HCTEHIIaIbHO 3a0apBICHUX CTPYKTYp MHUCIICHHSA B YKPaiHCBKIiH JIiTepaTypi modaTky
XX cromittsay [1, 279].

[oTpsiciHHS MOXUTHYJAM pauioHalbHI 3acanu. Ha mepmmii minaH BUXOOWTH ippamioHaIbHHUA
OpUHIUN CBiTOOAueHHS. MuTLi pyHHYIOTH CTapi KaHOHH, 3arjsiialoTh y TIHOWHY JIIOJACHKOI Iy,
30CEPEKYIOTh OCOOMMBY yBary Ha ICHXOJIOTii 0coOHCTOCTi. IcTOpHKO-moNiTHYHA Hampyra ao0u
MO3HAaYMIach Ha CTHJI i MaHepi XyAOKHBOTO MHUChMa, MTOBHICTIO 3MiHUBIIM Horo xapaktep. [loHime
Ty Hanpyry, HEpBO3HICTb MOIJia IiepefaTH HOBena. Y JIiTepaTrypi 3HUKA€e MabloHHa MaHepa NMHCaHHS,
PEUYCHHSI CTAlOTh YPHUBYACTHMHU, BHUKOPHUCTOBYETHCS MPHUIOM MOTOKY CBIIOMOCTi, Ta BHYTPILIHIX
MOHOJIOT'IB, a y Jianorax nepeBaka€ pO3KpilaueHHsS MOBH, siKa W XapakTepusye OyTTs JTIOAMHHU. 3
npaus @. Hinme ykpaiHChKi MUTII BHHECHIN i[€l0 MPO «HAIUTIOJUHY», PO HEOYTTS Ta KOHEYHICTb.
Tax B mitepaTypi HapOIKYETbCs (iocodis eK3UCTeHLiali3My — OIHOrO 13 HaWryMaHHIIIMX
HampsAMKiB. Y CBOIX HalKpallux MOposBax eK3UCTEHLiali3M HaMara€Tbci BIAPOAUTH B JIOAMHI
MOYYTTSI OCOOMCTOI YHIKaJbHOCTI, PO3YMIiHHS LIIHHOCTI CTpaxy sIK MOPATYHKY BiJl iHTEIEKTYyaJIbHOTO
«3aCTOI0,» YCBIIOMIICHHS TOT'O, 1[0 il CITiJi BUOMPATH CBOE XKUTTS 1 KepyBaTH HuM [7, 232].

VY HoBenax, ONOBINAHHAX MOPYIIYIOTHCS 3araJIbHONIOJICHKI Ta (inocodchbki mpobieMu: ceHcy
JIOACBKOTO OYTTS, BiANOBIAATBHOCTI 38 CKOiHI BUMHKH, BUOOPY BJIACHOI aBTEHTUYHOCTI, 3aKUHYTOCT1
y KOPCTOKHMH CBIT, CAMOTHOCTi, cMmepTi, Biguato. OcoOJMBO BOHM WLIKaBJISATh MOJOAY TeHepaliio
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mutiiB: M. Komrobuncekoro, O. Koomsaebky, . Ctedanuka, M. Sukisa, B. Bunauuenka,
M. Yepemmuny, JI. MaproBuua, C. Bacunbuenka. ABTOpaM BAA€TbCS TBOPUTH HOBI (JOPMU 3aBISIKH
TOMY, II0 BOHH 30arHysii BHYTPILIHIA KOCMOC JIIOINHH, il €K3UCTEHIIIO.

«KoHmentriss caMOTHBOI CTpPaXKJAEHHOI JIFOJUHU: BTOMJICHHOI, HAIOJIOXaHHOI, MpIIOYOi,

BiUy’KeHoi 1 T.O., — CTa€ MpPOBIIHOIO Yy TBOpax, SKi HamucaHi B IMIPECIOHICTHYHIH,
eKCTIPECIOHICTHYHIM, CHMBOMIUHIN CTHILOBUX MaHepaX. bypxya3He CyclibCTBO, SIKE TIEPEXKHUIO CBil
PO3KBIT, BimUyXye IIOOWHY, 3aBHa€ crpaxianb» [4,245], — migmitue [O. KysHenos.

HaituytTeBimmmMu 10 3MiH OynH 1 € MUTI, BOHH He Oa)kaloud HIKOMY IiJKOPSITUCS, BTIKAIOTh y CBiif
BHYTPILIHIN CBIT, y TBOPYICTb, y IHIIUI BUMIp OYTTA.

Temy muTOS 1 MucTenTBa y CBOiX TBOpax mopymryBaB M. AmkiB, sSKoro 3a cioBaMu
C. IlaBnuuko, «IlikaBWJIa JIOAWHA 1i TICUXOJOTIsA, 11 4yTTs ¥ IHTENEKT, Ii CAaMOTHICTh i 3HYIKEHICTh
KUTTAM» [5, 123].

Mu mpoaHamizyeMO TUTBKH Ti TEKCTH, y SKHX IOCTana mpoOiemMa CaMOTHOCTI MHTI, sKa €
KJIIOYOBOIO /715l PO3YMIHHS eK3UCTeHII-(inocoii.

B onosiganni «ApxitBip» M. fuKkiBa 3HafiIuM cBoe Micle BidHI TeMHU: KpacH il KOXaHHS Ta
po3ymiHHA iX aymieto pizpOsipa [apiaHa, 3arimbneHoro B ce0e, 3aBIe HANPY>KEHOTO, Y TBOPUYOMY
MOLIYKY. ABTOp BTUIMB y TBOPI i€l0 PO BUHHATKOBHUIl crmoci0 OyTTS MUTIS, B SKOMY TOH 3AaTeH
nposiBUTH cebe. XKHUTTS moMDK JIOABMU HOMY He MOTpiOHe, — BiH MoTpedye 3amairy, HAaTXHEHHS,
HABDKEHCTBA, SIKi 3HaXOAWTH y Hpuponi. [lapiaH HACTINBKM 37IMBA€ETHCS 31 CBOIMH TBOPIHHSMH, IO
PO3MOBIISIE 3 HUMH, SIK 13 )KUBUMH ICTOTaMH, a KOJIM BMiHHsI 3HUKA€, BiH Bragae y craH HeOyTTs. [lo-
1HIIIOMY 1€ MOXKHA HA3BaTH €K3UCTCHLIHHOIO KPU30I0 — CTAHOM, KOJIM TBOPELb HE 3aTeH BUKOHYBAaTH
CBOTO TOKJIMKaHHS TBOpUTH. M. SIKIKIB MalCTepHO Lie 3MajioBaB, BHICUIM y TEKCT EIEMEHTH
TPariyHoOro i MOTBOPHOrO: BOMBCTBA MHUTLEM Inonu. B mymi pi3pOsipa Toumnacss auieMa: 3HULIUTH
MUCTENTBO 4M KoxaHy. BiH oOpaB npyre, abu BOHO He 3aBa)kaJlo TBOPHUTH 4yna. MHUTEUb JOCSITHYB
BEPLIMHU TBOPYOCTI, MO30YBIIKCH 3eMHOT0 LIACTS, aje Lie HOoro He BpATYBaJo Bix camoTHocTi. Came
CaMOTHICTb — JIEHTMOTHB «APXIiTBOpY» — BH3HAauHMJa €K3HCTEHLII0 MUTIS, KUK OyB HpUpedeHUit
30CTaBaTHCh OOMHOKHM HaBITh YIBOX, X04a 1€ HE CIIPUHMAIIOCs HUM SIK Tpareis.

TeMy Tparismy camMOTHOCTI XyAOKHUKa TOpYyLIeHO y HoBedi «bopoTs0a 3 ronoBoro.» Murensb
MaNoBaB, ajue, 00 CTBOPUTH CBii 3aayM, HoMy mOTpiOHO OyiO MEPEKUTH SKECh MOTPSCIHHA,
BiIUYTTSl BHYTPILIHBOrO OO0, SIKMM OW BHUIMBCA Ha NONOTHO. L[MM MOTPACIHHSIM cTaB MpHizQ
JOJOMY: 3yCTpid MiCNis TOBTUX POKIB PO3IYKM 3 OaTbKOM, 3HAHOMCTBO 3 MauyyxoOl Ta i CHHOM
Hionbkom. 3aBepinia Lei JIaHIIOr po3MOBa 3 TATOM Ha MOTHJII MaTepi, sSika BUKJIMKaJa TaKHH >Kallb,
10 Mepe] MUTLEM BOCKpecia HEeHbKa, sIKy BiH BCi Il pOKM NpParHyB HAMalIOBATH 1 TUIBKH TeIep
«mo0ir 1 kuHyBcsl MamoBaTH ii mopTper» [9, 81]. V Toii MOMEHT XYyAOKHHUK 3aHYpHBCS Y CBii
BHYTpimHIA cBir. ['oBopsum mpo e, M. SlukiB yTBepAMB CBOIO MO3MLII0, SKa JEHTMOTHBOM
TPOXOIUTH i3 TBOpY B TBip: MHUTLEM MaJlto€ Horo nayma. SIcKpaBUM €K3UCTEHUIHHUM MPUKIAJ0M €
3aKMHYTICTh MUTLS y BOPOXHH CBIT, MPEICTaBHUKAMU SIKOTO € Madyxa Ta ii cuH. Xyz[omHHK hrykae
TOYKH OMEPTA y CBiTi Z[yXOBHOCTl MauttoBaHHSI — 1€ cripo0a 3AIHCHUTH eK3UCTEHLIHHUN CTpUOOK,
MPUCBATHUBILY ce0e BUCOKii MeTi, 100 mo30yTHcs OyAeHHOi MapHOTH.

Tema caMOTHOCTI MUTLS 3HAHIDIAa cBOE BimoOpaxeHHs y HoBeli «Cdinke». TBip mpoitHsTHI
eK3UCTCHIIMHUM CBITOYYTTAM. ['OJJOBHUM T€pOEM € MUCbMEHHHK, SKWH 3IiIICHUB CBI >KUTTEBUI
BUOIp — CBiIOMO BiAJaJuBCcs BiAg Jroaeid, aOu 30arHyTd BHILY CYTHICTH OyTTsa. Dinocodu-
eK3UCTEHIIaliCTH BBaXal0Th, IO JIIOJUHA Ma€ MNPOWTH LUIAX BHYTPIIIHIX IE€pEeTBOpEHb, alu
30iCHUTH TTpaBUIbHUHN BHOip. Criepiy HeoOX1IHO BU3HAYUTH CYTHICTh CBOTO ITPU3HAYEHHS HA 3EMJI1.
Murenp ii 30arHyB. Bin oOpaB caMoTHiCTh, MO0 TBOpUTH, 00 y cloBi BOauaB BENHKY CHUIY,
MOKJIaIal0YNCh Ha caMoro cebe, HeCydd BiANOBINANBHICT 3a cKa3zaHe. MaiicTep clioBa, «I0 MaB
CHHIN 3HaK TOMEpeK Yoia, ParnToBO 3HMKAB 1 HECIOAIBAaHO 3’SBISIBCA, SIK CHMBOJ TBOPYOTO IyXYy
JIOJMHY, CUMBON mucrtentBa» [3, 137]. Ha camoTti BiH mucaB mpo pedi OCOONHMBOIO MOBOIO, TO-
CBOEMY, MOXIIMBO, I TOMY XOBaBCS ITiJl MACKOI, HE PO3KPHUBAB BJIACHOTO iMEHi, 00 WOro CBIT —
Jitepatypa, Jie BiH Io4yBaeThcs BUTbHMM. B. CTyc mucaB, 110 MUCTELTBO 3aCIOKOIO€ CTPaKJEHHUX,
110 11€ OMiyM /sl Hapoay, «ajie OpoM 3aCHOKIHIMBOro MUCTETBA Kpallle MPUUMAaTH Ha OAWHI [6, 5].
L[poro ex3uCTEHIHHOrO MpaBuia JOTPUMYBaBCS MMCbMEHHHUK 13 HoBen: «CQiHKC.»

OTxe, MOXEMO 3pOOUTH BHCHOBOK, ILIO Y TBOpax mpo MUcTenTtBo M. SukiB mposBUB cede sK
MUCbMEHHHUK 13 EK3MCTEHLIHHUM CBITOBIIUYTTSM, OCOOJMBO BHOKPEMHUBLIM OOWH 13 TMPOBIIHHUX
MOTHUBIB Qinocodii icHyBaHHS: caMOTHICTH MUTHs. CBIiTOIIIAA aBTOpa MICTHTh ¥ iHINI €IEMEHTH
eK3UCTEHLIHHOI (inocodiil: TparisMy CIpHUHHATTS CBITy MHUTLEM, HOrO BiUy>KEHOCTi, HEPO3yMiHHS.
Jymi i#oro repoiB, CHOBHEHI BIMYYTTAMH CTpaxy, CMYyTKY, TyTd, OO0 3a THM, 4YOro HeMma,
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MparHeHHSIM YBIKOBIYHUTH CBOI ITyIIEBHI OPUBAHHS.
[IpoOnema po3BHUTKY ifel eK3UCTEHLiali3My B YKpaiHCBKIH JIiTepaTypi BUMarae IOAAIbIIOr0
PI3HOCTOPOHHBOTO BUBYEHHSI.
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MNEN3AXK Y HAPATUBHOMY JUCKYPCI
POMARY I. ®PAHKA «IIEPEXPECHI CTEKKHW»

VY xynoxxHboMy HapaTuBi pomany «llepexpecHi crexxkn» IBana ®dpaHka KapTHHH TPUPOAU
300paKeHi CTHCIO W JaKOHIYHO, BOHM HE 3alMaroTh OaraTo Micls, MpOTE BiAIrpaloTh BaKIIUBi
ecreTnyHi QyHKIii. 30Kkpema, OMUC MPUPOIM OKpecHioe Ti0 1 Micue gieresucy. B tekcti @panka
TOMOCH 1 JIOKYCH MAarOTh NPHUHLWIOBE 3HAYCHHS: MOl TBOPY BinOyBalOTbCs y HEBEITHUYKOMY
TaJuIbKOMY TPOBIHLIHHOMY MICTEUKy, IPUYOMY HapaTop He HasuBae Horo. TBip MOYMHAETHCS i3
3yctpiui PadanoBuua 3i CTadbcbKMM, 1 T€TEPOAIETETUYHHMN PO3IMOBiNAY BiApa3y MOBLIOMIISE PO
micue nii: «Ce Oyigo Ha Bymumi mnepeq OyIMHKOM KapHOrO CyAy B OAHIM 13 OuIbIIMX
MPOBIHIIOHATIBHUX MicT». MicTO y TBOP1 BHCTYIA€ y3arajJbHEHUM 00pa30M TaJHIbKUX MPOBIHLIHHUX
MicT kiHIg XIX cTopiyus. MicTeukoBuid Mel3ax XapakTepH3ye MICLEBHX JKUTENIB, PO 10 HApaTop
noBigomiisie cinoBamu CTanbCKoro: «Y Hac TYT 3arajioM HeMa BENHMKHX BifjaneHb. llepemmicts, sk
KOBOACH, MOMPOCTATATUCS KOXKJIE Ha MIBMUJII 1 IIe Jaiblie, a CepeaMicTsl BCe MPHUKYIIi, MOB Ha Tapelli.
Ce mae cBOi BUTOAM. alie¢ Ma€ i HEBUTOOW. 3aHAITO AKyCTHYHE MICTO... Y OIHIM KiHIi YUXHEI — y
z[pyrlM qyTH. Hi 3 yum HaliMeHIIMM He cXOBa€UIcs Nepes HiKaBUMH OYMMa. a IO I[iKaBi o4i mobavarts,
Te IIiKaBi S3UKU PO3MOJIOTATE, PO3/YIOT, p0360BTaIOTL YABOE, BIECATEPOY. 3ManboBaHi KapTUHH
CYCHUIBHOTO JKUTTSI BHCBITJIIOIOTH 1MIOTU3M MICTEUKOBOIO OYTTSA 31 B3a€MHMMH OOMOBaMH it
IHTpUTraMi. AHTUTYMaHHICTh CYCHITBHOTO OYTTA AEMOHCTpPYE caMa BepXiBKa MicTa: CTapocTa IOBiTY,
KWW, HaMaramouyuch JOCITY)KUTHCS 1O OpAeHa, 3a00poHs€ KOHCTHTYLIMHO I03BOJEHI 300pu
POOITHUKIB 1 CENSIH; TUPEKTOP TIMHA31i — IOHOLIMK Ha BYMTENIB, MapIIAIOK, SKHH Bech y Ooprax, mifg
BUTIIAAOM pedOpMH BUPIIIMB MOrpaldyBaTH «XJIONCHKY Kacy». ONHHHMBIIMCH Yy Takiid OTpyHHii
atMocepi, aaBokat PadanoBuy mae Hamip BUTBOPHUTH iHIIWH, CBili CBIT, X0Y «HEBETUYKUU Ta
CHEPTriliHUI LEHTP HALIOHAIBHOTO KUTTS 3 IHTEIMIreHTHHUX 1 JEMOKPAaTHYHUX CHJI, JOMOITHCSA 3MiH
Ha Kpallle MPOCBITHBOIO POOOTOIO ceperl Mac.

HapaTtuBHuii nuckypc pomaHy OyoyeTbes Tak, IO KOHTPACTOM JI0 YPOaHICTHYHOTO MEH3axy
BUCTynae ciibchbkuil meiizax. Komm PadanoBuu 00 Dkmkae MoOBIT, BiH cHocTepirae 37IUACHHICTD,
yOoricTe CimbChbKHX KpaeBuaiB. OnoBigay 3acTOCOBYE TaKUil HapaTHMBHUU MPHUHAOM, SIK 30BHILIHIO
¢okamnizaniro. [lepen ioro ounMa mpoctsaraucs cena «OifHi, cipi, 3 roI0BaTUMH BepOaMu NpU A0PO3i,
3 00JaMaHUMM calKkaMH, OOJOTSIHUMH BUIOHaMHM, OOCKYOaHHMH CIpUMH CTpiXaMH, O0OBaIIOBAaHUMHU
TyT 1 TaM 1otamu». OCh Toceper cena cToiTh KopuMa, OABIYHE JIMXO CEJIsiH, BOHA MOPIBHIOETHCS 3
BIYHO T'OJOAHOIO MAIIEKOI, IO 3aBXIH IOTOBA MPOKOBTHYTH 3AO00YTKH Ba)KKOi LTOpiuHOI mpari.
«/IBip Ha ropOi» — momimuibKa caguda — yocoOJeHHS 0araTboX HEIIACTh CeNsH: «ABip OLmieThes
Kpi3b MpSKY, MOB Ouli 3yOM SIKOTOCh BEIMYE3HOTO 3Bipa, BCE TOTOBI TPU3TH, KATIYUTH I CMOKTATH
KpOB». Bing maHCBKOro ABOPY CTOSITH CEJISIHM, IO MOKIPHO YEKalOTh, MOXE, MaH BUSBHUTDH JIACKY 1
Bi3bMe X Ha poOoTYy.

Taxi couianbHi KOHTPAcTH B TOrOYaCHMX cenax xXBWIoBaIM PadanoBuya, «pizamu oymry»,
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Oyawiu COBICTh, OakaHHS BiJJIaTH BCi CHIIM, OO JOMOMOITH MM 3HenolieHMM. BomHouac i
nei3akHi KapTUHH BiITIHIOIOTH MOYYTTA, JYXOBHHI CBIT repoiB. ONOBiay CTBOPIOE TIEBHY EMOLIIHHY
aTMocepy, 300pakyloull Bpa)XCHHSI TOJIOBHOTO Teposi BiJ MoOadeHoro, MOACTIOIOYM HOro cTaH,
HacTpoi 1 nepexxuBanHsa. OcChb SIK, HAPUKIIAA, Nlepenae HapaTop HacTpid PadanoBuua Ha apyruil aeHb
iCIs MPHUI3AY 10 «aKyCTHYHOTO MicTa»: «PUHOK 1 ByJTHIIS, 110 BEIH 0 IIEPKBH, OyJIH MMOBHI CBATOYHO
npuOpaHux MimaH i nepeamiman. /I3BoHu rynu i rpanu B noBitpi. CoHIIE cHIaNIO 30JI0TUM, e HE
Oy’Ke MaJKUM HpOMIHHAM i3 Oe3xmapHoro Heba. Binm piku, IO IIMPOKUM JIYKOM OOTMHajia MICTO 3
IBOX OOKiB, TATJI0 BOTKMM X0JI0J0M. Byio 4ynoBo rapHo, Beceno, MpyUBiTHO AOBKOJIA, 1 MEIeHAC ilIoB
3BUIbHA, PO3AUBIISIOUUCH MIJIBHO HA BCl OOKM, HEMOB 3HAHOMIISTYMCS 3 LIIUM OKPY>KEHHSIM» (PO3AiT
IV). AaBokaTt y noOpoayliHOMY HacTpoi, BiH mepeOyBae miJ BpaKeHHSIMU BiJ BAAJIOT0 BUCTYIY B
CyZi, TepIIoro B I[bOMY MICTi, JI¢ BiH 3aXHILIAB CENSAH, IO Oyl «OCKap:KeHi 3a arpapHuil OyHT».
PadanoBuu HacTpOeHU KUTTEPATICHO, BiH IUIEKA€ BECENKOBI HaMil, HE 3HAIOUM, IO HOrO YeKae Ie
nomnepeny.

Hapatop 3acTtocoBye Takuii HapaTHBHHI 3aci0, K aHAJICIICUC, TIOBEPTAETHCS Yy MUHYIE Teposl.
3akoxaHOMy CTyleHTy PadanoBudy CBIT 31a€Tbcsi NMPEKpacHIIMM, HIK BiH € HacmpaBli; Tepoit
3HAaXOAUTHCA Y MiJHECEHOMY HacTpoi, BECh MepenoBHEHUH cBoiMH peduiekcismu. Posmosa 3 Perinoro
pooUTE Horo IyXe IaciuBUM, 00 BiH iHTYITUBHO BimgdyBae il NpUXUIBHICTH 0 HBOro. CioBa Perinun
«gomanu ONHCKIB COHLIO, OMakuTi HeOy, OOULISIIM 30J0TOM Cipi MICBKi MYpH, MepiIaMyd BUMOCTHIIH
BHOOICTY BYJHIIO, MAaXOIAMH OCBDKMIIM 3aTXJIE MIiCbKE TMOBITPs, pO3’SCHHIN PagOlIaMH JIOJCHKi
JIUIS, HATIOBHMJIM BECh CBIT PO3KIlIII0, JIFOOOB’I0 1 HEYYBaHOW cuiowy». HapaTtop 3actocoBye
BHYTpIIHIO (hoKasizaliio, Ha IPUPOLY BiH TUBUTHCSA OYMMA Teposi, HOro migHECEHOro HaCTPOIO.

[Ipore mepedyBaHHs Ha «ILACIMBOMY OCTPOBI» BHSBHJIOCS KOPOTKOYAaCHMM. PeriHy BinmaroTh
3aMDXK 1 3a0MpaloTh Ha MOCTii{HE MEIIKAaHHS Y IPOBIHIII0. 3yCTpid Yepe3 NecsITh POKiB MPUTOIOMIIHIIA
€Brenis. BiH mepexuB BelMKE MOTPACIHHS, CBIAYCHHSM SIKOTO CTaB XBOPOOJIMBHI COH-MapeHHS.
Teit3ax, 3MaIbOBAHHIl Y CHi, MOXMYpHi, CipHii, HEMPUBITHMIA. MOMY CHUTBCS «IIMPOUYE3HA ILIOLIA —
HE TO TMAacOBHUCHKO, HE TO KoJiroua crepHs. CBIKOI 3eMeHi, IBITIB, AEPEB aHi CHiAy»; BiH i€ «IKOIOChH
OE3KOHEYHOIO CTEXKKOI0, IEPECKAKYE Uepe3 SKIiCh PiBYaKH, CIIOTUKAETHCS Ha SIKICh TPYAH, CTPATHE B
SKHXOCh MOKpaBHWHax». Hi romocy mrammHu, Hi mIymy BITpY HEMae€, «HaBiThb CTYK HOTro KpOKiB
MIPOKOBTYE TITyxa MyCTHHs». [lapajenbHo 3 MM HEBH3HAYEHUM TOIIOCOM 3MaJIbOBYETHCS BHYTPILIHIH
cTaH reposi: «BiH yTOMJIeHWH, 3HECHUIIEHUH, NPUTHOOJIEHUN CEI0 BEMUYE3HOI0 ITYCTHHEIOM;»TIIbKH
BTOMa i HEBUMOBHA BaroTa Mpurajaye Womy, o BiH 40JIOBIK 3 Tia i kocti». OTxke, y cHi PadanoBuua,
Akl OyB 3yMoBieHHll 3ycTpiuuto 3 Perinoro y gomi Cranbckoro, mnelzax crae 3acodom
MICUXOJIOTTYHOI XapaKTEpPUCTUKU T'eposi, BiIOMBAae HEMPUEMHI BPa>KeHHS BiJl BUOPALIHBOTO JHS, KOJH
Padanosuu BusiBUB y HemacHii inui CTaabChKOro CBill iean, cBoro koxaHy Periny.

[Ticns po3moBu B MickkoMmy mapky 3 Perinoro CtanbChKOIO, 1€ aJBOKAT JaJieH OyB MiagaTucs
MUTTEBOMY CHAJIaXOBi JIIOOOBHOTO MOYYTTS 1 BIIMOBUTHUCS BiJ mpaii i pigHOro Hapoxy, PadanoBuy
NepexuBae AyIMEBHY Kpusy. Hapatop 3acTocoBye NpHHIMII TNCHXOJOTIYHOTO MapaienizMy, M0
OynyeTbcd Ha KOHTPACTHOMY 3ICTaBIIeHHI («B MIpy TOro, SK HaJBeduip HEOO HACYBA€TbCS YMUMpa3
TSOKYUMH XMapaMH 1 Bci KpaiHa 4yMMpa3 Oulblle 3aTEMHIOETHCS, B HOro Aymni poOHTHCS 4YMMpa3
SCHiIlIe. TyMKa CBOOiIHIIIE pO3BUBAE KpHiia») a00 rapMOHiifHIA €IHOCTI BHYTPIIIHBOTO CBITY JIIOAWHU
3 MPUPOAOI0: «EBreHil MHUIBLHO BAMBISIETHCS B MPUIOOPOXKHY Oepesy, MOKPHUTY KOBTHM, a JIEKYIH
MypIlypOBO-YEPBOHUM JIUCTAM, IO OOTSHKEHE KpalUIMHAMHM MpSKU, OOdiTae 3BibHA, HEHACTaHHO.
Konu cs Oepesa nouysae sikuii Oib py 00MIaJ]aHHI CHOTO JIUCTS, TO c€, MaOyTh, Oynie Oilib, MOMIOHMI
70 TOro, SIKW{ BiH mouyBae Temnep. | B fioro aymi B’siHE 10Ch, 00Matae, BIAPUBAETHCS 1 THHE, HIOCh
Take, Mo OyJlo Kpacoro, 1 MUIIHOTOIO, 1 pajoliamMu, ajie Terep mepexuno cBoi aui. Ce B’siHE Horo
MOJIOAICTH 3 11 UTr03isIMH, 1 TOpUBaMH, 1 6e31yMHUM KoxaHHAMY (po3ain XXIX).

[leiizaxx HaOyBae 3HaUYEHHA CMMBOIY B poMmaHi. 30KkpeMa, B emizoni, koinu PadanoBuu ixaB 1o
BypkotuHa, BiH 3ycTpidae 3a01yKaHOTO CENsTHUHA, SKUK 30MBCS 3 IOPOTH 1 HiSIK HE MOXKE [TOTPAIUTH
B CBOE CE0. «A TO TaKMi MPOKIATUH Xall, IO Hi CTEXKH, Hi MPUKMETH >KaJHOI. XOMKYy H XOIKY.
Bcrogu onnakoBo, a KiHI Hema... Cronu IsHy- piBHO 1 KiHISM He BuaHO. Kymu Wtu?». Beesnarounit
HapaTop el CHMBOJ TIAyMauuTbh TaKUM YMHOM: CTapuil CENSHWH, KU 3a0iyKaB MoONH3y PiHOTrO
cerma 1 CTOITH mocepesA pPiBHOI JOpOTW, HE 3HAIOUM, B SIKMH OiK HOMy HTH — € CHMBOJI BCHOTO
YKpaiHCBKOT0 Hapoay. «3My4YeHU BaKKOIO J10JIet0, BiH OIyKae, He MOKYYH BTPAUTH Ha CBiM OUIAX, 1
CTOITh, MOB OTCE€H 3a0JyKaHWUH CENSTHMH, Cepell LUIAXY MK MHHYIUM i OyaymuMm. MiK HIHpOKHM,
CBOO1IHUM PO3BOEM i HEUIACHUM HUIIHHAM... »(po3ain XXXV).

Jo ypbanicTuyHOro meii3axky 3BEpTA€ThCS HApaTop, 3MalbOBYIOUM MicTeuko ['yMHHUCBKA.
Joporn Ha BynuIsMX 3 BHOOIHAMH, MO HHMX AMPKOYYTh BO3M, HIOM «KEMCHKUW Ipad MO KiIaBimax
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poscTpoeoro dopren’siHay. PUHOK — KBagpaTHA III0ILA 3 KAJIOXKEI0 MOCepeuHi. 3 KylaMH CMITTS TYT
i Tam. «bpyx i 3aHenbanHa — oTce Oylio TroJIOBHE, IO KUIAIOCh B 0d4i», «Bepeck i rapmuaep, m’sHi
CIIBH 1 3aB3STi TOPrH pBajM CIyx». TyT JIoAWHAa He ModyBasa cebe BUIBHOIO 1 33J0BOJICHOI0 -»Ce
BUABaJOCh YMMOCH IOUKHMM 1 HEBIONOBIAHMM IO CHOrO MiCIld, HE OO0 JHULS HOro 3arajabHid
¢izioHoMii». A TYMHUCBHKHI Cy[ JIOTTYHO BIMCYBABCs B 1[I0 KapTUHY. ByB BiH Takuii camuii OpynHuii,
MOYMHAIOYH Bill MPHUMIMIEHHS CyAy 1 3aKiHUYIOUM aMOPaJbHUMHU CYIJISIMH. Y pOaHICTUYHUE TONOC
I'yMHHCBKA € eKCIIO3HLIEI0 A0 3MaIOBaHHs 00pa3iB CyAy 1 CyZOBHUX YMHOBHHKIB: MPHUILEICTIKYBATOIO
CTpaxonpKoro; MpoKyparopa, o CHASYX 3a 0(iLifHIM CTOJIOM, AyMa€ PO CBOIO 3pajIMBY XKIHKY 1
Jla€e B Iyl «OTcell MPOKIATHI ypsiA 1 BCi Ti CIpaBy, IO 3aCTaBIIIOTh KOO CHIITH TYT»; CHIPUTHOTO
MPaKTUKAHTa, 10 THXIEM Oepe 3 KIi€HTIB xabapi 1 3a1arokye ixHi copasu.

[leiizaxx sk (opMy HENPSAMOro TCHUXOJIOTIYHOTO 300paKeHHS IYLIEBHOTO CTaHy TepoiB
crocTepiraeMo B emizofi 31 cropoxeM bapaHoMm, KoM HUM OBOJIOAINA HaB’ A37MBA 1€ BPATYBAaHHS
moaeit Big antuxpucta (posnin XLIV). «HagBopi Oyno sicHO, MicsS4HO, CHIr Ha monBip’i icKpHBCs
cuHABHM, (pochopuyHuM Onrckom». HesBuualiHmil ONMCK CHITy Bceisie BiOUyTTsl TpUBOTH. bapan
noynHae 6apabaHUTH y 0alito, 1 el TypKIT JIyHae «4MMpas JacTimie, AyK4e, CTpallHille cepen SCHOT
pozickpenoi Houi». Llime micTo crperneHynocs, 3aTpUBOXHIIOCS, 1 151 TpuBora Hapoctae. Hapatop
HarHiTa€ MPUCTPACTi 3a JOMOMOrom0 meizaxy: «Hebo, mepen xBuielo sicHe, MOYaI0 HACYTUTIOBATUCS
XMapamy, a OfHa 3 HHX cipa, BeJIMUYe3Ha MOMEHTAJIBFHO 3aKpWJa MICSMb...IIiJie MICTO MOTOHYJIO B
MIiTbMI, TiHi TOXEPJIM KOHTYPH BYJIUIb 1 IOMIB... 31aBajioch, HEMOB PO30ypxaHe, po3nojoxaHe MiCTo
Hapa3 HPUKPHUTO YOPHOIO IIAXTOO». 32 CTOPOXKEM XKEHETHCS MOroHA. VIOro XouyTh 3yIHHHTH, a BiH
MPOIOBXKYE OIrTH 1 TOPOXKOTITH BCIOJM, Cifoud 3a0000HHMI MEPEnoyioX, TPUBOTY 1 HecHokii. Aje
panToM BUTJISTHYB MicsIb 3-3a XMap 1 HeBIIOB31 rypkit bapanoBoro tapabana 3aTHX.

VY pomani ®paHka Iy)Ke 4acTO CTaH NPUPONM BIANOBINAE AYIIEBHOMY HACTPOEBI TepOiB.
3ManboBylouM nymeBHe cym sTTA Periam CTanbCbKoi, JOBENEHOI O Kparo CBOIM YOJIOBIKOM-
Myuntenem, @paHKO BUKOPHUCTOBYE MOXMypuil merzax: «Bewopie. HamBopi mocyrenino, 60 Hebo
HACYHYJOCh BaKKuMH xmapammy» (po3zin LIID). Perina #ize mo PadanoBuya, ane BiH BiImITOBXYE ii.
JloBeneHa mo Bimyaro HamiBOOKeBUIbHa PeriHa BOWBae CBOro 4YOJIOBiKa 1 MpUpoAa Bigmosimae il
BHyTpimHbOMY cTaHy: «HamgBopi peBe xyproBuHa «(po3zin LVIII). Perina 3akiHdye XuTTS
camoryOcTBOM Tiel )k Houi. Ha apyruii neHp, Konu Bce 3aKiHUMIIOCA, «BITEp YTHX 1 CHIl' MEpecTaB
NagaTHy. JTIOACHKI IPUCTPACTi IepecTaly BUPYBaTH, i MPUPOJa TEX 3aCHOKOLIach.

Otxe, nel3ax K OAMH 3 KOMIIO3ULIMHUX KOMIIOHEHTIB XYAOKHBOI'O TBOPY BUKOHYE BaXKIHBY
XyZAOXHIO ponb y pomani «llepexpecHi crexxkm» I. @panka. Bin opraHiuHO BIUTITA€THCS Y HAPATHUBHY
CTPYKTYpPY TEKCTY, JONOMAaraiy 300pa3uTu IyNIeBHUH CTaH repoiB, iX ICUXOJIOTIIO.
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cmyo. 45 ep. ¢inonoe. ¢p-my Hens Kpymueonosa
Hayk. KepigHux — ooy. JI.M. Cunko

CYA IIETPA NWJIBUYA-YEJIOBEKA
HAA HETPOM WJIBUYOM-I'YBEPHATOPOM
(ITO PACCKA3Y JI.H. AHAPEEBA «I'YBEPHATOP»)

JlnuHocTh 1 TBOpuecTBO JleoHnna AHapeeBa HAXOAWIKMCH B LIGHTPE JIUTEpaTypHOH OOpbOBI Ipu
JKU3HU nucaTens — B Hadane XX Beka. OfHaKko B JIUTEPaTypOBEAEHUU COBETCKOTO IMEpUOJa €ro
XYZIOKECTBEHHOE Hacjeaue, K COXalleHHI0, He OBbUIO OIeHEHO MO AOCTOMHCTBY. llpoGen »TOT
MOCTETIEHHO BOCIIONHSETCS HOBBIMH HCCIIEIOBATEILCKUMHU paboTaMy, MOSBHBIIMMHCSA B TEYaTH B
nocnenHee aecstuiere. Ho Bce-Taku AHIpeeB 10 CUX MOp MPONOKAET OCTAaBAThCA OJHUM H3
HaMeHee H3YUEHHBIX MucaTelell B iuTeparypHoM mpomecce pybexa XIX-XX Beko. [lostomy
Ka)XJJ0€ HOBOE HMCCIEAOBAHUE €T0 MPOU3BENECHUN CTAHOBUTCS BaXKHBIM JONOJIHEHHEM K H3Y4YEHHUIO
0COOCHHOCTEH MUPOBO33PEHHSI MUCATEIS U €0 HHANBHIYAIEHOTO CTHIIA.
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Crnenyer OTMETUTh, UTO IIPH HM3y4eHUU TBopuecTBa JI. AHapeeBa JUTEpaTypOBEIbl YAETHIN
OCHOBHO€ BHHMAaHHME €ro IICHXOJOTMYEeCKMM Ipom3BeAeHUAM 1890-x — Hawama 1900-x romos.
3HaunTeNFHO MEHbBIIE HccienoBaHa Quiuocockas W caTHpUUEcKas ApaMaTyprusi MUcaTtens, ero
¢denberonsl, poMaH «/IHEBHHMK caTaHb», a TaKKe MOBECTH W paccKasbl MEpPHOJAA IMEPBOH pPyCCKOH
PEBOMIOLNHU. AHAJIN3Y OTHOTO M3 TAKUX MPOU3BEACHUHN M OYAET MOCBSILEHA HAIlla CTAThsL.

Paccka3 «['yGepHaTtop» MOXHO Ha3BaThb INepBOi mombiTKoW JleoHmaa AHIpeeBa OCMBICIHTH
CYIIHOCTh COOBITHH, MpoucxoauBIINX B Poccuu B mepuon mepBoii pycckoil pesomounu. [lonarator,
YTO TOJYKOM K Pa3BUTHIO CIOKETa MPOM3BEACHHUS CTaJlO, C OJHOW CTOPOHBI, 9 sHBaps, ¢ APYyroil —
youiictBo acepom IL.M. KanseBeim 4 ¢eBpans 1905 roma MOCKOBCKOro TreHepai-ryOepHaTopa
BenuKoro KHs3s Ceprest AnekcaHIpoBHYA.

AnppeeB mucan Torga B. BepecaeBy: «I[loBomom k yOMHCTBY BETHKOI'O KHSI3SI MOCITYKHIIO
n30neHue Ha ynaumax MOCKBBI AEMOHCTPAHTOB 5 U 6 nexaOpst — Torza >ke COLHal-pPeBOTIOIHOHEPHI
«TIPUTOBOPHIIN» €ro M TpemoBa K CMEPTH, O YEM ONOBECTHIIM BCEX Mpokiamanusmu. M Bce, u cam
Cepreil AnexcaHIpOBHY K AalH, U Ka3Hb coBepimiachy» [5;393].

MHeHus COBpPEMEHHHMKOB AHIpeeBa 00 3TOM pacckaze ObUTM DPa3IUYHBIMH, JaXe
MPOTHUBOMONOKHBIMU. ["OpbKkuii, HanpuMep, nucain: «BeIITO0 TUHHO, HE OYEHb CUJIBHO U BOOOIIE —
He ynanock...» [4;521]. OH He pexoMmeHmoBan u3gatento cOopHukoB «3Hanus» K. I1. [latHunkomy
reJaTaTh 3TOT paccKas.

Anton Kpaitamii (3. H. 'unmmyc), Ha000poT, MOXBaWII 3TO MpousBeneHue: «EnuHcTBeHHAS
HeypHasl Bellb B ero cOopHHKe 3To — paccka3 «I['ybepnatop» [4;521].

10. AjixenBanpa He TpU3HAT pPaccKa3 XyIOXKECTBEHHO yOEIWTENbHBIM, HO OH IPaBHIBHO
ompeneny uaelo npousBeneHus: «l'epoeM pacckasza SBISETCS HE CTOJIBKO T'yOepHATOp, CKOIBKO
MUCTHYeCKH 3akoH-MctuTenb. 3amadeld aBTopa OBLIO... MOKa3aTh, KaKk HEyMOIUMBbIE JPHHUHU
MIpeCIEeNYIOT HECYACTHOTO NpecTymHuKay [4;522].

Touka 3penust lO. AlixeHBanpaa mpencTaBiseTcs HaM BHOJHE yOemutenbHOW. OmHAKO
coJiepKaHue MPOU3BEIEHHS, KOHEUHO )K€, HE CBOAUTCS TOJBKO K OCMBICTICHUIO MHCATENEM BOJIN 3710T0
poKa HaJI YeIOBEYECKOM KHU3HBbIO. UTOOBI BCKpBITH TIIyOMHHBIH (QUIOCOPCKHIA TOATEKCT
«['ybepnaTtopa», oOpaTUMcs K aHAJIN3y COAEPIKAHHsI paccKasa.

AHJpeeB MEPEHOCUT MECTO JAEHCTBUS U3 CTONMUIIBI B IPOBUHIINAIBHBINA ropoa. Bpems neiictBug
TOXE YMBIIIICHHO HE CBS3BIBACTCA HU C SHBAPCKUMH, HH C (EBPAIBbCKUMH COOBITHSMH — 3TO 17
asrycra 190... rona. Bo3aMoxHO, mucartenb cienan 3To, 4Toobl o0oWTH 1eH3ypy. Ho, nmo muenuto B.
AreHocoBa, «Takoe HCIONb30BAaHUE MPOCTPAHCTBEHHO-BPEMEHHOH KaTeropuu NpUIAaeT COOBITHSM
o01euenoBeyecklii cMbIcn U 3HaueHue» [1;34]. A MOITOMY MOXHO NPENNOJOKHTH, YTO TaKHUM
00pa3oM AHIpeeB CTpEeMUIICS IPUIAaTh CBOEMY MPOU3BEACHUIO YepThl (HUIOCOPUUHOCTH.

3aBs3Ky pacckaza o0ecredrBaeT IOBECTBOBaHME 00 YK€ COBEpIIMBLIMMCS (aKTe: paccTpene mo
npuKasy ryoepHaTtopa Tpu Henmenu OacrtoBaBIIMX pabounx. M To, 4To mpowm3BeneHHWE HAYMHACTCS
cpasy ¢ 3aBsI3KH, MPHIAET eMy 0co0yl0 OCTPOTY. A Jajbllie B paccKa3e BCTaeT «BeYHask» Mpodiema
«TIPECTYIIEHUS U HaKa3aHU.

Ha mnepBoiit B3rmsan, ryOepuatop Ilerp Mimbnu kaxercst ®KECTOKMM YEIOBEKOM, JOCTOMHBIM
OCY)KIEHMsI M CIpaBeAIMBOro HakasaHus. YUeM e, KpoMe MKECTOKOCTH W YEepCTBOCTH, MOXHO
OOBSCHUTH TO, YTO IIOAYMHSASACH YyBCTBY KAKOI'O-TO CTPAHHOTO, HEYAEPKUMOTO M MYUYHTEIBHOTO
JOOOMBITCTBA, OH eXal cMOTperb yOuTbix» [2;101] — 35 myxuuH, 9 xeHumH u 3 nereil. OH Bce
BpeMsi OOsICA TMOBEPUTH, YTO ATO YK€ MPOU3OLLIO0, M YTO HMYEro M3MEHUTHh Henb3s. Ho koraa oH,
HAKOHEI, TOBEPUJI, KIIOYYBCTBOBAJI OECIIOBOPOTHOCTH COBEPIIUBIIETOCS», «... C TOTO MTHOBEHHUS AJIS
Hero Kak OyIOTO OCTaHOBMIJIOCH BpeMsl W HACTYNHJO TO, Y€MY OH HE MOr NpuOpatb MMEHH M
o0bsicHeHus» [2;103].

W BoT HaumHaercs MyuuTenbHoe pasznBoeHue juuHoctu: llerp Wnbmu-ryOepnatop u Ilerp
Wnbuu-dyenoBexk. Ha mpoTspkeHnn Bcero pacckaza AHApEeB JaeT OLEHKY NPOU3OIIENIIEro C JBYX
touek 3peHus. Kak rybepuarop Ilerp Wneuu He uyBcTBOBan ceOs BHHOBATHIM, B HEM «HE OBLIO
packasiHus», «OH co3HaBayn ceOs mpaBbiM» [2;103], Beab OH HABOIMII «IOPSJOK B TOCYIAPCTBE»
[2;112]. Ero moctynok omobpuinu B IlerepOypre, ero momiep:KMBaer ChbIH, CTPEMHUTCS ONpPaBaTh
apxuepeil Mucau, nbITaeTC MOHATH YacTh KUTenel ropoaa. Ho nMeHHO 3To moHMMaHKue OBIIIO Tak
MPOTHBHO I'yOEpHATOPY: OHO OBLIO TTOXOXKE Ha COUYBCTBUE «K HEM3JIeunMo 0onbHOMY». OH oHUMAUT,
YTO ChIH HE MPOCTO TaK IPHEXall B OTIYCK, YTO CBALICHHMK IBITAETCS YCIOKOUTH ero coBecTs. Ho B
npotuBoBec 3Tomy, [lerpy Unbpuuy ¢ KakabIM AHEM OBLIO BCEe OTBpaTHTENbHEE 3aMedaTh B ce0e UTo-
6o rybepHaTopckoe. PokoBbIe TiepeMeHe B JKU3HHU MOBJIEKIIN 32 COO0M pOKOBBIE IEpEMEHBI B AyIlIe
repos.
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He ycnokoun cBoero reposs AHIpeeB M HCIOIB30BaHMEM, ToBopsi cioBamu B. Bepecaesa,
«CaMOM CTpallHOM M CaMOi CIACHTEIbHOW OCOOCHHOCTH 4YeJIOBEeKa — CIIOCOOHOCTH KO BCEMY
MIPUBBIKATHY [5;384].

B 3TOM 1 ecTh ryOMHHBIN CMBICT >KH3HEHHOH (unocopuu JI.AHapeeBa: oH HE MOT, Ja U HE
XOTeJ MPHUBBIKATh K HACHIMIO W YOWHCTBY. Mepa BceM BemlaM — LIEHHOCTh YEIOBEUECKOW >KHU3HU.
[TosTOoMy-TO ryGepHaTop, monodHo PackonbHUKOBY, HEe 320aCTOBIIMKOB YOUII, @ CAMOTO CEOsl.

Ilo AmnpapeeBy, 4enoBeK MOXKET IOHATh HCTHHHBIM CMBICA JKH3HH, TOJBKO IEpEIIarHyB
onpezneneHHb pyoex. MmenHo 3a atuMm pydexxom ymep Ilerp Mnbuu-ry6epuarop, Ho poamics Ilerp
Unbny-yenoBex. DakTuuecku, B pacckase ryOepHATOP YMHpaeT ABaXKAbI: CMEPTHIO HPAaBCTBEHHOH U
CMEPTHI0 (PU3UIECKOM.

B «Ilpectynnenun u Hakazanum» @. JIocTOEBCKHI OTKPBIBAET MYTh IS IEPEPOKICHUS CBOETO
reposi. Y AmnHIpeeBa anbTepHaTUBBI HeT. Cpa3y Tociie COOBITHS TOMON3NU CIYXH O TOM, 4YTO
ryoepHatop Oyner yout. HUKTO He 3HaJ KTO, KOTJa M KaK COBEPIINT YOUHCTBO, HO BCE 3HAIIN, UYTO OHO
HeoTBpatuMo. «Kak Oyaro caMm [apeBHUH, ceqod 3aKOH, CMEpPTh KapaloUlMid CMEPThIO, ITaBHO
YCHYBILHM, 9yTh JIM HE MEPTBBIN B TJa3aX HEBUAALIMX — OTKPBUT CBOM XOJIOAHBIE OYH, YBHIIEN YOUTHIX
MYXXUYHWH, KEHIIWH U JeTeld U BJIACTHO MPOCTEP CBOIO OECMOIIAJHYIO PYyKYy HaJ TOJOBOM YOHMBILIETO»
[2;123]. U panbIiie BceX HEOTBPATUMOCTh MECTH IOHUMAET caM rybepHaTop. B pasroBope ¢ CbIHOM OH
TOBOPUT: «... CETOAHS sl IOYYBCTBOBAJI CMEPTH BOT TYT, B rosioBe» [2;113]. OH Bepui B cTapblil 3aK0H
— «KpOBb 3a KpOBBb», U 3HaJI, YTO HUKAKHE CTPAKHUKU HE CHACYT YelIOBEKa, Y KOTOPOTO CMEPTh «BO
T0Y».

B coznanum Hapoma ry0epHAaTOp yXe HE MPOCTO TPEACTABHUTENb BIACTH, OH IPECTYIHUK,
yOwuiina 6e30pyKHBIX JifoAel. Ero Tep3aloT MbICIH O KpecTax, KoTopble Oblin Ha MBaHax u ero teskax
[erpax. «910 o3navaer, — numer Scenckuit C.}O., — 9To OH OGecco3HATEIHHO MPUOOIIACTCSA K TOUKE
3pEeHUs1 HApOIHBIX HU30B Ha 3J10/1€HCTBO, COBEPIIEHHOE IO OTHOLICHUIO K OpaThsiM MO BEPE U KPOBH»
[7;76]. I'yOepHaTOp 3HAN, «4ITO €CTh CyIbsl, BIIOJHE 3aKOHHBIM CYyIbs, OOJCUEHHBI OTPOMHBIMH U
IPO3HBIMU IOJTHOMOUYUAMU. 1 Teneps... OH NPUHSIT 3TOr0 HEBEOMOT'0 CYABIO CIIOKOMHO U TPOCTO, KaK
BCTPEYAIOT XOpOIIero u cTaporo 3Hakomoro» [2;117]. CambiM yOeAMTEIBHBIM OOBICHESHHEM
HeoTBpaTUMocTh cBoelr cmeptu Ilerp Mibnu mpunmmaer cioBa pabouero Eropa: «Hapon, crano
OBITh, kemaeT» [2;119].

Eme Oynyunm >xuBbIM, TyOepHaTOp B TJla3ax JIOJEH yXe ObUl MEPTBBIM — «BEIUYaBBIA U
MeJajgbHbI NpU3paK C PasMEPEeHHBIMU M TBEPABIMHU IIaraMH, MEpTBELl, EpEMOHHAIBLHBIM MapllieM
UIyIUi Moruiedy [2;143].

ABTOp IpennciioBHA K mecTuToMHOMY cobpanuto counnenuit JI. H. Annpeesa bormanos A. B.
CIPAaBEUIMBO 3aMETHUJ, YTO B 3TOM paccKa3e «IBM)KEHUSAMH HApOJHOM MAyIIM YIOPaBIAIOT HE
KJIACCOBBIE WIJIM KaKUe-Mu0Oo elle MHTEPEChl, a HEUTO BHEUIHEE, YeTIOBEUECKOM BOJIE HEMOABIACTHOEY
[3;21]. Oto BcecunbHBIA 3akOH-MCTUTENB, KOTOPOMY HE CIIOCOOHBI MPOTUBOCTOSITH JIOAM — OHHU
MPUHUMAIOT WICI0 MIICHUS 32 YOMHCTBO KaKk HEYTO HaBSI3aHHOE CBBILIE (BCIOMHHUM, YTO B IEPBOM
BapHaHTe paccKa3 Ha3bBaics «bor oTMIIeHU»).

Ho ecnu mocMoTpers ¢ T'yMaHHCTHYECKOW TOYKM 3pEHMs, TO BBICIIAs CIPaBEAIUBOCTD
3aKJII0YaeTcss He B OTBETHOM AaKT€ HACHIIMS, KOTOPBI HEM30EeXKHO TMOoBJiedeT 3a co0Oil HOBBIE
pempeccun. [lo muenuto C.}O. SlceHcKOro, CMBICIOBOH aKIEHT MagaeT Ha MOCIEAHIOW (pasy
npousBeneHus: «[ MMHa3uMCTOUKa IUIakaia». /leBylika, KoTropas B MHUChbMe MoxXaiena ryOepHaTopa,
MPEACTaBIIAET CaMyl0 Ba)KHYIO T'paHb HApOJHOW COBECTH: MHJIOCEPIHE, OT3bIBYMBOCTb K MYKaM
packasiBiierocsi mpectynHuka. Ee oTkiMK Ha yOuiicTBO ryOepHaropa yOexkJaeT Hac B TOM, YTO
3aMKHYTBI KpYyr HACHJIMs, pacijaThl «KPOBb 338 KPOBb» JOJDKEH OBITh Pa3opBaH, JIOMU AOJIKHBI
HAY4YHUTHCS JKUTh 10 3aKOHAM MMJIOCEPIUSl M TPOLICHUS — TakoBa XM3HEHHast (uiocodust aBTOpa
pacckasa.
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Hayk .kep. — ooy. H.J[. Ilapacin
CIHOCOBU BUPAKEHHSI HAKA3OBOCTI B YKPAIHCBHKIN MOBI

CriemiadbHUX JIOCHIIKEHb, MPHUCBAYCHUX CIOHYKaJbHUM PpEUEHHSIM, B YKpPaiHCBKOMY
MOBO3HAaBCTBI Hemae. YacTKOBO aKTyalbHICTH W€l NpoOJieMH 3riamKyBajach CepHO3ZHUMH
JOCIIDKEHHAMH YYEHHX, IO 3aiiMaloThCsi MOp(oJorielo, 30KpeMa, HHUTAaHHSIM TI'paMaTHYHHUX
Kateropiii giecnoBa [PycaniBebkuii B.; 3arnitko A.]

[MuTanns TeopeTnuHoi 6a3u CIOHYKAJIbHOCTI MONAJIO B TMOJIE 30pY AOCTIAHUKIB JOCUTH JABHO.
TpaguuiiiHe ysBIEHHS NP0 TPH CHOCOOM — MifiCHWN, YMOBHHI 1 HaKa30BHIl — KOHKPETH3yBajoCs y
npyrit monouni 20 cr. Tak, micna Buxomy y cBit 1960 poky axameMiyHOi rpaMaTHKH Cy4acHOI
pOCiiicbKOi JiTepaTypHOi MOBHM 3Ha4deHHsS KaTeropii crmocoOy Oynm kBamiikoBaHI SK MOAaibHI i
TEpMiH «MOJANBHICTh PEUCHHS YBIHIIOB y 3araibHUM BXKUTOK. Kateropito cocody mieciioBa moyanu
PO3IIIAAATH K KaTEropilo MOAAJIbHOCTI peueHHA. Po3mmpuiiock i caMe po3yMiHHS MOAAIbHOCTI. Y
MoHorpagii «CyvyacHa ykpaiHcbka JiitepaTypHa MoBa: CHHTaKCHC» PO3PI3HSETHCSA CIM MOAAIBHHUX
3HAUEHb PEYCHHS: PO3MOBIAHICTh, MHTAIBHICT, CIOHYKAJIbHICTh, OaXXaJbHICTh, YMOBHICTb,
IMOBIpHICTb 1 epenoBiaHicTs [CyyacHa, 18].

HaykoBe ompaimfoBaHHsi MOBHHX MPOSIBIB CIHOHYKAJBHOCTI B PYCHUCTHII BXXE Ma€ TIEBHI
pesynbTraTH, 3adikcoBani B npaisax bormapko O., B poboti «Teopust GyHKIHOHATBHON IrpaMMaTUKI»,
MOYacTH — B aKaJIeMiYHUX rpamaTukax [auB: bongapko, Teopus, ['pammatuka].

[MutanHs TeopernyHoi 0a3W CIOHYKJIBHOCTI B YKpaiHICTULI Ine He Oylo mpeaMeToMm
CHeLiaIbHOTO TOCHiIKEHHSI.

OcHoBHMMU 1151 (POPMYBaHHSI CIIOHYKaJIbHOCTI BU3HAIOTHCS PEUEHHS 3 JA1€CIIOBAMU HAKA30BOT'O
cioco0y ogHuHU. Taki pedeHHs! 03HAYaroTh, 10 BUKOHABIIEM Aii € TOH, XTO ciyxae, a Ie MPOEKTye
BHCOKUH MPOLEHT «BUKOHYBAHOCT1» peanbHoi 1ii. [TokazoBuM y iboMy BUIIAZKY € enizon 3 «/oporoio
uiHoro» M.KomoOuHebKoro, KOdM Haka3, BHpaXKEHHH Oe3mocepenHbo, ajie HEBiAOMOIO MOBOIO,
po3H(POBYETHCS 38 JONOMOIOIO iHTOHALII:

Opnnax crapwuii ['ina po3iopas, ae paku 3uMytoTh. [lomituBum, mo CooMis TPUHOCHTH TPOILi,
BiH IPUCTYNHUB JI0 HEl, IPOCTAT PYKY, 3aKPyTUB TPi3HO OAHBKAMH 1 KDHUKHYB!

Hagaii rpori! Yu 51 gypHO Tebe rogyBaTuMy?..

Conomist He po3yMina MOBH, Ta Aorafaiacs, yoro BiH xoue (M.Kouroouncekui, I, 133)

Takum ¢opmaM BIIaCTHBA 1 CEMaHTUYHA OAHOPIAHICTH, 1 OJHO3HAYHICTH CTPYKTYPH, TOMY iX
HA3UBAIOTh LEHTPAJILHUMH a00 NapaaurMoyTBoprorounmu [bonaapko 1976, 218].

[opsix 3 dpopmamu 2-0i ocobu OaraTo MOBO3HABI[IB BKJIFOUAE JIO IMIIEPATHBHOI TapajiurMu
(bopMI/I 1-0i 0coOM MHOKMHH Haka3o0BOro crnocoOy: CriBaiiMmo. BoHM BH3Ha4al0Th, 0 BUKOHABLEM il
€ 1 TOH, XTO HaKasye, i Toi, XTo ciyxae. Taki GOpMU HA3UBAIOTH IMIIEpATUBHUMH (OPMaMHU CYMIKHOL
ocobu.

[lutaHHs PO T€, YU BXOIATH /IO IMIIEPATUBHOI Napagurmu Gpopmu 3-0i 0COOH, IUCKYTYEThCS
noterniep. aerbcst po GopMu «Hexald yuTae», «Hexad yMTaroTh» Tomo: OT My # Biminuiemo Horo
Ha3aJl, y Hac CBOIX IMOEHUKIB JIOBOJI, Xail TaM MOriaaairh Woro mo cruHi...(M.Komrobuncekui, 11,
142). Bonu o3HayaroTh, 110 BUKOHABLEM Jii € ocoba abo ocoOu, ski He OepyTb y4acTi B aKTi
MoBJeHHs. Cepen HazBaHMX (OPM BHUIUISIOTHCS KOHCTPYKIII, Y SIKMX BOJICBHSIBIICHHS aJpECOBAHO
KOHKPETHIN 0c00i — BUKOHABLIIO [ii, Ka HEe BUCTYIA€ 00»EKTOM 3BEPHEHHS, HAIlp.: Xal XTOCh 1HILIHU
norpyautbes (Octan Bumas, III, 281). CnoHykaHHS A0 KOHKPETHOI Jii MO)Ke€ MaTH 1 3Ha4eHHS
nobakaHHsI, Hamp.: 5 He TaHIO BalIOro CHMHA, ajieé MOKH HOMY COHIIE CBITUTb, Xall IIyKae iHIIY
nonto...(C.Ilymmuk, 18). Taki popmu nepenaroTh OIOCEPEIKOBAaHUI HaKa3, y 3B°SI3Ky 3 UMM CEMaHTHKA
amnesITUBHOCTI B HUX [0 ocliabieHa.

Bennkoro 4acTOTHICTIO y Cy4acHiil MOBi Biq3HA4alOThCsl CIIOHYKaIbHI peueHHs 3 iH(IHITHBOM.
[H}iHITHBHI peyeHHd, IO MepeAaloTh CIOHYKAIbHE 3HAYEHHS, BUPAXalOTh y KaTeropuyHid (opmi
HakKa3 MOBIIS, aAPECOBAHMH /IJIsl BUKOHAHHSI KOHKPETHIM 4K BU3HaUeHii ocobi: Beratu! MoBuaTu!

Crenndiyaoro (oOpMOI0 CHOHYKaJbHUX pEYeHb € KOHCTPYKIii, YTBOpEHI 3a JOMOMOrOI0
nieciioBa 3 yacTkoro 1mo0. Ls ¢popma cTumictuuHoro 3ab0apBieHHsT BAKOPHCTOBYETHCS Y PO3SMOBHOMY
MOBJICHHI, TPOCTOpiYdi i BHpaxae KarteropmuHy Bumory. Hamp.: [Ilo06 3Hamm BM B MeHe mpoO
apruinepito Bee! (O. Bumns, 111, 259).

Ho mnepudepii moiast CHOHYKaNBHOCTI BiHOCATHCS IHIUKaTHBHA (opMa TenepilHboro i
MaiOyTHBOTO Yacy, 10 MOXKYTh BJKMBAaTHCS B CHOHYKaJbHHUX peueHHSX. CeMaHTHUYHUM MiATPYHTSIM
JUISl TAKOTO, BTOPUHHOTO, BUKOPUCTaHHA OCOOOBHX AIECHTIB € Te, IO Li Ji€CIoBa MOXYTh O3HA4aTH
Iif0, fKa BHKOHYETbCcS B abo Oyae BHKOHAHA MiCiHs MOMEHTY MoBIeHHA. CroIu BiAHOCATHCS
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Hacammepen ¢opMmu JiecniB 1-0i 0coOM MHOXHHH JOKOHAHOTO 1 HEIOKOHAHOTO BHIY, SIKi B
iMmepaTuBHIA napaaurMi (QyHKIIOHYIOTH SK Gopmu cymicHOi ocobu. Hamp.: Hy, xou riusHem Ha
YurupuH, komuck-1o ko3auuit (T.11eBuenko, 87).

Tpamnstorecst B yKpaiHCBKiH MOBI (OPMH CHOHYKQJIBHHX pPEYEHb, SKi KOMIIOHYIOTHCS 3
YacTKaMH HyMO Yd J€CEMaHTU30BaHOTO Ji€CcIOBa JaBall B HaKa30Bii Qopmi Ta miecioBa y ¢gopmi 1-oi
ocobu MailbyTHBOrO Yacy: A HyMO HaBIMMOCH Ha Iiei OiK, a To Konu 6 He IepeKuHyTHCh Ha Oyrpi
(A.llusmn, 1, 78); HaBaiiTe Bi3bMeMo oAHY 3 Tak 3BaHHUX BiuHNX TeM (['p.TioTioHHUK, 187).

[lopiBHsIHO HeBenMKa Tpyma MiECHiB, IO MOXYTh MaTd IMIIEpaTHBHE 3HAUYeHHA B QopMi
MuHYynoro 4acy. Lle mepin 3a Bce miecioBa JOKOHaHOTO BHIY 31 3HaueHHsAM pyxy: [limumm, moixanm,
MoOoIrH.

OOMexxeHNM € BUKOPUCTaHHS JiECTIB YMOBHOTO croco0y B 3HAa4YeHHI CIOHyKanbHOro. Hamp.:
[Ipunic Ou TH MeHi KHUTY.

Jlo crioHyKaJbHHMX BiJHOCATHCS 1 PEUEHHs, Yy CKIall SKUX HeMae JiecioBa B3araii. Hamp.:
Bonu! Xni6a! IMeHHHKH B pOAOBOMY BiMIHKY 3 OKIIMYHOIO iIHTOHALIE€I0 MOXXYTh O3HAYAaTH HE TUTBKH
3HAa4YHY KUTBKICTb MIPEAMETIB, a i Oa)kaHHS, BUMOTY MaTH IpeaMeT 4H onpeaMedeHe nouaTts. Hamp.: 1
BpsiHChKUH, BUTIPOCTOBYIOUHCE, T'YKHYB: — biHoknb! (O.I'onuap,231)

CrioHyKanbHICTP MOXYTH IepefaBaTd W iH(IHITUBHI pEUeHHA 3 YCKJIAAHEHOIO OCHOBOIO.
30Kkpema, MIeTbesi MPO BUKOPHCTaHHS IMPEAUKATiB Tpeba, MOBUHHO, CIi Y PEUYEHHSIX 3 HAa3BaHUM
mistaem. Hamp.: Moro tpe6a mepexnactu, — ckasas Teodin posapartosano (Bi.Illepuyk, 86)

Bumora (T00TO CHIOHYKaNbHICTH) MPUIUHHUTH Ail0, BUPaKEHY iHQIHITUBOM, € y PEUCHHSX 3
MpeIUKaTaMu JOBOMi, TOCUTh, Tofl. Taki peuenns H.M.Apsat Ha3Bana imriepatuBaumu [Apsar, 119].
Harmp.: [o x, roxi Bxxe meHi Hemacaum Oytu! (Jlecs Ykpainka, 116)

CronykanbHy poiib MaroTh okpemi ciioBa: Crom! Illa! tomo. [IuTaHHS BUKOPUCTAHHS TaKHX
(hopM BUMarae 10AaTKOBOTO ONpAIIOBaHHS.

OTxe, HaKa3 B YKpaiHCBKi MOB1 rpaMaTHYHO O0QOPMIISIETHCS 3a JonoMoroio 10 Moneneii.

Jimepamypa
1. Apsar — ApBatr H.H. Cemantuueckass CTpyKkTypa HpOCTOr0 NPEJIOKEHHS B COBPEMEHHOM PYCCKOM
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7. Teopus — Teopust GpyHKIMOHATBHONW TpaMMaTrky: TemnopansaocTs. MopansHocTs. — JI.:Hayka, 1990.-
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cmyo. 51 ep. ginonoe. ¢p-my Jlrobos Jlucax
Hayk. kepienuk — H./[. Ilapacin

CUHTAKCHUYHE 3ICTABJIEHHS SIK ACIIEKT AHAJII3Y
IIIOCTUJIIO (HA MATEPIAJI TBOPIB LHEUY SI-JIEBUL[LKOIO
TA M.KOLIOBUHCBKOI'0)

Y MOBO3HABCTBI € MPOOJIeMH, SKi B)KE MOXKHA BBaXKaTH BHUPIIICHUMHU, a € ¥ Ti, AKi HAIEXKaTh 0
PO3psLY BIYHHX.

[TuTanHIO iAIOCTHIIO IPUCBAYCHO OyXke 6araTo mpaib. Cepen TEOpETHYHHUX y3arallbHeHb [BOTO
ITaHy Tpeba Ha3BaTW Taki KHUTH, SK [HOWBimyadbHI CTHIII YKpaiHCBKMX MUCbMEHHHKIB XIX — mou.
XX cr.: 36ipuk HaykoBux mpanp. — K., 1987, Curuenko A. BusHadeHHS iHAWBIAyalbHOTO CTHIIIO
nuceMmeHHuKa. — K., 2002. He mano mitepaTypu, Ka CTOCYETBCS TBOPUYOCTI OKPEMHX MHCbMEHHUKIB,
30kpema, [.Heuys-JleBuupkoro Ta M.Komobuncekoro (Mimyk P. Jlo xapakTepuCTHKH
innuBigyansHoO ctiumo [.Heuys-JleBunpkoro // IHauBimyandpHi CTHIII YKpaiHCBKMX HHCbMEHHUKIB
XIX — mou. XX cr.: 30ipHuK HaykoBux mpailb. — K., 1987. — C.140-169; XKoBTobprox M. Ykpainchka
rpamatuka [.Heuys-Jlesunpkoro // MoBo3naBctBo. — 1989. — Nell. — C.33-37; Kysuenos 1O. Jlo
npobsiemu BuBYeHHs ctuiato M.KorroouHcbkoro // PansHebke sitepatypo3HaBcTBO. — 1988, — Ne3, —
C.40-53; IlnaxoBa A.l. lo nuTaHHA IpO CBOEPIAHICTH XyA0KHBOI MaiicrepHOCTi M.KoLI0OMHCEKOT 0
// XynoKHbO-€CTETHUHHUI aHalli3 TBOPIB YKpaiHCBKOI JiTepaTypu: 30ipHHK HayKoBUX mpaub. — K.,
1981. — C.43-52). I[Ipote y BCix mUX AOCITIIPKEHHAX aKIEHT MaJa€ Ha aHai3 JISKCHYHHUX 3aC00iB, PIKO
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3BEPTAETHCS yBara Ha OcOOIMBOCTI cMHTakcH4Hi. [IpobiaeMu CTpyKTYpH TEKCTY 3alUINAIOThCA 1032
yBaror, Xou, Ha Hall MMOTJIA/, BOHH 3HAYHOIO MipOI0 BU3HAYaIOTh aBTOPCHKY MaHEPy MHCbMEHHUKA.

MoBa SIK CTpPYyKTypa € SIBUIIEM BiITBOPIOBaHHM, 3aKOAOBAaHHM Yy JIOJACHKIM CBiZOMOCTI He
OKPEeMHUMH CIIOBaMH, & LUIMMH KOHCTPYKUiAMH. TOMy OAMH MUCBbMEHHHK MOXKE€ BHKOPHCTOBYBATH
CBIJIOMO YH TIiJICBIJIOMO YacCTillle SIKiCh KOHCTPYKIIi i YHUKATH iHIIMX. 3 OISy Ha I I[IKaBUM €
MOPIBHSIHHS TEKCTiB MUCbMEHHUKIB 3 TIOTJISTy BUKOPUCTAHHS HUMHU YCKJIAAHEHUX PEUCHb.

Jnsa anamisy mm BuOpanm moicte [.Heuys-JleBunpkoro «Mmuxkoma JIkeps» Ta TOBICTh
M.KorrobuHcbKkoro «Zloporoto iHO0.

VY pesynbrati 3ictaBieHHa cTpykTypu TBopiB l.Heuys-Jleuupkoro ta M.KomroOuHcbKOro
MPOSIBIIIUCH CIUIBHI 1 BIIMIHHI PUCH CTPYKTYPHOI'O KOHCTPYIOBaHHSI MOBH IMMH MTUCHbMEHHUKAMH.

OnHiero 3 HalXapaKTEPHIIMX PUC € MPAKTUYHO OJHAKOBE BUKOPHCTAaHHS HHUMH PEUCHb 3
onnopignictio. | B [.Heuys-Jleunpkoro, i B M.KowioOHHCBKOTO peueHHS 3 OAHOPIAHICTIO 3aiMalOTh
30% Bcroro TekcToBoro marepiady. Cepelnl HUX IepeBa)KalOTh B 000X NMHUCBMEHHUKIB pEUEHHS 3
OJTHOPITHUMH TIPUCYIKAMH, 10 OPMYIOTh BiJHOIIEHHS OTHOYACHOCTI 200 MOCIiJOBHOCTI MOIH.

TumoBumu anst tBopuoctTi [.Heuys-JleBumpkoro Tta M.KomoOHMHCEKOTO € pedeHHS 3
OIHOPITHUMHU TigMeTamu. [IMCEMEHHUKHM BiIIalOTh MEpeBary BUKOPUCTAHHIO Y3arajbHIOIOUHX CIIB
Mpu OmHOPiAHKMX mimMerax. OTHOPIAHI MiAMETH 3Ae0UTHIION0 BUPaXKEHI IMEHHUKAMU Y Ha3MBHOMY
BiqMiHKy. ®opMm miaMeriB, BUpaKEHHX CyOCTAaHTHMBOBAHMMH YaCTHHAMH MOBH, 4YM CKJIaJHHUX
MiJIMETIB, HE CIIOCTEPITraeMO.

[llomo omHOpiMHWX O3HAYEHb, TO BOHM HE HACTUILKM YiTKi, SK OJHOPIJHI T'OJOBHI YICHU
pedeHHs. [HKOIM Ba)KKO BU3HAYMTH, YM MOAAETHCS XapaKTEPUCTHKA MpeaMeTa 3 OJHOTo OOKY 4Yu 3
pisHuX OokiB. OAHOpiAHI O3HAYEHHS y TBOPYOCTI 000X NHUCHMEHHHMKIB € MaJOBXHBaHUMHU.
31e0iIbpIIoro BOHM OOMEXKYIOTHCSI TUIBKM [BOMa C€IEMEHTaMH, pimie psad 3 OAHOPIAHUMHU
O3HAYEHHSIMH € 6araTOKOMITOHEHTHUMU.

Pedennst 3 omHopimHUMH OOCTaBMHAMHM, XO04 1 B HE3HAUHIM KITBKOCTi, BUKOPHCTAB y CBOIX
tBopax [.Heuyii-JleBunpkuii. Lle 3a3Buuaii ogHOpimHi oOctaBuHM Micui. Pedenp, yckimagHeHHX
OTHOPITHMUMH 00CTaBHHAMH, Y JAOCTIKyBaHOMY TekcTi M.KomroOuHCEKOro He 3HaiAeHO.

OOuzaBa MUCHMEHHUKH BUKOPHCTOBYIOTH PEUEHHS, YCKIaTHEHI OJHOPIIHUMH AoJaTKamu. Y
M.KoI100MHCBKOTO KINBKICTh TaKHX peueHb € nemo MeHmow, Hik y [.Heuys-JleBunpkoro, ane 3
MOy CTPYKTYpH TEKCTYy pEYEeHHS MaroTh Maike OOHAaKoBY OyHOBY; ONHOPiIHI AOAATKU €
MOLUIMPEHNUMH.

VY mOpiBHSAHHI 3 pEYCHHSIMH 3 OJHOPITHMMHM WIEHAMH Ha0araTo yacTille Y MOBi aHaJli30BaHUX
tBOpiB [.Heuys-JIeBumpkoro Ta M.Kouro0HChKOTro TpaIuIsIOThCsl PEYSHHS 3 BilOKpeMIIeHHM. Tak, y
[.Heuysi-JleBuLIBKOTO Taki peueHHs CTaHOBIATH 49% Bix yciX yCcKIaJHEHHX peueHb, a B MOBI TBODIB
M.Korrobuncekoro — 46%. Cepen HUX HepeBa)KalOTh PEUEHHs 3 HANIBIPEIUKATUBHUMHU 3BOPOTAMH,
10 3aiiMaloOTh Pi3HY MO3ULII0 B PEUEHHI M0N0 MOSCHIOBaHOTO cioBa. KpiM pedeHb, ycKIaaHEHHX
HaMiBIPEIMKAaTUBHUMHU 3BOPOTaMH, Y MOBI TBOpPiB 000X NMHCBMEHHHUKIB CIOCTEPIra€MO PEYCHHS 3
IHIIMMH BUJAMHU BiJOKpeMJIeHHS. €OHAa€ NHCbMEHHUKIB CIIOCIO BHUKOPUCTAHHS BiIOKpPEMIIEHUX
O3Ha4eHb, Cepell IKUX HAHOUIbIIE y3rO[HKEeHUX 03HAYEHb.

Pedenns 3 BigoKpeMIIeHUMH NPHUKIAaJKaMU 3HaxoanMo juie y TBopax [.Heuys-JIeBunpkoro. B
OCHOBHOMY aBTOP BUKOPHCTOBYE pPEUEHHs 3 MOIIMPEHHMMH NpUKIagkamu. Ha BigmiHy Bix TBOpiB
[.Heuys-JleBuupkoro, y TBopax M.KoOLIOOMHCEKOIO pEYEHHS, YCKIaJHEHI BiJOKpEeMJICHUMH
npuKiIagkamMy, BiacyTHi. Hemae y mochimkyBaHuMX TekcTax 000X MHUCHbMEHHHUKIB 1 pedeHb
YCKIIaJIHEHHUX BiIOKPEMJICHUMH J0JATKAMHU.

VYTOUHIOIOUI WIEHHM pedYeHHS NpeacTaBieHi y crpykTypi Ttekcry I[.Heuys-JleBuupkoro i
M.KorrobuHcrskoro oocraBuHamu Micuis 1 yacy. [Ipote y TBopax M.KortobuHcbkoro crocrepiraemo i
YTOUHIOIOYi 00CTaBUHU crocoOy Aii. PedeHb 3 MOSCHIOIOUMMH 4WieHaMH HE 3HAi/IHO Hi y TBOpax
[.Heuysi-JleBuuipkoro, Hi y TBopax M.KomroOuHcokro.

OTmxe, OTBIIICT PEYEHb 3 BIJOKPEMJICHMMH YieHaMH B 000X THCHMEHHHUKIB CTaHOBIATH
PEYCHHS 3 BIIOKPEMIIEHUMH O3HAYCHHSMH Ta 0OCTaBHHAMH.

Y MOBi TBOpiB IMX MUCHbMEHHHKIB MEBHY YaCTHHY YCKJIQJHEHHS CTAaHOBJISATH pPEUEHHS 3i
3BEpPTAaHHSIMH Ta BCTABHUMH 1 BCTAaBJICHMMH KOMIOHeHTaMH. Tak, y TBopax l.Heuys-JleBumpkoro i
pedeHHs1 cTaHOBIATH 13% Bing ycix yckiagHeHUX pedeHb, a y TBopax M.KomroOmucbkoro — 15%.
Haiiuacrinie nucbMeHHUKH BUKOPUCTOBYIOTh PEYCHHS 3 ONMHUYHUMH HENOMIMPEHUMH 3BEpPTaHHIMH,
BUPKCHUMH IMEHHMKOM Y KIW4HIA ¢opmi. Pigme BHKOPHUCTOBYIOTBCS peUEHHs, YCKIaJHEHi
MOLUIMPEHUM 3BEPTaHHSIM.

€1Hae NMCHMEHHMKIB 1 BUKOPHCTaHHS BCTAaBHHX CIIiB, SIKi BKa3ylOTh Ha CTaBJIEHHS MOBIS 10
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BHCNOBIICHOT HUM AyMmku. Ha Bimminy Bim moBu TBOpiB [.Heuys-JleBuupkoro, cepen yckiaaHEeHHX
pedeHb y TBOpax M.KOmIOOMHCBEKOTO € pedeHHS, YCKIaJHEHI BCTaBICHUMH KOHCTPYKLISAMH, SKi
BHOCSITH B OCHOBHE PEUCHHS IOJATKOBI BiZIOMOCTI Ta CyNpOBiJHI 3ayBa>KEeHHS.

[lpyn anamizi yckmagHEHHUX peYeHb y TBOPYOCTI 000X NMHCHMEHHHUKIB 3BEPTAEMO yBary i Ha
peUYeHHS 3 Pi3HMMHU BUIaMu ycknagHeHHs. Tak y moBi TBopiB I.Heuys-JleBuubkoro Taxi pedeHHs
CTaHOBIIATH 8% BiA YCiX yCKIIaIHEHHX pedyeHb, a Y MoBi TBopiB M.Kormtobuncekoro — 9%. Cepen Hux
MepeBaKaloTh PEUCHHs, YCKIIaJHEH1 OAHOPIAHUMH 1 BITOKPEMIICHUMH YWiICHAMH PEUECHHS.

Otxe, Tekctu l.Heuys-JleBunpkoro «Mwukona [Dxeps» ta M.Komobuncekoro «J/oporoio
LIHOIO» MalOTh MEBHY CTPYKTYPHY MOAIOHICTH 3 MOTJSAY BUKOPHCTaHHS YCKIaJHEHHX pedeHb. Lle,
3BUYAiHO, HE 3HAYUTH, IO 1JIOCTHIL 000X MHCHbMEHHHKIB MOMIOHHI. MOXIHBO, 1€ MOSCHIOETHCA
THM, 10 0OWABa TBOPH HAMKCaHi MPUOIM3HO B OJHH 4Yac i BigoOpakaloTh MEBHUI iICTOPUYHMN eTan
PO3BUTKY MOBHOI CUCTEMH.

Amnaii3, mpoBeneHnii Ha OOMeXKeHOMY Martepiani (yCKiIagHeHe pedeHHs), pedieKkcye TiTbKU
omuH Oik mpoOGiemu. HeoOXigHi meranpHIilm 3icTaBHI AOCHiKEHHs, siKi 6 chopmyBanu mpobiemy
CHHTAaKCUYHUX OCOOIUBOCTEHN 1A10CTHIIIO.

cmyo. 44 ep. ginonoe. ¢p-my Ipena lllanosan
Hayk. Kkepignux — ooy. I".1. Jlioyk

JIH'BOCTUWJIICTUYHA POBOTA HA YPOKAX PIJTHOI
TA THO3BEMHOI MOB Y 5-MY KJIACI

MoBa — 11¢ HallBaXXTUBIMIMK, HalOaraTui i HAWMINHIMAA 3B’S30K, MO 3’€IHYE BIKWII,
KUBYILI Ta MailOyTHI MMOKOTIHHS HApOAy B OAHE BEIMKE icTOpHYHE Liie. BinbHe BOMIOAIHHS piAHOIO Ta
aHTJIHCHKOI0 MOBOIO 3a0e3Meuye peaizalilo TBOPYUX MOXKIMBOCTEH JTIOAMHHU Y BCiX cepax >KUTTS.
Tomy BapTO MpUIUIATH OiNbIIE yBard Ha aClEKTHUX YPOKaxX PiTHOI MOBHU JIHTBOCTHIICTUYHIN pOoOOTI.
3aBASKM CHUCTEMATUYHUM BIOpPaBaM 13 CTUJICTHKH y [IiTell CHOPMYIOTbCS HaBUYKH €()EKTHBHOTO
CIIJIKYBaHHS, IO JO3BOJHUTH BCTYNAaTH B KOHTAaKT 3 yCiMa JIIOIbMH, HE3aJIKHO Bil CUTYyalil, B AKiH
BilOyBa€THCSI KOMYHIKAIIis.

[TuTanHs NTIHTBOCTUIIICTHYHOI pOOOTH Ha ypOKax PiIHOI MOBM IPUBEPTANO i MPUBEPTAE yBary
OaraThox BueHUX-MeroaucTiB: [lenTmmok M., Menpauuaiika B., Jliayk I'., Hondenko T., Kymuk O.,
Cyreiiko JI. Ta in. Ha crumictmuHy po0GOTy Ha ypOKax aHIJIIHCBKOI MOBH BKa3ylOTh BYEHI
TopoanixoBa M., JloopoBonscrkuii M., KBacoBa O., [llabanina O., Ta iH.

TakuM YMHOM, JTIHTBOCTHIIICTUYHA PoOOTa Ha YpOKax PiHOI Ta aHTIIICEKOI MOB € aKTyalbHOIO
mpoOIeMOI0 1 TOMY L TeMa € IMPeIMETOM JOCIiIKEHHs 0araTboX BUCHUX-MOBO3HABIIB. Y 3B’S3KY 3
THM, 10 O3HAa4YeHAa TeMa LIe HE MOBHICTIO BUCBITJIEHA Y METOAWYHINA Haylli, BOHA 1 cTaja MperIMeroM
HAIIIOTO AOCIIIKEHHS.

BignoBigHo 10 006paHoi TEMH METOI0 POOOTH €: 3’CyBaTH POJb JIHTBOCTHIIICTHYHOI poOOTH Ha
YpOKax piHOI Ta iHO3eMHOT MOB Y 5-My KJlaci i 3alpOIIOHYBaTH CHCTEMY BIIPaB.

Jnst focsSTHEHHSI METH HaM MOTPiOHO po3B’sA3aTH TaKi 3aBIAHHS:

1. diGpaTu, onpalioBaTH i CHCTEMaTH3yBaTH HAYKOBY, MOBO3HABUY IICHXOJIOTO-I1€IarOr14Hy Ta
METOANYHY JITEPaTypy.

2. 3pobuTH aHalli3 YNHHMX [IPOTrpaM i1 MiPYYHUKIB 3 PiAHOI Ta IHO3EMHOI MOB JUIA 5-TO Kiacy
3TiIHO 3 AOCHIAKYBaHUM MHUTAHHSIM.

3. HochianTH cTaH BUKJIAJaHHS 1 3HAUYEHHS JIHTBOCTHIIICTMYHOI poOOTH Ha ypoKax pimHOi Ta
1HO3eMHOI MOB y 5-My Kiaci.

4. OOTpyHTYBaTH 3HAUYEHHS JTIHIBOCTUIICTUYHOI pOOOTH Ha ypOKax.

5. Po3poOuTH iHTErpoBaHy CHUCTEMY JIIHTBOCTHIIICTHYHHX BIPaB IPU BHBYEHI CIOBOTBOPY B 5-
My KJIACl.

MoBa icHye y BHIVIAIl PI3HOMaHITHMX aKTiB MOBJIEHHS B YyCHIM 1 mucemHill Qopmax, y
MOBJICHHEBIH IiSUTBHOCTI.

I'muboxe BUBYEHHS PiTHOI MOBH CTBOPIOE 3HAYHI MOKJIMBOCTI IS PO3BUTKY MHCJICHHS Y4HiB,
(¢opMyBaHHS IXHBOTO CBITOIJIALY. 3acBOIOIOYM JIEKCHUHE 0arartcTBo, TIpamMaTH4Hy OyAoBYy i
CTUJIICTUYHI MOMKJIMBOCTI PiIHOT MOBH, BOHHM BYaTbcsi OyAyBaTHh YCHI W NMHUCHMOBI BHCIIOBIJIIOBAaHHS,
KOPUCTYBAaTHCS MOBOIO Yy Oynb-sIKiil >KMUTTEBiM cuTyanii. BaxxnuBum aj1si HaBYaHHS MOBHM € Taki il
O3HaK{: MOBa — 3HAKOBA CHUCTEMa; HAWTONOBHIMA (QYHKLIS K YKPaiHCBKOI, TaK 1 aHTHChKOI MOBH —
KOMYHIKaTHBHa.

Peamizaniss MoBU 3IIMCHIOETBCS y TpoLeci MOBJICHHEBOI AisuibHOCTI. Ha aymKy aBTOpiB
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Konuenuii moBHOi ocBiTm B Ykpaini [1;16], MeTol0 HaBYaHHS piAHOI MOBH B CEpEIHINA IIKOJi €
(hopMyBaHHS OCOOHCTOCTI, SIKa BOJIO/Ai€ BMIHHAMH 1 HABHYKaMH BUIbHO, KOMYHIKaTHBHO BHIIPaBIAHO
KOPUCTYBaTHCS MOBHHMH 3aCO0aMHU MpPHU CHPUNHSTTI, CTBOPEHHI BHCJOBIIOBAHb Y DPi3HUX cdepax
MOBJICHHS.

Sk B yKpaiHCBKili, Tak 1 B aHTJIHCHKIH MOBI 3aJ€KHO BiJ TOro, J¢ 1 B sIKii cuTyamii
nepeOyBaell, BAKOPUCTOBYIOTHCS Pi3HI 3ac00M BUpaXeHHS TyMKH. MOBJIGHHEBI aKTU PO3IIIAAAIOTHCS
SK eJIeMEHTapHI KOMYHIKaTHBHI OIWHMII; MeTa TOBIIOMJICHHS TOJSITae B Mepeaadi 3HaHb 9u Oyab-
AKoi iH(opMmalii cBoeMy mapTHepyY MO KOMYHIKallii.

BuBueHHs BioMocTell po CTHITICTUKY MPOTATOM 0araThOX POKIB y IIKOJi A0 3MOTY BUCHHM,
YUUTEISM-TIPAKTHKaM PO3POOUTH iX TEOpETHYHY OCHOBY, 3i0patm moTpiOHuit Matepian. OpmHak y
LIKUTBHIA MPaKTHLI HE 32BN HAJIEKHO BUKOPUCTOBYIOTHCS MOXIIMBOCTI METOIUKY BUBYCHHS I[LOT'O
MaTepiaiy.

VY ¢opmyBaHHI CTHIICTUYHHUX YMiHb IIKOJSIPiB 5-TO Kiacy BaXKIMBY POJb Bilirpae BMiHHSA
MOPIBHIOBATH. 3a JIOMOMOTOI0 IOPIBHSHHS YYEHb BCTAaHOBIIOE CXOXI W BiMIHHI O3HaKH PI3HHX
CTUJIIB MOBJICHHS, 30KpEMa HAyKOBOT'0, XyJAOKHBOT'O Ta PO3MOBHOTO.

[Ipawmtotoun Haj PO3BUTKOM CTUIICTUYHUX Ta KOMYHIKATMBHHX YMiHb, CHiJl 1am’sATaTH, L0
came y Bimi 10 — 11 pokiB BigOyBaeThCs IHTEHCHBHE TBOPEHHS HOBUX CIIiB, (OPMYIOTHCS 3alaTKH
JOLITBHOTO BHUKOPUCTAHHS €MOCEM BIIMOBIAHO 10 CTWIIO BHCJOBIIOBAHHS Ta YMOB, 3a SKHX
BiOyBa€THCSI CHUIKYBaHHS.

OnnuM i3 3aco0iB GopMyBaHHSI CTHIIICTHYHUX Ta MOBJICHHEBUX YMIHb YYHIB 5-r0 KJacy Mae
Oytu poOoTra HajJ cIOBOM. BUKOHYIOUM CTHIIICTHYHI Ta KOMYHIKaTHBHI BIPaBH, JUTHHA TIOYWHAE TO-
IHIIOMY CTaBUTHCS A0 CJOBa, J0 WOro 3HAYEHHS, [0 BXKUBAaHHA B Pi3HUX (opMax, y 3B’ SI3HHX
BHCIIOBIIIOBaHHSX PI3HUX CTHIIIB.

Oprani3zartiss poOOTH HaJ CIIOBOTBOPYMMHE 3aC00aMU JIIHTBOCTUJIICTUKH y 5-MY KIaci moTpedye
BpaxyBaHHSI BIKOBUX OCOOJHMBOCTEH Ta TCHXOJOTIYHMX YMHHUKIB HaBYaHHS PiIHOI Ta aHTIiHCBKOT
MOB, II0 COPUSATHME 3aCBOEHHIO 3HAHHS PO CTHJII MOBJICHHS.

Bapro Big3HaunTH, 1110 iHO3EMHA MOBa Y 5-My KJIaci BUBYA€THCS 3 OMOPOIO Ha PiAHY.

OTxe, 3alpOIIOHYEMO PsiZl METOIMYHUX DPEKOMEHJALil 10 ACMEeKTHUX IHTErpOBaHUX YPOKIB
BHUBYEHHS JIIHTBOCTUIIICTHYHIX MOXKJIMBOCTEH CIOBOTBOPY, a TaKOXK BIPABH, HA OCHOBI SKMX Yy4HIi
3aCBOIOBATUMYTh HEOOXiIHI TEOpEeTHYHI BiZIOMOCTI MpPO JIHTBOCTWIICTHYHE ONpPALIOBaHHS MOBHHUX
OJMHHULB, 30arauyBaTUMyTh CBill CJIOBHHKOBMH 3alac, BYMTUMYTbCS B)KHBAaTH MOBHI 3aco0u
€MOTHBHOCTI BiATIOBITHO JI0 METH 1 CTHJIIO BUCJIOBJIIOBAHHSI.

[lin yac BHUBYEHHSA CJIOBOTBOPY II'SITHKJIACHUKHM IOBHHHI YCBIIOMHUTH psJI MOHATH: TBipHA
OCHOBa, CIIOCOOM CJIOBOTBOPEHHS, PI3HOBUIAM MOP(OIOTIYHOr0 CIOBOTBOpPEHHs (IpedikcanbHUH,
cydikcanpHuil, npedikcanbHO-cydikcanbHUHN, BiAKUIaHHA MOp¢eM, CKIaiaHHs) i HeMOp(]oIoridyHoro
(31UTTS B OHE CIOBO, CIIOJIYUYEHHS CIiB 200 Tepexia CIiB 3 OJHi€T YaCTHHM MOBU B iHILY); HABUMTHUCS
BUKOHYBAaTH CJIOBOTBIpHMU po30ip Ha CKIAAHIIIOMY MaTepiaii, 100 MiATOTYBaTHUCS A0 BUBYECHHS
0COOJIMBOCTEH CIIOBOTBOPEHHSI OKPEMHX YACTHH MOBH.

BuBuaroun cioBoTBOpUi emMoceMy HOpAX 3 MOpQEeMHUM po30OpOM 3HAYHE MiClle TOCiAAI0Th
aHAJIITUYHI TPEeHYBaJIbHI BIPaBH, LIO MOB’A3aHi 31 CIOBOTBOPYUM aHaJi30M.

Bmpaga 1.

VY monmaHuX ypuBKax 3HaWJITh CJIOBA, SIKi MalOTh eMOIliITHO-eKCIpecuBHI npedikcu 1 cydikcu.
Jo SKOro CTWIIO BIiZHOCATHCS LI YPUBKH TeKCTy? 3a sKMX OOCTaBMH MOBJIEHHS BH O ix
BUKOpHCTaIN?

1. 3acMmisuiacs 1o MeHE
[Ipocto B 04i Tak MUJICHBKO,
YopHi oui 3aropiiuce,
Sk 1Ba BYTIJIi Y ceplIeHbKO!
(B. INauoBcbkuii)
2. Bi3bMHU 4uMcCIIO MIOEHHOT Ta3eTh —
Tam THCSAY] HEBUCTIIBAHUX TEM.
(M. 3aryn)
3. [IpekpacHe T€ JMCTS, 1110 BIAJIO il HOTH, —
SK Tpynom 3acoXJIMM MOKPHE JOPOTH,
ScHimi cTaroTh HeOeca.
(B. KobunsiHcpkuit)
Bmpaga 2.
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IopiBasiere i nBa TekcTu. YW € B HAYKOBOMY CTHII CIIOBa 3 Cy(iKCamMy 3MEHIIyBaJbHO-
MECTIMBOTO 3HaUYeHHs? Binmosine oOrpyHTYyMTE.

Texkcr 1.

S mo6mo Ty Topy, KOJMM CYHHYKH 3acBiUyIOTh CBO€ LBiTiHHA. LIBiTyTh BOHHM Tak, Haue cami
IUBYIOTBCS, SIK CIIPOMOLJINCS Ha Takui 0€33aXMCHO — YMCTHH LBIT. A 3rogoM Haja HUMHU MO-AWUTIYN
HAXWISIOTHCS TOJOBKH 3BOJIOKEH1 TyMaHOM sAroAu. | Xxo4 He Benuka I8 sArona, a Bech Jic 1 BCAK, XTO
XOUTh Y HbOMY, NaxHe cyHuuer (M. Crenpmax).

Texkcr 2.

Becnoto Ha y3micesx 1 ransaBuHax abo Ha JiCOBHX Mopy0Oax 1BiTyTs cyHuI. KBiTKa cyHUIb Mae
Yalmeyky i3 M°STH 3pOCIHX MK COOOI0 YaIlOIMCTKIB, BIHOYOK 3 I1’ATH OTMX MEMOCTOK. THYMHOK y
KBiTHi Oarato. MaTo4ok Takox 6araTo (3 miApy4HHUKa OOTaHIKH).

B anrmiiicbkiii MOBI, SIK 1 B YKpaiHCBKii 3a J0MOMOrorw cy(dikci i npedikciB TBOpATHCS HOBi
ClloBa, alie y 5 KJaci Ha ypoKax aHTJIIHCHKOI MOBH 1€ HE 3BEPTAETHCS yBara Ha PO3Pi3HEHHS CTUIIB
MOBJICHHS. AHITIHChKa MOBA BUBYAETHCS JIUIIEC HA PO3MOBHOMY PiBHi, a YKpaiHChKa MOBa Yy IIbOMY X
KJIaci OXOIUTIOE XYIOXKHIH Ta HayKoBHH cTili. OTKe, IPOIMIOHYEMO TaKy BIIPaBYy.

Brpasa 3. Poskpuiite myxku, BUOMparoudm cioBa, MOTPiOHI 3a 3MicToM. [lo SIKOro CTHIIIO
HaJIEXUTh TEKCT?

Texkcr 1.

CoH1ie 1 Becenka

Pa3 micns moury BUTISHYIO (COHIIE, COHEUKO), 1 3 SIBUIACs KOIbOPOBa Becenka. XTO HE TIIsHE
Ha BECEIIKY, BCSIK (MIIIYETHCS, MIOOYEThCs) HElo. 3amuiaiacs Becelka Tai movaja BUXBAJSTHCS, 110
BOHA KpacHBiIIa Bif caMoro (CoHIs, coHeuka). [Touyno Taky MOBY coHue Taii kaxe: «Tu kpacusa — e
npaBfa, ajne i 6e3 MeHe BecelKy He OyBae». A Becellka TUIBKU CMIEThCA Ta e Qy)KUe BUXBAISETHCS.

Toxi coreuko (po3cepauocs, 00ypUIIOCs, HAXMYPHIIOCS) i CXOBaJIOCS 33 XMapy — 1 BECENKH SIK
i He OyBano (K. YimHCchKuit).

Pobora Hax BUKOHAHHAM 3aBlaHb SIKi 3aIPONOHOBAHI Y MiAPYYHHKY NMOBHHHA YepryBaTHCA 3
LiKaBUMH irpaMH, BIIpaBaMH, 00 y4YHi JIETKO HaBOAMJIM CaMOCTiMHO HiOpaHi MpUKIagd CIIiB, UM
caMHM BUSIBIISIIOYH IPAKTHYHE 3aCBOEHHS MaTepiay.

M IpONOHYEMO TaKi JIHBOCTHUIIICTHYHO-CUTYaTHBHI irpH.

I Xto mBname?

Curtyailis — nmaijienr i Jikap. Y4Hi AUISThcs Ha JB1 KomaHau. OnHA KOMaH/a MaIlieHTH, 1HII —
nikapi. OfHI YTBOPIOIOTH CIIOBa, SIKi 0 BUKOPHCTaB Mali€HT HpPHU BIi3UTI IO JIiKaps, a iHII — CJIOBa
nikapsi. Hampuknaa: 3acTyIuBCs, IepeioM.

Ha mommi 3anmcano kinbka mpedikci (mpo-, 6e3-, Big-, 3a-, mpe-, nepe-) i cydikcis (-uct-, -
HUK-, -UK-, -€I1-, -ICIHbK-, ~-FOCIHBK-).

Burpae Toi, XTO mIBHALIE 1 TOYHILIE BUKOHAE 1I€ 3aBIaHHSI.

II Xto0 Oinbme?

3a BcTaHoBieHH Yac (3 -5 XBUIMH) MOTPIOHO aKypaTHO 3aMucaTd HAHOUIbIIE CITiB:

3 cyikcom — Ok-, -eHH (51).

3 npedikcoM mifa-, Ha-.

[lepemokuieM BBa)a€eThCA TOU, XTO 3allUCaB IKHAHOLIbILE CIIiB 1 3yMiB MPaBUILHO MOSICHUTH 1X
3HAaYEeHHSI.

TakuMm 4UHOM, PO3pOOJIEHY CHCTEMY BIIPaB CIPSIMOBaHO Ha (pOpMyBaHHS B Y4HIB 5-rO Kiacy
YMiHb 1 HABUYOK BUKOPHCTOBYBATH CIIOBOTBOPYI €MOCEMH Y 3B’SI3HUX BHCJIOBIIOBAHHSX PI3HUX
CTHJIIB.

Mu BBakaeMo, 10 HEOOX1IHO TTOCHIIUTH YBary 10 MOBJICHHEBOI IIPAKTUKH Ta JI0 MIPAKTHYHOTO
BOJIOJIIHHA 3a3HAYEHMMH BUIIIE 3acO0aMH B TEKCTaX PO3ZMOBHOT'0, HAYKOBOTO 1 XYAOKHBOI'O CTUIIIB,

Y Xxomi Takoro HaB4YaHHS 3a0e3MeuyBaTUMETHCS IIOTMIOBHEHHS CIOBHHKA, PO3BUTOK
CTUJIICTUYHOT'O T4 KOMYHIKaTHBHO AW(epeHIIHOBaHOr0 3B’ sI3HOI0 MOBJICHHS IIKOJISIPiB, (POPMYBaHHS
KOMYHIKaTHBHUX SKOCTEH MOBIJICHHS, MOBJIEHHEBHX 1 CTHIIICTUYHUX YMiHb.
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OCOBJIMBOCTI ®YHKINIOHYBAHHA ®PA3EOJIOI'I3MIB
Y POMAHI JI.LKOCTEHKO «BEPECTEYKO»

Barata MoBa — 11e He TUTPKM YHCIIEHHI CIIOBA-CHHOHIMH, a i pi3HOMaHITHI BUPa30Bi 3aC00H, 110
pOONATH ii eKCIIPEeCMBHOIO Ta O0pa3HOI0, THYYKOIO Ta BHpasHoio. Cepel MOBHHMX MEPIMH YU HE
HaOLIbIIe BUAUISIOTHCS YCTalleH] CIOMYKH — (hpa3eosori3Mu, Mo BiqoOpakaloTh JyMKH i CTIONIBaHHS
MOBIIIB, & TAKOX iCTOPiI0, MOOYT, KYJIbTYPY BCHOT'O HAPOIY.

CraHOBIIEGHHSI 1 PO3BUTOK YKpaiHChKoOi (paseonorii moB’s3ani 3 aismbHicTio O. [ToTeOHi Ta
I. CpesneBcekoro, 3romom 1i TeoperwuHi 3acagu chopmyBamucs y mpamsx JI. BymaxoBcbkoro,
®. Mengenesa, JI. Ckpunauk, I'. Y goBuuenko. Y po3BUTOK (Ppa3eonoriyHoi Teopii 3poduin 3HauHUi
BHecok B. Bunorpanos, b. Jlapin, C. Oxeros, M. lllancekuii. isnbHICT (ppa3eonorivHux cTydii B
Vxpaini noB’si3ana 3 imenamu [1. T'openpkoro, 1. binoxina, I1. Ilmtoma, 1. Yepengauuenka.

Hammcanmit y ¢opmi pomany y Bipmax, ceorogui T1Bip JI. Kocrenko «bepecteuxo»
3aJIMILIAETHCS TyKe MaJIO JOCTIDKEHUM Y Pi3HUX acleKTax, 0 i 3yMOBIIOE aKTYalbHICTh MyOiKarii.
Mera cratrTi nomsArae y Tomy, o0 Ha OCHOBI TEOPETUYHOTO BHUBYEHHS (pa3eM 3’SCYBaTH, SIK BOHH
¢$yHKLIOHYIOTH y poMmaHi «bepecTeukoy.

VYkpaiHChKi TMCbBMEHHUKH aKTHBHO 3aJIy4aroTh (ppaseosioriuHe 6ararcTBO MOBU y CBOI TBOPH.
Yacrto pazemMu HACTLNBKH BILTITAIOTHCS B aBTOPCHKUI TEKCT ¥ yBUPa3HIOIOTH HOT0, 110 BUCTYIAIOTh
OZIHUM 13 OCHOBHHUX 3ac001B (pOpMyBaHHS iHINBITyaTbHOTO aBTOPCHKOTO CTHITIO.

Ha agymky aBTopiB mociOHuka «Crtuiicthka ykpaincekoi moBu» JI. Manpko, O. CupopeHko,
IHAUBIMyanbHUN CcTWIh (11€OCTHIIB, 1MIONIEKT) — II€ Taka CHUCTEMHICTh BHPA30BUX 3aCO0IiB MOBH
OKpPEMOro NMHUCBMEHHUKA, Jisf4a KyJbTYpH YW IHIIOrO iHAMBiZa, sKa BUPI3Hs€E, BUAUIAE HOro MOBY
cepen iHmMX MOBLIB. Ll cucTeMHICTh I1HOMBILYyaJbHOrO MOBHOI'O CTHJIIO IPYHTYEThCS Ha
B3a€MO3B’SI3KY 1 B3a€MO3aJISKHOCTI MOBH 1 MUCIIeHHs. [IMCbMEHHUK HE TUTbKY BUOMpPae MOBHI 3aco0H,
BiH MHCIHUTH Ta MEPESKHUBA€ HUMHU 1 TOMY 3/7aTE€H BHTBOPIOBATH Y CBOIi YSBi 1 BHUKIMKATH B YsBi
YUTaviB 1HAMBIAyanbHI XyIOXHi oOpasu abo iX BiAMiHHI pucH. ImeocTwiab NMUCbMEHHMKA Ha T
3arajibHOHALI0HAJIbHOI MOBH BiJoOpaXkae MOro iHAMBIAyalbHE CBITOOAUEHHS 1 CBITOCTIPHMHATTS uepe3
okpeMi crenridHi MOBHI 3aCO0M 4X OpHUTriHAJIbHE aBTOPChKE BUKOPUCTaHHA iX [3].

Te, sIK 1 YMM XapaKTepU3YETbCS IHAMBIAyalbHUN CTHIIbL NMCHbMEHHMKA Ta sSIKE 3HAYEHHS BiH Mae
JUTsl HOTO TBOPYOCTI 1 MOMYJISIPHOCTI, 100pe BUCIOBUB [. DpaHKoO: «...KOKHUN TUCHBMEHHHK, 0COOINBO
TaJaHOBUTHUM, BUPOOIsie co0i CBOIO OKpeMY MOBY, Ma€ CBOi XapaKTepHI BHCJIOBH, 3BOPOTH, CBOIO
OyznoBy (pas, cBoi ymo0ieHi cioBa. [IMcbMEHHHK, y SIKOTO HEMa CBO€i iHAMBIIYJIBHO 3a0apBiieHOL
MOBH, — cllabuii MMCbMEHHUK, BiH nuie 0e30apBHO, MJIIBO 1 HE MOXKE YHCIMTH Ha JOBIIY, TPUBKY
HOMyJSpHICTEY [2, 164].

JlocmipkeHHs 1HIWBIlyaqTbHUX CTHUJIIB MaWCTPiB YKpPaiHCBKOTO CJIOBA JUIS JIIHTBOCTHIIICTUKU
LikaBi TUM, IO TOKa3ylOTh, SIK Peaji3ylOThCS MOXIJIMBOCTI XYJOKHBOTO CTWJIIO BIAMOBIAHO A0
€CTeTHYHHX 3a/IyMiB aBTOPA, SIK MOBOTBOPUICTh OKPEMHUX MUCbMEHHHKIB 30aradye BUpaxalibHi 3aco0u
3arajibHOHaNioHaidbHOI MOBH. IHauBinyanbHuit crtwie JI. Kocrenko uywrtau chopuiimMae 3a TUM
BPaKEHHSM, SIKE HAa HBOTO CIPABIISIE TEKCT, SKUH Bpakae a)OPHUCTUUHICTIO MUCIICHHS MUCbMEHHHII,
IO YacTo IPYHTYETHCS HA (Pa3eoNoriyHoMy 06araTcTBi MOBH.

®paseonoris HailMoBHilLIE BioOpakae HaliIOHAIBHY CIEU(iKy MOBHOIO MHUCJIEHHS, CTAHOBUTh
MOCTIHE JKepelo ypi3HOMaHITHEHHS (YHKIIOHANbHUX Ta IHAWBiIyaldbHHX CTHIIB. OCKUIBKH
¢paseornorismiB B icropuuHoMy pomaHi «bepecteuko» mayxke 06arato, TO iX MOXHa 3TpyIyBaTH 3a
NeBHUMHU O3HaKaMmu. IIpore ust xnacudikamis 10CUTh YMOBHA, OCKUIBKH 4acTo (pa3eMH BHSBIISIOTH
CHOUJIBHICTH 1 32 TEMaMH, i 3a MOXOMKEHHSM, a TAKOX 1€ TPYNYBaHHA CTOCYETHCS JIUIIE OAHOIO
pomaHny.

3a TEMaTHKOIO

1. PociiuuHmiA 1 TBapuHHUWIA CBIT: ’xaba munbku gana [2, 12] — 1. Xto-HeOyap 3aruHe,
MOTPAIUBIIN B CKJIaJHI, HE3BHMUAiHI yMOBH. 2. XTO-HEOYAb HE 3MOKE JOMOTTHCS YOTrOch; OpaTu OMKa
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3a poru [2, 9] — mouynHaTH JTiSTH 3 TOJIOBHOTO, CHEPTIilHO, pilTyyde.

2. Icropuuni moaii, gaxktu XUTTA: BapdonomiiBcbke moboime [2, 124] — xopcToke, MacoBe
BOMBCTBO, pi3aHMHA.

3. OpunHuui BUMIpy (MipH JOBKMHH, Barh): moyiM XyHT nuxa [2, 11] — 3a3Hatu GaraTto rops,
011, HETPUEMHOCTEH.

4. CouianbHi BiJTHOCHHU: 30cTaTHCA B OypHAX [2, 40] — omrykaTH, MepeXuTPUTH KOro-HeOyb,
CTaBIsUM HOro B HE3pydyHe, CMIIIHE CTaHoBMUIE; 4dyOpukatucs B Horu [2,39] — 1. Ycimsako
MPUHMKYIOUUCH, TPOCUTH TOMAAN, ToMmtyBanHs. 2. [linkoparucs uuiiice Boii. 3. BusBmaru xomy-
HeOyIb BETUKY TOIIaHY.

5. [1obyT, TpyaoBi npouecH Jroaei: TATHYTH JAMKY [2, 110] — )XUTH B TSDKKUX, BUCHAXKIIMBHX
ymoBax; ronmumu pykamu [2, 106] — 1. be3 crmemianpHOro 3Hapsans, npuctporo. 2. be3 Ooiiooi
TEXHIKH.

3a MOXOKEHHSIM

AnTtryHa Midornoris, XpUCTHIHCHKI BipyBaHHsI, JiTepaTypHi TBOPH: CBidKa MPOTH Tpomy [2, 47]
— CBiuKa, mocBsueHa Ha CTPITEHHs], 1[0 JOMOMArae BiJl yCAKOTO 3JI0TO B IOMi; 3aMOJIIOBaTH CBil Irpix
[2, 46] — HamaraTHCs TOOPUMU JTaMHU, TOOPOIO TTOBEMIHKOIO 3aCIyXUTH TPOILEHHS 3a mock; ['eneHa
1 710 BiffHM TPOSHIIIB oBena [2, 48] — monsuka, sika cTana Juis rerbMana b. XMeapHUIIbKOro 3ry0oro i,
MOXIIMBO, CIIPUYMHMIIACS [0 HOro MOpas3kH, AK 1 €neHa — 1o BiifHM 3a Tporo; sk Jamoxi (1aMoKmiB
Meu) [2, 44] — HeOe3neka abo HEMPUEMHICTB, IO TOCTIMHO 3arpoKy€e KOMYyCh; IPOHTH BOTHEM 1 MeueM
[2, 122] — HemagHO, 3 BEIHUKOIO KOPCTOKICTIO IIIOCH HUIITUTH.

3a cTpyKTypHO-TpaMaTUYHUMHU THIIAMHU

1. @pazeonoriuni onuaumi (PO) 31 CTPYKTYpOIO «IPUKMETHUK + IMEHHUK»: POJAKHA MIKYypa
[2, 97] — TOii, XTO 3paKy€e KOro-, mo-HeOy/1b; BOBYi 3akoHU [2, 40] — )KOpCTOKI, HEllaIHI 3aKOHH, IO
ICHYIOTH B JIFOJICBKMX KOJICKTHUBAX.

2. @O 31 CTPYKTYpOI «IPHUHIMEHHUK + TPUKMETHHK + IMEHHHK»: 3pyOaHa Ha mHi [2, 87] —
MPUIMHUATY I0Ch; TPO JIOJACHEKE Oko [2, 54] 1. BignoBimHO A0 HOpM TOBemiHKM, Mopami. 2. J{ns
CTBOpPEHHSI, MIATPUMAHHS IEBHOTO BPa)KEHHS; yaBaHO; HAIIOKA3.

3. ®O 3i CTPYKTYpOIO «Hi€CIOBO + IMEHHUK 3 NMPUHUMEHHUKOM (4 0€3 HBHOTO)»: BUTAT HOTH
[2, 40] — momep; cTpubatu B rpeduky [2, 64] — MaTH HeLUTIOOH] 3B’ sI3KH; 4yOpuKaTucs B Horu [2, 39] —
BUSIBIISITH KOMY-HEOYIb BETHKY ILAHY.

4. ®O — KOHCTPYKUIl 3 CypagHUMHU (TiAPSAOHMMH) CHOTYYHUKAMH: SK MEpCT OAMH [2, 46] —
HaoAuHLI, 0e3 ciM’i, piTHUX; SK mBaiky 3 jemema [2, 115] — mocsart Mi3epHUX pe3yabTaTiB MPHU
BEJIMKHAX MOKJIMBOCTSIX, 3aTpaTax.

Oxpemy rpyny ctaHoBisATe @O mpenuKkaTHBHOI CTPYKTypu: Oomail st cBiTY Oiloro He BHIIB
[2,10]; mpunic nenexka Ha kpwii [2, 107] 1 Taki, OyqoBa SKUX CIIBBIIHOCUTHCS 3 OJHOCKIQJIHUMU
pEYCHHSMU: MaTip npoAanyts [2, 81]; nuku kopunTh [2, 42]; namato nepa rycsdi [2, 40]; npominstiite
cllaBy Ha XayaBy [2, 32]; aymy bory onnana [2, 90].

Sk mokaszaso CIOCTEpeXeHHs, poMaH OaraTuii Ha (pa3eoyori3mMu i 3a TeMaTHKOIO, 1 3a
MOXOKEHHSIM. AHaNi3 CTPYKTYPHHX THUIIB ()pa3eooriyHiX OAWHUIL CBIIYMTH HE JIHUILE IpOo iX, ane
i mpo cnenudiky, CBOEPIOHICTh 1 HEMOBTOPHICTH (pa3eosoriyHOro Marepiany YKpaiHChKOi MOBH
[1, 11]. ®pazeonorisMaM HaNEKHUTh BEIWKa PONb Yy TBOPi, aJykeé BOHM BHOCATH y HBOTO TIHOMHY
($1I0COPCHKOrO  OCMHUCIIEHHSI CBITY YKpaiHCBKMM HapoJOM, CHPHSIOTH YBUPa3HEHHIO MOBH
MOETHYHOT'0 TBOPY, MOr0 HEMOBTOPHOCTI i caMoOyTHOCTI. 3aBaskun @O aKTHBI3yeThCs yBara 4MTaua,
TOOTO 3aTPUMYETbCS TPU OCMHCIEHHI TIeBHOro (paseonorizmy, Horo wicusg B 3MICTOBO-
iH(pOpMaLiiHIA CTPYKTYpi TBOPY.

Jimepamypa
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Hayk. KkepigHux — ooy. JI.B. Cmpyeaneys
ETHUKETHI ®OPMYJIN Y CTYAEHTCBKOMY MOBJIEHHI

MoBHUI €TUKET CIpaBeIMBO BBAXKAIOTH KYIbTYPHUM OOMUUYsAM Hamii. @OpMynu BBIHIIMBOCTI
BHUKOPUCTOBYIOTbCA B OyIb-siKili KHUTTEBi curyamii. ¥ «CIOBHHMKY JiHTBICTHUYHHX TepMiHiB» O.
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laanua Ta [. OniifHMKa 3a3HAYCHO, M0 MOBHUN ETHKET — 1€ «HAIIOHAIBHO CIienu(pivHi mpaBuiia
MOBHOI MOBEIIHKH, SIKi peasli3yIoTbCs U1l BUKOPUCTAHHS B PI3HUX CHTYaLlisIX BBIYJIMBOIO KOHTAKTY 31
crmiBOECiTHMKOM, 30KpeMa il 4Yac TPUBITAHHSA, 3HAWOMCTBA, 3BEPTAaHHS, BHCIOBJICHHS MOISIKH,
npoiaHHg Tomo» [2, 133].

Etuker cninkyBanns nocnimxysamu C. borman, H. ba6buu, f. Panesny-Bunnunpkuii. Tak, C.
Borpan posrisigae ocoOIMBOCTI MOBHOT'O €THKETY y 3B’SI3Ky 3 HapOAHUMH 3BUYAsAMH 1 TPATULIIMHU
[1]. H. babuu ananizye THIIOBI MOBHI OTrpixXH, SKi TpamIsioThes mig yac koMmyHikauii [3]. 5. PageBnu-
BunHNIbKHH XapakTepusye BepOasbHi 1 HeBepOasibHi 3aco0m criikyBaHHs. LlikaBuMu € fioro mopaau
I0/I0 TOTO, Ha sIKii BificTaHi Tpeba CTOATH BiJ CIIIBPO3ZMOBHHKA 1 CKUIBKU 4acy AUBUTUCH HOMY Yy Bidi,
SKMMHU MaroTh OyTU CHJIa 3BY4aHHS 1 TEMIT MOBJIEHHS, YOrO YHUKATH y CHUTKyBaHHI [4].

Mera Hamoro IOCTIHKEHHS — MpOaHaNi3yBaTH €THKETHI (Qopmyiu, 1o (QyHKIIOHYIOTH Y
CTyAEHTCbKOMY MoBJeHHi. OCKUIBKM TOH PO3MOBi 3aJal0Th HPUBITaHHS, a CHPHUAIOTH KOPEKTHOMY
3aBEpLICHHIO CHUTKYBaHHS BJANi BUPa3H JUIA MPOLIAHHS, PEIMETOM HAayKOBUX CTYIIHM cTanu came Ii
STUKETHI 3ac00u. AHKEeTyBaHHSAM Oyno oxorieHo 50 pecrloHIeHTIB — CTYACHTIB APYroro, TPEThOro i
I’SITOT0 KypciB ¢inonoriunoro ¢axynabrery. IlutansHuky Oyian aHOHIMHEMHU. AHKeTa CKilaJanach i3
18 3aBnmanp, 30kpeMa Takux: «Ha3BiTh ynro0aeHi popMynu mpuBiTaHHS (MIPOIIAHHS)», «SKi eTHKETHI
¢dopmynu npuBiTaHHS (IpoIaHHs) By HIKOIM HE BXXKUBAETE?» Ta iH.

[IpuBiTaHHA HaNEKUTh A0 HAHOUIBII YKMBAHMX ETHKETHHX BHpa3iB. 3 HOro I0MOMOrOI0
BCTaHOBIIOETHCA KOHTaKT MDK JIIOJBMH, YacTO BH3HAYAIOTbCS B3a€MHHH Ha DPOOOTI YW BIOMA,
MiATPUMYIOTECS CTOCYHKH. KoXeH 13 Hac y NOBCAKICHHOMY MXHUTTI TOCIYTOBYETbCA PI3HUMH
(dbopMaMu TIpHBITAHHS, MPOTE Y KOHKPETHIA CHUTyalil BHKOPHCTOBYEMO JHIIE OAHY (GOpMYyIy 3
«BiTampHOTO peectpy» [1, 57].

Pesynbprati mpoBeeHOro OOCHIMKEHHS 3aCBiIUyIOTh, IO CTYAEHTH, BITAIOUHCH i3 JPY3SIMH,
30e01MbIIOro BUKOPUCTOBYIOTH Bupasu «llpuBit!», «3mopoB!». docuTe yacToTHUMH € (GOpPMYIH
«3npacte!y», «Xaiil», «lIpiBer!» (mepenaeMo 0coOMMBOCTI BUMOBH), «SIK KUTTIA?», «SIK crpaBu?».
MeHI1 yxuBaHi BHCIOBH «300pOBeHbKI Oymu», «[IpuBitnk», «Yectb», «JloOporo 3mopoB’suxay,
«Biraro», «Jlaii Boxew», «Xai», «Moi Bam BitaHHs», «Anoxa». Y BIAMOBIIAX PECIIOHICHTIB
3ycTpiuaemMo i KymeaHi BiTaHHs: «JloOpuii Beuip!» (BaeHsn), «{oOpuil neHb, s — oneHb», «/oOpuit
BeYip, g — AUCHETYEPY.

VYkpaiHCBKUII MOBJICHHEBHUI €TUKET Ma€ Pi3HOMaHITHI GopMynu NpomaHHs. Y CTyIeHTCbKOMY
MOBJICHHI BOHM [yXe€ IiKaBl 1 BHPI3HSIOTbCA CBOEI0 HE3BUYHICTIO. HailOinpIl 4acTOTHUMH € Taki
Bucnosu: «[la-na» (uu npocro «Ila»), «o 3yctpiui», «bysaii (byBaiite)». Piniie BUKOpHUCTOBYIOTBCS
«IlacnuBoy», «Xait mactutb», «/{o 3aBTpa», «/lo modauenus», «l[lobaunmocsy, «Tpumaiics», «Hy
Bce!», «3mubumocky, «llpomMunky, «llpoM-1boM — na-nay, «baii-0ai», «HYyc», «Aydinepseriny», «See
you tomorrow», «See you later». Opurinansaumu € dpopmynu: «[lanynsku», «[lamyci», «[lamycikny,
«[Tanyxn», «JIsraiite cnatu». Bpaszuna Hac ciioBodopma «[lokenoBo».

Sk 6aummo, 3ycTpidaroThes (pasu aHINIIHCHKOIO 1 HIMEIBKOI MoBaMH. [IpocTexyeMo BIUIMB
BHBYEHHS iHO3eMHUX MOB. Cepell mpollaHb, SIKi 10 BIOAOOM ONMUTAHWUM, TUIIOBUMH € Taki: «Bcboro
Halikpaioroy», «Bceoro macinuBoroy, «IIpomasaiite», «Bcee, s minutay, «lllactaukay, «310poB’suka,
«[ToGaunmocs».

Ha 3amuranns «Skux dopmyn Bu Hikonu He BxkuBaeTe?» ofepkaid Taki Bigmosiai: «bysaii»,
«YHao», «Hy Bcbo», anrnomoBHi Bapiant «Hello», «Hix», pociiiceki BapianTu «/lo BcTpeun», «Ilokay.

CeMaHTUKO-CTUJIICTUYHI BJIACTUBOCTI BITaJbHHUX Ta MPOIIAIbHUX (HOPMYIN JArOTh MOMKIHMBICTD
MOBILIEBI 3p00UTH ONTUMANBHUI BHOIp, BpaxXyBaTH CTPYKTYPY KOMYHIKATHBHOI CHTYallii, B3a€MUHH 13
MapTHEPOM CHUIKYBaHHS. I3 BHKIagayaMu CTYACHTH BiTalOThCS 3aralbHONPHAHATHMH, O(iliiiHUMU
¢dpazamu: «lobporo nus (panky)!» uu «loOpuii neHs!». [IpomaroTecs 3 BUKIagaueM 3a JOIOMOIO0
¢dopmynu «lo mobauenus!», pinme — «Jlo 3yctpidi!».

4. PaneBnu-BUHHMIBKMI Bakae, II0 PO3MOBY 3 HE3HAHOMOIO JIOAWHOIO OOOB’SI3KOBO CIiJ
MOYMHATH BiTaHHSAM. SIKIIO JIOJMHA TMPOCTO CTOITh YM CHAWTH HIYMM He 3aiiHiATa, TO Tepen
NpOXaHHSIM MOKHa W He BuOauaTuca. Y ¢pasi 3 ONpoxaHHSIM OakaHO, ajie HE KOHYE, BKHBATH
peryisiTuBHI abo iHIeKcHi cioBa-3BepTaHHs: LllaHoBHWE moOpoaito, maHe JeWTeHaHTe, IOHAYE,
JMBYMHO, MaHi noOpoxiiko Ta iH. Cmig mam’sTaTv, Mo BuOAYaTHCS, MOJAIKYBATH, MOIMPOINATUC
MOTPiOHO 1 TOMI, KOJIM CIIBPO3MOBHMK HE 3MIiI' UM HE 3yMiB 3a/I0BOJILHUTH Haile mpoxaHHs. [Ipore
JeKiTbKa pasiB MOBTOpIoBaTH (pa3d 3 BHOAUCHHSM 1 MOAAKOIO HE NOTPiOHO. MOBIEHHEBOMY
KOHTAKTOBI CITPHSIE JIETKa, TT03HAUCHA IIUPICTIO (ajie He HaaATo conojkal) yemimka [4, 132].

OnHe i3 3aBAaHb aHKeTH nependaydano chopMyiIioBaTH IMepiry ¢pasy 3BEpTaHHA 0
He3HalloMoro BUKIagada (BUKIagauky). YacTHHA PeCNIOHACHTIB 3a3Haymia, IO MepUl 3a BCEe BapTO
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MpHUBITATHCH, NIOTIM copmymroBatu nutanHa. Hanpuknax: «oOpuii nenp, Bubaute, Oyap jacka, a
Bu ...», «/loOpuii neHb, cKaxiTh MeHi, Oynmb Jlacka, ...», «Jlobporo mHs, BuOaurte, M0 TypOyHO ...»,
«obpuii neHb, ckaxirb, Oynp snacka, sk Bac 3ByTb?». IHII cTyneHTH BHUpIMIMIM, IO CHEPIIY
MOMPOCATH BUOAYECHHSI, a IOTIM MOCTaBIIATh MuTanHA. Hanpukian: «Bubaure, Oynp macka, MoxHa Bac
3amuTatd ...», « mepempomyio, Bu He mimkaxere ...», «[Ipomy BuOaueHHs, MeHi Xorijgocs O
3amuTaTty ...», «4u He mornu 6 Bu ckazatu ...».

Ha nmigcraBi mpoBemeHOro [MOCHIKEHHS KOHCTaTyeMO, LIO €THKETHI (QopMynn y
CTYIEHTCHKOMY MOBJIEHHI JOCHTHh pI3HOMaHITHI. BusBieHi eTukKerHi 3acobM CBim4aTh TIPO
HEIIOCTaTHIN piBeHb KYJIbTYPHOTO PO3BUTKY MOJIONUX JIfoAeH. € 04eBUIHUM, LI0 IMpodiieMa KyIbTypH
CTYAEHTCHKOTO MOBJICHHSI BUMArae MmoJaJIbIINX HAYKOBUX CTYIiH.
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IL.3IOCKIHA. M. ®POBEHIYC. ITAPAJIEJII TBOPYOCTI.

VY 1985 poui mBelinapcekuii nucskMeHHUK [latpik 3tocking (Hap. 1949p.) omyOnikyBaB poMaH
«[Tapdymep. Icropiss ogHOoro BOMBILI», SIKMM 3 YacoM CTaB CBITOBHUM MerabecTcernepoM, a depes
OJMHAJUATh POKIB HOPBE3bKHH MHCbMEHHUK Mukonaii ®@pobeniyc omyoOnikyBaB poman «Karamor
Jlarypa abo nakeit mapkiza ne Canay, SIKHi TAaKOX MPHUHIC aBTOPOBi CBITOBE BU3HAHHSI.

Ha mepmmii moruyisig e abcomoTHO pi3HI poMaHH, ajne HacIpaBli MK HUMH MOXKHA IIPOBECTH
JOBOJIi 3HAYHI JIiTepaTypHi mapajieni, xoda, 0e3yMOBHO, [Ie CAMOAOCTATHI TBOPH.

CroinbHuM Ui 000X pOMaHiB € Te, M0 Mofil, 300pakeHi B HUX, BimOyBaloThca B PpaHuii y
XVII cr.. OgHak BXe TYT NPOCTEXYIOThCs 4acoBi BimmiHHocTi. Ilomii, siki ommcaB 3IOCKiHI,
oxoruttoroTh 30 — 60-1 poku, a moxii, siki onrcaB OpobeHiyC, MOYMHAOTHCS HANPUKIHIT ABAAISATAX
pokKiB i oxomsats 10 1814 poky. 3pemToro 3F0CKIHT YITKO OKPECITIOE JKUTTS TOJIOBHOTO Tepost — YKaHa-
Baricra I'penys wacoBumu pamkamu. Lle mito 1738-1766 pokis, ane @pobeniyc He 1a€ TOYHOI JATH
HapOILKEHHs TojoBHOTO Tepos — JlaTypa 1 moBoauts moaii 10 1814 poky, xoua JlaTyp 3amumaeTsest
KHUBHM JI0 OCTAaHHBOI CTOPIHKM poMaHy. XPOHOJNOTiYHa YiTKiCTh 3IOCKIHIa HABIAKHd PO3MHUBAETHCS
®pobeHiycoM 1 3anuinae BiAKPUTHM MUTaHHS MPO Yac KUTTSA TOJIOBHOrO repos. YnTad moBHHEH
CaMOCTIIHO BUPIMIUTH JUIS ceOe 110 3araiky.

l'onoBHUX repoiB mUX poMaHiB 00’ enHye iXHS cBoepigHa «KaiHOBa meyatb» — aHOMalis, sIKa He
€ HOPMOIO ISl IPOCTHX Jrofel. ['penyid Bonmonie Haa3BUYaiHO TOHKUM HIOXOM, a Jlatyp Hikomu He
BiZIUyBAa€ TOTO, IO IPUXOBYETHCS 32 CIIOBOM «O1Tb». 3PEITOr0 1i IepCOHaX1 MPETEHAYIOTh Ha 3BaHHS
«MOHCTPIB», 8 HE 3BUYalHUX JIIOJEH uepe3 CBOi «TAJIAHTHY 1 CTPaXiTIKBi 3JI0YHMHHU.

I'penyi, sk i Jlatyp, He 3HaIOTh CBOIX OaThKiB. AJie Ko ['peHyd MiIXOMUTh IiJ] BU3HAYCHHS
Kpyrioi cupotu, To Jlaryp — cupoTa JMIIe HamoJOBHHY, OCKUIBKM MAaTip BiH-TaKW IaM sTaB, a
0aTpKOB1 BiH 3aBusuye cBOiM iM’siM. Bce Hactymne xutTs ['peHys moB’si3aHe 13 mapdymepiero, a
Jlarypa i3 aHatomiero. 3rOCKiHI MalCTEpHO Ta LHUKIIYHO 3MOJENIOBAB JKUTTSA CBOrO repos. Ane
MaliCTepHillle BTUIMB CBOEPIIHUI KOJOBUH CIOKET MIOTIAHACHKUI nmucbMeHHUK SIH benkce (Hap.1954
p-) y cBoemy pomani «Kpoku mo ckiy», akuil OyB omyOnikoBanuid Takox B 1985 pomi. @pobeniyc
pearni3yBaB KapAHHANBHO IHIIMH IIUISX CBOrO MEPCOHAXA. MOro rofoBHU# repoil 3aIMIAeThes KHBUM
710 KiHIISI TBOPY 1 BTUTIOE B CO01 CBOEPIAHE «TiTEpaTypHE OE3CMEPTI».

VY cBOiX HaWKpHBaBIIMX BUYMHKaX — BOMBCTBAX, Iepoi JOCATIN Pi3HUX pe3ynbTatiB. [ peHyit
CBOIO «Micito» BUKOHaB. [loyaBmi B m’ITHAAUATH POKiB, BiH MPOJOBXKHB CBOi >kaxiTTs B 1765 poui i
BOMB ABaJILSATH I’SITh MOJIOAMX JiBYaT (a 3 MEPLIO0 KEPTBOI — ABAIIATH WIiCTh). I'peHyil BOMBaB
3apajau TOro, 00 MOHOMOJBHO BOJIOIITH apoMaToM Till AiB4ar. Tak BiH KOJEKLIOHYBaB Ii apoMaTh
(amo3is Ha pomaH «KosekiioHep», aBTOPOM SIKOTO € aHITHChKUM nmucbkMeHHUK JlxxoH Dayn3 (Hap.
1926 p.), poman omyOuikoBanuii B 1963 p.). Jlaryp nounHaB mo- iHIIoMy. 3HAMIIOBIIM B pe4yax CBOET
MaTepi miciis ii cMepTi CHMCOK i3 BOCbMU iMeH, BiH moixaB B [lapux. 3aificHuBIIM ciM BOUBCTB, JlaTyp
He 3MII' peaji3yBaTH BeCh CHHCOK, OCKUJIBKH BOCBMUM B CHHUCKY kepTB OyB IIpesunent ne Kiopsais.
Lle He numie oguMH i3 THMYacoBUX IceBIOHIMIB ne Cana, ajme ¥ oAWH i3 TrepoiB HOro cKaHAaIbLHO
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Bimomoi kHuru «Cto mBaausate aHiB Comomy». B IllapanToni Jlatyp cripoOyBaB 3aBepIIMTH CBOI
37I0YMHHU, ONHAK Mapki3 #oro mepexutpuB. [e Can sk moguHa i SK aBTOpP XYAOXKHIX TBOPIB
3aJIMIIUBCA HETOCSHKHUM JUIsL CBOT'O BIpHOTO Jlakes. YacTKOBO CXOKHUMH € 00pa3u iHcnekropa Pamona
Ta Auryana Pimi. IM Bmanocs NpOHMKHYTM B IICHXOJOIIK0 3JIOYMHIIB, OIHAK BOHHM HE 3MOIIH
nokapatu iX. CXOXKMMH TakoxX € oOpasu mappymepa bampaini ta anaroma Pymdyko, siki Oymu
CBOEPITHMMH BYMTENSIMH TepoiB, Xouya y BUIAAKYy [peHys NOTpiOHO mam’sATaTh 1 mpo Maxam
Apnynbdi ta Jominika proo. A y Bunazaky Jlatypa — ue cesimenrk MapteH Ta ioro Opat Jleonomnb.

Kpim Toro kiHIeBi Micii TepoiB TakKoX pealli3oBYHOThCS TNO-pi3HOMY. [peHyil scKpaBo
JEMOHCTPY€E CBOIO BIagy HaJ JIOAbMH. BiH BHKOPHCTOBYE apoMaTd BIIACHOTO Tila a0o0 MoOXe
3anumaTycs 6e3 apoMartiB 1 OyTH HEBHIUMHM AJIS 3BHYAMHUX JIoAeH. ApoMaTH HE JIUILIE BPATYBaJIN
FpeHyﬁ BiJl CIIPaBEAIMBOTO TOKapaHHs 3a 3OYHHU i CIIPOBOKYBAJIH HebaueHy OpFiIO cepern >KUTENiB
Micta ['pac, ane i cranm TMPUIHHOIO mTepaTypHm cmepti ['penys. Ha usunTapi B Hapmm KyId BiH
MOBEPHYBCS MICHA CBOEI «oJiccei», Horo posipBanu Ha TPULATH YaCTHH JeKIIacOBaHi €JIeMEHTH.
3aBasku apomaraM ['peHyd 3po3yMiB CBOIO MOTYTHICTH i BOIHOYAC XHUMEPHICTb CBOEI BIagu Hag
moabpMU. 3pemToro 3I0CKiHA MOoKa3aB, Mo Oyap-sKa Biaja — e HUX A0 cMepTi. JlaTyp HaBmaku He
pearnisyBaB cBOEi ocTaTOuHOI MeTH. MoMy Tak i He BaNOCs CKIACTH NMOBHOLIHHMIT Katanor JlaTypa,
KU MaB OM OXOIMUTH BCi (DYHKLIT TOJIOBHOTO MO3KY JIOIUHHU. JIaTyp He 3Mir 3HaiTH O0ILOBUI LIEHTP
B JoAckkoMy Mo3Ky. [Ipuunna i mpupona 6oini 3anummnacs i Jlarypa TaeMHHUIIEIO Ha3aBkau. AJe
nakeld mapkiza ne Caza He JMIIe 3 BOJi aBTOpa CIIOCTEPIraB 3a OPrisiMH CBOT'O TOCTIOAAPS 1 HE TUIbKU
MepenucyBaB MOro TBOPH, SIKI HOMY TmepelaBaiiv i3 B’S3HULI, Ae mepeOyBaB Mapki3, JlaTyp Takox
nepexxuB #oro. e Can momep 2 rpynas 1814 poky, a cBoeMy JIaKeeBi 3alUILUB SIK CIOTaj CBOIO
aBToenitadiro. I B IbOMy Takox € CHMBOJIIYHICTh 00pa3y JlaTypa.

[ikaBuM, Xo4a W IIOKYIOUMM, € CEeKCyalbHHH ()aKTOp B JKHTTI TOJOBHUX repoiB. ['peHyi
TMPOTATOM BCHOTO TBOPY 3aHMIIACTHCA He3aliMaHuM, a HaTyp — HABNAKH Ma€ iHTMMHI CTOCYHKH i3
noBissiMu. B iboMy acmekri repoi KapuHaIbHO MPOTUIICKHI.

Cama cTpykTypa pOMaHlB TaKOX pi3Ha. 3I0CKIHA SK JEMIypr € yHiBepcalbHHUM Yy CTBOPEHOMY
HUM JliTepaTypHOMY CBiTi. BiH 3Hae Bce mpo cBoix repois. «Katanor Jlarypa» Hanvcanuii Big iMeHi He
JIMILIE caMOro aBTOpa, aje i Bi iMEeHi TOJIOBHOTO reposi, 3a skuM ®@pobeHiyc HaMaraeTbCsi CXOBATHCA.
Hukmiunicts «Ilappymepa» € abCOMOTHO BIAMIHHON BiJ 3aKiHYEHHS, sKe peanizyBa dpobeniyc.
Horo pomaH Mae «CTepHIBCbKY KiHIIBKY» 1 HABOAWTH Ha Mapalelb i3 BIZOMHUMH pOMaHaMH, aBTOPOM
SAKUX € SMOHCbKMK muchbMeHHHK FOkio Micima (1925-1970). MoBa iine npo pomanu «CroBinb
Macku»(1949) i «3onotuii xpam» (1956).

Kpim Toro mMoxxHa mpoBecTu mapajieni MK HMMH JABOMa pOMaHaMH Ta 3HAMEHHTHUM POMaHOM
«brsiianmnii 6apabam» (1959), aBropom sikoro € HobGeniBchkuii naypear 3a 1999 pik I'tonrep ['pace
(1ap.1927 p.). Uoro ronoBuuii repoii — Ockap MariepaT € CBOEpiTHUM NONEPEAHUKOM siK [ peHys, Tak
i JlaTypa.

Uurau noBUHEH caM Juis cebe iHTeprnperyBaty 1i TBopH. Lle He nuie pomas, aje i cBoepiaHi
icropuuHi gerexkTHBH B cTiini YMoOepto Exo (Hap.1932 p.), Hanpuxnaz, «Im’s tposaam» (1980) abo
«baynonino» (2000). [esxi mapaeni MOKHa MPOBECTH TAKOXK i3 OPUTIHAJBLHUMHU NPUTYAMU B CTHIIL
Binesma Tosaiara.

KpimM po3rmsHyTuX i HaWBIZOMILIMX POMaHIB LUX aBTOPiB, BOHH TAKOX € aBTOpaMH I1HIIMX
TBOpiB. 3rockiHg HamucaB mecy «Konrpabacy, npi mosicTi: «ApomaTt» Ta «lloBicTh mpo maHa
3ommepar, onosinaHHs «[ omyOkay» i 30ipky mig HazBow «Tpu icropii... i onHe crnocTepexenHss». o
i€l 30ipku BXOAATH 4oTUpH omnoBigaHHs: «[lotar no rmubunmy», «butBay, «3anoBiT Merpa Mioccapay,
«Amnesie in litteris».

@®pobeniyc € aBTOpoM Takux pomaniB: «lIpocmaBneHe koxaHHS Monogoro Binbrensma
OxcenuiepHay, «llexenbHa nputya», «Copom’a3nuBuil mopHorpad», «IHm micus».

3pemToro 06’eM cTaTTi HE AO3BOJISIE PO3TILIHYTH BCi MPOOJIEMH, SKi IIOCTaBUIIM aBTOPH B CBOIX
pomanax. Yurau caM [OBHHEH OCMHCIMTH iX, YBa)XHO TPOYMTABIIM LI YHIKaJIbHI TBOPH
MOCTMOZIEPHOI CY4acHO1 €BPOIEHCHKOI JliTepaTypu. AJle YBaKHUI UMTad TaKOX MOBHHEH IaM sITaTH
aKTyaslbHi cJI0Ba, aBTOpoM sikuX € FOpko [3npuk: «byab-akuii TEKCT BUSIBIISETHCS MATIMIICECTOM.
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Hayk. kepignux — ooy. O.I1. [lImons

CJIOBHUKOBA POBOTA
I YAC BUBYEHHSA ITIPUKMETHHUKA Y 6 KJIACI

VY cydvacHiil Koy BUBYEHHS PiAHOT MOBHU INE€PEOPIEHTOBAHE HA JOCSATHEHHS KOMYHIKaTHBHOI
Metu. Tak y «HaByanpHO-BHXOBHIM KOHLEMIIi BHBUYEHHS YKpPAiHCBHKOI (IepKaBHOI) MOBHY,
3arpornioHoBaHiit C. €pmonenko i JI. Mamnpko, BkazaHO: «Y4HI MalOTh 3aCBOITH HE TUIBKH CyMY
JHTBICTUYHMX IOHATH 1 TpaMaTHYHUX, MPABOMHMCHUX INPaBWI, .. BOHH IOBHHHI BiTbHO BOJOAITH
YCHOIO 1 TMCEMHOI0 MOBOIO, KOPHCTYBATHUCS HEIO B PI3HUX CYCHUIBHUX CUTYalliIX, BMITH CTBOPIOBATH
TEKCTH JIiTepaTypHOI0 MOBOIO» [2, 33]. ToMy Ha CbOTOIHI aKTyalbHHM € MUTAHHS, IO CTOCYETHCS
BMIiHHS IIKOJSIpa IMOCITYrOBYBAaTHCH yciMa 3aco0aMy MOBH, BHCIIOBIIOBATHCA MPaBUIBHO, TOYHO,
JIOT1YHO, PI3HOMAHITHO. A 3HAYUTH 3POCTAE POJIb CIOBHUKOBOI pOOOTH B LIKOMI, 0 30arauye 3HaHHS
YUYHIB TIPO BUpaKalbHI 3acO0M MOBH, 3Ha4HO 30UIbLIy€ iX aKTUBHUH CIIOBHHKOBHH 3amac, BUMTH
BUKOPUCTOBYBATH Y MOBJICHHI JIEKCEMH BiJIIOBIHO 7O IXHBOI CEMAHTHKH.

BaxnuBy ponp Takoi HaBuanbHOi poOOTH Bim3Ha4awoTh pi3HI BueHi: B.['opnosa,
B.HoBockonora, T. KocmakoBa-bparymenko., 1. FOmyxk [1; 4; 3; 5]. [Ipore geraapHUX TOCITIIKEHD
010 0CcOONMMBOCTEH CIOBHHKOBOI poOOTH MiJ Yac BHBUEHHS NPHUKMETHHKa Hemae. Lle i Bu3Hauae
aKTYaJIbHICTh Ta METY HaIIOl CTaTTi.

Sk 3ayBaxKylOTh [OCITITHHKH, CIIOBHHKOBa po0OOTa NPOBOIUTHCA HAa BCIX YpPOKAax MOBH,
MOYMHAIOYH 3 MEPIIOro KJIacy, i Mae cBoi ocoOnuBocTi. BoHa moBuHHA onupaTucs Ha 3HaHHS, HaOyTi
YUHSIMH 3 JIeKCHKH Ta (pazeororii. CydacHa METOAMKA MPOMOHYE BUBYEHHS CJIOBA Ta MPOBEACHHS
CIIOBHHUKOBOI POOOTH Ha BCIX PIBHIX MOBHU: JIEKCHYHOMY, MOP(OJIOTiYHOMY, CHHTAKCUYHOMY, Ta iH.
OCHOBOIO IILOT0 BHIY pOOOTH € Ormopa Ha JIeKCHYHe 3HadeHHs cioBa. Ha ¢oni

UBOTO TOHATTS W BHU3HAUYAE€THCH il 3MICT: MOSCHEHHS 3HAYEHHs HOBUX CIiB, poOoTa Hax
CHUTLHUM 1 BIIMIHHMM Yy 3HA4Y€HHI CJIiB, BCTAHOBJICHHSI CHCTEMHHUX BiIHOIIEHb MIK CIOBaMH, J00ip
CTPIIKHEBHX CIIIB 1 BUpaXKaJlbHUX 3aC00IB AJIs1 KOHCTPYIOBaHHSI TIEBHOTO BHCJIOBIIIOBAHHS, BUSBICHHS
JIEKCUYHHX HEAOJIKIB CBOT'O 1 Uy»KOI'O MOBJICHHS.

Croupatounch Ha kimacu(ikalilo CIIOBHMKOBHX BIIpaB, 3amponoHoBany H. UYepHoycoBoro
(BmpaBM Ha TMOSCHEHHS 3HAYEHHs CJiB, BIPAaBH Ha MEPETBOPEHHS MOBHOTO MaTepiaily, BIpaBHU Ha
CKJIaZIaHHS CJIOBOCIONY4Y€Hb, PEYEHb 1 TEKCTIiB), OMHUILEMO OCOOIMBOCTI HABYAIBHUX 3aBJaHb IiJ yac
OIpaLOBaHHS IPUKMETHHKA Y 6 KJaci.

BripaBu Ha MOsSICHEHHS 3HAUYEHHS CITiB

lle Moxyts Oyt BHOIpKOBI 1 TBOpYl IOUKTaHTH ( OO TOAAHUX CIIB AIOpaTH aHTOHIMH,
CHHOHIMHM, W00 MOSCHUTH iXHE 3HAYEHHS), a TaKOX 3aBAaHHs], L0 mependavaloTh 3'ICyBaHHS
3Ha4YeHHS CJIIB 3a CIIOBHUKAMU (TIIyMayHHUM, CJIOBHUKOM NapoHiMiB). Hanpuknan:

* BuOipkoBuii aukraHT ( I3 mpocimyxaHOro TEKCTy BUNMCATH MPUKMETHUKU. J[0 BHNHCaHHX
MPUKMETHHKIB Ji0paTH aHTOHIMH)

Le Oyna ocinb mi3Hs, ckyna Ha OapBu. CMyTHi JepeBa CKUAall yoore JUCTA...

e Jlo momaHWX MPUKMETHUKIB A00epiTh aHTOHIMH. UM J0 BCIX NPUKMETHUKIB MOXHa IX
nidpatu? CropucTaiiTecs CIOBHUKOM aHTOHIMIB.

XoonHuM, JIICOBHA, IUPOKKUH, THUXUH, HKEPETbHUM. ..

BripaBu Ha neperBopeHHsI MOBHOTO MaTepiany

3aBiaHHs TaKWX BIOpaB mepeadadaloTh CKIAJaHHA 3a MOJAHMMHU CIOBAMU PEYEHb, 3aMiHy
OINMCOBUX IMEHHHKIB IIPUKMETHUKAMH, YTBOPEHHS Bi/l MOJAHUX Map CIIiB CKJIaJAHUX MPUKMETHHKIB Ta
1H., SIK-OT:

 Jlo momaHux CiiB A00€piTh aHTOHIMHU. 3 JJBOMa aHTOHIMIYHUMH TMapaMy CKIIAJITh PEUCHHSI.
[Tpu noTtpedi BUKOPUCTOBYITE CIIOBHUK AHTOHIMIB.

[poctuii (cknagumii), ypouucTHH (3BUYaliHiII), HOBUH (CTapHii), OyaeHHUI (CBATKOBUH)...

* 3aMiHITh ONKMCOBi IMEHHUKN NMPUKMETHUKaMu. 1o kol rpynu 3a 3HAYEHHSM 11 IPUKMETHUKU
HAJEXKaTh.

[Muennus 3 Ykpainu (ykpaiHChbKa MIIEHHIST), TPOMiHb COHLS (COHSYHUEM MPOMiHB), 3aBIaHHS
Ha ChOTO/IHI (CHOTOJTHIIIHE 3aBJIaHHs ), TAIBTO 3 BOBHU (BOBHSHE MMAJIBTO)...

* Big mopaHuX map ciiB yTBOPITh CKJIaJHI IPUKMETHUKH.

Bucoxe 4oino (BUCOKOUOHIT), 30JI0T1 KOCH (3010TOKOCA), CHBHIA uy0 (CHBOUYOHit)...

BripaBu Ha ckj1alaHHS CIIOBOCIIONYY€Hb, PEYCHB 1 TEKCTIB

3aBmaHHs TYT J€MI0 CKJIaAHIINI, HampuKiIal: BHIUCATH 3 XYAOKHBOI JiTepaTypu
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CIIOBOCITONTyYEHHS (PEUCHHS); HAIMCAaTH TBIP-MiHIATIOPY, CKOPUCTABIINCH CIIOBHHYKOM; JIO TTOJaHUX
cmiB  Ai0paTd emiTeTh Ta TIOPIBHSAHHS BHKOPHUCTOBYIOYM CJIOBHMK aHTOHIMIB, YTBOpEHi
CIIOBOCTIONyYEHHS BBeCTU B pedeHHs. [IpoimtocTpyemo:

* Bunumits 6 npuciiB'iB 3 MPUKMETHUKAMH BHILOTO 1 HAHBUIIOTO CTYTIEHIB MOPIBHSHHSL.

Haiiniinninre 6araTcTBo B 10p03i — 3HaHHA. Boms moposkya, Bi ychoro.

[likaBo nmiTsM OyJae BUKOHYBAaTH 3aBJaHHsI, IO MICTATh irpoBuil enemeHT. lle He Timbku
cnpusTiMe 30araueHHIO CIOBHHKOBOTO 3aracy, aje W MiIBUIIUTh PIBEHb yBaru Ha IEBHOMY e€Talli
YPOKY.

* I'pa «CBO€» 03HAUEHHS

Yuurtens Ha3WBa€ OJMH i3 HABEACHWUX HIDKYE IMCHHHKIB 1 MPOITOHYE 3alucaTd SKHAHOLIbIIE
O3HAauUeHb JO0 HHOIO — SKICHUX NPHUKMETHUKIB. Jlami OomuMH 3 ydYacHHKIB TPH 4YHTA€ 3allUCaHi
MPUKMETHUKH, a PEIITa — BUKPECIIOIOTh Ti, 10 MOBTOPIOKOTHCA. BUTpae TOMH, y KOro BUSBUTHCS
HaNOUIBIIe «CBOIX»« O3HAYEHb: SlnmHa (CTpyHKa, 3€lieHa, TYCTa, CMOJIUCTA, MMaxyda, MUIIHA); TiCHS
(Becena, Gampopa, NI3BIHKA, .MEITAHXOJIHA, 3aAyIIEBHA, TYXINBA); MOTIK ( CTPIMKHUNA, OypXJIMBUH,
HECaMOBUTHUH, HECTPUMHUH, IIyMIUBUH, KUITy4IUid, TTIHUCTUH,

KPHILTAJICBUIA, TIPO3OPHii)...

Hacamxkinens 3ayBakuMO Take: HEOOXiTHO IMaM'aTaTH, 10 MPOoIlec 30araueHHs MOBJICHHS YUHIB
MoXe OyTH YCIIIIHUM JIMIIE 32 YMOBH CHCTEMAaTH4HOI 1 HiIecHpsMOBaHOi poOOTH Ha OCHOBi
BHPOOJICHOT CHUCTeMH BIpaB i1 3aBAaHb. YiNbHE Miclle MalOTh 3aiiMaTH BIIPaBH HAa TEPETBOPCHHS
MOBHOT'O Matepially, Ha BUKOPUCTaHHS CIIOBHUKIB, Ha CTBOPEHHS 3B'I3HUX BHCJIOBIIOBAHb.
KopucHumu € BripaBu — irpu.

CH0BHUKOBY pOOOTY CIlif] 3A1HCHIOBATH LUISXOM BUKOPUCTAHHS YPUBKIB 1 TEKCTiB XYAOKHBOT
JiTepaTypH Ta MaTepialy MiIPYYHUKIB 13 PI3HUX MPEIMETIB, SIKi BUBUAIOTHCS Y BIATOBIAHOMY KJIaci.

OTxe, MOXKHA Mepea0auynuTH, 10 CHCTEMaTHYHA 1 IUIeCHpsMOBaHa po0OTa, CKEpoBaHA Ha
30arayeHHs] MOBJICHHS Y4YHIB, clipuaTUMe (POpMYBaHHIO HEOOXiIHUX YMIiHb 1 HaBHYOK, JOTIOMOXKE
JOCATHYTH BUPA3HOCTI, OPUTIHAIBHOCTI MOBH, 30araTHTh KOJO IUTSYUX YSBICHb 1 IMOHSTH, CTaHE
3aIOpYKOK PO3BUTKY MHUCIICHHS, BIUITMBaTUME Ha (popMyBaHHS CBiTOrIsmy. Sk Gaunmo, CIIOBHUKOBA
poboTa Mae mMHMpOKy 0as3y A 3aCTOCYBAHHS y IIKOJi. 3BUYalHO, MPOBENEHHSA LBOTO BHIY POOOTH
noTpedye 1ie AeTaNbHIIOro AOCHiKEHHS, PO3POOKH IUIAKTUYHOTO MaTepiaiy.
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IHTET'POBAHICTbD SIK 3ACIE IHTEHCU®IKAIIl BUBYUEHHS MOB

Y Meronuii ocTaHHIX POKIB BENHKa yBara MpHIAUISETHCS MDK IPEIMETHUM 3B s3KaM sIK 3aC00y
MiJHECEHHS e()EeKTUBHOCTI HABYAIBHOI JiSUTBHOCT1 Y4HIB. [[€ OSCHIOETHCS TUM, TII0 OCOOIMBO BEITHKY
Bary s 30aradeHHs akTHBHOTO CJIOBHHUKOBOTO 3aracy Y4YHiB, BHPOOJICHHS LIMPOKOro OadeHHS
JIEKCUYHMUX 3B’S3KiB, IO ICHYIOTb MDK MOBaMH, MAarOTh YKpaiHCHKO-IHIIOMOBHI ¥ iHIIOMOBHO-
YKpaiHChKi 3icTaBnenHs [1:36].

106 Bupa3HilIe MoKa3aTH BUIPABAAHICTh TAKOIO METOAMYHOTO HAIPSIMY, PO3TITHEMO KiJIbKa
OpuKiIaniB. 3 1HO3EMHUMH CJIOBaMH MiTH BIIEpLIe O3HAHOMIIIOIOTHCS B 5-My Kiaci, a Ha ypokKax
YKpaiHChKOi MOBH — y 6-My. Y MiAPYYHHUKY 3 YKPaiHCHKOI MOBH AJISl 6-TO KiIacy AAIOThCS MPUKIAIN 3
IpeubKoi, JTaTUHCHKOI, (paHIy3bKoi, aHTJiichkol Ta HiMenbpkoi MoB. Ha omHOMY piBHI HaBOAATHCS
MPUKIAIU 3 MEPTBUX MOB i MOB SIKi BUBYAIOTHCS Y IIKOMI. SIKIIO 3BEpPHYTH yBary AiTed Ha IHIIOMOBHI
CJIOBa, TO BOHM MOXYTh BIII3HATH 3ano3ndeHHs. Jlopeuno Oyae 3a3HaunTH o A1 PppaHiry3bKoi MOBH
XapaKkTepHi 3BYKOCIIONyYeHHS [ya]: akcecyap, Oyayap, Byajib, IOM SKUICHHS TYOHUX 1 IIUIUITYHX
nepen [y]: Oropo, rpaBiopa, Xwopi. A Ans aHTIIIHCHKOI MOBH XapaKTepHi 3BYKOCHOIYyUEHHs ai, ei:
iHCcai, xokei. J{isg HiMEIbKoi — 3BYKOCIIONIYYEHHS [IIT] Ha TOYATKy CJiB: IITaMmI, MrTadens i [ei]
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MiCIsl IPUTOJOCHOrO: nuieid. MokHa TakoXK OAaTH, L0 3 TPElbKOi 1 JTaTHHCHKOI MOBH € OaraTo
3all03MYeHb Yy POMaHO-TepMAaHCHKMX MoBax. [IpoBeneHHS Takux mapajieneld J0moMarae 3iCTaBHTH
3Ha4YEeHHS 1 BUMOBY CIIiB MOBHU-JXKeperia 1 MOBH-3a10o3udyBauku [6:43].

Ha nam mormspn iHTerpoBaHe HAaBYaHHS YKPAiHCHKOI Ta aHTJIHCHKOI MOBM NMPHBYAE TiTEH J0
OLIBII OCMHCIIEHOTO BUBYCHHS PiAHOI Ta iIHO3EMHOI MOBH, a HE JIMIIE MEXaHIYHOTO 3amamM’ ITOBYBaHHS
[2:41].

MeTor0 TOBIZOMIGHHS € 3’SICYBaHHS peaJbHUX MOXKIMBOCTEH IHTETPOBAHOTO HABUYAHHS
HECIIOpiAHEHNX MOB — YKPaiHCHKOI Ta aHTJIIHCHKOI.

3aBiaHHs HAILIOTO TOCTIKEHHS:

JocmiauTy mporiec akTUBI3allii KpEaTUBHOCTI, yYHIB 3ac00aMU iHTErpaIlii BUJIB AisTTbHOCTI.

3’scyBaTH JAOLUUIBHICTH BHUKOPHUCTaHHA MDKMOBHUX 3B’S3KIB sK 3aco0y iHTeHcHQikamii
BHBYEHHS MOB.

[IpoOnema iHTErpOBaHOTO HABYAHHS € MAIOIOCTIHKEHOIO 1 TOMY MU MIPOMOHYEMO CBill MOTJIS
Ha IIe MUTaHHA, Ke HaMH chOpMOBaHE y paMKax iHTErpOBaHOTO YPOKY Ha TeMmy «BnacHe ykpaiHcbka
Ta 3alo3WYeHa JIeKCHKa». B Hamiii po0OOTi MM BHKOPHCTOBYBANIM TEXHOJOTIIO KPEaTHBHOCTI,
TEXHOJIOTII0 PO3BUTKY IHIMBiIyaJdbHO-OCOOMCTICHMX 3aJaTKiB IIKOJISPIB, AaCOLiaTUBHUN i
KOTHITMBHUN HPWHIHMI, METOAM POOOTH i3 JTOBIOKOBOIO JIITEPaTYpOlO (CIOBHHUKaMH), METOJ BIpaB
(aHamiTHYHI, CHUHTCTUYHI, TBOpYi, TpaHC(OpMAIliliHi, MOBJICHHEBI, CHTYyaTHWBHi, KOMYHIKaTHBHI,
JHTBO-CTUJIICTHYHI, JEKCUKO-TPaMaTU4Hi Ta iH.). Takok HaMu 3aCTOCOBaHO MPUHOMH 3iCTaBIICHHS,
mudepenmianii, y3araapHeHHs, cucTeMaTn3anii, aHanizy i cuntesy. lomo ¢opm poboru, To Hama
METO/IMKa IHTErPOBAHOTO HAaBYaHHS NOOyIOBaHa Ha irpoBuUX (opmax (CTBOPEHHS CHTYaTHBHO-
irpoBux ¢opm).

Hamu 3ampomoHOBaHO iHTErpoBaHM YpOK 3 YKpaiHCHKOI Ta aHTJIHCHKOI MOBH Ha TeMy
«BracHe ykpaiHChKa Ta 3a1o3WdeHa JISKCHKa», SKHH JOMIJIBHO MPOBOIUTH 6-My Kiaci.

Mera. HaBuanpHa — HAaBUMTH Y4HIB BUKOPUCTOBYBATHU OCp>KaHi 3HAHHS MO BIaCHE YKPaiHCHKi
Ta 3aMo3u4eHi (3 aHTTiHCHKOI MOBH) CJIOBA Y CBOIM MOBJICHHEBIH AisUIBHOCTI.

PosBuBaloua — mNpoOAOBXKYBaTH PpO3BHBATH Yy [ITSAX JIOTYHE MUCIEHHS, KpPEaTUBHICTD,
3aJIy4MBIIH X 10 BUKOHAHHS 3aBJaHb TBOPUOT'O XapaKTepy.

BuxoBHa — y Xoi MPOBEACHHS IHTErPOBAHOIO YPOKY MOPIBHIOBATH KYJIBTYPH PI3HHX KpaiH,
BHUXOBYBAaTH NMATPIOTUYHE CTABJICHHS O PiTHOT MOBH.

OO6namHaHHA: OMIKA 3 MiATOTOBJICHUM 0 YPOKY MaTepiajoM, MiIpy4YHUKH 3 aHTIIHCBKOI Ta
YKpaiHChKOi MOBH, CIIOBHHMK 1HIIOMOBHUX ciB 3a penakuiero O.C. MenbHUYYKa, TIIyMaYHUH CIIOBHUK
4y;KOMOBHHX CIIiB 3a penakuieo O.M. Caimymnixo.

Xig ypoky

1. [loBimoMeHHS TeMH, METH, 3aBAaHb YPOKY. MOTHBAaLlisl HABYAJIBHOI JisUTBHOCT] YUHIB.

II. Akryanizanist OmOpHUX 3HaHb, YMiHb 1 HABUYOK.

OpieHTOBHI 3anuTaHHs A5 Oecinu:

Hagimo norpibHe nronuHi ciaoBo?

[I{o Ha3uBa€eTHCS TEKCHYHUM 3HAUCHHSM CJIOBA 1 UM KOKHE CJIOBO HOTO Mae.

SIK Ha3MBA€ETHCS PO3ILT HAyKH, 10 BUBYAE JIEKCHYHE 3HAYEHHS CJIOBA BXKUBAHHS 1 MOXOMKECHHS
CIIiB.

Sk Ha3WBAIOTHCS CJIOBA, 10 BUHUKIIM HA OCHOB1 JIEKCHYHOTO CKJIay YKpaiHChKOT MOBH?

1o Take «iHIITOMOBHA JICKCHKa»?

III. Hactymuuii eran — ¢popMyBaHHSI BMiHB 1 HABUYOK. 3 LI€I0 METOI0 BUKOHYIOTHCS Pi3HI BUAU
BIIPaB, 30KpeMa TBOpYi, a TaKOX BIPaBU 3 PO3BUTKY 3B S3HOTO MOBJICHHS, KYJIbTYpH MOBH,
CTHUJTICTUKH.

3aBganus 1

Bunrtens 3Beprae yBary IIKOJSIpPIB Ha JOMIKY 1 Ja€ 3aBOaHHsS BCTAHOBUTH, SIKi CJOBa Y
CHHOHIMIYHUX Tapax € BJIaCHE YKPalHCBKUMH 3a MOXOUKEHHSM, a sIKi 3all03MYCHUMH 3 aHTITIHCHKOT
MoBU. CKOPUCTATUCH MPH aHAIIi31 HEOOXiAHO CIOBHUKOM YY)KOMOBHHUX CIIIB 3a penakuiero Mennuyka.
Jns mopiBHAHHS MOJAIOTHCS Taki Mapu CIiB: CHaifmep — cTpilenb, Xoid — 3aja, CIid — MPOMOBA,
Ooiinep — KOTel, JKeM — BapeHHs1, OyTCH — YepeBUKH, X001 — 3aXOIJIEHHs, CEPBIC — 00CIyroByBaHHS,
MaTd — 3MaraHHs, MapKeTHHI — TOPTIBIIA, Jilep — KepiBHUK, QuipT — 3amuusgnaHA, 6ned — Burazka,
CTaHIapT — 3pa3oK, KOM(OPT — 3aTHIIOK.

VY wiif BpaB mepiii WieHH CHHOHIMIYHHMX Hap MOTPiOHO 3amucaTd aHTJIIHCBKOI0 MOBOIO, 3a
TpanckpuOyBaTu ix. Hampukian: boots [bu:ts]. YBara 3BepraeTbcs Ha Te LIO aHIJIIKHCBKE CIOBO
«boots» Ma€ 3aKiHUEHHs] MHOJKUHH -S — B YKpaiHCBbKili MOB1 Ha Iie 3aKiHUEHHS HAKJIAJAEThCS 1IE CBOE
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3aKiHYEHHS MHOXXMHU — M (OyTcH). YUHSAM CIiJ maM’siTaTH, O aHTJIOMOBHA JIEKCHKU 3aCBOIOETHCS
YKpaiHCHKOI0 MOBOIO, TIPUCTOCOBYIOUHCH 110 ii POHETHYHUX, TPaMaTHYHUX, opdorpadiuHuX 3aKOHIB.
ToMy HacTynmHe 3aBAaHHS NOOyJOBaHE Ha 3IiCTaBICHHI OCOOJMBOCTE BHMOBH 1 IPaBOMHCY
IHIIOMOBHOT JIEKCHKH y MOBIi-I’KEpei i B MOBI, sIKa il 3amo3uyunia.

3aBgaHHus 2

[opiBHATH 0COOMMBOCTI BUMOBH 1 HalMCaHHS B aHIJIICHKIA Ta YKpaiHCBHKIA MOBI TaKHX CIIiB:
combine — kom0aiiH, time — TaiiM, [vanhoe — AiiBenro, iceberg — aiicoepr, Watson — YorcoH, hockey
— xokeit, hobby — x060i, half-back — xaBOek.

TyT BUAaeTbcs AOPEUYHUM MOBIIOMUTH, MO B «JlOBiTHMKY 3 YKpaiHCBKOTO MPaBOIUCY» €
NpUMITKAa: «.. aHIJiiicbka JiTepa «i» (BIATIOBIAHO [0 BHMOBH) II€PEHAETbCA uepe3 aM,
OyKBOCIIOJYYEHHSI Wa TIepelacTbesl uepe3 yo. Takok, y OesSKMX MOBax, 30KpeMa B aHTJIICHKIH, €
Oarato ciiB, AKi MalOTb Ha mouatky Jjirepy «h» (3Byk [h]). Lleit 3Byk [h] B ykpaiHcbkili MOBi
nepenaerbess OyKBow «x». Tak, 3 «X» MUIIYTHCS CIIOPTHBHI HA3BH, 3al03MYEHI 3 aHTJiHCbKOT MOBH:
XOKeH, XxaBOeK, a TaKOXK TakKi CJIOBa, K X0001, XeMiHTye.

3aBgaHHs 3

[komnsipaM MPOMOHYETHCS MOCTYXaTH Aiaior «Y imajbHi», BUMKCATU y 30IUIMTH Ti aHIJIIHCHKI
CIIOBA, SIKi aKTHBHO BJKHBAIOTHCS B YKPATHCHKI MOBI OCTaHHIM 4acoM.

«In the canteen»

Ann: [ think, it’s high time to have a bite. I am hungry.

Bob: So am I. It’ll be good to have sandwich or roastbeef.

Ann: Well, hurry up, then. I want to have a good lunch.

Bob: I wonder if there is anything to your taste on the menu.

Ann: Oh, yes. All kinds of things. Let’s have bacon and eggs, and then we’ll get coffee with
toast and jam.

Bob: I don’t think I’ll have any bacon today. I’d like fried potatoes with beefsteak to begin with.

Ann: Will you have pudding?

Bob: Yes, I’d like to have it for my desert. Oh, my God! I forgot about the meeting of our
English club. I must leave you at once to be in time for the beginning of the discussion.

[opy4 i3 BUNMCaHUMH aHTTHCHKUMU CIIOBaMH 3 SIKUMH Y4YH1 JOBOJII 4YaCTO CTHKAIOTHCS MiJ] Yyac
BUBYCHHS Ha YypOKax aHrfiiicbkoi MoBH Temu «Mealsy, TIpONMOHYEThCS HamucaTH YKpaiHCBKi
BiJINOB1THUKH, HATIPUKIIA];

lunch — nany,

toast — TocT,

fried potatoes — kaproruis -¢pi,

pudding — mynuHr,

beefsteak — 6idmrekc,

bacon — 6ekoH.

[licns BuUKOHAHHS Ili€l BIpaBH JOIUIBHO BH3HAYUTH OCOOTMBOCTI BUMOBU 1 HANMCAHHS
IHIIOMOBHHX CIiB B yKpaiHCBbKii MOBi Ha MpHKIaAi BUNHCAHUX ciiB. s 3pa3ka MOXKHA B3ATH
IMEHHUK «JIaHY» B YKpaiHCBKii MOBi Ta «lunch» — B aHrmiiicekiid. AHrmilcbKe OyKBOCIOTy4YeHHs -ch-
MepenaeTbesl Ha MUCbMi YKPaiHCBKOIO JIITEPOIo -4-, AU(PTOHT [ou] B IMEHHHKY «toast»B yKpaiHCBKiii
MOBIi Ma€ BiJIIIOBiTHO TOJIOCHUH 3BYK [0]: [toust] — [TocT].

3aBaanHA 4

3 Meror akTHBi3alii KpeaTHBHOCTI Y4HIB MOXKHa BHKOPHUCTAaTH irpoBy (hopMy HaBUaHHS —
CTBOpPEHHSI YSIBHUX cuTyauin [4:137].

Buntens. VsBiMo, 10 BCiX Hac 3ampocuid Ha Bedipky B kKade. OdiuiaHT momae meHio. Yci
CTpaBH Iy)Xe cMauHi, ToMy Bu He MoXkeTe BHPIIIUTH, IO caMe 3aMOBJIATH. [l0 TOro K Ballli CMaku
30BCIM HE CHIBNAJAIOTh 3 YIMOXOOaHHSIMHU TOBapHINA, KWW CHOUTH TMOpPYyY i3 BaMH. | OCh BHHHKAaE
cymnepedka 3a CToJIoM... Po3irpaiite nianoru, BAKOPUCTOBYIOUH y MOBJICHHI SIK BIacHE YKPaiHCBKY, TaKk
1 3amo3WueHy 3 aHTIIHACHKOI JIEKCHKY, HAINpHUKIIA: OOpIl, BapeHWKH, ToiyOli, OCKOH, KaBa, 4ai,
CaH/IBiY, JLKEM, IYAMHT, Oi(IITeKc, JKele, TOCT, IePYHH, CIK, pocTOid, YumcH Ta iH. Yci Ha3BU CTpaB
MepeKIaiTh aHTIIMCHKOI MOBOIO 3aTPAaHCKPUOYHTE TX.

IV. TlinBemeHHs MIACYMKIB YpPOKY TIPOBOIUTBHCA METOAOM HEBENUKOI IHUCKYCii Ipo
HEOOXiIHICTh B)KMBaHHA YU NOTPE0y YHUKHEHHS IHIIOMOBHOI JIEKCHKH.

V. OuiHioBaHHS HaBYaJlbHUX JOCATHEHb Y4YHIB 3JIHCHIOETHCS 3a JBaHAALSTHOAIBEHOIO
CHCTEMOIO.

VI. Jlomamne 3aBmanHs. Hanumite TBip-miHiaTiopy Ha Temy «My visit to the cafe»
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AHTJIIACHKOI0 MOBOIO, BUKOPHCTOBYIOUH CJIOBAa, 3alO3MYCHI 3 yKpaiHChbkoi. [lepekmaiTe HarvcaHUit
TBIp PiIHOIO MOBOIO.

OTxe 3amponOHOBaHUM BHUJ POOOTH 3MIIHIOE 1 PO3MIMPIOE CIOBHUKOBUH 3amac y4HiB.
CriodaTky MOXE€ BHUJATHCS, [0 BUKOHAHHS TaKWX 3aBJaHb YIMOBUILHUTH XiI YPOKYy, OJHAaK B
MEPCIEKTUBI 3aMPOBAPKCHHS IHTErPOBAHOIO HABUAHHS Ta BHKOPUCTAHHS YKPaiHCHKO-aHTJIOMOBHUX
3B’SI3KiB HA YPOKax MOBH MiIBUIIyBaTHME IHTEpPEC IO MOB, 30arauyBaTME MOBIICHHS B 000X MOBax.
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mazicmp. ¢hinonoe. p-my Haois Bovimiox,
Hayk. kepigHux — ooy. M.C. 3aobopna

AUXOTOMIS «CEPHE-PO3YM» Y QPABEOJIOFI‘IHIFI CUCTEMI
YKPAIHCBKOI MOBH

VY mpotieci B3aeMOAi1 JTIOAWHY 31 CBITOM Y ii CBiIOMOCTI BUHUKAE TNI00ATBHIN 00pa3 — KapTHHA
CBITY, CBOEpIIHUN KOHCTPYKT, L0 PO3IIIAJAETHCS SIK BTOPHHHE ICHYBaHHS 00 €KTHBHOTO CBITY.
KapTuna cBity peanizyeTbcs y GOpMi MOBHHX 3HAKIB 1 € TOIO CMUCIIOBOIO 0a3010, Ha SAKid TPUMA€EThCS
BCSl JIGKCUKO-CEMaHTHYHA CUCTEMa MOBH.

[ousTss KapTHHH CBITY € 0a30BUM y Teopii mi3HaHHSA. PO3pi3HAIOTH ABI KapTHHHU CBITY —
KOHLIeNTyalbkHy 1 MOBHY. KoHIenTyanbHa KapTHHa CBITY € 1HBapiaHTHOIO AJsl BCiX JIoned 1 He
3aJIeKUTh Bil MOBH, SKOIO BOHM MHCISTH 1 BHUpPaXKaloTh CBOi IyMKH. MOBHa KapTHHA CBITY €
BHUPaXCHHSAM KOHIIENITyalbHOI MOBHMMH 3acobamu. BoHa mocrae sk «3adikcoBaHa B MOBi i
cnenudivyHa 1711 KOHKPETHOTO MOBHOT'O KOJIGKTUBY CXeMa CIpHiMaHHA HificHOCTI»[4, 47]. MoBHa i
KOHILIENTyaJIbHa KapTHHU CBITY CHHTE3YIOTHCS Y MPOOJIeMi KOHIENTY. 3arajJbHONPUIHATOrO, YiTKOrO
BHU3HAYEHHS KOHIIENTY MOKH IO HE iCHY€E, OJJHAK, BUXOASYH 3 CyYaCHUX JIHI'BICTHYHUX MPallb, MOKHA
BBaXaTH, L0 MiJ KOHLENTOM AY)KE 4YacTO PO3YyMIIOTh IEBHY JIEKCEMY, fKa CIIiBBITHOCHTHCS 3
MOHATTSIM, CYTTEBUM TSI KUTTS JIIOAUHH.

Jlekcemn, sIKi BUCTYNAlOTh WICHAMH JUXOTOMIil «cepLe-po3yM», € KOHLENTaMH, IO
MPEACTABISAIOTH Pi3HI aCMEKTH MCUXIYHOI AISUTBHOCTI JIOAMHM: eMOLIMHUHN (ceplie) Ta pauioHadbHHUR
(posym). IlporucraBiieHHS peai3yeTbcsi Ha PI3HUX PIBHAX MOBH: JIEKCHKO-CEMaHTHUYHOMY,
¢dpaseonoriuHomMy, cHHTaKcu4HOMY. Ha ¢pazeonoriyunomy piBHI BkaszaHi JeKceMHd (YHKLIOHYIOTHb y
cxiani Qpazeo’oriyHuX OAMHHLE. DPpazeosoOrivyHO OJMHMICIO 3BUYAHHO HA3MBAIOTh <JIEKCHKO-
rpaMaTUYHy €AHICTH ABOX 1 OibIE HAPi3HO OPOPMIIEHNX KOMITOHEHTIB, TPaMaTHYHO OpPTraHI30BaHHUX
32 MOJIEJUTIO CJIOBOCTIONYYEHHS Y PEUCHHS, 5K, MalOYH LiTiCHE 3HAYEeHHS, BIITBOPIOETHCSI B MOBI 32
Tpaguiuieto, aBroMatudHo» [2, 336]. 3 omHoro OOKy, ¢pazeonoriyHa OJWHHULSA — LUTICHE MOBHE
SBHIIE, a 3 IHIIOr0, —BiOOpaKEHHA OpHUTiHANBHOI 00pa3Hoi GopMu OyTTs o3HauyBaHOi peanii. Sk
3a3Hayae [. IBanoBa, «(paseomoriuna OAMHHWIS HE TUIBKM JIOTi30BaHE, CYTO CXeMaTHYHE
BiJ3epKaJICHHS! aKTy OYMKH, ajle MOTUBYIOYa CBOE PO3YMIiHHS MOBHOI peasii OAWHUIIS, IO OLIHIOE,
BiiOMpace Ta iHTepNpeTye NoJaHuil po3yMoBHii akT» [1, 47].

B ocHoBi BiTun3HsIHOI KOHLENLIT (pa3eoqoriyHOi CUCTEMH JIEKUTh CEMaHTHYHA KiIach(iKallis,
Ky 3alpoloOHYBaB pocilicbkuii MoBo3HaBenb B.B.BunorpamoB. BiH BuzginuB Tpu THIH
¢paszeonoriyHuX OIMHHULL: (paseonoriuHi 3pouieHHs, (pa3eonoriuydHi exHocti, Qpaseonorivyxi
cnonydyeHHa. OcCHOBHa BiIMIHHICTE MDK ()pa3eoNOTiYHUMH 3pOLICHHSMH, 3 OZHOro OOKy, i
(pa3eodOriyHUMH €JHOCTSIMH Ta CIHOJIYYEHHSIMH, 3 IHIIONO, — MOTHBalis. 3HAueHHS OCTaHHIX
YMOTHBOBaHe. VI0ro MOKHA MOSICHUTH.

OCHOBOIO U PO3IJISIAY OMO3MIIT «ceple-po3ymM» Ha (pa3eoioriYyHOMYy piBHI BHCTYIAE
JIEKCUYHE 3HaueHHs ii KOMIIOHEHTiB. B acmekTi mpoTHCTaBICHHS eMOLiHOI Ta palioHanbHOI cdep
JIOAWHU TIPOTHCTABIISIOTHCS [IBa JIEKCHMKO-CEMAHTUYHI BapiaHTH: ceple — LEHTP 30CepeIKEeHHs
MOYYTTIiB, MEPEeXUBaHb, EMOLIl; PO3yM — Te came, 0 MHUCcIeHHsA. OnucaHe CMUCIIOBE HaBaHTAKEHHS
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000X JeKkceM He BTpavaeTbcs U y (ppaseonorizmax: cepue NpEACTaBiIsie eMOLIHHY cdepy 3araiom,
po3ym — parnioHansHy. Hanpukmnan: «cepue matu- rHiBaTHCS, oOpakaTucsl Ha Koro-HeOyap»[3, 198];
«3a cepIie MUIAE — 3BOPYIIYE, XBUITFOE, BUKIINKAE TIHMOOK] IepekuBaHHs, Bpaxae «[3, 195]; «makitpa
pPO3yMy — PO KOro-HeOynb Ayxe po3yMHOro»[3, 289]; «3axomuTh yM 3a pO3yM — IMOYATH TTOBOAUTH
cebe HepozyMHO»[3, 207]. IlokazoBo, 1o B cucteMi PppazeoiorisamMiB 3 KOMIOHEHTAMH CepLE Ta PO3YM
MPAaKTUYHO HeMae (pa3eooriyHuX 3pOLIeHb. 3aTe qyKe MOoMupeHi Gppa3eonoridai eqHocTi (BiaoirTu
pO3yMy; TOCTpHI PO3yM; ceplie 3 TepleM; Opath OTU3bKO 0 cepllsd ) Ta CHoilydeHHs (OpaTucs
(B3sTHCS) 32 PO3YM; 3 IYPHOTO po3yMy (TOJIOBH); 3 JISTKKM cepiieM (JyIero); B cepue(yIry) 3aii3Ta).
MoskHa IPUIYCTUTH, L0 3HAYEHHS JIEKCEM Ceplie Ta PO3YM HACTUILKH OUYEBUAHE 1 BCIM 3p0O3yMiJie, 10
OJI0KyE€ iXHIO y4acTh Y TBOPEHHI HEBMOTHBOBAaHUX (hPa3eoIOriuHUX 3POLICHb.

Jlekcemu cepie i po3yMm y ¢paseonorizmax meradopusyrorbes. [Ipu nboMy crocTepiraroTbes
pi3Hi cryneHi meradopusanii. Ha 1iif ocHOBi MO)KHa BUAUIMTH TpU TPYyNH PpazeM i3 KOMIOHEHTOM
cepie:

1) ¢paseonorisMu 3 NpAMOI0 HOMiHALi€l0 (MOTHBYIOThCA MpPSIMAMH acoWialliiMH 13
(i31070TTYHUMH SIBUILIAMH): MOB HDK Y Ceplle; KpasTH ceple; BXOIMUTH 3a ceplie; Killlka MO CEepLio
mKpede — JeKceMa ceplie OCMHUCITIOETHCS IK COMaTH3M;

2) ¢paseonorisMu  OIMOCEpeNKOBaHOI HOMiHaLii (MPOCTEXKYETbCA MiABUILNEHHS  PiBHS
Meradopusalii uepe3 OTOTOKHEHHS Ceplsl 3 EMOLIHHO-TIOYYTTEBHM CBITOM JIIOAWMHH): cepLe He
JIEKHUTD; OpaTh OJIM3BKO 0 Cepls; BUPBATH 3 CEpIs; 3 YUCTHM CepleM; KaM sHe ceplie; Ha JHi cepiist
— BIANOBIAHO JieKceMa ceple y Takux (pa3eoyorisMax CEMaHTUYHO EKBIBaJIHTHA 3 JIEKCEMaMHU
JylIa Ta MOYyTTS H OCMHCIIOETHCS K KBa3iCOMaTH3M;

3) dpazeornorizmu ranodanbHOi HOMIHALIT (IPOCTEKYETHCS HAUBUIIMN piBeHb MeTadopu3alii, 3a
SIKOIO CEpIIe YOCOOIIOE BCIO OCOOMCTICTB): HE IO CEpIf0; CepIle B Ty31 — JIGKCEMY Ceplie MOXKHA
3aMIHUTH 3aiiMEHHHKOM 5D .

BonHovac BUAIIAIOTECS ABI TPy PpazeM 3 KOMIIOHEHTOM PO3YyM:

1) ¢dpazeonorismu npsaMoi HoMiHamLii: po3yMy He MpUOPATH; MaKiTpa PO3yMy; TOCTPUIl PO3yM;
BTPATUTH PO3yM; TYMaHUTH PO3YM; 3 JYPHOTO PO3YyMY; JTUIIUTHCS PO3YMY — PO3YM OCMHCIIOETHCS
SIK KBa31COMATH3M, SJIPO IHTEIEKTYaIbHOI JISITLHOCTI JIFOINHU;

2) ¢paseonorisMu orocepeaKoBaHOi HOMIHAILIT: CBiil po3ymM Mai — moAell nmurail; ymy-po3ymy
BUYHTH; 3 PO3yMOM; OpaTuCs 3a po3yM; A0 PO3YMY JOBOJIUTH; IOBECTH 110 PO3YMY — PO3YM IIOCTa€ He
JIMILE SIK «IHTEJIEKT, MUCIICHH», IOCh BPOKEHE, AaHe, a i Te, 110 KOPEIIIOE 3 JI0CBIIOM.

®paseonoriyHa KapTHHA, II0 ONUPAETHCS HA JIGKCEMY Ceplie 1 MpecTaBisie eMOLiIHHO-BOIBOBY
chepy OyTTS IJIIOOWMHM, XapaKTEPU3YETbCSA MEPEBAKAHHSAM IECUMICTUYHOrO CBiTOOaueHHs Ta
CBITOCIIPHIHATTS: ceplie B Ty3i; 3 BAXKKHM CepLEeM; Killlka 1Mo cepuro IKpede; 37aBHilo 3a ceple; 3
Ooonmem y cepui. OcCMHCICHHS CBiTy B €MOLIMHOMY IUIaHI € HECTIMKMM, HEBPIBHOBaKEHUM.
[IpocTexyrOThCsl psau TPOTHPIY, SKIi MOXHa aOcTparyBatd 10 Mojeni «abo...abo». Hema
KOMITPOMICY, PiBHOBArH, € JIWIIE MOISAPHI OLIHKY MOAiH, SIBUIL, cuTyalii. BiamosinHo dpaszeonoriuny
KapTHHY eMOLIHHOr0 OYTTs JIIOAMHHA MOYKHA IPEACTABUTHU Y BUTIISII PAAY OMO3UIIIN:

MPUXHUIIBHICT — Bifjpa3a: cepie JeKHUTh JI0...; NPUHILIOCS 10 Ceplis; MO CepIIo — ceple MaTu;
HE I10 CepIIo; He J0 CepLs;

CIIOKIl — «IIKBaJD» €MOILIIl, HECTIOKii: 3 JIETKUM CepLeM; Bif ceplisl BiIJISATIIO0; OMIMTHYIO Ha
ceplli — cepiie 3ipBaTu; ceplie 00ipBaiock; ceplie 3 IepIeM; MOB HiXK Y CEpIIe; 3 CepIieM;

3BOPYLUIUBICTh — XOJOAHA >KOPCTOKICTh, BIACYTHICTh €MOIi B3araji: B’AJIO ceple; 3a cepue
LIMIIAE; aX 3a ceplie Oepe — He MaTh CepLs; KaM’ siHE CepLe;

LIMPICTh — MPUXOBaHI, «TEMHI», OYYTTS, 30KpeMa MPHXOBaHA TPUBOTA: 3 YHCTHM CEpLEM; 3
BIZIKPUTHM CEpIIeM; MOKJIACTH PYKY Ha Ceplie — 3THITUTHU CepIIe; 3 BAXKKHM CEPILIEM.

Ha nepudepii okpecnenoi cucremMu (pa3eonorivHuX OAWHULD 13 JIEKCEMOIO CepIie 3HAXOAATHCS
(pazeonorizmu, sKi KOPEIIOIOTh 3 IHTENEKTYaNbHOIO AiSUIBHICTIO JIIOJMHHM 1 IPEICTaBISIOTh TaK 3BaHi
parioHaTi30BaHi eMoIii, IO MiABIAHI IaM’sTi. IX MOXHA OCMHCIHUTH B OMO3HMINI «MHMOBOII
3amam’ATaTH — MPUMYCUTH 3a0yTH»: OKIACTH 0 CepIisl — BUPBATHU 3 CEPLSL.

BonmHowyac BHOKpeMIIOIOTBCS (pazeMu, IO BKa3ylOTh Ha BiACYTHICTh eMoWid B3araii i
PEIPEe3eHTYIOTh XOJOAHOKPOBHE, pALliOHATICTHYHE CBITOCIPUIIMAaHHS Ta CBITOBIOUYTTS: Kam sHE
ceplie; He MaTH Ceplisl.

®paseonoriuHa MoAeb IHTENEKTYaILHOT0 YKUTTS JIIOAMHH (DOKYCY€E TaKi acleKTH:

1) panioHanbHUH MIXig 10 AIHCHOCTI: MAKITpa PO3yMY; TOCTPHIA PO3YM;

2) BAOCKOHAJICHHS: CBiil po3yM Maii (JIfo/ieil nmuTaif); 10BECTH A0 PO3YMY;

3) MaHinmyJ IOBaHHS, BIUIMB HA IHIIUX JIOJEH: YMY-pO3yMY BUHTH; TYMaHUTH PO3YM; 3BECTH 3
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po3yMmy;

4) BTpaTHTH 3[aTHICTh A0 pAaLiOHAJBFHOIO OCMHCIICHHS CBITY: BiIOIrTH pO3yMy; HECIOBHA
pO3yMy; I3[ 332 pO3yM 3aBEPHYB.

B minomy x QpaseonoriyHa KapTHHA, IO ONMHUPAETHCA Ha JIGKCEMY PO3yM, Ha BiIMiHY BifJ
KapTUHH EeMOLIHHOro OYTTS JIOAMHH, HE MO3HaueHa AU(epeHIiiioBaHOK MOJAPHICTIO. [i MoXHa
OCMHCJIMTU Y TPUWICHHIA Mojeni «He-€ — € — Hag-e». Hampuknaa: po3ymy CTpaTHUTHCS; HECIIOBHA
PO3yMy — 3 pO3yMOM; TOCTPHH PO3yM —3aXOAUTh YM 3a pO3yM; TIy3]l 32 PO3yM 3aBEPHYB.

Ha mnepudepii cermenta «He-€» y cdepi (paseonoriunx OJUHHLE 13 JIEKCEMOIO PO3YM
BHOKPEMITIOIOTbCS (ppaseMu, IO penpe3eHTYIOTh IHTENeKTyalbHe OYTTs, «po30aBicHE eMOLISMU»:
BTPATUTH PO3YM — 0E3pO3CYIHO 3aKOXaTUCS, TEPECTaTH BOJIOIITH cO00I0, PO3ryOMTHCS; 3BECTH 3
po3yMy — OyTH MPUUMHOIO BTPATH 31I0HOCTI PO3YMHO MIipKyBaTH, 3a4apyBaTH, IIOJIOHUTH; 3 TypHOT O
PO3YMY — JIETKOBA)KHO, HE 3aMHUCIIIOIOYHCH; TUIIUTHCS PO3YMY — 300KEBOITITH.

BonHovac mossipHi CETMEHTH MOJIENI «He-€ — € — HaJ-€» 3IUBAIOThCA, UTIOCTPYIOUH CHUTYAIIilo,
KOJTM PO3YM MEXKYE 3 0€3yMCTBOM: 3aXOJUTh YM 32 PO3YM; TIIy3]1 32 PO3YM 3aBEpHYB.

Otxe, aBa (pparMeHTH (Ppa3eonoridyHoi CUCTEMH, IO MO3HAYEHI eIeMEHTaMH ceplie Ta PO3yM,
UTIOCTPYIOTH MIPOTHCTABJICHHS ABOX cep OyTTS JMOAMHU — eMOLIMHOI Ta iHTeNleKTyanbHoi. MoxkHa
3ayBaXXUTH, IO y (Ppa3eoorisMax 3 eJIeMEHTOM Ceple BiJNAeThcsl MPUMAT 3HAYEHHIO CTHXIMHOCTI,
HEKEpOBaHOCTI (ceple He JIeXHUTD; 10 CEepLIo; 3 BaXXKUM CEpLEM; BiJ ceplLs BIUIATIO; ceple He Ha
Micmi), Toli K y ¢pazeMax 3 KOMIIOHEHTOM PO3YyM — KEpPOBAHOCTI ( TOBECTH 10 PO3yMY; 3a PO3YM
OpaTHCs; BTPATHTH PO3YM; TYMAHHTH PO3yM; 3BECTH 3 po3yMy). MieThest mpo Te, 10 MOBHA KapTHHA
CBITY MIATPUMY€E KOHLENTYaJbHY, A€ «JIIOJUHOI OBOJOAIBAIOTH MOUYTTS», aje «IIOJNHA MHCIHTS,
3aCTOCOBYE CBiii po3ym». BomHouac mepudepis koxxkHoro 3 ¢parmentiB (#aerbes mpo ¢paszemu Ha
3pa30K HE MaTH CEpLs; BTPATUTH PO3YyM) PENpe3eHTYE B3a€EMOIPOHUKHEHHS 000X cdep OyTTs, imero
€IHOCTI1 JIFOACBKOI OCOOUCTOCTI.

XapakTepHo, IIO B YKpaiHCbKii MOBI 00’eM ¢parmeHTa (pa3eonoriynoi CHUCTEMH, IO
BIITBOPIOE KOHILIENT CEpLe, y ABa Pa3H MEPEBUIIYe 00’ €M (pa3eoNorivyHOro CErMeHTy, 10 BiATBOPIOE
KOHLIENT po3yMy. YacTKOBO 1€ MOTHUBYETHCS XapaKTEpPHUM s YKpPaiHCBKOT MEHTaIbHOCTI
KOPAOLIEHTPU3MOM 1 TIepeBaskaHHsIM EMOLIIHOr0 HaJl PallioHANBHUM Y TICUXOJIOT1l YKpaiHIIiB.

TakuM 4YHMHOM, MOBHAa KapTWHA CBITY KOpEIIOE 3 KOHLENTYaJbHOIO 1 B IIJIOMYy MOXeE
OCMHCIIOBATHCH SIK «OCEJIS IIOJCHKOTr0 OyTTSI».
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Hayk. KepigHux — ooy. B.M. Yaiixa

OPTAHI3ALIITHO-ITEJATOI'TYHI 3ACA I
I'POMAJISIHCHKOI OCBITH CTAPILIOKJACHUKIB

Ha cyuyacHomMy erami pO3BHUTKY YKpaiHCBKOTO CYCHIIbCTBA OCHOBHE 3aBIJAHHS IIONATAE Y
3MII[HEHH1 10T0 IEMOKPAaTUYHHUX OCHOB. Y4acTh KO)KHOTO TPOMaIIHUHA Y CYCIIUTBHOMY JKUTTI, PiBEHb
HOro TpPOMAISHCBKOI KyJIbTYpHM € HEBiI’€EMHOIO YMOBOIO JEMOKPATHYHOIO CIOCO0Y IKHTTS.
EdekTuBHa Ta BiAnoBigaqpHa y4acTh TPOMAISH y NOTITHYHOMY KHTTI CYCHUILCTBA MOTPEOYyE TEBHUX
3HaHb Ta NPAaKTUYHUX BMiHb, 030pOITH SKMMH TOKIMKaHa oOCBiTa B mKoii. HoBe ykpaiHcbke
CYCHUIBCTBO MOTPE0y€e ITPYHTOBHOTO TPOMAITHCHKOT'O HABUYAHHS 1 BUXOBAHHSI.

CraTyc rpoMassHUHa BU3HAYAETHCS MO-PI3HOMY KOXHOIO AepkaBoto. Y Koncrutynii Ykpainu
3allMCaHo, 0 TPOMAASHCTBO BH3HAYAETHCS 3aKOHOM. OTKE, € JOCHTh YiTKE BH3HAYECHHS CTaTyCy
rpoMaasHCTBa B YKpaiHi. Y cdepi rpoMagssHCBKUX BiIHOCHH CIiZl BUALIUTH 1Bi ckianoBi. [lepma —
JiCHUI Ta 3aKOHOJAaBUO O(OPMIIEHMH cTaTyC TpOMajsH, IO BHU3HAYAETHCS iXHIMH INpaBaMy TO
000B’s13kaMH, TOOTO TpoMaAsHCTBO. Jlpyra ckiagoBa BH3Ha4Yae 3000B’sI3aHHS TPOMajsSHUHA Tepen
CYCHUIBCTBOM, TOOTO TpPOMAaISHCHKICTh. SIKIIO0 MOHATTS TPOMAASHCTBA BH3HA4Ya€ QopManbHO-
IOPUINYHUM cTaTyC OCOOM, TO MOHATTS TPOMAISHCHKOCTI XapaKTepu3ye CTaH il CBiZOMOCTi,
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HedopManbHe cTaBIEHHs TPOMaJsITHUHA 0 CBOET nepxasH [3, 19].

BumMororo yacy Ta akTyalbHUM 3aBJaHHSM BITUM3HSHOI OCBITH € YTBEpPAKEHHS IPOMaIsTHCHKOI
OCBITH SIK TPIOPUTETHOTO HANPSMKY pedopMyBaHHs Cy4acHOi 3aralbHOOCBITHBOI IIKOMU. OCHOBHA
MeTa HallloHaJIbHOI 3arajibHOi cepenHboi OcBiTH, chopMyaboBaHa B 3akoHi Ykpainu «lIpo 3aranbHy
CepenHIo OCBITY», mependavyae «BUXOBaHHS TPOMaIsHUHA Y KpaiHu», TOOTO (OpMYBaHHS HE3aJISKHO
BiJl HalliOHABHOI MPUHANISKHOCT1 pUC TpoMaAsHuHa YKpaiHchKoi aepkasu [1, 7].

CyuacHi 0a30Bi HaBYalbHI IJIAHK 1 MPOrpaMy IEBHOIO MIpOI0 BiZOOpakaloTh 3aBIaHHS
rpoMaasHchkoi ocBiTH. Tak, A MOYATKOBOI IIKOMM B HABYaJbHI IUIAHM BKJIIOYEHO IUCLUILTIHU
«PimHa 3emmsa» Ta «JlrommHa 1 cBiT», MM cepenHboi — «JltoguHa 1 cycmiibcTBOY», «OCHOBH
MPaBO3HABCTBAY.

3 MeTOI0 BH3HAYEHHS PiBHS COPMOBAHOCTI TPOMAASHCHKOI KYJIBTYPH YYHIBCBKOI MOJIOZI MU
MPOBENIH €KCIIEPUMEHTAIBHE JAOCHTIDKEHHS (BepeceHb-koBTeHb 2003p.), 10 sikoro Oyno 3amydeHo 45
VUHIB cTapmuix kiaciB micta TepHomons. YuHsMm Oyio 3ampoliOHOBAaHO psil aHKET, BIAMOBIAI Ha
MUTaHHS SKUX BH3HAYaJl CYCHUIbHY aKTHBHICTh CTapLIOKIACHUKIB, 1X TIPOMAaIsSHCHKY 3pLIiCTh.
[Ipouec omuTyBaHHS AO3BOJMB KOHCTATyBaTW JOBOJI IIMPOKUI CIEKTP BIAMOBiIEH Y4HIB KOTpHUil
MOJAETHCS HIDKYE.

Tak, Ha 3anuTaHHsa «CIkl Oi1 TH BBa)Ka€ll HAHOUIBII Ba)KIIMBHMHU II0 BIZHOIIEHHIO 10 CBOEI
nepxxaBu?» 43 % yuHiB BinnoBinu: «BuB4atu ictopito Ta KyneTypy Ykpainu»; 17% — «Pobutn Bce
s TOro, moO Mos AepkaBa mpongitaia»; 12% — «OOepiraTé i NpUMHOXKYBATH CyCHUIbHI
HanOaHH;, 28% — «He 3agymyBaBcs». Ha 3amutanHs «Uw miKaBUIICS TH MONITUYHHM KUTTSIM
kpainn?» «Tak» BignoBum 27% onuranux; «Hi» — 73%; «Uu peryiasipHo meperisigaent
iHpopManiitai TenenporpamMu?»: «3aBxan» — 4%; «Jocute wacron — 17%; «laxomm» — 54%j;
«Hixomu» — 25% yuniB; «Uu XBHIIOIOTH Tebe mofii, mo BiaOyBaioThea y cBiTi?»: «Tax» — 17%j;
«Hi» — 39%; He namm BigmoBini 44% onurtanumx. llikaBa kapThHa OKpecimuiacs, KOIU OyiH
MiJpaxoBaHi BiJMOBIJl Ha MATaHHS «SK TH BBaXa€ll, YM IMOBUHEH XTOCh HECTH BiNIMOBINAIBHICT 32
eKOJIOTiyHi KatacTpodu, MibKHAIIOHABHI KOHQIIKTH, BIHHU?»: «[loBuHen» — 27%; «He moBuHEH»
— 9%; «He 3amymyBaBcs»y — 41%; «Meni Oaitmyxe» — 23%. A Ha nuTaHHS «SIK TH BBaXKaen, 4u
MOX€E 3BUYaiiHa JIIOMHA BIUTUBATU HA JEp>KaBHE )KUTTA?» CTapIIOKIACHUKU BIAMOBLIN Tak: «Moxke»
— 10%; «JIute nmeBHOIO Mipotoy» — 20%; «He moxe» — 48%; «He 3agymyBaBcs» — 22%.

Ha ocHOBI mux DaHWX MOXXHAa KOHCTaTyBaTH: CTAPUIOKIACHUKH MalOTh JIOCTaTHI 3HAHHA 3
icTopii, mpaBa, OlHaK He BMIIOTh iHTETPYBATH iX y €IMHY LiJIICHY CUCTEMY, B Kili OM BUCBITIIOBAINCS
BJIACHI AYMKH, CYI’KEHHS Ta NEPEeKOHAHHS; BOHH MaJIO LIIKaBIATHCS MOJITUYHUM KUTTIM AEPKaBH.

EdexkTuBHICTE TpOMaASIHCHKOI OCBITH 3HAYHOIO MIipOIO0 3YMOBIIOETHCS METOIAMH i peaizalii.
OCKIJIbKM OCHOBHOIO METOI0 HAaBYaHHS JEMOKpaTili y IUKOJIi € BMIiHHS Y4HS OpaTH ydacTtb y
CYCHUIBHOMY JKUTTI Ta BIUIMBATH HAa WOr0 XijJ, TO 3HAYHOK MIPOI BOHO MOBHHHO BIIXOIUTH Bij
TpaIuLiiHUX (GOPMU HaBYaHHS. Y MPOIECi MOIyKoBoi poboTH (Iig Yac MeaaroriyHuX NpakTHK) MH,
nopsii 13 TpaguUiiHUMM MeETOAaM{ HaBUYaHHSA, BHMKOPUCTOBYBAIM IHTEPAKTUBHI: HaBYaHHS
OCMHCIIOBAaTH OCBITHI MPOOJEMH, «IIE€PEBO PIllleHb», « METOJ BUIbHMX Ae0aTiB», TUCKYCII0 B CTHII
TEeNeBi3iHHOro TOK-110Yy, 0OrOBOpeHHs mpobieMu y ¢opmi nedaTiB, AUCKYcis y GopMi cUMIO3iyMmy,
«MO3KOBHUH IUTYpM», IHTEPAaKTUBHI METOAW HaBYaHHA (MApiJaMEHTChKI CIyXaHHS, pO3IIIsiA
3aKOHONPOEKTIB y MapiaMeHTi, 3acifaHHs Cy1y, 300pH MEIIKAHI[IB HACEIEHOI'0 MYHKTY), «HaBYalbHa
CHiBIpans», MOAETIOBAaHHS KOHKPETHUX CUTYALi, PO3BUTOK TPOMAaISTHCHKOTO IPaMOTHOCTI.

Jnst HaBYaHHS OCHOBaM JAEMOKpATii He MEHII Ba)XJIMBY POJIb BiAIrparoTh HaBYAJIbHI MaTepiaiu.
ToMmy y mpoueci HaB4aHHS TPOMAASHCHKOCTI MU 3aCTOCOBYBaJIM MiApYy4YHHKH, Oiorpadii, repoiuni
icTOpii, MOeTHYHI TBOPH, B SIKMX OOTOBOPIOIOTHCS Pi3HI acmekTu AeMokpaTii. Kpim mporo, MoxkHa
BHBYATH MEPLIOKEpeNa, HApUKIaa, Ha ypokax icropii (xaprii, koHCTHUTYLIi, Aeknapauii). YuHam
HEOoOXi/IHO YMTATH Ta3eTH, eperisiaTi TeNneBi3iiiHi nepeaayi Ta 00roBoproBaTH MOTOYHI MO

3 MeTor miABHIIEHHS e()EeKTUBHOCTI AEMOKPATUYHOI OCBITH Y HAaBYaJbHO-BUXOBHOMY MpOLECi
MU BUKOPHCTOBYBAJIM HACTYIHI BUIM JiSUTBHOCTI: y4acTh YYHIB B yNpaBIiHHI HABYAIEHUM 3aKJIAZIOM;
3ycTpiy i3 TPOMaJCbKUMHU Ta TOJITHYHUMH OpPTraHi3allisIM{; y4acTb Y HiSUIBHOCTI CyCHUIBHUX CIYXO
abo nepXaBHMX 3aKiafiB (OuTs4l OyJMHKH, CaJKH, JIKapHi); y4acTh y MIATOTOBLI 110 BHOOpIB;
MOJIETIOBAHHS  JISJIbHOCTI  TapiaMeHTy, OpraHiB Cydy, HaIiOHAIBHHX Ta MDKHApOJHHUX
JeMOKpAaTHYHUX IHCTUTYLIH; MyOJIiYHI BUCTYNH, BUKIMK TOTJISIB, Y4acCTh Y MOMITHYHHUX CyIepedKax.

EdexTuBHICTP TPOMaJSHCBKOI OCBITH 3aJ©KUTh HE TUIBKH BiJi HasBHOCTI HEOOXiTHOTO
HABYaJbHO-METOIMYHOr0 3a0e3MeueHHs] Ta BUCOKOKBaII()iKOBaHUX MEJaroridyHuX KaapiB, ane U, He
MEHIIOI0 MIpOI0, BiJl CTaBJIEHHS A0 I[OTO MPEIMETY Ta 3aliKaBlIeHHS B HbOMY CaMHX IIKOJSIPIB SK
OesnocepenHix 00’ €KTIB HABYAILHO-BUXOBHOT'O MIPOLIECY.
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Pe3ynbpTaTi mpoBeAeHOr0 AOCTiIKEHHS AaI0Th MIACTABY IS TAKMX BHCHOBKIB!

I'pomamsHCchKa OCBiTAa MOKJIMKaHA TOIIMPIOBATH 3HAaHHS Ta BMIHHS SK JKUTH Ta JiSITH Y
IPOMaASHCBKOMY CYCIHIJIbCTBI; BUXOBYBATH TO3UTHBHE CTABIICHHS J0 JEMOKPATUYHHX I[IHHOCTEH Ta
CTUMYJIIOBaTH aKTHBHY Y4acCTh MOJIOZAOI IIOAWHHU Y CYCIUIBHOMY JKUTTI.

2. 'pomMansiHCbKa OCBiTa CTPYKTYPOBaHa SIK KOMIUIEKC MOJIITHYHUX, EKOHOMIYHHX, KyJIbTYPHUX
Ta COLIaNbHUX 3HaHb, METOA MHCJICHHS, L0 IPYHTYETHCS Ha BHUKOPHCTAHHI IUX 3HAHB; CHUCTEMa
JEeMOKpAaTHYHHUX I[IHHOCTEW Ta rpOMasIHCbKa aKTHBHICTh 0COOMCTOCTI.

3. EdexTuBHICTh TPOMAISHCHKOI OCBITH 3HAYHOIO MIpOI0 3yMOBJIEHA METOIaMH i peaizaiii.
[opsin i3 TpaaWUiHUMH, OOLITFHO BHKOPHCTOBYBAaTH IHTEPAKTHBHI METOAM HaBYaHHS, KOTpi
nependavaioTh CIUIbHY IPYMOBY pOOOTY, a TAKOX HOBITHI MiAXOAW A0 YCHUX 1 MUCHMOBHX 3aBAAHb.

4. BusnaveHo Taki ¢opMu peanizamii rpoMasiHCHKOI OCBITH Yy MPaKTHI 3araibHOOCBITHBOI
IIKOJIM: 3alpOBAaUKEHHS OKPEMHX HaBYaJbHUX KYypCiB 1 OUCLUIUTIH; iHTErpyBaHHS e€JIeMEHTIB
IPOMAASHCBKOI OCBITH Yy 3MICT ICHYIOUMX IIKUIBHMX TPEIMETIB; OpraHizallis MOo3aKjIacHoi Ta
MO3alIKITFHOI  TiISUTBHOCTI B HampsiMi  (OpMyBaHHS —JIEMOKPAaTHYHUX LIHHOCTEH MLIKOJISIPa;
JeMOKpaTH3allisl LIKUTBHOTO KUTTS, BIPOBAKEHHS CHCTEMU YYHIBCHKOTO CAMOBPSIIyBaHHSI.
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JAEKOAYBAHHA MOTUBY JIABIPUHTY
B TBOPYOCTI X.-JI. BOPXECA

KokeH TeKcT MHCIHTBCS K BiAMEKOBaHE, 3aMKHEHE y co0i, 3aBeplieHe YTBOPEHHS 3
0COOJIMBOIO IMAaHEHTHOIO CTPYKTYpOI0. MH Takox mepeadadaemMo, o el 00’ €KT SIKOCh 3aKO0BaHUA,
aje caM KOA HaM HEBiJOMHI — Horo me Tpeba peKOHCTPYIOBAaTH, IPYHTYIOUHCH Ha OCOOJIMBOCTSIX
JAHOTO HaM TekcTy [3; 583].

3Hak y JiTepaTypi MOJAECIIOE CBiil 3MiCT. [HO/I TEKCT caM € 3HAKOM, a, B IHITUX BUITAJIKaX, BiH —
cucrema 3HakiB. CaMe MOHSTTS 3HaKa Ta 3HAKOBOI CHCTEMH HEBIIPUBHO IOB’s3aHE 3 MPOOIEMOIO
3Ha4YeHHS. 3HaK y KyJIbTypi JIOACTBA BUKOHYE (YHKIIIO TOcepeaHnKa. MeTa 3HaKOBOi AiSIIBHOCTI —
nepenava mesHoro 3micry. [y Toro, mo0 oTpuMaTH MOBIOMIIEHHS, TpeOa BOMOAITH MOBOIO, SKOIO
BOHO HaIlMCaHe, TOOTO po3IN(pyBaTH KoJ MoBinoMieHHs [4; 8-44].

B mpomeci KyabTYpHOrO PO3BUTKY TIIOCTIHHO YCKJIaIHIOETBCS CEMIOTHYHA CTPYKTypa
MOBIJOMIIEHHS, 1 1€ BeJe 10 HEMOXKIIUBOCTI OAHO3HAYHOr O AemnpyBaHHs. Y Wil cCUTyalii ME Ma€MO
CrpaBy 13 «BTOPHHHUMH MOJETIOIOYMMH CHUCTEMaMH» — CTPYKTypaMmH, B OCHOBI SIKHX JICKHUTb
MEpBUHHUNA KOA. XyIOXKHI TEKCTU € MEBHOI0 MOJEIJIIO CBITY, MOBiTOMJIEHHSIM Ha MOBi1 MHCTELITBA.
OnHak manmi Ol cucreMa OTPUMYE TOJATKOBY iEOJIOTIYHY, €THYHY, XYIOXKHIO YW iHIIY BTOPHHHY
cTpykTypy. Came TOMYy Hal3po3yMimimMM Il ajgpecaTa € «BTOPHHHHUH TEKCT», TOH, y SIKOMY
nemm@poBaHi BCi 3HAKW Ta CHUMBOJIM, 1 BiH HalOUIbII MpHAATHUH Ui cnpuiimMaHHs. Tomy, XTO
cpuiimMae TeKCT, y Oaratb0X BHIAAKax IOBOAMUTHCS 3a JONOMOIOI0 TEBHOI'O KOAY HE JIHIIE
nemm@pyBaTH MOBIJOMIIEHHS, ajie W BCTAHOBUTH, SIKOIO «MOBOIO» 3aKOJOBAaHUH TEKCT. Y LBOMY
BUIIA/IKy, 4aCTO MOXKE TPAIUTUCS TaK, IO TOH, XTO CIpHUiiMae, i TOH, XTO Mepenae, KOPUCTYIOThCS
CHUTEHUM KOJIOM, TOOTO CIIiTbHA XYA0KHS MOBa, a HOBUM € Juiie noBigomiieHHs [4; 60-61]. 1lo0 He
nedopMyBaTH CTPYKTYpY 1 3MmicT xynoxHix TBopiB Bopxeca, Mu cnpoOyeMo AEKOAYyBaTH CHMBOJ
nabipunty B aprenTuHChkHX (Bopxec X. JI.) Tekcrax, cnupatounchk Ha midornoriuni mxepena, 60 came
Mid, B i IPOCIIAKYBATH 32 €BOJIOLII0 3HAUYEHHS L[LOT'O CUMBOITY.

MosxnuBo, ak6n bopxec HaBiTh i He unTaB KHUTH «CBIT K BOJs Ta yasieHHs» [llonenrayepa,
Ky BBaXkaB MofiOHo0 10 BeecBiTy, BiH Bce )k Ou mpuidioB 10 Midy, SIK 1 BCi BeNWKI TUCHbMEHHUKH,
AKi, SIK cTBepuKyBaB Tomac MaHH, came dyepe3 OCEepEeAHUITBO Midy, ocMucitoBaiy XuTTs [1; 3-5].

VY Bunaxaky JlabipuHTy MM TOBHMHHI 3BEpHYTHCS came 00 Midy, OUIbII HIK CHMBONIYHOI
OTIOBiJli, IKa Ma€ TIIMOMHHUMA 3MICT 1 € BaXIIMBOIO [UIsl ICTOPHYHOTO po3yMiHHA. Mig mpo 1abipuHT €
Iy’Ke JaBHIM 1, MOKEMO CTBEpKYBAaTH, 3aralbHUM JJIsl IMBLTi3aliH, 1€ BiH iCHyBaB.

3araniom y wMmidomnorii 1a0ipuHT Mae KijgbKa 3Ha4eHb: 100pe CKOMILJIEKTOBaHY MEpeIKOay
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(;mabipuHTOBY) 1 CBIT Mig3€MHMI; 3HWKHEHHS, 3aIUTyTaHI MOMKJIMBOCTI; OMaHJIHMBE KOJO, CHTYyamii
MOLIYKY BHXOAY; CBIT 3 HOro CKJIAQAHOIIAMH Ta JIIOACHKE JKUTTS;, BUIIPOOYBaHHS MOYYTTIB; BTpaTa
BJIACHOTO CBITY, Oa’kaHb; MynpicTh, TaeMHUs [7; 178]. Ili3Hiwi nabipunTtH, mo Oynu 30ymoBaHi B
Icmanii, Awnrmii, ITamii, MawTh MEHII CBSIICHHE 3HAYCHHS, yBara AakKICHTYEThCS OLUTbIIE Ha
TICUXOJIOTTYHOMY CTaHi JIIOJMHU.

Came ToMy IO NaOIpMHT € BigoOpaskeHHAM CBITYy, BiH JIETKO aJanTyBaBCS B JIITEpaTypi.
Tpaguuiiinuii 3micT (T1abipuHTOBa cropyzna) MOBHICTIO (opmaitizyBaBcd, i iHpOpMaLiifHOIO cTana He
BiZJHECEHICTh 300pa)KEHHS A0 peaJbHOIO NPOTOTUMY, a caM (akT BUKOpHcTaHHS (opmu [4;29].
IMocTMOmepHiCTCHKI aBTOPH 0cOOIMBO BIoA00amu codi MOTHB nabipuHTy. BiH BHSBHBCS CBOEpIAHUM
MICTKOM MK aHTHYHICTIO Ta OCTaHHBOIO 0000 JPYroro TUCSYONITTS Hamoi epu. MokHa CKas3aTy,
IO CIOXKET «J1abipUHT» € OCHOBHHUM €JIEMEHTOM IIOCTMOJEPHOT JTiTepaTypH.

Bigomum excriepToM 3 TaGipuUHTIB y CBITOBiH JiTepaTypi € apreHTHHChKUI MucbMeHHHUK X. JL.
Bopxec, sikuii 11e 3a KATTSI BCTUT CTATH JIETEHAOI0 SIK BEJIMKHHA cTapelb, 110 BOJOAIB YW HE BCiMa
TAEMHHUISIMA Ta MYZApPICTIO CBiTY. BiH mpuiiHsB TiiymMaueHHsS NaOipvHTY SIK BigOOpakeHHsI CBITY 1,
MOXHa CKa3aTH, CaM OCENHUBCs B HboMY. [locTMonepHa KynabTypa BH3HAJAa B HbOMY CBOTO MpPEATEUY.
JlabipunT crae mma Bopxeca OCHOBHMM CHMBOJIOM OJHOYACHOCTI OYTTSl CHIpaBXHIX KyJIBTYpHHX
(heHOMEHIB.

HekonyBanHs NaOipuHTY nependayae i IHTepHperanilo IbOro CHMBOIY y TBopax X.-JL
Bopxeca. ¥ miteparypi icHyIOTb Pi3HOBHIH JIAOIPHHTY.

OnuH 3 HUX — 1€ MOTHB MOIOPOXi, He 0OMEKEHOI B Hyaci 4u mpoctopi. SKmo aHamizyBaTh
TBOpuicTh X. JI. bopxeca B LiioMy, TO MM, YATAlO4YM HOrO OMOBiZAaHHS, BECh Yac MOIOPOKYEMO 3
Micus Ha Miclie, TPUYOMY YacTO HaBiTh HE YCBIAOMIIIOEMO, B IKOMY 4aci epe0yBaEMo — iCTOpHYHOMY
(peampHOMY) 4YM TekcToBoMy (BuramaHomy). M. Emiame cTBepmkyBaB, IO MaHIPHU HaragyroTb
OnmykaHHS B 1a0ipuHTi. MU 6a4rMoO, 110 MOTHB TOAOPOXKi, KOIK repoi 000B’I3KOBO OMHHSAETHCS J1ECh
HAa MEXi pealbHOrO Ta BHraJaHOro, HalyacTille 3yCTPiYaeTbcs B ONOBIAHHSAX MPO raydo
(BepIIHMKIB), IO 3aiiMalOTh BaXKJIMBE MicClle B TBOPUOMY OOPOOKY apreHTHHCHKOTO NMHCHMEHHUKA.
IcnyBanHs raydo — ue (akT KyJbTYpH, SIKMH OMUCYETHCA 3a JIOMOMOTOI0 CHCTEMH BiJHOCHH, LIO
BCTaHOBIIIOETHCA KOJIOM 1 3aCBOIOETHCS MEBHUM CYCHUIBCTBOM B NeBHUH uac. bopxec BuOpaB meit
o0pa3 ToMy, 1110 BiH CTaB HalliOHATHHUM KOAOM APreHTHHH, CHMBOJIOM CBOOOM Ta HE3AIEXKHOCTI [5].

Bcecsirt cknanaeTbes 3 0aratbox CBITiB-aOipHHTIB, BiH 1 caM Benukuid 1a0ipuHT. Sk 1 BeecBirT,
nabipuHT — Oe3MEeXHUI, BiH € cuMBOJIOM Oe3KiHeuHocTi. [lo0ynoBa TeKCTy SIK 3HaKa JIOCUThH peanbHa
JUIS1 XyIOXKHBOTO TEKCTY 1, SIKIIO BOHA HE3BUYHA JJIs1 JIIHTBICTA, ICTOPUK KYJIBTYPH JIETKO 3Hale y Hilt
napaseni, HampyuKJiaja, B CTPYKTYpi CBIiTY, M00OA4eHOr0 OYMMa, B HAIIOMY BHIIAJKY, IOCTMOJEPHiCTa.
Ha nymxy nuceMeHHUKa, Ta0ipuHT — 1€ CBOEPiAHA MOJIENb CBITOOYOBH, sSIKa Ma€ MEBHUM MOPSAIOK i
3aB)KAM MOB’S3aHa 3 YUMOCH 3araJKOBUM 1 HE3pO3yMUTUM. bopxec 4acTo ekcriepuMeHTye 3 MOJCILIIO
Bcecsiry, 300paxytoun ii y ¢popmi IIISIMH Ha LIKIpi Aryapa Y4 T€OMETPUUHOTO KOJa, PO3TITYIOUYH 10
0E3KIHEYHOCT1, UM CTUCHYBIIU A0 He30arHEHHUX PO3MIpiB, 10 TOUKH (SIK B OMOBiAaHHI «Anedy).

VY TtBOpax bopxeca Mu 3HAXOIUMO SICKPAaBO BHPaKEHY iI€l0 LUPKYJIIPHOTO 4yacy, TOOTO ifero
PO MOBTOPIOBAHICTH B Yaci BCix mofiil. Byayun y 3B’s3kax 3 mMpocTopoMm, Leil yac MOpoaXKye CBOTO
IBIMHMKA, IPEACTAaBICHOTO SKpa3 Ja0ipuHTOM, CHMBOJIOM SIKOTO Y 4aci Ta MPOCTOpi € Takox i cax. Y
«CNOBHUKY CHMBOIIB» 3HaXOJUMO Take TIYMaudeHHs caay: «caj — L€ HPOCTip, Y SKOMY MpHpOAa
MocTae siK MOHEBOJICHA, yropsakoBaHay [8; 478]. Y bopxeca B omosimaHHi «Cal, e pO3XOASITHCS
CTEXKH» 3HAXOIUMO HOBE TIIyMaueHHA cajay: el caj — Le PO3XOIKEHHS B 4aci, a He B IPOCTOPI.

Kpim yacoBux Ta nmpoctopoBux J1abipuHTiB, bopxec Oynye ZOCUTh peasibHi, Ha MEpIIni TOTJIs,
KoHCTpyKLii. [lomiOHO KpiTcbKOMY, BiH 3BOAWTH SCKPaBHi UYepBOHUN JaOipuHT (OMOBimaHHS
«AbenxakaH enp-Ooxapi, IO moMmep y cBoeMy nalipuHTi»). Lle marepianbHa cnopyna, ONOBUTa
TAEMHUIIEIO, TTOB’S3aHOIO0 3 TOCToAapeM OyiBiIi, SKUH XOTiB y Hil 3axoBaTHCcA. AJie HaBilo OyyBaTu
SACKpPaBO-UYEpBOHY CHOpyay Ha Oepe3i Mops, SKIIO Xouem Yy HiIA cxoBatucsa: «Baxnuse
CHIBBiIHOLIEHHS XKaXJIMBOTO OyJMHKY MO0 )aXJIMBOMY MEIIKaHIIO. [CHyBaHHS MiHOTaBpa MOBHICTIO
OIpaB/OBYE iCHYBaHHS nabipunTy» [1; 342].

[Tam’siTaemMo 110, BUXITHUI MOTUB CeHCY MOOYJOBU KPITCBKOTO i OOpXeciBChbKOro nabipHUHTIB:
e TacTKa Ui CAMOBIIEBHEHUX OCOOMCTOCTEH, KOTpi MEpeKOHaHi, 0 MOXYTh pO3rafaTtu OyAb-sKy
TAEMHUIIIO.

SIKImo y BiJHOIIEHHI 10 aHTUYHOCTI MM TOBOPHJIM Mpo JaOipuHT iHImialiil, KU YSBISE€THCS
LUISIXOM, MPOXOJSMYM SKUM JIIOJMHA 3HaXOAWTh ceOe, TO Telep MOBHHHI TOBOPUTH MpPO JIAOIpHHT,
nepeBe/IeHnid B MaTepiaibHy Ta ICUXOJOTTUHY (POPMH.

MarepianbHy (opMy He Tpeba JOBIroO IIyKaTH: BECh CBIT, IO HAC OTOYYE, € MH KHBEMO 1 110
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TPAIJISIETHCSL HABKOJIO Hac, MOOYJOBAHO K JIAOIpUHT. AJle B JIIOJWHHU 3aBXIAU OyJ0 JUBHE MParHeHHs
CTBOPUTH IHIIMH CBIT 1 3aBASKH LIbOMY 3BUIBHUTHUCS Bil PEATBHOTO, SIKHH 3/1a€THCS MTACTKOIO.

Tema nabipuHTy, sSIKa HAATO YacTO MOBTOPIOEThCA B onoBimaHHsX bopxeca, momomorna iomy
3BUIBHUTHUCS BiJ CIOrajiB MpO AaBHIA KPITCBKWHU 1a0ipHHT, KUK BIiepiie mo0adyuB y AWTHHCTBI.
JlabipuHT — 1e peasibHUIl CUMBOJI pO3TyOJIEHOCTi, TOMY NMHCBMEHHUK BHOpaB came Horo, 00 cepen
0araTboX JIOACHKHX MOYYTTIB HaldacTillle BiA4yBaB HEBIEBHEHICTh, PO3ryOJIEHICTh, 3aXOMJICHHS Ta
3OUBYBaHHS, aJie PiAKO 3aXOIUIEHUH MOANB, SKOTO BapTH 30yOBaHUI HUM «IIiM, TAKHH K€ BEITUKHUI
SIK CBIT; Kpallle ckazatu — 11e i € cBit» [17; 356].

VY Bopxeca TBOpYe cTaBiIeHHS A0 3al03WYCHUX Mi()OJOTTYHMX MOTHUBIB — BiH BCTYyIa€ 3 HUMH B
MEpeKINYKY, B Jialor, y rpy. BTOpuHHICTH IHTpamiTepaTypHICTb — HE € CHIaOKICTIO TallaHTy
MUCbMEHHHKA, HE CBITUEHHS HOro TyxoBHOI oOMexxeHocTi. Lle ycBinomiiena nosunis. bopxec cxoxuit
Ha repos pomany [. ['ecce, BiH Takox mir 6u cratn Benukum Marictpom ['pu B icep, «rpu 31 Beima 11
CMHCIaMH 1 LIHHOCTAMH Hamol KyJIbTypH». XyIOKHHK-KYJbTYPOJIOT iHTEPIIPETYE «3arajbHi
IHTeNeKTyalbHl HagOaHHs» 1 JOIIYKYEThCS 3HaUeHb [6; 13].

Mu noBHHHI ITaM’SITaTH, 0 BUXIM 3 Oyb-sIKOTO JTA0IpUHTY 3HAXOUTHCS HE 330BHI, a B IICHTPI,
B camoMy cepui nabipunty. o0 3po3ymiti TBopu bopxeca, MaeMo 3HaWTH BCi «CTE€KHHH, CTiHH,
CXOmM, IBepi Ta ramepei» i BiZHAWUTH LEHTP, B SIKOMY MICTHTBCS KIIOY 1O PO3YMIHHS MPO3H
apreHTHHCHKOTO MUChbMEHHHKA.

Cit n1a0ipuHTIB 1 A3epKajil IepecTae >KaxaTh CBOEIO CKIAIHICTIO 1 3aIUTyTaHICTIO, KO MU
BITyCKa€EMO B HBOTO CBiTJO. JIaGipHHT Ma€ CyTh TOA1, KOJU Y HHOT'O € BUXIJ.

A sxmo n1alipuHT BHBene Hac 3HOBY 10 Bxony? Tomi mo? JKamitu, mo npoHuuiM Bech TOH
cknagHui nsx?[2; 16].

3BicHO, Hi. bo 11€ Oy/1e Bike 30BCIM iHIIUH BXiJ, MOKITUBO, HABIThH B IHIIUH JTa0ipHHT.
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cmyo. 43 ep. ginonoe. ¢p-my Oxcana Hsopcvra
Hayk. KepigHux — npog. M.I1. Tkauyx

ECTETUYHA BI3IsA ITPUPOAM Y TBOPAX T.I'. HIEBYHEHKA

V nitepaTypo3HaBCTBI OCTaHHIX POKiB MOCHJIMIACS yBara 10 JOCTIKEHHS MOETUKU XYIOXKHIX
TBOpiB. AKTyalbHOIO € mpobjeMa — BHUBYEHHS NpuUpoau y panHix TBopax T.I. IlleBuyeHka.
3aKOHOMIpPHICT TaKOTrO SIBUILA OYEBWAHA: IICIsI OCBOEHHS HAWOUIBII BaKJIMBHX ACHEKTiB KHUTTS 1
tBOopuocTi T. IlleBueHka HacTaB yac 3ariadOUTUCS B MIKPOCBIT iI€HHO-XYIOXKHIX OCOOIMBOCTEN HOTO
noesii. JlaBHO Bizomo, 1o Oe3nocepeaniid, OpraHiuyHuii, MaridHo CyreCTUBHUH JIIPU3M CKIIagae OCHOBY
fioro noesii. . ®panko nucas, mo lleBuenko «HaHOLIBII cUIBHUHN Y cy0’ekTHBHIN mipuui»|1]. Ognax
cepell BEIMYE3HOI KUTBKOCTI HIEBYEHKO3HABYMX JAOCTILKEHb AY)KE MaJI0 Ipanb CHEHialbHO
MpHUCBIYCHUX aHami3y dipuku Llledenka, IpyHTOBHOMY MPOYUTAHHIO 11 i1€HHO-XYI0KHBOTO 3MICTY.

VY panniit nepiog TBopyocTi llleBueHka B KiIbKICHOMY BiIHOIIEHHI MepeBakaloTh JipOemiuHi
KaHPH: XapaKTepHi A1 pPOMaHTH3MY T'OCTPOCIOKETHI 3 efleMeHTaMH (HONBKIOpY 1 paHTacTHKH Oanaan
(«IIpmunuHay, «Tonomsa», «YTorieHay), mipoeniyni moemu («Katepuna», «Map’sHa-uyepHHLA»), a
TaKOX BipIli MOBICTYBaJbHOr0 XapakTepy — «TapacoBa Hiu», «[ amamis».

CBoro uvacy I. ®paHko 3BepHYB yBary Ha HEOOXiAHICTH BUBYEHHS ecTeTHkH llleBueHka,
BHCJIOBHBILH 100 HOTO YMMaJIO BaXXJIMBHX MIpKyBaHb 1 criocTepekenb. «HixTo 3 KpUTHKIB, — HcaB
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®panko, — Joci He MpoOyBaB mpocTyditoBaTH ecTeTudHi morsiau LlleByenka i sko mucartens, i KO
Mansapa. Bnacue, pociiicbki moBicTi, nuctd 1 «/IHEBHMK» Har0Th IUId cbOro OaraTwii Matepial.
CrienianbpHa CTyZis B TiM HampsiMi MycuTh e OyTu 3po0iieHa i MOMOXKe HaM 3pO3yMITH TinOme
TICUXOJIOTiF0 TBOPYOCTI HAIIOTO BEIMKOTO moeTa»[2].

YinpHe Micie B HOro TBOpUOMY JOPOOKY HaJeXHUThb 300pakeHHIO YKpaiHW — 1e Oe3KOHEeuHi
CTENH, MOPUTI sipaMu Ta Oaiipakamu, IO CYCIiIATh i3 TYCTUMH JliCaMH, cepell SIKUX 10 MOpS TE4yTh
Benuki ¥ mani piuku: [ynait, KyOanp, Ceiim, AnbTa, mepmmM cepen SIKUX € «cBATHM JIHimpo» 3
TPiI3HUMH MTOPOraMu Ta XOPTHULEIO.

IIeBYCHKO-IIOET — 3HAYHOIO MIpOIO CITiBELh HOUI Ta MepeXimHuX A0 Hei craHi. Moro BaGuTH
He3aliMaHa, HeCIIOTBOPEHA JIOICHKUM BTPYYaHHSIM MPHUPOAA; 3aTHILIHI KyTOUYKH YKpaiHCBbKO1 IPUPOJIH,
«IIpeKpacHy...MeIaHXxomiHy Kpacy» (PpaHko) sikoi BiH 0COOIMBO BiAYyB y HEBOII.

[Ipupona y LlleBueHka BHCTYNA€ CBOEPIAHMM CYIICI0O JYXOBHOI PEaTi30BAHOCTI JIOJMHH,
KpHUTEpieM i eTHYHOI, PaKTHYHO OOKECTBEHHOI CYTi.

[eii3axkHi KpaeBUIM 3irpajia BUpIMIaIbHY PONb Y MPOOYMKEeHHI ecTeTHYHUX cMakiB [lleBueHka
e B paHHbOMY OUTUHCTBI. BoHM naBamm floMy cHiM i HaTXHEHHs MPOTAroM ycboro xHuTTs. Cepiie
TeHiaJIbHOT'O T0eTa, SIK Bif3HayaB y cBiil yac M.d. Cym1oB, «Oyno BiOKpuTe Ui BCIX KPacoT i1 BTiX
THUXOT0, YUCTOrO POCIMHHOIO CBITY, 1 B I[bOMY JIACKABOMY CBiTi BOHO, II¢ UYyTJIMBE, J00Ope ceplie,
3HaXOAWIO YacoM BTiXy 1 IMONErmeHHs OO0N0 paH, HAaHECEHUX JKOPCTOKICTIO JIIOAWHU Ta
HECIPaBETUBICTIO icTOpiin|[3].

VYke B mepuioMy pOMaHTUYHOMY TBOpi — Oanani «[IpuumHHA» MMOET BUKOPHCTOBYE SICKpaBi
o0pasu Ui 3MaliOBaHHS YKpalHCHKUX NeW3axiB: «/lHINp MIMpOKHN», «CEpAWTHH BiTep», «BepOH
BHCOKI», «OJTITUI MICSIIb», «CHHE MOPE», «40pHI XMapH» TOIIIO.

VY moesii «Cagok BUIIHEBUI KOJO XaTW» MPHUPOJA 3THBAETHCS 3 JIOAUHOI0 HACTUIBKH, IO 1X
HEMOXKJIMBO BiIOKPEMHTH OJHE Bifl OHOIO:

Canok BUIIHEBHI KOJIO XaTH,
Xpyl1wi Ha/l BUIIHSIMH TYAYTh.
[InyraTapi 3 moyramMu UyTh,

CriBaroTh igy4 JiBYATA,

A matepi BeuepsaTh KIYyTh.

Te came 3ycrpivaerbes 1 B iHIMX noernyHux tBopax lllepuenka — «Han J{HinpoBoro caromoy,
«3auBina B 1oiuH», «Tede Boaa 3-mig sBopay» Tomo. [lleBueHKo 000KHIOBaB MPUPOY, OAHAK BiHIEM
i Bce * Takd BBaXaB LIACIHMBY JIOOUHY. BiH uyacTo 3BepTaeThCsl 0 MPUPOAH SK Tia, HA SKOMY
posropraerbest momis (Oamamu «[lpuumnHay, «Tomons», moema «CoH» Tomio). PigHi kpaeBumn
JONIOMararoTh TaMome 30arHyTd IyMKH 1 IepeXUBaHHs NoeTa-3acianis y Bipmax «CoHIIe 3aX0IUTbY,
«3a coHlleM XMapOHbKa IUTHBE» TOLIO.

BonHowac meif3akHi KapTUHH JONIOMAraloTh TaKOX 3pO3YMITH MOYYTTA repoiB. SAkmmo Oyps, mo
BinOyBaeThCst B Aymi 3HenoneHoro Oateka (odopt «Koponb Jlip»), MiACHIIOETBCS MaTIOHKOM
po30ypxaHoi cTuxii, To kKapTuHa OypsiHOi Houi Ha [uinpi y Oanani «[IpuumnHHa» crpusie TauOIIiit
nepenayvi JyIeBHOr0 CTaHy JiBUMHH.

XapakrepHoto o3Hakor moe3ii IlleBueHka € HasBHICTH Napayeni3MiB MK HPUPOIHUMH
SIBUILIAMU 1 KUTTAM JIIOJUHU.

Conue rpie, BiTep Bi€

3 nons Ha JONHHY,

Han Bonoro THE 3 BepO0I0
YepBoHY KaJIUHY;

Ha xanuni oguHoKe
I'nizmeuko roinae, -

A 11e K AiBCsl CONIOBEUKO?
He nurait, ve 3nae (I, 17).
Pege, cTorue xyproBuna,
Kortuts, Bepae nonewm,
Croite Katps cepen nois,
Jaua ciieo3am Bomio (1, 34).

Takox Bpakae B TBopax LlleBueHKa 1 KOHTPAcCTHICTH MK 300pakyBaHOIO NPHUPOIOIO 1
oTouyto4oro miiicHicTio. Tak, y moemi «CoH» Iie TPOTUCTaBIEHHS JOIOMarae IMOETOBi siCKpaBilie
300pa3uTH CTaHOBUIIE HAPOJY B YMOBAX TOMIIIHBOI CaMO/IepKaBHO-KPIOCHUIIBKOT CBaBOJI:

Jlerum. JluBmtocs, ax CBITae,
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Kpaii HeOa manae,
Conogeiiko B TeMHiM rai
Comnrie 3yctpiuae (I, 238).

[HOA1 32 AOMOMOroI0 AaHTHUTE3N MEPENAETHCS HE MPOTUCTABICHHAM OKPEMHX KapTHH, a HIISIXOM
KOHTPACTHOCT1 caMHX 00pas3iB, sIKi HECYTh BayKJINBE €CTCTUYHE HABAHTAKEHHS.

[oet Haginse npupoAy JOACEKUMH BIACTUBOCTSIMH, 3BEPTAIOUUCH 10 HEl, SIK 10 KUBOI iCTOTHU

Bitpe Oyiinuii, Bitpe Oyitauii!
Tu 3 MopeM roBopuIL.

30yau Horo, 3arpail TH 3 HUM,
CnwuTaii cune Mope.

Bono 3Hae, ae Miii MUIHA,

Bo itoro Hocuno,

Bono ckaxe, cune mope,

He tioro moxino (I, 10).

Iopsin 3 mepconidikamieto npupoau y TBopuocti llleBueHka 3ycTpidyaeTbest i 3BOPOTHE SIBUIIIE,
MEpEeTBOPEHHs JIOAWHU B KBITH 4M JepeBa. Tak, AiBYMHA, SIKa HE J0YeKajach CBOrO KOXaHOTo,
MepeTBOpIoeThes y Tomonio («Tomoms»), a repoins Oanagu «Jlijes», 3ranpOJIeHa MaHaMH, — y KBIiTKY.
[Moetnuni obpasu Tomodi, Jinei cranu o0pa3zaMU-CHMBOJIAMH.

BescymHiBHO, ykpaiHChbKa MpHpoAa 3irpaja BasKIWBY poib Y (GOpPMYBaHHI €CTETHUYHUX CMaKiB
Tapaca llleBuenka. [nakmie i He Moryio OyTH, ajke Kpaca IMPUPOIH, Kpaca HaBKOIUIIHBOTO CBITY
JIOKUTh B OCHOBI yCiX 0€3 BHHATKY MHCTEUTB. A B JIiTepaTypi 1 XHBONHCI €CTETHKA MIPUPOIH
BUSIBJICHA YW HE HAWITOBHILIIE.
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cmyo. 34 ep. ginonoe. ¢p-my Auna 3apemba
Hayk. KkepigHux — ooy. I.M. babiti

3ICTABHA XAPAKTEPUCTUKA ®PA3EOJIOI'TYHUX CUHOHIMIB
YKPAITHCBKOI TA IOJIbCHKOI MOBH

@pazeonorisM — I¢ JEKCHUKO-TpaMaTH4HA €AHICTh IBOX 1 Oimblne HapizHO OQOPMIICHHX
KOMITOHEHTIB, TPaMaTHYHO OPTraHi30BaHUX 3a MOJEIUIIO CJIOBOCIIONYYEHHS UM PEUCHHS, KA, Malouu
IUTICHE 3HAYCHHS, BINTBOPIOETHCS B MOBI 3a Tpaauili€ro, aBromatuyHo [1,336 |, Hampukman:
MOPAHUTH JIYIITY, TiAHATHCS HA HOTH.

[Tonbebki MOBO3HABII PO3IIIAAAIOTH TOHATTS (Pa3eosiorismMy, K 3akpiliieHe B JaHiii MOBi
MOEAHAHHS CIiB, 1[0 BXXHMBAETHCA Ha Till e OCHOBI, 110 # OAMHWUYHE CIOBO, 1 HE MOTPeOye KOKHOTO
pa3y HOBOT'O YTBOPEHHS, 00 BiITBOPIOETHCS 3 mam’sTi [4,208], Hampukma: ciemno choé¢ oko wykot,
zaplaci¢ glowa za cos.

3icTaBHE IOCTIHKEHHS CIOB’SHCHKOI (paseosnorii 3miCHIOBANOCS B YOTUPHOX OCHOBHHX
HampsAMax: TOPiBHSUIBHO-3ICTABHOMY, CTPYKTYPHO-THIIOJIOTIYHOMY, apeaJbHOMY I MOpiBHSUIBHO-
icropuuHoMy. IlOpiBHAIBHO-3iCTaBHUI aHai3 MOKIMKAHWHA BHSBISATH CIUJIbHE W BiAMIHHE Yy
(pa3eodoriyHNX cucTeMax CIopiAHeHNX MOB. JIg HAIIOro AOCHiIKEeHHs MU onpaiioBanud 1552 ®O:
941 @O ykpaincekoi MoBH 1 611 @O OTBCHKOT MOBH.

CroinpHOro mOrsiAy Ha caMe NOHATTA (paseosoriyHoi cuHOHIMII Hemae. Ilpm aHamisi
CHHOHIMIYHUX 3B’513KkiB PO JOCIITHUKH YacTO BHXOAATH 13 JIKCHUHOI CHHOHIMIi: (ppaseonorivni
CHUHOHIMH — II¢ 3BOPOTH, [0 TIO3HAYAIOTh OJMH 1 TOHM XK€ MpeAMeT 00’ €KTUBHOI MIHCHOCTI 1 BiIMiHHI
MK cO00I0 KOMIIOHEHTHUM CKJIaZIOM, a TAKOK eMOL[IHHO-CEMaHTHYHUMH BiATIHKaMH, 3aKIaJeHUMH B
camiii mpupoai PO.

OO6’ennytoun (pazeosorisMH 3a CEMaHTUYHMM KPUTEPIEM Y CHHOHIMIUHI pSAM, TPYIyeEMO ix
HABKOJIO JIOMIHAHTH, SIKy BCTaHOBIIIOEMO 13 4YMCIIa HEUTpPANbHUX JIEKCHYHUX OJWHHLL YW HAaBITh
OIHMCOBOTO 3BOPOTY, 100 SKHANIOBHILIE MTepeAaTH 3HAYeHHSI CHHOHIMIYHOTO (hpa3eosorizmy.

Hanpukmnan, moHATTS «10OUTH, BOUTH KOTOCh» SK 1 B YKpPaiHCHKiH, TaK i B TIOJIbCBKiil MOBax Mae
BEJIMKY KUIBbKICTh ()pa3eoNorivHuX CHHOHIMIB-BianmoBinHUKiB. Ilop. B ykpaiHCBKii MOBi: OaHBKH
BHJIEPTH; BinOuTH OcOexu; HarpiTu OOKH; 00JlaMaTH OOKH; MOM ST OOKU; 3BEPHYTH B’SI3U; HAMILTUTH
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B’SI34; TOJI0BA 3 IUTIY; KPOB 32 KPOB; IYCTUTH KPOB 3 HOCA; PYKH B KPOBI; 3MHTHU KPOB’10; COBaTHCS 3
KyJlakaMH; HaTHpaTd MepLI0 B Hic; MilyiaTaTd Hic; MyCTUTH IOMIKY 3 HOCA; BUPIBHIOBATH pedpa;
nojaMaty pedpa; naTu mig pedpo; pyKH IO JKTI B KPOBi; A0 >KMBOTO TiNa; BUIUpPATH IyIIy 3 Tina;
nepTu 3a 4y0a; Opatucs 3a yyOM; BUNPAaBUTH ILIEJIENH; Y MOJbCbKIA MoBi: da¢ komu$ po nosie;
dostawac¢ w skore; mie¢ krew na rgkach; porachowaé¢ komus kosci; przetrzepaé komus skorg; wybié
kogo$ do nogi; wygarbowac kogo$ skore.

CUHOHIMIYHUH ps y IIUPOKOMY PO3YMIHHI CTAHOBHTH COOOI0 MIKPOCHCTEMY B CHHOHIMIUHiH
CHCTEMI; B 3aralibHill CUCTEMI JaHUX MOB BiH MOPOKEHUIN MOXIIMBICTIO I HEOOXITHICTIO MO-Pi3HOMY
Ha3UBaTH OHI ¥ Ti X ABUILA 00’ €KTUBHOI I1HICHOCTI.

Hanpukmnan, «HepByBaTH KOTOCh, HaJJOKYYaTH» B YKpPaiHCBKiIH MOBI PO3LINPIOE CBOE 3HAYCHHS
TaKMMH BiJIOBITHUMH CHHOHIMIYHUMHU psaamMu (ppa3eororiyHuX OJAUHUIIb:

CTaTH KICTKOIO IOIMEpeK ropia; Meperpu3aTd Topiio; MOTATH KUIIKH;, BUCHCATH KpPOB; IHTH
KpOB; TICYBaTH KpPOB; TpaTh Ha HEPBax; CTOSTH OUIBMOM B OLli; CHITH B TIEUiHKAX,

1 TAKUMHU CHHOHIMIYHUMH PSIaMH y TIOJIBCHKIN MOBI:

ciosa¢ komus kotki na gltowie; da¢ komus w kos¢; gra¢ komus na nerwach; ktu¢ w oczy; macié
komu$ w glowie; napsu¢ komus$ krwi; stawa¢ komus koscia w gardle; zala¢ komu$ sadta za skorg;
zgrzyta¢ zebami.

3anekHo Bin Toro, sIKMi craH mepenaioTb @O, po3mi3HAIOTH ABI OCHOBHI CEMaHTHYHI Ipynu
(pa3eonoriyHMX CHHOHIMIB!

@O, sKi 03HAYAIOTH AKICHUHA cTaH (MIPUPOAM, HABKOJIMIIHBOTO CEPEAOBHUINA, OOCTAHOBKU Ta
eMOIIHHUH, ICUXIYHUH i (I3UYHUN CTaH JTIOAWHU )

’BTpPATUTH HAMIIO :

BillIaTH HOCA;0puscic rece;

PYKH OmyCKarThes;rece opadaja;

’BTPATUTU CAMOKOHTPOJE :

HEpBU 37a10Th;co$ idzie jak krew z nosa;

ycima ¢idpamu HepBiB;nerwy komus puscity;

nerwy kogo$ poniosty;

traci¢ zimna krew;

@O, sKi BMINYIOTh KUTBKICHY XapaKTEepHCTUKY CTaHy, MEpeAaloTh HEBH3HAYEHO KUIbKICHE
3HaYCHHSI.

Hanpuknan, >’ gyxe 6arato Korocb, 4orocsb’’:

axx HocoM OaHbKH Me;ile czego, co dusza zapragnie;

MOBHI Byxa;nie spisatby na wotowej skorze;

MmoBHa roJyoBa;jak wlosow na glowie.

y TpH TopIa;

4oro nyuia 3a0axae;

OCHOBHA KINBKICTh CTIHKHX 3BOPOTIB (Ppa3eonoriyHoi CUCTEMH YKpaiHChKOI Ta MOJIBbCHKOT MOB
TPYIyeETbCA HAaBKOJO CIiB, IO HAJIEKaTh [0 HaWyKUBaHIIMX [IapiB JEKCUYHOTO (OHIY.
Bararouncnenni rHizga @O HalpPi3HOMAHITHIIIMX CEMAaHTUYHHX MOJIB OPTaHi30BYIOTbCS HAaBKOIO
IMEHHUKIB, 1110 SIBJISIOTH COOOI0 HAa3BU YaCTHH TiJia JIIOAWHU.

Tak, M BUSBWIM LIMPOKE BXHUBAHHA y (pa3coNOriyHUX 3BOPOTaxX TaKHUX CIiB, SK LOJOBA!
nonan 80 @O [3,14] — y nmonbckkiit MoBi moHan 100 @O [2,380]; oko: monax 100 @O B ykpaiHCKiit
MOBi [3,43] — y monbcehbkiid MOBi cTinbku k [2,404]; Hic: moHam 40 @O [3,41] — y nonbehkiit MoBi 30
@O [2,300]; Byxo: B ykpaiHcekiit MoBi moHag 20 @O [3,11] — y monbckkili MOBi cTibKH Xk [2,540];
cepre: moran 70 ®O [3,53] B ykpaincekiid MoBi — monan 10 @O y monbebkiit [2,530]; Hora: B
yKpaiHcekiit MoBi monax 50 @O [3,42] — y monscbkiii MoBi oHaa 40 @O [2,288]; pyka: monax 100
@O B ykpaincekiit MoBi [3,52] — monan 70 @O [2,316] y moabChKid. 3 1HOTO 3iCTaBICHHS BUILIMBAE,
o ykpainceknx @O Ha Mo3Ha4YeHHS Ha3B YACTHH TiNa JEIIO OUTbIIE, HIXK MOJbCHKHX.

CknacudikyBaBmm PO 3a CeMaHTHKOIO, MH IOMITHIM, IO B3araji yKpaiHCBKUX
(pa3eonoriyHNX CHHOHIMIB MOPIBHSHO OiNIbIIe, HIK MONbChKUX. Hanpuknaa, Ha mo3HAYEHHS BEITHKOT
KUIBKOCT1 YOroch — B YKpaiHCBKiil MOBi 5 (h)pa3eonoriyHux CHHOHIMIB, a B MOJBCHKIH — JUILE 2; Ha
MO3HAYEHHS TICUXIYHOTO cTaHy Jtoauau (*’po3yMHa’’) B yKpaiHChKil (paseonorii 21 cHHOHIMIYHUHT
BIJIMIOBIAHUK, @ Y TOJILCBKIH TiNbkH 12; coBocmonyyeHHs *’OyTH XyauM’’ — B yKpaiHCBKid MOB1 Ma€ 8
(pa3eonoriyHNX CHHOHIMIB, Y IONbChKil MOBi 1 BiamoBinHuk (skora i kosci). [Ipore € # Bunaaku, mio,
HaBIIAKH, BIAMOBIMHUX (hpa3eosoriuyHuX CHHOHIMIB Ha TMEBHE MOHSTTS YU SBUINEC Y IMOJbCHKIA MOB1
3HAYHO Oinbllle, HX B YyKpaiHChKid. Hampukman: ’HepBYBaTH KOTOCh, HAJIOKYYaTH KOMYCh’’ — B
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yKpaiHchKii MoBi Jume 12 Bignosigaux @O,y nonberbkii 25 Ta iH.

Hame nocnimkeHHs 1210 MOXKITUBICTD 1€ Pa3 MEePeCcBiTUUTHCH Y CIIOPITHEHOCTI CJIOB’IHCBKUX
MOB, a TOYHIiIIe, YKpaiHChKOi Ta MOJbCHKOI (pazeonorii. MaOyTh, 11le MOTHBYETbCA CIUIBHICTIO
mxepen (biomis: ykp. MaHHa HebecHa — moy. manna z nieba; Midororis: ykp.. AxiuecoBa m’sTa —
non1. pigta Achillesa; cBiToBa JiTepatypa: yKp..3Maranus 3 BiTpsikamu — Hon. walczy¢ z wiatrakami ta
iH.). AJe OCHOBHHMM KepenoMm (ppaseonorii ykpaiHCBKOI MOBHM € YCHAa HapoiHa TBOPYICTb, a
MOJBCHKOT — Mi(pONIOTisl Ta AaHTHYHICTb.

[Ile oMM CBigdeHHSAM OJMM3BKOI CIIOPIAHEHOCT1 YKpaiHChKOI Ta MONBCHKOI (pazeornorii — e
Maiixke igeHTHuHI Kinacudikanii @O Bimomoro BYeHoro B.B.BunorpamoBa (kmacudikaris 3a
CEeMAaHTHYHHM KpPHUTEPi€M) Ta iHO3EMHHUX MOBO3HABLIB (32 CTyIEHEM 3HAUYEHHEBOTO (CEMaHTHYHOIO)
00’€THAHHS CTATMX KOHCTPYKITIH:

VKp.(¢paszeonoriui 3pomenns (Outu Oaaukm) — noi. zrosty frazeologiczne (zbi¢ z pantatyku);

YKp.(¢pa3eonoriuHi €qHOCTI (IPUKYCHUTH si3uKa) — nod. jednostki frazeologiczne (ciosa¢ komus
kofki na glowie);

YKp. ¢pa3eonoriyli crioiydeHHs (3a4enuTy nov9yTTs) — nmoi.potaczenia frazeologiczne (zielony
pracownik);

YKp. KpUjaTi BUCIOBH (3 MIMOOKOIO MIaHOI0; A0 3ycTpivi) — moi. zwiazki stereotypowe (blady
jak $ciana; caluje raczki).

Otxe, 3icTaBHUI aHaANi3 CTPYKTYpH pisHUX TUHIB PO CBIAYUTH HE JTUIIE PO X OAHOPIAHICTH
monao OynoBu, ane i mpo cnenniky, CBOEPIIHICTE 1 B3a€EMHY TOTOXKHICTh 3HA4YEHb (PPa3eoOriyHux
CHHOHIMIB YKpaiHCHKOI 1 MOJIBCHKOT MOB.
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OCOBJIMBOCTI BUBUEHHA 3AMMEHHUKA

3aiiMEHHMK Yy CHUCTEMi 4YacTMH MOBH 3aiimae ocobOmmBe Micie. lle 3yMoBiieHO mepenycim
CBOEPIHICTIO HOTO JIGKCHYHOTO 3HAUYEHHS, BHCOKUM CTYIIEHEM Horo abCcTpaKkTHOCTI, HEOTHOPIAHICTIO
rpaMaTUYHUX O3HAK, PI3HOMAHITHICTIO CJIOBO3MIHM, TPAHUYHOIO Y3arajibHEHICTIO.

BincyTHiCT €qMHOTO TpaKTyBaHHS 3aliMEHHHKa SIK YaCTWUHH MOBHM y HAayKOBil JiTeparypi,
y3araiabHEHICTh JIEKCHYHOT'O 3HAYEHHS CIIiB, 1[0 HAIEXKATh J0 IIBOT0 JIEKCHUKO-TPaMaTHYHOTO PO3psay,
PI3HOMAHITHICTH iX rpaMaTHYHHUX O3HAK 1 CHHTAKCUYHUX (YHKIIH 3yMOBIIOIOTH TPYZHOLI MijA Yac
BHBYEHHSI 1i€1 YaCTHHU MOBH y LIKOJI, 30KpeMa [P BUBYCHHI ii IPaBOIHUCY.

[lepen yuuTensIMu-cIOBECHHKaMU IIOCTa€ METOAWYHA Mpolnema: SK BUOpaTH ONTHMAJbHI
MOEAHAHHS METOMIB 1 MPHUHOMIB, SIKHMH NPHHLIUIIAMU TOTPIOHO KepyBaTHCA, SIKY CHUCTEMY BIIpaB
JOLITFHO BUKOPHCTOBYBATH, 11100 BUBUECHHS TeMHU OyJI0 HAalpe3ynbTaTUBHILINM.

Po3BUTOK 1 BIOCKOHAJICHHS MIKUTBHOT OCBITH BUMAraroTh HOBHX ITiIXOMIB 10 BUBYCHHS PiTHOL
MOBHU. 3Ha4Ha yBara 3BepTaeThCs Ha opdorpadiuyHy rpaMOTHICTH YUHIB.

Mera Hamoi myOmikamii — 3apoOMOHYBaTH METOAMKY BUBYEHHS 3aiMEHHUKIB y IIKUTBHOMY
KypcCi MOBH.

Jns  [OCATHEHHS TIOCTAaBIEHOI METH MPONOHYEMO ONTHUMalbHI [UIAXH ONpalfOBaHHS
BiJOMOCTEW MPO 3aiiMEHHHK Ta CUCTEMY BIpaB AJs popmyBaHHS opdorpadidyHuX YMiHb 1 HABUYOK.

VY derBeproMy Kiaci y4Hi NpakTHYHO O3HAHOMIIIUCS 3 OCOOOBMMH 3aiiMEHHHKaMH, IX
BiMiHIOBaHHSM O€3 MPUIMEHHHUKIB 1 3 MPUIMEHHUKAMH, BUBUIIIN HAPi3HE HAMMCAHHS TPUAMEHHUKIB
npH 3aliMEHHHKax. Y IMIOCTOMY Kjaci 3Ha4HO MOMIMONIOIOTHCS 3HAHHS YYHIB MPO 3aiMEHHUK SK
OKpEMYy CaMOCTiHY YacTHHY MOBU. Y4HI BUBYAIOTh BiIMIHIOBaHHS Ta MPABONHUC 3aiiMEHHHKIB YCiX
PO3psLiB, 3’ SCOBYIOThH chepy BXKMBaHHS iX y MOBI.

Ha BuBueHHA 3aiiMEeHHUKA HABYAJILHOIO IIPOIPAaMOI0 BUIUIEHO 9 TOAMH, a MUTaHb AJISl BUBUCHHS
Oarato. Tomy morpiOHO BUOpaTH ONTHMaJIbHI METOAM Ta MPUHOMHU HAaBYaHHA Ui 34CBOEHHSI HOBHX

50 CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiyck Ne7



3HaHb. OrmpaimoBaHHs BiIOMOCTEH MpPO 3aiiMEHHUK BiIOYBAa€ThCA 3a JOMOMOTOK ICHYHOUHX
TEOPETUYHUX METOJIB HaBYaHHs. [ 0JOBHY yBary Tpeba 3BEpHYTHM Ha IPAaBOIUC HEO3HAYCHUX Ta
3arepeyHuX 3aiMEHHUKIB, OCKUTBKH 1€ TA€ThCS YYHSIM BaXKKO.

Meroarka BHBYCHHS MUTAaHHS MPO 3alMEHHUK TiNKAa3yeThCsl WOTO BU3HAUCHHSIM, JIC
TOBOPUTKCS, IO «3aHMEHHHKOM HA3MBAETHCS YACTHHA MOBH, SKa BKa3ye Ha IMPEIMETH, 03HAKU abo
KUTBKICTh, alle He Ha3uBae ix» [2, 115]. Omxke, po3rismarouu BU3HAYCHHS 3aliMEHHHKaA, Tpeba
JIOTIOMOI'TH YYHSIM YCBiZIOMUTH Hioro Bka3iBHy QyHKmiro0. lle Halikparie peanizyBaTH 3a JIOITOMOTOO
MPUIHOMY 3iCTaBJICHHS PeUeHb 0€3 3aliiMEHHUKIB Ta i3 3aiMEHHUKAMU, HATIPUKIIA];

1. AHIpii — y4eHb. 1. BiH BUMTBCS y HIKOTI.
2.V BiTu HOBHUH KOCTIOM. 2. Taxwuii xe kocTioM y Cari.

3. 6-A knac nocaaus 120 gepes.3. CTinbku  AepeB nocaaus i 6-b kiac.

[lepen anami3oM 3ampOIOHOBAHMX PEYEHb JOLLIBHO MOBTOPHTH 3 YUYHSIMH BiIOMOCTI MPO
3aliMEHHUK, SIKi BOHHM 3HAIOTh 13 TOYaTKOBUX KJIACiB.

[Ticns nporo yumTenesi NoTpiOHO MOJATH HOBE, YTOUHEHE BU3HAUCHHS 3aiiMeHHUKa. Jlami yuHi
YUTAIOThH MTOJAaH] PEUYEeHHs MapaMu i JAIOTh BIAMOBiAlI Ha 3allUTaHHS BUUTENA. TyT BUKOPHCTOBYETHCS
METO/1 eBPUCTUYHOI Oeciii: NOriuHo Ai0paHi 3aUTaHHSA BEAYTh A0 3aCBOEHHS HOBOTO.

[oTtiM y4nTens mopae HOBE MOSCHEHHS MPO TE, U0 3aMEHHUKU 3MIHIOIOTHCS 32 BiIMIHKaMH,
o JesKi 3aiMEeHHUKM TOAIOHO 10 MPHUKMETHHKIB 3MIHIOIOTHCS M€ W 3a pojaMu (B OXHHUHI) I
Y3TOKYIOTHCS 3 IMCHHUKAMH, a 111 1HII — BiIMIHFIOIOTHCS K YHCITIBHUKH.

J7ist Kpa1oro 3aKpiruieHHs] TPaBUII MPOIMIOHYETHCSI BUKOPUCTATH METOA POOOTH 3 MiIPYIHUKOM.
VY4HI YNTarOTh BIANOBITHMHA maparpad MiAPYYHWKA, TMOBTOPIOIOTH 1 3amaM’sITOBYIOTh BHU3HAa4YEHHS
3aliIMEHHUKA.

BuBueHHs1 0c000BUX 3aliMEHHUKIB BapTO MPOBOIUTH METOAOM OECilf, OCKUIBKU y4HI 3HAIOTh
i 3aiiMEHHUKH 13 MOYaTKOBUX KiaciB. [IpoTe BUnTENb MOBHHEH 3BEPHYTH yBary y4HiB Ha BXKHBaHHS Y
HENpsSMUX BiMIHKaX 3aiiMCHHUKIB BiH, BOHA, BOHO, BOHH, IIPUCTABHOIO H i 0€3 HHOT0, a TaKOX Ha
MpaBUJIbHE HATOJIOUIYBaHHS iX y POIOBOMY BiIMiHKY, 30KpeMa Yy KOHCTPYKILISIX i3 TPUHMEHHUKOM,
HamnpuKiIag, y MEHe, y T€0e, a He y MeHe, y Te0¢. [loTpiOHO Takok akTyani3yBaTH yBary y4yHiB Ha
0COOJIMBOCTSIX Y)KMBaHHSI MPUIIMEHHHKIB 3 OCOOOBHMH 3aiMEHHHKaMH. YYHTENb MiAKPECIIOE, IO
«Tepes 3aiiMEHHUKOM MHOIO, SIKHH MOYNHAETHCS IBOMa MIPUTOIIOCHUMHE, IPUHMEHHUKAMH 3, T, Hag,
repe JUTsi MHJIO3BYYHOCTI BXKHBAETHCS 3 TOJOCHHUM 1» [3, 14].

BuBYeHHS 3BOPOTHOrO 3aiiMEHHHKA ce0e MOYKHA MPOBECTU METOAOM POOOTH 3 MiAPYyUHHKOM.

BuBYeHHS BITHOCHHMX Ta MUTAJBHUX 3aMEHHHKIB, a TAKOX 1 HACTYMHHUX PO3PSIIiB, L0 OyAyTh
BHBYATHUCS, JOLIILHO PO3NOYMHATH 31 CIIOCTEPEKEHb, SIKi MPOIOBXKYIOTHCS METOIAMH MOSCHEHHS Ta
POOOTOIO 3 TIPYIHUKOM.

[Ipu BHBUYEHHI TeMH PEKOMEHAYEMO BHKOPHCTOBYBATH Pi3HI TaOuuLi Ta iHII MaTepiaaw AJs
YHAaOYHEHHs, 30KpeMa TaOmuui «3aiiMeHHMK SK YacThHa MOBW», «Po3psnm 3aliMEHHUKIB 3a
3HaYEeHHAMY, «BiIMIHIOBaHHS 3aiiIMEHHUKIBY.

lono mnpaBomucy 3aliMEHHHKIB, TO HOro 3aCBOEHHS TaKOXK 3a0e3MeuyeTbCs BMIIUM
BHUKOPUCTAHHSM METO/IiB HaBYaHHS MOBH.

3anikaBIeHICTh A0 MPAaBONKMCY HEO3HAUEHHUX Ta 3alepedyHuX 3aMEHHUKIB MOXKHA BUKIHKATH
LUISIXOM aHalli3y MOBHHUX SIBUIL, 30KpeMa OyIOBM ClIOBa, CHOCO0IB cioBoTBOpy. Llelt meron BapTo
MOEAHATH 3 EBPUCTHYHOIO OEciol0, TUM CaMUM 3’SICOBYIOUH, Bijl SIKMX 3aliMEHHHUKIB YTBOPIOIOTBHCS
3amepedHi Ta Heo3HaueHi 3aliMeHHUKH, sKi mpedikcu Ta cydikcu ciaykaTh Ajisl iX TBOpPEHHs, 3a
JOTIOMOTOI0 SIKUX CIIOCOOIB YTBOPIOIOTHCS 111 3aiMEHHUKH.

[IponoBkyeTbcs OMpaIlOBaHHS MPAaBOMNMCHUX HOPM 13 NpoOJieMH METOOoM poOOTH 3
HiAPYYHUKOM. Y 4HI PO3MIIsAaoTh cxemy «lIpaBomnuc 3anepeyHnx Ta HEO3HAYEHHUX 3aMeHHUKiBY. Ha
ii OCHOBI TOTYIOTb YCHE MOBIZOMIICHHS, SIK€ 3BIPAIOTH 3 TEOPETUYHHUMH BIIOMOCTSAMH MiAPYYHHUKA.
VY4HIBCBKI YCHI TOBiTOMJIEHHS Ha JIHI'BICTUYHY T€MY KOJIEKTUBHO aHAIi3yIOThCS.

MeroaoM eBpUCTHYHOI Oeciii 3°ICOBYEMO MPABONKC 3aMEHHUKIB i3 TPUHMEHHUKAMU.

OxpiM ompaioBaHHS TEOPETHYHOrO MaTepialny CJil BUKOPHCTOBYBaTH BIIPaBH, SIKi
JONIOMaraloTh 3aCBOIOBATH M yJOCKOHAIIOBATH 3HAHHS, BUPOONIAIOTE HEOOXigHI yMIiHHS 1 HABHYKH.
J7st 1poro noTpiGHO 3aCTOCOBYBATH 100pe MPOAYMaHy CHCTEMY BIIPaB.

Jns onpairoBaHHs 3aiMEHHHUKA, TSI BUPOOJICHHS B y4UHIB opdorpadiyHuX yMiHb i HABUYOK, Ha
HaIll TTOTJIST, HAMTONUTHHIIIO € CUCTeMa BIpaB 3a kiacugikamio B.O. Onurnyka.

3aBpaHHsl, CIPSIMOBaHE Ha MiJArOTOBKY /10 3aCBOEHHS TEMHU:

3anumiite 3aiiMeHHUKH. Bu3HauHe, MO SKUX PO3PANiB BOHM BiHOCATHCS. BuainmiTeh y HHX
npedikcu 1 cydikcu. Brkaxite 0coOIUBOCTI Oy/J0BH IUX 3aiMEHHUIB.

CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiryck Ne7 51



Hixto, mexto, HiKoTpwii, aOUXTO, NESSIKUH, HISKWH, JEIlo, HiuWi, SKUH-HEOYAb, HICKUIBKH,
Ka3Ha-1110, Ynii-HeOy b, XTO3HA-XTO, II0Ch, IKUHCH, XTOCh.

[NosicHIOBaJIbHUI TUKTaHT MOKE CIIYTYBaTH BCTYITHUM 3aBIaHHSIM:

1. CrokoHBIKy JIOOMHA Ma€ OpraHiyHy moTrpe0y LIOCh Mi3HABaTH, 3HAXOAWUTH, TBOPHUTH.
(M. Mimmenko). 2. Hemae Hidoro crpamnHoro 3a Hemtoasaux moaei. (1. XKunenko). 3. 11[o6 xutek — Hi
B Koro mpasa He nutaioTh. (1. TuumHa). 4. YHOUI XTO3HA BiJ 4Oro XJIHMMadH ABEpPi, MIETECTLIO MO
XJiBax ciHo, mock nepemrintyBaiock. (I'. Trotionnuk). 5. Cnu, ko3aue, ayma mupa! XTo-HEOyAb
srazgae. (T. HleBuenko). 6. Kpacno roBoputs, a cimyxatu Hidoro. (Hap. TBopuicts). 7. A 1001 30upaBcs
Jerno mokasaTtu Hose... (M. baxan). 8. Jlo Tebe, apyr, M000B MO0 HE3MIHHY HE MOXKY IPUPIBHATH 51
Hi 3 ynM. (B. Coctopa). 9. Tpamnsierbes, mo cepie 00auTh: mo-HeOyaAp 3rajae abo 1Mo modavuTh. ..
(T. IIeBuenko). 10. Tax i po3ifuuMCch, Hi Ha KOMY He 3ynUHUBIIUCE. (O. 'oHuap).

3aBiaHHs TPEHYBAJIBHOIO XapaKTepy, ABJSIIOTH COO0I0 BIPABU:

a) 3a 3pa3KoM:

[logani cioBa poO3MOAiNITe y TPH KONOHKH: B MEpIIy — 3aiMEHHMKH, SKi MULIYTHCS Pa3oM, B
JpYyTy — Ti, 110 TUIIYTHCI OKPEMO, Y TPETIO — 3aMEHHUKH, SIKi MUIIYTHCS dyepe3 aedic. 3amumiTs ix,
PO3KPHBAIOUH JTYKKH.

3pa3ok:

I I I
[ock Jie 3 KUM AKUN-HEOYAb

[o(ck), Hi(skOMY), me(3)kuMm, ae(B)umix, ne(kum), skuii(HeOyab), Oyab(koro), Oymb(XTO),
(ai)ckinpkox, Oynb(y)uomy, Oyab(y)koro, Hi(3)4uM, HI(IPO)KOro, XTO3HA(AKHK), HIi(SIKOMY),
XTO3HA(3)4nM, Hi(3a)KUi, Ka3Ha(XT0), Hi(B)SIKOMY, XTO3HA(3)4HiX, Hi(40ro0), KUMO(Ch), Hi(UHii).

0) 32 KOHCTPYKIII€IO:

3anuuiiTh peueHHs, PO3KPUBAIOYH JTYKKH.

1. Xaii xTo(HeOynp) mpuHece onmiBUi. 2. 3a aBepuMa modyaucs uni(cp) kpokd. 3. ([e)kigbpka
XBHJIMH Y4HI MOBYajiH. 4. PO3BiIHUK JekaB HEMOPYLIHO, (Hi)YUM HE BUAAIOYHM CBOIO NMPHCYTHICTb. 5.
(Hi)xum He cxomkeHi Hac >kAyTh myTi. 6. Temep BiH Bxke Hi(Ha)koro He MokmagaB Hamii. 7. IIpo me
MoxHa Oyno 3anmutatu Oynb(y)koro. 8. YV Oyab(skiil) cdepi chinkyBaHHS HEOOXimHO A0aTH PO
KyJIBTYPY MOBJICHHS.

B) 32 3aBJaHHAM:

3anuuiiTh peueHHs, BCTABUBIIN 3aMiCTh KParoK 3aiMEHHHKH, 110 MiIXO0AATh 32 3MIiCTOM.

1. Meni mpo ne ckazana ... niBumHa. 2. IlocHIKy TpOIIKM, TOTYJsiO, HA CTEl, HAa MoOpe
MOJMBIIIOCH, 3rajialo ..., 3acmiBa. 3. ...UnHoOM oMy OyIio BioOMO Bce, 110 POOUTHCS B KOXKHIM XaTi.
4. 3arpaiite ..., sK Bama jacka, 5. I po3kaxy BaM ... ikaBe. 0. ... Tak 3emir0 He JT10OUTH, 5K TOM,
XTO TPYIUTHCS Ha Hil. 7. ... 51 OyB yxe 3HaHOMUI.

3aBepiasibHa BIIpaBa MOXKE MAaTH TaKe 3aBJAHH: 3alMCATH IIICTb peYeHb i3 HEO3HAUYEHUMH Ta
3alepeyHuMH 3aiiMEeHHHKaM{ Tak, 1100 B OJHOMY PEYEHHI 3aiiMEHHMK NHcaBcs pa3oM abo depe3
nedic, a B IHIIOMY — OKPEMO.

Jlibpana HaMu cucTeMa BIIpaB MOBHUHHA CIIPUATH «BHPOOJICHHIO B YUHIB MIIJHMX MPaBOMHCHUX
HaBUYOK Ta JAaBaTH MOXJIMBICTh MEPEXOAUTH IO BUKOHAHHS CAMOCTIHHUX MHUCbMOBHUX pooiT» [1, 184].
OTox, MU TIPOMIOHYEMO, 1100 BHUBUEHHS 3aiiMEHHHKA 3[iIICHIOBAJIOCS B €IHOCTI TE€Opii 3 MPAaKTHUKOIO.
TeopeTnuHunii Matepian CnpsIMOBaHMH Ha 3aCBOEHHS MEBHOI CyMH 3HaHb, a IPAaKTU4YHI 3aBIaHHA, Y
CBOIO uepry, GopMytoTh opdorpadiuHi yMiHHS 1 HABUUKU YUHIB.
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1. JAmwutpoBchkuit €.M. Meroanka BHKIaJaHHS yKpaiHCBKOI MOBM B cepenHii mkomi: IlociOHuK st
BYHTENIB-CJIOBECHHUKIB cepennboi mkonu. — K.: Pag,. mk., 1965. — 286 c.
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cmyo. 52 ep. ¢inon. ¢p-my Macupa Hamanis
Hayk. KepigHux — ooy. H.JI. Jlawenko

JEKCUKO-CEMAHTHUYHE IT1OJIE « IIBUHHA»
Y HAPOJHOIIICEHHIN TBOPYOCTI

VYkpaiHcpKiii HapoAHid MiCHI BJIACTHBI M'AKMH JIpU3M 1 0coOiMBa MOETHYHICTb. BoHa TO
JUIETbCS HDKHOIO MEINIONIEI0 CEpIeYHOi PO3MOBH, TO 3BYUUTH JIETKUM TaHLIOBATLHUM PHTMOM.
M. Punbcekuii, rmOOKHii 3HaBEb YKPaiHCHKOTO (ONBKIOPY, 3a3HauaB: « BUKIIOUHO BeNMKe KaHPOBE
0araTcTBO yKpaiHChKOro (onpKIOpy. SIKNX TUTBKM BHI03MIH HE MalOTh HApPOJHI MiCHI — OKpaca HaIIol
noesii! Tyt micHi i Jipu4Hi, 1 emivHi, 1 iICTOpUYHI, 1 BECUIbHI, 1 OanaaHi, i ®apTiBauBi... ['omni Bxe i
TOBOPHUTH NP0 My3H4HE 0araTcTBO HApOAHOI yKpaiHCBKOI moesii, mpo Taki ii 3aco0M XyIOXHBOTO
3MaJIOBaHHS, K HAPOAHOMOETUYHI MapalieNli3Mu, TTMOOKI W TOUYHI MOPIBHSHHS, SICKpaBi EMIiTETH,
I3BIHKI pUMH U YiTKUI pUTM, T0OIpHI cI0Ba KHMBOi HapoAHO1 MOBMY [3, 50].

VY HaponHiil moernyHili TBOPYOCTI BUTBOPEHO CBill imean maiBowoi kpacu. IlicHS omoeTu3oBye
«HE 1apiBHy, HE KOPOIIIBHY», a «0aTbKOBY JOUKY, SIK MaHAHOYKY». [liBuMHA B HAPOAHIHN MICHI — 1€ i
o0pa3 KoxaHOi BipHOI moxpyrd, i obpa3 CHpOTH, HaHMHUYKH, 1 00pa3 cecTpH, fKa MuIIe 10 OpaTa
npiOHii ymcTH, 1 oOpa3 IOOYKHM, sSKa Mpi€ ONMMHUTHCA B OaTbKiBChbKid xati. IIpocta miBumHa €
LEHTpaJlbHUM o00pa3oM 0araTboxX JIpUYHUX HApPOAHMX TiceHb. ToMmy Meroro crarti € chpoba
XapaKTEPUCTUKU JIEKCUKO-CEMAaHTHUYHOTO TMOJS «AIBUYMHA», OCHOBHHM 3aBIAHHSAM — 3HIHCHUTH
CTPYKTYPHO-CEMaHTHYHHH Ta (YHKIIOHAJBHMN aHalli3 OKPECICHOro oM. 3a3HauuMo, IO
JOCIIDKEHHAM  JIEKCHKO-CEMaHTHYHOrO TMoJs  3aiiManucsi Taki MoBosHaBUi: JI. CaBueHKo,
O. Tuwenko, JI. Macenxo, JI. Jlucuuenko, O. [Tonomapis, E. KpaBuenxo.

VYV mpamsgx C. €pMONEHKO OOIPYHTOBYETHCS CTHIIICTHYHHNA 3MICT TOHSTH «CEMaHTHYHO-
acoliaTUBHE TIONEY», <JIEKCUKO-CEMAaHTUYHMH MOTHB» Ta iH. L[i MOHATTA HayKOBEIb 3aCTOCOBYE Yy
BuBucHHI TekcTiB T. [lleBuenka, Jleci Ykpainku.

OTox, 0XapaKTepu3yeMO JIEKCUKO-CEMAaHTHUYHE TOJIe «AIBYMHA» Yy HAPOIAHOMICEHHIH TBOPYOCTi
(muB. cxemy). Y SKHX CIIOBECHO-00pa3HUX XapaKTEPUCTHKAaX IOCTA€ IMepeA HaMH OcIiBaHa JiBOYa
Bpopa? SIKuM ysIBIsIETBCSL TOpTpeT TapHoi aiBumHM? Hampuknanx, pyca koca A0 mosica; 04i sIK
TEpHOYOK, OPOBH SIK IIHYPOUOK; CTaH CTPYHKHIA, THYYKHil; JiBUMHA JI100a, MIJIa 0 PO3MOBH; BUJOYOK
MOBEH SIK T'YPOYOK.

Kpacna maHHa — Tak BHCOKMM IOETHYHHM CTHJIEM TOBOPHUTHCS PO BPOUIMBY IiBUKHY.
Haponna micHs ocmiBye He TiIBKK Kpacy IiBUMHH, a i il mpanentoOHicTb, TOMY B IMiCHI IOCTaIOTh TaKi
EKCIIPECUBHO 3a0apBiieHi XapaKTEPUCTUKH, SIK pOOITHUYKA, Ta3IMHOYKA.

VY >kapTiBnuBiH MiCHI BUKOPHUCTaHO [Bi Napu CHHOHIMIB, 3MICT SKHX OO0'€qHYe 1 Kpacy i
MpalubOBUTICTH AiBYMHU: Taka rapHa i mpoBOpHA, IO  He HaauBiIocd, YemypHas i MOTOpHa, Jr00ast
Mapyes [2, 321].

3BepHIMO yBary Ha eMITeTH, KOTPi BXOAATH Y JIEKCUKO-CEMAHTHYHE TIIOJIe «IiBYMHI.
TpamisaroTecs TOCTiIHHI €miTeTH, TUMOBI sl 0araThOX MiCEHb: rapHa, KpacHa, XOpollasi, BPOAJIHBA,
MoJoAas, Muia, Jitoda, MOTOpHa, POBOpPHA, YenypHasi, BipHas. [IpoTe € emiTeTw MeHII MOLIMPEHi:
no0ipHasi, MaJia-HeBeIn4Ka, Oaraipka, ¢aiiHa.

Bapro 3a3HaunTH, M0 HAHYACTOTHINIMIA Yy HAPOJHUX ICHSAX CIITEeT 10 IMCHHUKA JiBYMHA
(miBka) — moroma (MosiofeHbka). Monoja niBYMHA 1 MOJOJMM XJIONEIh — YCTaliecHI BHUCIIOBH,
CEeMaHTHKA SIKMX 3yYMOBJIOE CIOKETHY W KOMIO3MLIWHY MOOYIOBY JIPUYHOTO MiCEHHOT'O TEKCTY.
Bucni Monona AiBUMHA B HAPOJHOMICEHHOMY KOHTEKCTI CHHOHIMI3YETBCS 3 TIOHATTSAM «HEOIpPYKEeHa
JBYHMHAY, 3 KOHTEKCTYaIbHIUMH CHHOHIMaMHU — MUJIa, JIto0Ka, Jiroda [1, 101].

VY micHAX AyKe 4acTO TPAIUISIOThCS CIOBa, EKCIIPECUBHICTD SIKUX BHPAKAETHCS CIIOBOTBIpHO,
TOOTO 3a AOMNOMOI0I0 CY(iKCiB MEeCTIUBOCTI, 3rpyoinocTi. Lle nekcemMu Tuiy AiBOHBbKA, AIBYUMHOHBKA.
VY CIIOBOTBIipHii CEMaHTHII WX CIIiB MOCTIMHO HAsSBHUI OI[IHHUA KOMIIOHEHT

Hyxe mommupeHi W ecTeTU30BaHI B HAPOAHOMICEHHIH MOBI 3BEpTaHHs, IO IPYHTYIOTHCS Ha
acoliaTUBHUX 3B'A3KaX 3 POCIMHAMH: JIBUYMHA-POXKA, AIBUMHA-KaJIWHA (IiBUMHA, SK MUIIHA KaJUHA),
srijka, JIBYMHA-KBITKa (SIK MakKiBOYKa), JiBYMHA, SK BUIIHSA, M'ATa. Bci i BUCIOBU MICTATh
MO3UTUBHY CEMaHTHYHY OLIHKY, BHACIIZOK YOI'0 YacTO 3aKpiIUIIOIOTHCS Ha piBHI cuMmBoiiB. [liceHHa
MOBa IIUPOKO BHUKOPHCTOBYE CIIOBAa-3BEPTAHHS 3 IEPEHOCHWM, OOpa3HHUM 3HAYEHHSAM. 3a TaKHUMHU
3BEpPTAHHSIMH CTOAThH MEPCOHi(piKOoBaHI 00pa3u, MOPIBHSAHHS, CKAXIMO, JIBUMHH 3 NTaxXaMu: NTALIKO,
roryOKo, JacTiBKO, TaJI0OYKO, TOPIUYKO, [TEpeneanyKo, Je0iIK0, )KypaBKo, 303yJIbKO, NTHUEUKO..
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poOiTHHYKa

Kpacna, xopowas,

: * 2a30UHOYKA
8poousa, Oiowna,

MO100a31, 2apHa, KpacHa namna
000ipHas,
npPoOBOPHA, NAHAHOYKA

Mana-HeeenuyKa,

bacayvka, muna,

1004, Qaiina,
6IpHA, KapooKa

KanuHa
podica

AK NUWHA KaJluHa

4epeoHa KaluHa
3ipKa

K 3ip0HbKa ACHAA

0I8UUHOHbKA 0i60HbKA
BipHEeHbKa oigka
cepOoeHbvKo, n00Ka

cepOeHsamKo, cepoeHts

nmauika \
nmu4eyxa cupomuHa
nebioka .
: K8ImKa
nacmieka
303y Maxieouxa
2onyoKa GULUHS
cdIouRa 4OPHOOPUBKA
JICYpasKa
nepeneiuyka 3010mo
20PIUYKA 0opo2utl Kpuuimais
cipa ymka 2opoiguuna
MUIA, 5IK COHYe 8 N0200I i muxas no2000HbKA
KpAcHa, K 30psi Ha cX00i 0isuuna, po3nyKa Mos.

aiGVUHOHbKa, nt0ba mos PO3MOBOHbKA

B3araui, cBiT nmpupoan — pociuH i NTaxiB — HaOyBae B HApOAHOIICEHHIH MOBI JOAAaTKOBHUX
3HAUCHb, BUKOHYIOYH pOJIb KOHKPETHO-UYTTEBUX TICPEKOHIMBHUX 00pa3iB, 3a SKUMH IIOCTa€
y3araJlbHEHUH JKUTTEBU JOCBIT HAPOAY 1 SIKi BUKOHYIOTh POJIb MOBHUX 3HAKIB JTyXOBHOI KYJIbTYpH.

PigkicHuM MoOXHa Ha3BaTH MOPIBHSHHS JIBUNHH 3 THXOIO MTOTOIOHBKOIO:

Oili TH, TIBUMHO, TH, THXas ITOr'0JJOHLKA,
Jaii ke MH cH 4yTH, SIK MiACII 10 BOJOHBKY [2, 123].

VY Aeskux MiCHSIX AiBUMHA HA3HUBAETHCS PO3ITYKOIO, PO3MOBOIO:

AX TH, TIBUNHO, po3IyKo Most [2, 78].
He xxypwucsi, N1iBUNHOHEKO,
JIto6a mos po3moBoHbKa! [2, 176]/

Konmu yMOBHO OKpecIMTH KOO 3 ICHTPAJIBHHM CJIOBOM JIBUMHA, TO, KpIM 3raJlaHuUX YKe

XapaKTePUCTUK, BUIUIMMO TaKOXXK — MOBA, po3MoBa (B JIBUMHU — BipHI CJI0Ba, BOHA Ha CJIOBax

54 CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiyck Ne7



BipHEHbKA; BipHA PO3MOBOHbBKA, FTOBIPOHBKA).

VY micHsAX XJomenb 3BEPTAETHCS IO AIBUMHH 31 CIOBAMH CEPICHBKO, CEpIACHATKO, CEpICHHS.
Sxmo B micHi He MOBa Ipo Troplly AiBYMHY, TO BXKUBAETHCS CIIOBO TopAiBUMHA. JlyKe 4acTo AIBUMHY
MOPIBHIOIOTS i3 3ipKOIO (IiBUMHA, SIK 3ipOHBKA SICHAS; AIBYMHA KpacHasl, SIK 30psl Ha CXOi).

B aconiatuBHE JEKCHKO-CEMaHTHYHE MOJE «IIBUMHA» BXOISITH THIIOBI Uil HapOAHOIICEHHOT
MOBH Ha3BU-TIOHATTS CisITH, OpPATH, XKaTH, OpaTH JIbOH:

Oi1 y moni HUBKa, pOJUTH MaTEPHUHKA,
Tam niBumHa KHUTO Kana, camMa YopHOOpuBKa [2, 194].

Otxe, ik 6a4MMO, JIEKCUKO-CEMaHTUYHE T0JIE «AIBYMHA» Y HAPOAHOIICEHHIA TBOPUOCTI TOCUTh
posranyxene ta Oarate. ['amaemMo, IO 1€ MOB'I3aHO 3 THM, IO JIBYMHA — MOCTIHHHMA, HEOIMIHHUN
MEpCOHaX YKPATHCHKUX ITiCEHb.

Jimepamypa
1. €pmonenko C.S. Hapucm 3 ykpaiHcbkoi cnoBecHocTi. CruiicTMka Ta KyabTypa MoBH. — K.:
HoBipa,1999. —431c.
2. 3axyBaja 303yJI€HbKa: AHTOJOTiS YKpaiHCbKOI HapoaHoi TBopuocTi: IlicHi, mpwucmiB’s, 3araiky,
ckopoMoBKH/ YT1iop., mepeam. ta mpum. H.C.IlIymamu. — K.: Becenka, 1989. — 606¢.
3. Punscekuii M. Kpaca i Bexma Hapoauoi TBopyocti// Hama kpoBHa cripasa. — K., 1959.

Cxema. JIlekcHKO-CeMaHTHYHE T0JIe «TIBYNHA»

mazicmp. gpinonoe. p-my Haois Ilepyax
Hayk. KepigHux — npog. M.I1. Tkauyx

IUKJ MOE3IA Y NPO3I «IUMCTKU» MAPKA YEPEMIIIMHU
SAK BUAB MOAEPHICTCBKOI'O JUCKYPCY IIMCBMEHHUKA

MapkoBi YepeMmmHi Cyausiocss HUTH 1 TBOPHUTH B €MOXY, KOMM YKpaiHCBKUH MOJEpHI3M
TINBKHU-HO anpoOyBaBcs Ha JiTepaTypHid HuBI. Ha choroaHi me sBumie (MpHUILEIIICHHS MOJEPHI3MY B
YKpaiHCBKIiH JTiTepaTypi) MUPOKO AOCTIIKYEThCS: 3 IBUIHCH IPYHTOBHI MOHOrpadii, sik-ot «uckypc
MOJIEpHI3MYy B yKpaiHCbkiil mitepaTypi» Comomii IlaBmmuxo, «IIpoSlBnenns cnoBa. [luckypcis
paHHBOro yKpaiHChbKoro wmopepHisMy. Iloctmomepna iHTepmperauis» Tamapu ['yHIOpPOBOI,
myONiKyIOTbCS YHCIIEHHI CTaTTi y kypHanax «CioBo i wacy, «uBocimoBo», «CydwacHicTe» H iH.,
BHCBITIIIOETHCS TBOpYA CMAIIIMHA MUCbMEHHMKIB mepiofy KiHms XIX — mouatky XX CTOMITTS mifg
KyToM (DYHKIIOHYBaHHS MOJAEPHICTCHKOTO AUCKYPCY.

TBopua cnagmuHa Mapka UepeMIIMHN OCTaHHIM 4acoM Bce Oinblie i OiNblIe mpuBepTae yBary
JiTepaTypo3HaBLiB, KOTPi MO-HOBOMY MiAXOATh A0 oumiHkK TBopiB I. CemaHioka. /laBHO MUHYB TOM
qac, KoM HOro AopoOOK TPaKTyBaBCs «3 MO3UIIN JEHIHCHKOrO BUEHHS MPO JBI KYJIBTYPU B KOXKHiH
HaIllOHANIBHIA KyJIBTYypi 32 yYMOB KiacoBoro cycminberBa» (3acenko O.). CydwacHi HOCHiKEHHS
CHpsIMOBaHI Ha BHBYEHHS HOBENICTHKM Mapka UepeMIIMHM 3 MOTJsiAy HasBHOCTI Y Hill €JIeMEHTIB
MOJIEPHICTCHKOTO MOAENIOBaHHs CcBiTy. Y 1999 pomi y xypHam «CioBo i 4yac» omyOiikoBaHa CTaTTs
Mactun H. «HeopomanTnyHa Mopenb TYIYNbCBKOTO AMBOCBITY (Ipo HOBemicTHKY Mapka
UepemmuHm)», y sKii gochnigHums 3a3Havyae: «CaMoOyTHIN TynyiabchbKuid (OIBKIOP 31 30epeKeHNMHU
y HBOMY €JeMEHTaMH peNiKTOBHX BipyBaHb, IIH(pOrpaMamMu CHMBOJIB, OpHAMEHTaJIbHUM
JEKOPYBaHHSIM, TPaHCCYOCTAaHLIEIO YCiX BUABIB i (POPM KHTTS, JIGKCHYHUM OaraTCTBOM IOCITYT'YBaB
MOJIETUTI0 XYJOXHBOTO CBITOCHPUHHATTS i Mapka UepeMIIMHH, MOACIIIO, B AKid OpraHiyHO
MOEAHAINCH CKIAJOBI peanisMmy, iMmpecioHi3My 3 HeopoMmaHTH3Mom» [1, 20]. HoBe TpakTyBaHHs
30ipku «Kapbu» s3mifichuB Tkauyk M. y crarti «30ipka «KapOu» Mapka YepemmmHu Sk BUSB
MOJIEPHICTCHKOTO AMCKYPCY YKpaiHCBbKOI Mpo3u ModaTtky XX CTONITTSA», KOTpa mobaumna CBIT y
jmitepaTypo3HaBunx cTyAisix «Studia metodologica». ABTOp cHpaBeAJIMBO 3ayBaxkye, LIO:
«MOJIEPHICTCHKUI JUCKYpPC LIMX HOBEN BHUABISIETHCS Y MPOHMKHEHHI Y cdepy HECBiIOMOro, MacoBoi
cBiioMocTi 1 B MeTadiznuHi napamerpu OyTTs rynynisy» [4, 107].

Hosenictika Mapka YepeMIIMHN, TAKMM YMHOM, 3HAWILIA CHPABEIUIMBY OLIHKY B Cy4acCHOMY
mitepatypo3HaBcTBi. Ilpore 3 HEBIIOMUX NPUYMH JOCHIIHUKM YacTO OMHHAIOTH CBOEIO YBaroro
noesito y npo3i mutis. Lle HecripaBeanBo, apke caMe y HUX BHABUBCS UM HE HalsCKpaBille, BIUIUB
MOJIEpPHUX Tedid Ha Mononmoro YepeMmIiluMHYy, KOTpUX BiH 3a3HaB, nepeOyBatoun y Bimwi. Tak, B
«ABTOOiOrpadii», 3a3HavyeHO, M0 NHUCbMEHHHMK LIKABMBCS TBOPYUMH IOIIYKaMH MHTLIB TPYIH
«Monoauii BineHs», OpaB yuyacTb y JNiTepaTypHHUX Bedopax y OaraTiii Ha JiTepaTypHi XypHaH
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kodelini «lleHTpanbHiii»y. be3yMOoBHO, IO CBDKI BpakeHHS BiJ CHUIKYBaHHS 3 YECHKUMHU
MOJIEpHICTaMH, a TaKOX MEpPEeKiIaj] TBOPIB TOrOYaCHUX MOJAEPHICTIB CTaJld IPYHTOM AJISl CTBOPEHHS
moesiit y mpo3i, mo 00’enHaHi y Muki «JIucTkmy.

Crin 3ayBakuTH, IO KaHP «10e3il y mpo3i» y direpatypi kinug XIX — mouatky XX CTOMITTS
MPaKTUKyBaBcs Ayke MWupoko. «anuny wi gopmi, — mume C. IaBnnuko, — BingaBamu OykBajJbHO
Bci: Big Jleci Ykpainku ta Onbru Koounsaceekoi — no Credannka it Uepemmmau» [2, 117], Tam xe
JOCHIIHULS BUAUIAE TaKi O3HAKU LBOTO JKaHPY, K «IIEeBHUH PUTMIYHUHA CKJIAI», «IIOCTUYHI, 00pa3H,
TEeMH, JUCKYPCH», «OPHAMEHTANBHICTBY», «KYUEpSABICTH CTHIIIO», «IIEBHUI CIOBECHHU (eTHIIH3IMY,
«CEHTUMEHTANBHICTE», «4yTTeBicTh». IlpoTe He BapTo MOrOMKYBaTUCh 3 KATErOPUUYHUM
tBepkeHHsIM C. [laBnmMuko, M0 «IOIIYK MOETHYHOCTI B MPO3i SIK BapiaHT MOXKIIMBOTO MOAEPHIZMY
OyB BHABOM Opaky jiTepaTypHoi (aHTa3ii # CBOEpPIIHUM ECTETHYHHM TYIMHKOMY», aJlKe IOpOOOK
nmoesii y mpo3i O. Kobwmsucerkoi, I'. XortkeBuua, M. fAmnkosa, C. Kpuuercwkoro, b. Jlenkoro, .
Jlyk’ssHoBuua, B. Credannka, M. UepeMIInHY Ta iHIIMX cTaB HEOOXiTHOIO YMOBOIO JUISI TTOAAIBIIOTO
MOCTYIy MOJIEPHI3MY Ha YKpaiHCBKOMY IPYHTI.

BinbnricTe AOCHIMHUKIB CXHIISIOTHCS JO JYMKH, IO HAa HamucaHHi Mapkom YepeMImHOI0
noesii y nmpo3i nozHaunBcs BB [lerepa AnprenOepra Ta iHIIKMX €BpONEHcbKUX MoAepHicTiB. Lk
noe3iit y mposi «JIluctku» crBopenuit y 1897-1898 pokax, a ompumogHeHuit npotsirom 1898 poky
(bepezeHp-rpyneHs) y razeri «bykoBuHay. Jlo mukmy yBidnum: moesii y mposi «JIemoBi mBiTH»,
«3amopoxeHri ¢iankny», «BecHay, «[lmau usitiBy, «Mope», «Cumbonis», «Ociaby, Hapuc «BoHay.
ANeropryHuil Ta CUMBONIYHHMN XapakKTep MIHIATIOp peali3yeThCs uepe3 XyNOXKHIO Hapaienb, TOOTO
3MaJIOBaHHS MPUPOAM B MEpUIA YacTWHI Moe3ii 3MIHIOETHCS NPOEKIIE€I0 Ha JIOJACHKE KHUTTH,
pOo3ayMaMH JipUYHOrO HapaTopa y Apyrid. Mapko YepeMiHa noeaHaB y IIUX TBOpaxX TOHKUI JipU3M
HApOIHOI MiCHI 3 HOBOIO MaHEpor 300paxkeHHs: «Mapko UepemimnHa, — CIyIIHO 3ayBaxkye Tkadyk
M., — MaiicTepHO BHKOPUCTOBYE Ma3OK, JeTalb, HaTIK, OKpeMe ao0pe miOpaHe BpakeHHS, 1100,
3BEPHYBILUCH 10 aKTUBHOTO CHPUHHSATTS YWTada, 3MyCUTH HOro JOMOBHUTH M IOpoOHUTH 00pas3, 3
MAaJIeHbKOI JieTani BiITBOPHUTHU Lijie, AOMHUCIUTH BCIO KapTuHy» [4, 107]. Tpeba 3ayBakuTh, 1o BCi
nepenivyeHi 3aco0u 300pakeHHs — TUTIOBO IMITPECiOHICTHYHI.

VY «JlemoBux 1BiTax» MHUTENb MEPENac 30pOBi BpaKEHHS Bill CIIOTIIAOAHHS 3aMEP3JIOTr0 3UMOI0
CKJIa, CIIMPAIOYHCh HA CIIOCTEPEKEHHS 1 UyTTeBi BpakeHHs: «Hapas mokaxkerbcs Omimuil coHSYHUN
MPOMiHB 1 cKomlye Ui KBiTH. BoHu Tanytb. TaHyTh Ta H KOTATHCS BOZOTOKOM nomoiy. Ha ixHpomy
MiCLIi OCTalOThCS JTUIIEHb MPA4Hi CMYTH ...». JIPUYHUI PO3NOBiAay MPOEKTYE Lie SBUIIE HA JIOINHY:
«l moncepKka ysiBa KBITYA€ThCS HE pa3, KBITOUKAMM MpId Ta i 3aCIOHIOE Meped YMOM CIpaBXHIH,
XOJNOAHMI CBIT. Ta OT 3aCBITUTH CBITIO MIMCHOCTI, 1 Ma€Ba Kpaca MEpKHE, Ie3a€, TUIbKUA CILO3H 3
oyell KaHyTh Ta KaHYTb ...», 3ICTABJISIFOUM JIBI BTPATH: BTPATy KpacH Ta BTpaTy Mpiil. 3BepHEHHS 10
BHYTPILIHBOTO CBITY JIOAMHHU, Take XapakTepHE sl MOJAEPHI3MY, IMPOCTEXKYEThCS 1 B moe3il
«3aMoporkeHi (iankmy».

Bupasuuii nipu3m noesii «3amopokeHi (ianku» BUABISETHCS HE JIUILE Y TeMi KOXaHHS 1 3paju,
KOTpa MiIKPECITIOETHCSI METAOPOI0 «TaK MOTMOar0Th BPaHIi KUTTS CBOTO MiBUATOHBKA BiJ MOPO3Y
napyOoupkoi 3paau». BOodiBaHHA 3a IONMIO0 TMOKMHYTHUX 1 3paUKEHUX YYEMO 1 B PHUTOPUYHHX
nuTaHHIX: «Horo BOHM Tak BpaHLi sip BecHW NpouBinu? Yoro THM MOJIOIEHBKHM KpacoTaM Terep
HUMITH, TOruOaTth?», 1 Yy 3MEHINYBaJbHO-MECTIMBUX CIOBAX «TOPOAYHMK», «MOJOIECHBKI,
«OpiOHECEHBK1», «JIUCTOUYKHY», «KPAlelIbKH», «TEIJICHbKE», «IiBYaTOHbKa». 3HOBY XK TakKH
CIOCTEpiraeMo MalCTepHEe BUKOPHCTAHHS XYyJOKHBOTO 3icTaBieHHs: (iajJkd NpUOUTI MOPO30M,
«GIeNoBaTLII»; 1 «37el0BaTii» BiJg nmapyOoLbKOI 3paau IiBOYi ceplsl, KOTPi «HE PO3TONUTH YXKe
HiSIKUI OTOHB ...».

Hackpisb ecTeruzoBaHoro € noesist y nposi «'epaany». Sk ctBepmxye B. [laxapenko: «Peanicra
nepenoBciM 00XOAUTH «IIO CKa3aTWy», IJIsi MOJAEPHICTa BENMKE, YacTO TOJOBHE 3HAYECHHS Ma€ «IK
ckazati». Kpaca mns mozpepHicta — yke He TUIbkM ¢opma, a i 3MICT, MeTa HOro TBOPYOCTi, y
TBOPEHHI KpacH ... BiH BOayae CBOIO MICil0 JOCOTBOpPEHHsI, yAOCKOHaNeHHs cBiTy» [3, 50]. Came 1o
Kpacy y CBilf yac He 3pO3yMmiii cydacHukM Mapka UepeMIInHU, KOTpUH 13 3aMHIIyBaHHSIM OIUCYE
MepexKy Oicepom: «BoHa HaHu3yBana repiaan! [piOHeceHbKi, K MakK, KPHIUTAJIbIl HACHIIIOBAIA Ha
IIOBKOB1 HUTOYKH ... 3BiIbHA CHOKIITHO, pIBHO HaCKJIIOBaJia pi3HOOApPBHI CAMOLIBITH ...».

BpaskeHHs Big MepexTiHHS NPHUKPAacH aBTOp Iepenae AyKe MalbOoBHHYO: «CKUIBKH X TO
aJMa3HUX KPHUILUTAJBIIB Y HOMY icKpUThesi! Toil 30pero 30pie — UBiTOM HaAii MpoLBiTa, TOH OrHEM
JKapi€ — MPUCKOPIOE KAPOM YYTTS-KHUTTS, TOW YOPHUM OJIECTUTH MJISIBO HA OCHOBI POXKEBOTO Tia —
MOTHJIBHUM KaJIeM-PO3JIYKOIO BiH 3ip ATPUTH, a TOW TapsiuuM MOJYM’SM aXX KUIIUTh — BiH Jalli-Bajli
no0yBa, — a TOH .. TOM OCTaHHIN TaM Ha Kparo MPOMiHHA iAel po3nuBa ...».
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YactrHa noesii y mpo3i Mae 4iTKO BHpaXKEHHH COLialbHUMA MiATeKCT. Y mapaieni 3 MpUpoAoIo
Mapko YepeMimHa 3icTaBisie SBUINA TOAIIIHBOTO CYCIUIBHOTO JKUTTS: MPOOYMIKEHHA NMPUPOAU —
npoOymkenHss Pyci-Ykpaiam («OOHOBay); Tomox nactiB’st — rtomox gaited  («Cum¢oHisy);
CITyCTOLLIEHUH OCIHHIO CBIT — CITYCTOILIEHA eMirpami€ro ykpainuiB 1o AMmepuku Ykpaina («OciHb»);
CILTIOH/IpOBaHa Bepba — cruTioHApoBaHa YkpaiHa («Bepba»). HactpoeBo 1i moesii TyximBi, xo4a
3yCTPIYarOThCS 1 MAXKOPHI HOTKH.

Hukn «JIuctkn» Mapka YepeMIIMHM 3acBiYMB Y XyOOXKHIA NaJiTpi MUTIS BETHKHI apceHal
300pakaIbHUX 3ac00iB  SK HOBATOPCHKMX, MOJAEPHICTHYHMX (Ma3oK, Jerajb, HaTIK, OKpeMe
BpaKEHHs), TaK 1 TpaAuUiHMX uia #oro TBopuocTi (onpkiaopHuX (00pa3u-CUMBOJIM, CIIOBa-
TaBTOJIOTIi, TIOCTiliHI emiTeTH, puTMoMenoanka). MoBa «JIuctkiBy Oarata Ha MeTadopH: «MOpPO3
napyOoupkoi 3pamm» («3amopoxeHi Qianku»); mepconidikanii «[IpuBitHi i JackaBi BOHH Oynu —
xBUIi Ha Mopi» («Mope»), «3eneHa neBana TsbKeHbKO crorHe» («BecHa»), «A it mpo Te Oaigyxe»
(«Bepbay»), «CyMHO OAMHOKOMY COHITIO ...» («CyMHO ofuHOKOMY»). Takum umHOM, TI0€3ii y Tpo3i
Mapka YepeMIIMHN CTBOPEHI B PIUMILI MOAEPHICTCHKOI TUCKYPCUBHOI MPaKTHKH, IO MepedyBaia Ha
TOM Yac MiJl CHIIbHUM BILUIMBOM 3aXiJHOEBPONEHCHKIX HOBITHIX BiSHb Y MUCTEIITBI.
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cmyo. 44 ep. ¢inonoe. ¢p-my Kamepuna Hebecna
Hayk. KepigHux — ooy. I aruna leanisna /[ioyx

BUKOPUCTAHHA KOMIPIOTEPHUX TEXHOJIOI'TA
HA YKPOKAX YKPAIHCBKOI MOBH Y 5-9 KITACAX

Hame nocmimkeHHs CTOCYETbCS METOJUKH BUKJIAIaHHS YKPaiHCHKOi MOBH, SIKa Ha Cy4aCHOMY
eTani € TMHAMIYHOI0 CHCTEMOIO 1 sika 0e3MocepeaHbOo MOB’A3aHa 3 KOXKHUM IOCTYIIOM Y COLialibHO-
E€KOHOMIYHOMY pO3BHTKY YKpainu. TemepimHe CyCIiIbCTBO HE MOXKE ICHYBaTH 0€3 HOBITHIX
TEXHOJIOTi, ToMy TIJ00ajdbHa KOMIT IOTEpU3alisl ycix cdep JI0ACHKOI isUIbHOCTI HE MOrja He
3a4eruTH 1 OCBITHIN piBeHb KUTTS. i1 TOro, mo6 BUIMYCKHUK CHOTOAHIIIHBOI IIKOIU 3HAUIIOB CBOE
Micue B iH(pOpMaTHBHOMY CYCHiIbCTBi, BIH MOBUHEH OMAHYBaTH HOBITHI iH(opMamiiiHi TexHomorii
(HIT), oBomonmiTh HaBHYKaMH KOPHCTYBAaTHUCS KOMIT'IOTEPOM SIK IHCTPYMEHTOM IOBCSIKAEHHOL
TISATIBHOCTI YM TO JUIA CKJIaJaHHs 3BiTy, UM TO Ui MOJAEIIOBaHHsS EKCIepuMeHTy. ToMmy SIK i B
MepuIoMy, TakK i B JPYrOMYy BHIIaAKy BHUKOPHCTAHHS KOMII IOTEpa MOBUHHO OyTH T'paMOTHHMM 1 Ha
MOBHOMY piBHI. A 0€3 IpyHTOBHHMX 3HaHb OCHOBHHX PO3AUIIB HAayKH NMPO MOBY, JKOTHA JIIOJHHA HE
3Mo3Ke rpamMoTHO BukoprucroByBaT HIT. Y 1ipomy 1 monsirae akTyaidbHICTh HALIOTO JOCIIKEHHS.

He 3Baxaroum Ha MMPOKE BUKOPUCTAHHS KOMII'IOTEPHUX TEXHOJIOTIH y 3arajibHOOCBITHIX
HABYAJBbHUX 3aKiajgax, iXHE BUKOPHCTAHHS 3BOOUTHCS TUIBKA 1O BHUBYCHHA 1H()OpPMATHKH, K
OKpPEMOTro IMpeaMeTy, IO 3aljlaHOBaHMK Yy cTapmMx Kiacax. Tpeba BigmaTH HaJleKHE METOIHCTaM
yKpaiHCBbKOi MOBH, SIKi BUKOHYIOTb CBOIO pOOOTY Ha Iy:Ke€ BUCOKOMY mpodeciiiHomy piBHI. Ane, Ha
XKallb, CHOTOJHI HEMAa€ KOHKPETHO pO3pOOJIEHMX KOMII'IOTEPHUX MporpamM, ski Ou 3po0miun
LIKaBIIMMH 1 3MICTOBHIIIMMH YPOKH PiJHOI MOBH, SIKi OM ypi3HOMaHITHUIIM Mporec HaB4aHHS. Tomy
TEMOIO HayKOBO1 MpodIeMH

€ »BuUKOpUCTaHHA KOMII'IOTEPHUX TEXHOJIOTiH Ha ypoKax YKpaiHChKOi MOBH y 5-9 Kiacaxy.
Mera Hamoi poOOTH: HOCHIIUTH POIb KOMIT'IOTEPHHX TEXHOJOTIM y HaBYaILHOMY HpoLeci Mpu
BHUBYECHHI YKpaiHCBKOI MOBH; PO3KpUTH CBOE€ OadeHHA O3HaueHoi mnpoOiiemu. BimnoBigHo mno
MOCTABJICHOT METH, MU PO3B’A3aJM TaKi 3aBIJaHHS: ONPALIOBATH HAYKOBO-METOIMYHY JIiTEpaTypy 3
03Ha4yeHOi mnpoOieMu; BU3HAYUTH IHCTPYMEHTapid iH(GOPMaLiliHO-TEXHOJIOTTYHOTO BHBYCHHS
yKpaiHCBbKOi MOBH; onucaTH KOHUenTyansHi noioxenHs HIT y HaBuansHOMY mporeci; oOpyHTYBaTH
3actocyBanHs HIT Ha ypokax mMoBHM y 5-9 kmacax; BCTAHOBUTH 3arajibHi NPUHIMIIA BUKOPHUCTAHHS
KOMIT'IOTepa Ha YpOKax pi3HUX THIIB; PO3POOUTH (parMEeHT KOMII TEPHOI MpOrpaMu 3 METOI0
OIPALIOBaHHS OKPEMHX TeM 3 MOp(OoJIorii y oCTOMY Kiaci.
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Hacammepen mu 3’sicyBanu CTaBJeHHS SIK 3apyODKHUX, TaK 1 yKpaiHCBKMX METOIHCTIB i
BUUTENIB J0 TPOOJeMH Komil torepu3aliii mkin. [logamu KopoTkuil ornsy icTopii BUHUKHEHHS
iH(pOpMaLiTHO-KOMIT IOTEpHUX TexHoJorii B Ykpaiui. [IpoanamizyBanu 3arBepmkeny Kabinerom
MinictpiB  Vkpainm «[Iporpamy iHpopMaTH3amii 3araJbHOOCBITHIX HaBYaJbHUX 3aKiIafiB
KoM rotepu3ailii cimbcbkux mkir Ha 2001-2003 p.», a Takok «Konnenmiro iHpopmaTHu3ariii
3arajibHOOCBITHIX 3aK/IajiB», sfKa cTaja TeopeTHYHOIo ocHoBoro [Iporpamm. Bssim go yBaru, sk
MO3UTUBHI, TaK 1 HEraTUBHI HACTIJKN BUKOPHCTaHHs iH(QOpMamiiHUX TEXHOIOTiH. YKpaau CIOBHHUK
OCHOBHUX TEpPMIiHIB, SKAMH IOBHHHI BOJIOAITH YyYHI NpPH BHBYEHHI JIHTBICTUYHOIO MaTtepiaiy.
OsHaifomuircs 13 KOMII'IOTEPHOIO Bepciero Kypcy «YkpaiHcbka moBa. Cunrtakcuc. [lyHKTyamis», i3
HaBYaJbHO-TPEHYBAIBHUMH TporpaMamu JIbBiBCHKOro yHiBepcHTeTy. B3suin no yBarum canitapHO-
TEXHIYHI BUMOTH KOPUCTYBaHHS Komil'toTepoM. Ha TeopeTmuHOMY piBHI pO3poOMIIN KillbKa YPOKiB
Pi3HUX THIIIB 3 yKpaiHChKOi MOBH y 5-9 knacax. HaBenemo mpukmas,.

Ha ypoui BHBUEHHS HOBOI'0 MaTepialy KOMII'IOTEp MOKHA BHKOPHUCTOBYBATH HAa KOXKHOMY
erami. [lepima cropiHka ekpaHy BHCBiUye TeMy ypoky:»Po3minu Hayku mpo moBy». o0 y miteit He
poscitoBanacs yBara, YIpaBJiHHSI yCiX KOMII'IOTEPiB MPOBOISITHCA 3a JOIMOMOIOI0 CepBepa, 3a SIKUM
MpaLioe yYyuTeNnb 1 BUOMpae Ti MOHATTA 1 NpaBuia, SKi BBaXkae 3a gouinbHe. it 3HaOMIISATBCA 3
TEMOIO0, METOIO 1 3aBAaHHSIM YPOKY, a YUUTEIb MOTHBYE HABYAJIbHY AiSUTBHICTb.

3aranbHi BiIOMOCTI MPO YAaCTMHM MOBU MOXKHA TMOBIJIOMHTH HUISXOM Po3moBimi. J[is 1mporo
JOLIBHO CKOPUCTATUCS KOMIT IOTEPHOIO CXEMOIO, IO PO3KPHBAE CHUCTEMY YaCTHH MOBH, 3’SICOBYE
MOJIJ CIIiB HA YaCTHHM MOBU 32 3HAUYEHHSMHU, T'pPaMaTHUYHHMH O3HAaKaMH, (PYHKII€I0 B pEUYCHHI.
VY4uTens nepexoauTh A0 MOSICHEHHSI HOBOTO MaTepiay 3a IOMOMOT0I0 CXeMH, 300pakeHoi y IpyroMy
BiKHI TONOBHOI mporpamu. [Ipm Takomy BapiaHTI O3HAMOMIICHHA YYHIB i3 CXEMOIO YaCTHH MOBH
BUHTEINIb MOKE HaraJaTH Y4HSM 1 PO JIEKCUYHE 3HAUYEHHS CIiB, 0J]pa3y HaBiBIIW MPUKIAIN:

IKOJIA, Mara3uH, ypoK — Ha3Ba MPeIMETIB;

ixaTu, OUTITH, pagiTH -1is;

pamicHO, CyMHO, 3€JIEHO — O3HaKa Iii;

OIMHAIIATH, COPOK, CTO — YHCIIO.

Ile camocTiiiHi ClOBa, CaMOCTiiiHI YacTMHM MOBH, SIKi Ha eKpaHi OKpeclieHi OKpeMOIo
KONOHKOI0. Jlo HUX HaleXaTh IMEHHHMKH, NPUKMETHUKH, YHCIIBHUKH, 3aiMEHHHKH, JI€CIIOBA,
MPUCIIBHUKA. BOHM BXHBAaIOThCS B MOBI 3 CaMOCTIMHMM 3HAYEHHSM, BIAMOBIAAIOTH HAa IICBHI
3alUTaHHS 1 BUCTYNAIOTh YWICHAMH PEYEHHSI.

I cnosa (ane, 1o, 00, HE) CAaMOCTIHOrO 3HAYCHHS HE MAKOTh 1 BXKHUBAKOTHCS JHINE JIIs
MO3HAYEeHHS! TPaMaTHYHUX BiAHOLIEHb — Lie cOyx00Bi ciaoBa. OmHI 3 HUX BHUKOPUCTOBYIOTHCS IS
CHONYYEHHsI CIIiB y CJIOBOCIIONYYEHHSX Ta pEUeHHAX (NMPUIAMEHHHKH), APYTi 3aCTOCOBYIOTHCS IS
3’€lHAHHA ONHOPITHMX WIEHIB PEYEHHS 1 YaCTHH CKJIAJHOTO PEYCHHS (CHOIYYHUKH), TPETiI BHOCITD
JIOJJATKOB1 CMHCJIOBI BiITIHKM pedeHHs, a00 CIIy>KaTb AJISl TBOPEHHS JESKUX IpaMaTUYHUX (OpM CIIiB
(vactkn). Ciyx00Bi 4YacTUHHM MOBU (MPUAMEHHUKH, CIONYYHHMKH, YacTKH) Ha BIAMIHY BiA
CaMOCTIHHUX YaCTHMH MOBU HE HA3WBAIOTh IMPEIMETIB, O3HAK, KUILKOCTI, Jil, HE BIAMOBINAaIOTh Ha
MUTIHHS, & TOMY HE BUCTYNAaIOTh WieHaMH pedeHHs. [lani BUnTedb TOBOPUTH MPO 3MiHHI 1 HE3MIHHI
JacTUHM MOBH. Ha 3akiHUeHHs pPO3MOBiAi BUMTENb BUAUISIE BUTYKH 1 MiJKPECHIOE, IO BUTYK —
0co0JIMBa YacTHHA MOBH, SIKYy HE BIJHOCSTD Hi 10 CAMOCTIMHMX, Hi 10 cIy*)00BHX yacTuH MOBH. [Ipn
3aKpilJIeHHI BUBYEHOI'O0 MaTepially BUUTENb PO3APYKOBYE KOKHOMY YYHEB1 KOJIBOPOBY CTOPIHKY, €
MOJAaHO IMOIUI YaCTHH MOBM Ha CaMOCTIiiHi, ciyO00Bi i BUryk. Lle cnpusitume 3amam’sITOByBaHHIO
rpaMaTUYHOro Martepiany i (OpPMYBaHHIO Y LIECTHKIACHUKIB YMiHb IOCIYTOBYBATHCS KOMIT IOTEPOM,
a TakoX I (opMa HaBYAIBHOI IISUIBHOCTI JTOMIOMOXKE CTBOPUTH y HABYAJBHUX 30IIMTaX 3 piAHOI
MOBH TaONHII-11aM’SITKU 3 ONPallbOBAHUMHU TPaBHIIAMH.

[Ipy upOMy MM KOPUCTYBAJIWCSl THIIOJIOTI€I0 YPOKIB, TMOAAHOI Y MOCIOHMKY 3 METOIUKH
BUKJIaJaHHA YKpaiHcbkoi MoBH 3a penakuiero [.C. OmiifHuka, SKMid BHIUISE CIM THIIIB YPOKIB.
[lokazany MOXJIHMBICTE BHUKOPHCTaHHsS PO3pOOJIEHOT HaMM KOMIT'IOTEPHOI NporpaMu Ha YpoKax
MOpPQOJIOTii Ipy BUBUYEHHI HOBOTO MaTepiaiy.

[lincymoBytouM pe3yibTaTH HALIOTO JOCHIHKEHHS, pOOMMO BHCHOBKH, IIO SIKIO BpaxyBaTH
BIiKOBi 0OCOOJIMBOCTI Y4HIB 1 MpamtoBaTy 3 KOMIT FOTEPOM BiAMIOBIIHO MO Tiri€riYyHUX HOPM 1 BUMOT, TO
HOro BUKOPHCTAaHHS Ha YpOKaX MOBHM CHPUSATHME IiIBUIIEHHIO SKOCTI 3HaHb, YMIHb YYHiB,
MOrTMOIIOBATUME iXHI HABHYKHM IiJi 4Yac CaMOCTIHHOI pOOOTH 3 KOMIT'IOTEPOM, JAacTh 3MOTY
peanizyBaTH OCOOHMCTY METY B ONTHMaJbHOMY PEXHMi, pPaJWKajJbHO TMOKPAIIUTh KOHTPOIb 1
CaMOKOHTPOJIb Ha OCHOBI 3BOPOTHBOTO 3B’S3KY, AaCThb MOXJIMBICTH YUHSIM 1 BUMTENIO MPALIOBATH Y
JIialorOBOMY PEKUMi, 3p0OUTH HABUYAHHS L[IKABUM 1 TBOPUYHM.
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OAKYJNIbTET IHO3EMHUX MOB

cmyo. 32 ep. ¢p-my inozemn. mos Auna bBabka
Hayk. kep. — ooy. T.I1. Jlicitiuyx

JIHI'BICTHYHI OCOBJIUBOCTI MOHOJIOI'TYHOI'O MOBJIEHHS

CporogHi y MacoBili cepeHild IIKOJMI HaBYaHHIO MOHOJIOTIYHOI'O MOBJIEHHS HE 3aBXKIU
NPUIISETECS TOCTATHRO yBard. Taka TMO3MIIA € IOMWJIKOBOIO TOMY, IO camMe Med acmekT
IHIIIOMOBHOTO MOBJICHHSI TUCIIMILTIHYE MUCIICHHS, HABYA€ JyMaTH JIOTIYHO i BiIIOBiMHO OymyBaTH
CBOE MOBJIEHHS, MO0 JOBECTH CBOI AYMKH A0 ciyxada.HaBiTe chemiamicT, SIK TOKa3ylOTh
JOCIIPKEHHS 3 METOJMKH HaBYaHHS 1HO3EMHOI MOBH, HE 3aBXKAW MOXYTh IepeJaTi OCHOBHUI 3MiCT
CTATTi 4M ra3erH, i (JaKTUIHO 3BOMISATH CBOE MOBJICHHSI JIO BIITBOPEHHS TEeKCTy [2,22].

AmHaJiz MpPakTHYHOTO IOCBiAYy CBIOYUTH NMPO TE, IO B mpoieci GopMyBaHHS iHIIOMOBHOI
KOMYHIKaTHBHOI KOMIIETEHLIIi 4aCTO HE BPaXOBYETHCS TAKUN BaXKJIMBUH (PAaKTOp, SIK PO3YMIHHS YUHEM,
SKHX PE3yJbTaTiB BiH MOBHHEH AOCATHYTH 3TiJHO BHUMOT MPOrpamMH cepeqHboi mKomd. [Ipu mpomy
BaYUJIMBO, MO0 YyYeHb pO3YMIB peaJbHy MOMIMBICTH KOPHUCTYBaTHCh MOBOIO, SIK 3ac000M
CIIJIKyBaHHS, TOOTO BMITH TepeaBaTd 3MICT MPOYUTAHOrO, MOOAYEHOT0 YW MPOCITYXaHOrO TaKHM
YMHOM, 100 3alliKaBUTH Cllyxaya, MepeKOHAaTH MOro y HeoOXigHOCTi iHQopMalii, sSKy BiH OTpUMae
NpHU YUTaHHI KHUTH, neperisaai ¢ineMmy i T. 1. Skmo npounTtane(mpociiyxaHe) BUKIMYE BiAMOBIIHY
MO3UTUBHY PEAKLil0, TO Aaji MOXKE€ MaTH Miclle OOrOBOPEHHS, y MPOLECi SKOT0 YYaCHUKH 3MOXYTh
BHCTYNATHU 3 IOCTATHHO PO3TOPHYTUMH, apTyMEHTOBAHUMH BiIIOBIASAMHU.

OTke, HaBYaHHS MOHOJIOTIYHOTO MOBJICHHS Y 3arajbHOOCBITHIM cepemHiil IIKOJi Moisirae y
TOMy, 00 mel mporec MaB peaibHI WMl A7 y4HIB, JaBaB iM MOXIIMBICTh BHKOPHUCTOBYBAaTH
OTpUMaHi1 HAaBUYKH Ta BMIHHS Y MIPAKTUYHIN AiSUTBHOCTI.

BononiHHg yCHMM MOBJIGHHSIM MOJSTa€ y TOMY, LIO y4YeHb TOBHHEH BMITH IPaBHIBHO
BHCIIOBJIIOBATH Ha JaHiii MOBI CBOi JYMKH B yMOBax JOCTAaTHbO CKJIAJHUX MUCIEHHEBUX 3an1ad. [loxo
MOHOJIOT1YHOT'O MOBJIEHHS, TO JUIsl HBOI'O XapaKTEpPHUMH € TaKi SIKOCTI, SIK SICHICTH(TOYHICTH TyMKH),
JIOTiYHa CTIHKICTh 1 JOCTaTHA iH(OPMATHBHICTb, JOKA30BICTb, & TAKOX BUPaXKEHHS 30BHIIIHBOI
OL[IHKH 1 CBOI'0 BIHOILIEHHA JI0 POYUTAHOTO/TIPOCIYXaHOTrO.

CepenHsi 1mkona He 3aBXAW 3a0e3neuye 0a30BUH  piBeHb BOJOIIHHS IHIIOMOBHOIO
KOMYHIKaTHBHOIO KOMIIETEHLII€IO, T'OJIOBHA MeTa SKOro monarae y (opMyBaHHI BMiHb YMTaHHA i
PO3YMIHHS IPOYUTAHOTO, PO3BUTKY YCHOT'O MOBJICHHSI HA OCHOBI TeKCTY y ()OpMi ONMHUCY 1 PO3MOBii.
[Ipu npomMy 000B’SI3KOBO CITiJ] BpaXxyBaTH TakKi 0COOIMBOCTI MOHOJIOTTYHOT'O MOBJIEHHSI, SIK 3B’ SI3HICTb 1
JIOT1YHA MOCTIJOBHICTb.

Meroro HaBYaHHS TOBOPIHHS € PO3BUTOK B Y4YHIB HAaBUYOK Ta BMiHb 3iHICHIOBATH YCHE
MOBJICHHEBE CIUJIKYBaHHA Y PI3HOMaHITHHX, COLIaJIbHO JerepMiHoBaHMX cuTyauiax[8,144]. Lle
O3HayYae, 10 Micys 3aKiHYeHHS 3arajJbOOCBITHBOI CepeAHbOI LIKOIN YYeHb TOBUHEH BMITH:

- CIIJIKYBaTHCh B YyMOBax 0Oe3l0ocepeJHbOro CIUIKYBaHH:, PO3YMITH i pearyBatu(BepOanbHO i
HeBepOaIbHO) HAa YCHI BHCJIOBIIOBAHHS MapTHepa(B TOMY YHMCII 1 HOCII MOBH) IO
CIIJIKYBaHHIO B paMKax c(epu, TEMaTHKH 1 CUTYyallii, 3a3Ha4eHIX IPOrpaMoro AJIsl KOKHOTO
TUIYy HABYAJILHOTO 3aKIajy;

- 3B’SI3HO BHCJIOBIIOBATUCH NMPO cede 1 HABKONMIIHIA CBIT, MPO NPOYUTAHE, BHPAKAIOUU
BJIACHY AyMKY[7,22].

Posrisinemo neranbHille HaBYaHHS MOHOJIOTIYHOTO MOBJICHHST Ha IOYAaTKOBOMY eTami y

CEpEe/IHIN MIKOII. Moro 3aBnanusaM €:

- HaBUYMTH YYHIB PO3MOBIIATH NPO MOPU POKY, CBATA, BUAM CIIOPTY, HABYaIbHI MPEIMETH,
MOrOAy B pi3HI MOPH POKY, MUHYJII MOJi1, HaMipy Ha MallOyTHE;

- J1aBaTH iM KUIBKICHY, SIKICHY 1 YaCOBY XapaKTEPUCTHKY B HaBYAJIBHUX, IFPOBHX 1 peabHUX
CHUTYalisX CHUIKYBaHHA.

KomyHnikatuBHI HaMipH:

- TIOBIIOMHTH TIPO...;

- 3ampocUTH iH(OPMALIIO TIPO...

MoBJIeHHEB] BMIHHS:

- TMOBiZOMHUTH mpo cede, CBOTo Ipyra, Mpo YJEeHIB CBOET CiM T,

- Ha3BaTH Jii, SKi BUKOHYE JIIOIMHA, TBAPUHA;
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- TOBIZOMHUTH MPO Miclle 3HAXOMKEHHS JIOINHH, TBAPUHH, IPEMETA;

- BKa3aTH Yac Aii(aeHb, MicALlb, TIOPY POKY);

- ONHcaTH TBapuHY, MpeAMeT(Ha3BaTH Horo, HOro Koiip, po3Mip; cKa3aTH, IO TBapHHA BMi€

pobutn);

- 3ampocuTH iH(pOpPMAIII0O MPO Te, MO II€ YM XTO Ie; CKUIbKH HOMY pOKIB, SKHU

BiH(BOHA)[1,23].

Jns mpukiany mpoaHaldi3yeMo MiAPYYHUK 3 aHTIiicbkoi MOBH ajist 1 sitoro kiacy[9,162]. Ak
MH 3HA€MO, OCHOBOIO HAaBYaHHS iHO3€MHOI MOBHM Ha JaHOMY €Talli € 3aydyBaHHs Hamam aTb. JliTh
3aCBOIOIOTH BIATIOBIIHY JIEKCUKY, YUTAIOTh (pas3u, Aiajory i BUBYAIOTH iX HAIaM SITb.

Bopagal

BuBuite nani coBa Hamam’sTb. [lopiBHSIITEe unTanHs OyKBH «e» y MEpLUIiid Ta APYTid KOJIOHIII.

pen tree desk three

red green bed me

dress street leg he

Bnpaga2

[IpounTaiite ppasu, JOTPUMYIOUNCH PABUIBHOT IHTOHALTI.

This is a leg.

This is a dress.

This is a bed.

This isn’t a pencil. It is a pen.

This isn’t a desk. It is a table.

This isn’t a table. It is a desk.

Brpaga3

VSBiTh MOKa3aHUX Ha MaJIOHKAX JIIO/CH 1 CKaXKiTh, XTO BOHH 3a MPOQeECi€ro.

Sx My 6aunMo, HOBUI MaTepiall MOJAE€THCS AITSIM I1'SITOr0 KIIacy CepeAHbOl KON OCTYIIOBO.
OnHOYacHO JiTH 3aCBOIOIOTH MPaBWIBHY BHMOBY i TpaMaTH4Hy OyJOBY pEueHHS. 3a aHaJOTi€lo 10
BIIPaBH2 y4YHi 3MOXKYTh Ha3BaTH OaraTo iHIIMX MpeAMETiB. BaknuBy ponb Ha MOYaTKOBOMY eTami
BiZirpaloTh UTIOCTpaii,

IUTHHA JIETHIE YSBIISAE MPO Koro(Ilo) WAEThCS 1 MOXKE ONMMCAaTH KapTUHY, BUKOPHCTOBYIOUH
BHBYEHI paHile (pasu Ta cloBa, sKi y LIbOMY BHNAAKY 3alaM SITOBYIOThCs Jerme[ 1,26].

[Ipoananisyemo BOpaBH HiIpydyHHKa 3 aHIVIIHCBKOI MOBH JJISl II'STOTO KJIacy CepenHbOro
HABYaJBHOTO 3aKjaly, sIKi OyayloThCs Ha 3aydyBaHHI Hamam SiThb i Ha BMiHHI BHUCIOBIIIOBATHUCH Ha
OCHOBI mpounTaHHoro[6,136].

Bnpaga4

[epenuum pedeHHs1, 3MIHIOIOUH X TaK, 1100 BOHH IMOYMHAJIKCA 3 TiIMETa.

3pazok: There is a cake on the plate. — The cake is on the plate.

There are children at the lake.-The children are at the lake.

There is a cat under the sofa.

There is a boy in the room.

There is a spoon at the plate.

There is a clock on the shelf.

There are cherries on the tree.

There are pictures on the wall.

Bnpasa5

a) [lepexyiagu HacTyNHI pedeHHS.

0) BiarBopu peuenHs 3a 20 ceKyHA.

Ha mapri niniiika. Ha crini kapTHHa.

VY noptdeni kuura. binsg naptu ykaska.

Ha naBui giBumHka. Y KyTKy KIMHATH Kpicio.

ITix cromom m’stu. Ha croumi Buenka.

BrnpaBa6

Onuiy MaTIOHKH, OITUPAIOYUCH HA TEKCT.

[lounu peuenns: a) 3 minMmera; 6) i3 3Bopory there is(are).

a) This is a yard. 6) This is a yard.

The tree is in the yard. There is a tree in the yard.

The bench is under the tree. There is a bench under the tree.

The girls are on the bench. There are girls on the bench.
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The dog is under the bench. There is a dog under the bench.

Bmpasa7

Ckynaau niasor, BAKOPUCTOBYIOUH JaHHUH AIalor 3a 3pa3ok.

- Is there a blackboard in your classroom? -Uu € gomka B TBoMy Kiaci?

- Yes, there is. And is there a dog in your room? -Tak, €. A 4u € cobaka B TBOill KiM-

HaTi?

- No, there is not. Are there pictures in your room?-Hi, Hemae. A 4u € KapTUHH B TBOil KiMHATi?

- Yes, there are. -Tak, €.

Sk mokasye aHami3 JaHOTO MiJpyYHUKA, HABYaHHS TOBOPIHHS BKIIIOYA€ PO3BUTOK HABHYOK Ta
BMiHb JiaJIOTTYHOT'O 1 MOHOJOT1YHOrO MOBJIeHHS. OpraHizoByl0ud yCHO-MOBJICHHEBE CIUIKYBaHHS Ha
ypolLli, CIil MaTH Ha yBasi, 10 BOHO MOXKE IMITYBaTH peajibHe CIUIKyBaHHs(HAIPUKIIAI, 3iCTaBICHHS 1
THCIICH13aIlis AiaJIOTiB 32 aHaJOri€l0, 3a KIIOYOBUMHU CIIOBAMH 1 T.J.), MOXe OyTH CTUMYIIOIOUHM B
CHUTYaLisfX MIPUPOIHBOT KOMYHiKalii(HanpuKiaz, poBOBa 9u JinoBa rpa) i
ayTEHTUYHUM(BUCIIOBIIFOBAHHSI «BiJ TIEPIIIOi OCOOM»).

@dopmyBaHHSI IHIIOMOBHOI KOMYHIKAaTHBHOI KOMIIETEHLIiI B MOHOJOTIYHOMY MOBJICHHI
nependadae MakCUMallbHe HaOMIKEHHS 10 ayTeHTUYHOIrO CIIUJIKyBaHHs. BrpaBw, siki cripsiMoBaHi Ha
iMITaIlil0 peasbHOro CHUIKYBAaHHS, MAIOTh, SIK PaBUIIO, PEIPOAYKTUBHUN Xapaktep. CTUMYyNIOI0UE Ta
ayTEeHTUYHE CIIUJIKyBaHHS IependavaloTb BUKOPUCTaHHS BIPaB, SK PENpPOAYKTHBHO-TIPOJYKTUBHOTO,
TaK 1 MPOAYKTUBHOTO Xapaktepy[8,67].

Po3BUTOK HaBHYOK Ta BMiHb MOHOJIOIIYHOIO MOBJICHHS Ha IIOYaTKOBOMY eTami Ha
PEIPOAYKTUBHOMY 1 PENpPOAYKTUBHO-IPOAYKTUBHOMY PIBHAX 3HIHCHIOETHCS B MpOLECi MOOYAOBH
y4YHEM MOHOJIOTIYHMX BHCIIOBIIOBaHb 3 OINOPOI0 HAa B)KE BHUBYEHHHA 3pa3ok. B skocti omopu
BHCTYNAIOTh: KJIIOUOBI CIIOBa, IJIaH, JIOT1YHA cXxeMa, pedeHHs, 1 T.A. [Ipu npoMy Ha moYaTKOBOMY eTari
PEKOMEHTy€ThCS HAJaBaTH IepeBary BUKOHAHHIO PENpPOJYKTUBHUX BIpaB, CIOYATKy B MUCHMOBIM,
MOTIM B ycii popmax aist Toro, mo0 y4Hi Kpallle 3acBoiIM HeoOXiguui Martepian. Lli BopaBu MaioTh
HOCUTH TBOpYMU, HedopManbHUH Xapakrep. Hanpuxman, ydeHb oTpuMye 3aBIaHHS MOOyIyBaTH
JaJloTH B HA OCHOBI 3aJIaHOi CHUTYaIlil, Y BiAMOBIAHOCTI 3 KOMYHIKATUBHUM 3aBaaHHsAM. JlJi1 mbOTO
BUMTENb PO3JAa€ KOXHIiM Tpymi(mapi) y4HIB pIi3HOMAaHITHI KapTKH, SKi MICTATh peIUTiKd, IO
BiJINIOBIIalOTh/HE BIANOBIAAIOTh JaHii cUTyamii(3aBoaHHIO CIUTKyBaHHsS). BinmoBimHi 3pa3ku y4Hi
BHBYAIOTH 3a3]aJIeriib. BUKOPUCTOBYIOUM BIIpaBH BOHH [TOBHHHI HE JIMIIE BCTAHOBUTH MOCIIJOBHICTb
1 JIOTIKy PO3BUTKY BUCIIOBIIIOBAaHH:I, aJie i BUOpAaTH MpaBHIIbHI BapiaHTH PEILTIK.

oo penpoayKTUBHHUX BIpaB, TO BOHH HE € KOPCTKO KEPOBAHUMHU 31 CTOPOHU yUHUTENSA(yUHS).
Ix Mera — HaBYMTH IIKONAPIB 3B’A3HO BMCJIOBJIIOBATUCS GE3 ONOPHM HA 3pa30K, BepOaIbHUX OHOp. Y
JaHOMY BHUIIAJIKy 11€ThCs PO IepeHeceHHs1 00roBOpIOBaHMX Mpo0ieM Ha BIACHUN JOCBiX y4uHs, HOro
3HaHHs. [Ipy BUKOHaHHI BIpaB penpoAyKTUBHOIO XapaKTepy CIIill 3BEpHYTU yBary He JIMILIE Ha MOBHY
(hopMy BHUCIIOBJIIOBaHHS, @ i Ha WOro 3MiCT. X0U PENpOAyKTUBHI BIOPaBU 1 MalOTh 32 METY HaBUHUTH
YUYHIB MPaBUJILHO B MOBHOMY i CTPYKTYPHOMY BiJHOIIEHHI OyAyBaTH MOHOJIOTIYHI BHCIJIOBJIIOBaHHS,
yBara WIKOJSIPIB y Tpoleci iX BUKOHAaHHS MOBMHHA OyTH CHOpPSAMOBaHa 1 Ha 3MICTOBY CTOpPOHY
MPOYKOBAHOI'O TEKCTY, Martepiany [8,148].

[lopiBHsieMo 1aBi BmpaBH 3 PO3BUTKY HABHYOK Ta BMiHb MOHOJIOTIYHOI'O MOBJICHHS Ha
MOYaTKOBOMY €Talli HaBYaHHS: IIepIla BOpaBa HOCHTh PENpPOAYKTUBHUM Xapakrep, Ipyra —
NPONYKTUBHUH, aje B 000X BHUMAAKax Yy LEHTPI yBaru B3HAXOIUTHCA 3MICTOBUH acIeKkT
BHCIIOBIIIOBAHHS.

Brnpasa8

Write down what you eagerly(not eagerly) do. Tell it to your friend what you eagerly do.

a) I...eagerly. b) I...not eagerly.

I...eagerly. I...not eagerly.

I...eagerly. I...not eagerly.

Brnpasa9

Work in 2(4) groups

Each group has a project. You want together for example: to make a treap/to buy a dress/to
clean the room.

Jlns BUKOHAHHS IPYroro 3aBJaHHs Y4HI II'TOro Kjacy B Ipynax BHOMpalOTh TOH YM iHIIMMA
MPOEKT, CTaBJSITh 3alMTaHHS CBOIM MapTHepaM, a IOTiM, OTPUMAaBIIM HEOOXimHy iHQoOpMalLiio,
00rOBOPIOIOTH i B rpynax, oOrpyHTOBYIOUH CBili BUOIp.

Sk 6aunMo, SKIIO B MEPHIOMY BHIAJKy Ma€ MICIE )KOPCTKE YIPaBIiHHS 31 CTOPOHH BUMTENS i
BHUKOPUCTAaHHSI MOBHHX 3ac00iB 3 ONOpPOIO Ha 3aJaHi 3pa3Ku/CXeMH BHCIOBIIOBaHHSA(KOTpi, Aopedi,
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MOXYTh OyTH Pi3HOI CKIIQJAHOCTi), TO B APYrOMY BHUMIAAKy IIKOJISPi cami 3IiMCHIOIOTh BHOIp TAaKTUKU
CBOT'O MOBJICHEBOTO 3aBJIaHHS MIPU CTPOTO 3aJaHiil CHTYaIlii, TOCIiJOBHO BUKOHAHYIOUH BIIpaBH. AJe,
HE AMBIITYNCh Ha I[i PO30DKHOCTI, B 000X BHUIAJKaX OTPUMYIOTH HOBY iH(oOpMaIliio dYepes
crinkyBaHHs[2,32].

OTKe, MOHOJOTIYHE MOBJICHHS Ma€ MiCIle NPH HasBHOCTI MOTHBIB, ILijield, KOMYHIKaTHBHOI
curyauii. [Ipn npOMy BHCIOBIIOBaHHS MOBHHHE OYTH HE MPOCTO HA PiBHI pPeNpoAyKUii(HampUKiIaz,
mepeka3 TEKCTy), a Ha TPOAYKTHBHOMY  pPiBHI(BHCIOBIIOBaHHS CBOTO  BITHOIICHHS [0
MPOYUTAHOTO/TIOYYTOr0, OIIHKA MPOYNTAHOI iH(OpMAIlil 3 TOUKH 30py 11 HOBU3HH YU 3HAYCHHS IS
YUHS1).

HaBuaHHS MOHOIIOTIYHOTO MOBJICHHSI PO3BHUBA€ BMIHHS BUKOPHUCTOBYBATH aKTHBHY Ta MACHUBHY
JISKCUKY IIKOJISpa, CIPHUSIE 3aKPIIUICHHIO MaTepiany(JeKCHYHOTO Ta TPAaMaTHYHOTO), MPUBYAE YUHS
BHCIJIOBIIIOBATUCH 1HO3EMHOIO MOBOIO 1 TIOPiBHIOBATH i 3 PiTHOIO MOBOIO.

[Ticns 3akiHueHHs 0a30BOro piBHA Y4YHI MOBHHHI BMITH 3AiHCHIOBATH YCHO-MOBIICHHEBE
CHUIKYBaHHS; TIpU I[bOMY B MOBJICHHI YYHI MOXYTh JOITyCKaTH TIIOMHJIKH, SKi HE TOPYIIYIOTh
KoMmyHikamiro. Ha mpomy erami BigOyBaeTbesi Iepexin Big MPOCTOro 3aydyBaHHsS Hamam iTh 10
PO3YMIHHS yYHEM MPOYUTAHOTO 1 HOTO BUTEHOTO BHCIIOBIIFOBAHHS.
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cmyo. 53 ep. ¢p-my inozemn. mos Mupocnasa bapcvra
Hayk. kepignux — ooy. T.C. Onitinux

NATIVE PHRASEOLOGICAL UNITS

AS A SOURCE OF COUNTRY STUDY

The phraseological stock of the language causes difficulties for studying any foreign language.
The use of the phraseological unit requires a deep knowledge of language peculiarities and the form of
a stable word-group. This difficulty is also explained by the factor that a learner does not know the
etymological peculiarities of the idiom. Altogether phraseological units reflect the originality of the
lexical richness and spiritual inheritance of the nation.

In modern English there are various etymological sources of phraseological units. By their
origin English phraseological units are divided into two large groups: 1) native phraseological units,
and 2) borrowed phraseological units. These two groups fall into subgroups. Native phraseological
units can be of non-terminological origin, i.e. they can be connected with English customs and
traditions, legends, historical facts, and of terminological origin, i.e. they can be taken from the
professional speech.

There are more native phraseological units in the language than borrowed one’s. These define
the national peculiarities and the relationships among the population that uses different expressions in
their everyday speech. For example, (to) grin like a Cheshire cat — «to smile showing one’s teethy.
Cheshire cheese was made in the form of a cat that was smiling; (to) eat a humble pie- «to be satisfied
with things of minor importance». In old times, when different banquets were held in baron’s palaces,
rich people ate the meat of a goat and hunters, servants got umbels (TensOyxu). A big pie was baked
from them; babes in the wood — «naive, trustful people». The source of a famous expression comes
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back to the history of the village Wayland. Squire of Wayland died having left a small son and a
daughter whom he entrusted with his brother. According to the law if a child died earlier an uncle
received the whole inheritance. That’s why the uncle hired two robbers to kill the children. But one of
the robbers didn’t kill the children leaving them in the wood where they died. After a cause of
different troubles the uncle died in prison. The history with children became very popular among
people.

Native phraseological units can be a perfect source of countrystudy. L. E. Royzenzons was right
when he started that peculiarities of everyday life of this or that people find their reflection in
phraseology, which condenses the complex of culture and psychology of people, a unique way of their
figurative thinking [9,4]. The following groups of phraseological units represent valuable information
about a specific culture of Englishmen.

Culturally-historical component is available in semantics of phraseological units, which denote
measure of length, weight, cubic capacity. For example, ‘mile’, ‘inch’, ‘yard’, ‘pound’ ( talk a mile a
minute; within an inch of ). In order to receive this information we should know the real quantities of
these measures.

Phraseological units which are connected with popular games and entertainments can be also
served as a source of countrystudy. For example, cricket — a favorite game of Englishmen and baseball
— a national game of Americans, create a phraseological unit not to be cricket, reach/make first base.

Pnraseological units which consist of letteral marks are also interesting. They do not only point
to the alphabet, but reflect its structure and peculiarities of some letters. For example, from A to Z —
from beginning to end; the ABC of smth — the basic facts; as easy as ABC — very simple; mind one’s
P’s and Q’s — to be attentive and cautious.

Culturally-historical information is available in phraseological units which consist of
components denoting generic terms: mother, father, brother, daughter. For example, like mother like
daughter, teach one grandmother to suck eggs.

Valuable for countrystudy are phraseological units which represent advertisements. For
example, Ben Franklin — pencils; Martha Washington — cosmetics.

Many scholars define phraseological units which are connected with literature and art as an
important source of information. For instance, Alice in Wonderland — not familiar, very strange,
unreal; Darby and Loan — often humor, a typical old married couple.

An important role for countrystudy play so called political phraseological units. This group of
phraseological units contains valuable information about modern reality. For example, a kitchen
cabinet — non-official counselors of the President; a dark horse — (amer.) not well-known candidate
during elections [9,6].

A large source of information represent phraseological units connected with superstitions,
traditions of a definite culture. A whipping boy — someone who suffers punishment for smth instead of
the person who is responsible for it; a feather in someone’s cap — honor, success, etc. of which one can
be proud.

Phraseological units connected with legends: a peeping Tom — too curious person; halcyon days
— peaceful time.

Phraseological units of marine origin: high and dry — in trouble; when one’s ship comes home —
when someone is lucky.

Phraseological units of military origin: mark time — to do nothing; spike sb’s guns — to break
one’s plans.

Phraseological units taken from sporting terms: draw the long bow — to exaggerate; neck and
neck — in equal condition.

All the groups mentioned above reflect in their semantics a whole range of nationally-specific
phenomena, thus being a necessary condition of adequate communication.

The Bible constitutes the largest source of phraseological units. For centuries the Bible has been
the most read and cited book in England. Various words and idiomatic expressions penetrated into
English language from the Bible [17,57]. For example: at the eleventh hour — at the last moment; the
breath of the nostrils — vital necessity; filthy lucre — money; the olive branch — the symbol of peace
and calmness; the root of the evil — the cause of evil, passion for money; a millstone about one’s neck
— an important responsibility; thirty pieces of silver — the price of betrayal.

Some phraseological units are taken from prayers: for better, for worse — whatever may happen;
lay violent hands on oneself — to commit a suicide.

The second largest source of phraseological borrowings is ancient literature, mythology and
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history. Many of such expressions have international character and can be found in different
languages. Most of them originate from the culture of the Greek and the Romans and are connected
with their mythology, literature, history and legends. Quotations by many famous people of the
ancient times served as a source of phraseological units. Here belong such celebrities as Plato, Aesop,
Phaedrus, Plutarch, Horace, Ovid and many others. For example:

Achilles’ heel — a week point, a vulnerable point (Greek mythology);

The apple of discord — a cause for disagreement, quarrelling (Greek mythology);

A bed of roses — a relaxed carefree luxurious situation (a custom in Ancient Rome);

Ceasar’s wife is above suspicion — Caesar’s wife is of such good reputation that suspicion is out
of the question (Roman History); to blow hot and cold — to hesitate, to vacillate (Aesop’s fable).

The works of Shakespeare build up the second largest source of phraseological units, which
greatly enriched the English phraseology. There is an enormous number of phrases taken from his
writings. Such plays as «Romeo and Juliety, «Hamlet», «King Lear», «Twelfth Night», «The
Tempest», «as You Like It» and the others turned out to be a great source of phraseological units. For
example: a tower of strengths — a reliable support; salad days — the period of youth; a fool’s paradise -
a deceitful happiness; unreal world; in one’s mind’s eye — in one’s imagination; there’s a rub — that is
the problem; something is rotten in the state of Denmark — smth. is going wrong.

Moreover, there are many other English writers who made a great contribution into the English
phraseology. These are Charles Dickens, Alexander Pope, Jonathan Swift, Walter Scott, Geoffrey
Chaucer and others. Here are the examples of their famous quotations:

Ch. Dickens

How goes the enemy? — What time is it?

In a Pickwickian sense — in a harmless sense, which would not harm a fly.

G. Chaucer

Murder will out -everything would be revealed; nothing can be hidden;

A nine-day’s wonder -a short-lived sensation.

W.Scott

On one’s native heath — on one’s native land, at home; to catch smb. red-handed — to discover
smb. in the act of doing smth. wrong or committing a crime; to beard the lion in his den -to visit smb.
important in order to challenge him, to obtain a favor; far cry — a long distance.

J. Milton

Confusion worse confounded — total chaos.

J. Swift

To rain cats and dogs — to rain heavily; to quarrel with one’s bread and butter — to give up the
job or activity which gives means of activity; a sight for sore eyes — pleasant to see; smb. or smth. very
welcome; all the world and his wife -everybody without exception.

A. Pope

Leather and prunella — nonsense, smth. unexisting; fools rush in where angles fear to tread — one
shouldn’t recklessly take a risk.

As to the etymological peculiarities of phraseological units in modern English there are two
large sources: those of native origin and borrowings. It should be pointed out that there are more
native phraseological units in the language than borrowed ones. These define the national peculiarities
and the relationships among the population that uses different expressions in their everyday speech.
Besides native phraseological units serve as an important source of information about specific culture
of people, their history, peculiar way of life and a unique way of their figurative thinking.
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PENETRATION OF NEOLOGISMS INTO THE ENGLISH LANGUAGE

A community is known by the language it keeps, and its words chronicle the times. Every
aspect of the life of people is reflected in the words they use to talk about themselves and the world
around them. As their world changes — through invention, discovery, revolution, evolution, or
personal transformation — so does their language. Like the growth rings of a tree, our vocabulary
bears witness to our past.

The world is in transition and no living language remains stable; its vocabulary is constantly
growing and changing. Some words drop out of the vocabulary of a language with changes in the
social system, with the growth and development of culture and technology.

At the present moment English is developing very swiftly and there is so called «neology
blowup». R. Berchfield who worked at compiling a four-volume supplement to New English
Dictionary says that averagely 800 neologisms appear every year in Modern English. It has also
become a language-giver recently, especially with the development of computerization.

The object of our interest and investigation is neologisms. Many linguists have researched this
phenomenon. In linguistics, a neologism is a recently-coined word, or the act of inventing a word or
phrase. Additionally it can imply the use of old words in a new sense (i.e., giving new meanings to
existing words or phrases). Lexicographers consider neologisms words that appeared in the language
not later a certain time. Some researchers put this boundary to be after the end of World War II ; some
linguists think that neologisms are words invented after 1957 — the year of the first satellite
approbation and of space. Neologisms are especially useful in identifying new inventions, new
phenomena, or old ideas which have taken on a new cultural context. The word «neologism» was
coined around 1800 and was, at that time, a neologism itself.

Neologisms often become popular by way of mass media, the Internet, or word of mouth —
especially, many linguists suspect, by younger people. Virtually every word in a language was, at
some time, a neologism, though most of these ceased to be such through time and acceptance.
Neologisms often become accepted parts of the language. Other times, however, they disappear from
common usage. Whether or not a neologism continues as part of the language depends on many
factors, probably the most important of which is acceptance by the public. When a word or phrase is
no longer «new,» it is no longer a neologism. Neologisms may take decades to become «old», though.
Opinions differ on exactly how old a word must be to no longer be considered a neologism; cultural
acceptance probably plays a more important role than time in this regard.

According to the degree of social acceptance neologisms are divided into three groups:

1)Unstable — extremely new, being proposed, or being used only by a very small subculture.

2)Diffused — having reached a significant audience, but not yet having gained acceptance.
3)Stable — having gained recognizable and probably lasting acceptance.

The last decades of the 20-th century characterized by an intensive development of various
sciences, technique, culture, and political life, has brought to Modern English a lot of new formations.
In order to determine the sources of neologisms we have carried out a research based on the material
taken from «365 New Words-A-Year Calendar». The results proved that the process of new words
entering the language is caused by the following reasons: changes in social life of a community;
changes of objects the names of which are retained; terminological use of words by people of various
professional groups, where words modify their meaning acquiring a new sense; adaptation to special
purposes. Accordingly, the main sources of neologisms penetrating into English language are the
following: 1)Science; 2)Technology; 3)Politics; 4)Pop-culture; 5)Social relations and other social
phenomena; 6)Other languages; 7)Literature.

No new science is possible without neologisms, new words or new interpretations of old words
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to describe and explain reality in new ways. How could Aristotle have developed the logic of
syllogisms or Newton the theory of dynamics without new vocabularies and definitions? The progress
of sciences gives occasion for the large majority of new words; for a new thing we must have a new
name. Hence, scientific neologisms are words or phrases created to describe new scientific
discoveries.

e.g. Biome (a major biological community type); physiatrist (a physician who treats by physical
means: radiation, heat); anodyne (painkiller); trophology (the science of nutrition).

An important source of new words is technology. Some of these words are old words given new
meanings, others are completely new words.

e.g. PC, multi-user, hardware, software, to troubleshoot.

There are other neologisms of a very different kind, which come into existence as the
crystallization of a political tendency or a movement in ideas. Prime Minister, Cabinet, His Majesty's
Opposition, have been neologisms of this kind in their day, all standing for particular developments of
the party system. So, political neologisms are words or phrases created to make some kind of political
or rhetorical point.

e.g. Bicameralism (the organisation of a legislature into two chambers); panjandrum (powerful
official); gynecocracy (political supremacy of women); politicaster (narrow-minded politician);
apparat (the machinery of government). to balkanize (to break up into conflicting units); pussy-footer
(a politician who makes a compromise); clout (political influence).

To the other group belong words or phrases evolved from mass media content or used to
describe popular culture phenomena (these may be considered a subsection of slang).

e.g. Yegg (a burglar, safecracker); furbelow (something showy); towheaded (with fair hair);
kibosh (something that serves as a check or stop); Vandyke (a trim pointed beard); millennium (a
period of great happiness); prodigy (a gifted child; a marvellous event or deed); groupie (fan), preppie
(pupil); hipster (trousers or skirt with the belt on hips); sling bag (a bag with a long belt); boob tube
(TV).

The sphere of social life is another major source of new words.

e.g. Youthquake (youth troubles); belongers (people of middle class); yuppie (young urban
professional people); survivors (People belonging to the lowest layer of the society); sustainers (a bit
more prosperous people); welfare mother (a non-working single mother living on benefit ); dial-a-
meal, dial-a-taxi; dinky (dual income no kids yet).

Imported neologisms are words or phrases originating in another language. Typically they are
used to express ideas that have no equivalent term in the native language.

e.g. Pied-a-terre (temporary or second home); paparazzo (scandal-seeking photographer); duvay
(eider-down, blanket); iaido (kind of sport); protégé (somebody under patronage of another); outré
(unconventional or bizarre); hayashi (Japanese theatre).

Many neologisms have come from popular literature. Titles of books, names of characters and
even authors themselves contribute to the neologisms and become part of the language. Lewis
Carroll's poem Jabberwocky has been called «the king of neologistic poems» as it incorporated some
dozens of invented words. Other instances are:

Graustarkian (of or relating to imaginary place), from a novel by George Barr McCutcheon
about the romantic and melodramatic adventures of military and courtly figures in the fictional
kingdom of Graustark; Kafkaesque (marked by a senseless, disorienting complexity), is characteristic
or resembling the literary works of Franz Kafka; Panglossian (excessively optimistic), from Dr
Pangloss, a philosopher in Voltaire’s Candide (1759), who always asserts that «all is for the best in the
best of all possible worlds.»

After the research into the sources of neologisms have been done we have come to the
following conclusions:

We are in sore need of new ways to say old things, as well as ways to say new things that do not
yet have adequate references. All words in use today must have been neologisms themselves at some
point.

We believe that language should be alive: that it should change with time as all other things do
that it should crossbreed with itself and produce more words. It should reflect changes in science,
technology, politics, culture and all the spheres of social life which in their turn give rise to new
objects, ideas and consequently new words. And indeed, if no new words were to appear, it would be a
sign that the language was moribund; but it is well that each new word that does appear should be
severely scrutinized.
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George Orwell in his essay «Politics and the English language» defined this process as «the
defence of the English language». He argues that language is a natural growth and not an instrument
which we shape for our own purposes. The language reflects existing social conditions, and we cannot
influence its development by any direct tinkering with words and constructions or manipulating with
made-up or nonce-words. Thus, the defence of the English language implies setting up of a «standard
English» which must never be departed from. What is above all needed is to let the meaning, however
changeable, choose the word, and not the other way around.
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WORDS OF INTERNAL REPORT AND PECULIARITIES
OF THEIR RENDERING IN THE INFINITIVE
AND PARTICIPLE CONSTRUCTIONS

The class of words of internal report or as we shall further refer to them internal state words
includes words about cognition (e.g. think, know, believe, remember, figure out), about emotions (e.g.
fear, angry, sad, happy, love, like, hate, enjoy, afraid, amazed, glad, sorry, surprised), about
perceptions — both the five senses (see, look, notice, watch, hear, feel, smell, taste, touch, sound etc.)
and the more ‘internal’ senses (e.g. dizzy, thirsty, ache) — about intentions and desires, choices and
decisions (want, intend, hope, desire, wish, plan, mean, decide) . While analyzing the class of internal
state words we have come across a set of problems, which have a direct connection to the object of our
investigation. The first and probably the most significant discrepancy about these words is the
existence of borderline cases. Like in the case of Affective words, it is not clear where the exact
boundary is between temporary emotional states (happy, angry, sad) and relatively long-term
personality characteristics (patient, optimistic, irritable). Many words can apparently be used in either
area: for example nervous, as in He’s a nervous person vs. I feel nervous right now. Again, although
the boundary may remain unclear, as well as the exact status of words like nervous, the problem serves
to clarify one of the defining criteria of internal states: internal states are things that people experience,
rather than what they are, in the long-term of the word [5].

It has to be pointed out that «internal states» include processes and (relatively short-term) states,
but not capacities and abilities. For example intelligence would not be considered an internal state
word. The noun memory, for example, (as in I have a good memory) is not an internal state word since
it refers primarily to a capacity rather than to a state or process.

The second reason has to do with the imprecision of the term word. The lexical units of a
language can be different from ‘words’ in two ways: First, the same ‘word’ can represent different
lexical units; that is, it can occur with different distinct and unrelated meanings. Second, the lexical
unit may consist of more than one word, as in the case of idioms. For an example of the first case,
consider the word see. It normally has a meaning that could be glossed ‘to perceive visually’, which
belongs to the Perceptual subcategory of internal state words. However, in the sentence He went to see
his mother, the meaning of see is most likely a different one, which might be glossed ‘visit’, and is not
an internal state meaning at all.

If we regard causatives of the internal state words most of them will be straightforward
examples of internal state words:

anger = cause to be angry, make angry

sadden = cause to be sad

upset = cause to be upset

depress = cause to be depressed

frighten = cause to be frightened/afraid

But this is not always the case. Consider the word show. On the one hand, show includes in its
meaning the components cause to see. The first meaning of show listed is «to cause or permit to be
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seen». On the other hand, in many contexts show means more than simply cause to see; the focus
seems to be not on the seeing, but on the activity of the person doing the showing, as in the case with
the word display. In light of this, show (as in He showed me his rock collection) does not seem to be
an internal state word.

To exclude such words from the category of internal state words, we have to add the restriction
that this category includes only words whose meanings are primarily about internal processes and
states [6].

The verb to feel which is classified in the perceptive category in some contexts refers more to
the action of touching than to the sensory experience. Thus this particular meaning would not qualify
as an internal state word.

Learn, for example, involves the acquisition of knowledge, but often focuses on the activity
rather than the knowledge acquired, as in contexts such as the following:

I spent the week learning to knit.

He wasn’t sure if learning to swim will be worth the trouble.

The types of problems that make it difficult to decide whether or not a given instance of a word
is an internal state word also make it difficult at times to decide which subclass a given word belongs
to. For example, several words are ambiguous, having meanings in different subcategories of internal
state words; however, which meaning is intended by the narrator (the speaker) is generally clear from
the context [7]:

I don’t see anyone coming. (Perceptual)

I don’t see how they do it. (Cognitive)

I don’t feel cold at all. (Perceptual)

How would you feel if they said it to you? (Affective)

I don’t feel he can handle the job. (Cognitive)

Some words seem to feel double membership. For example, hope has in its meaning both
components of expectation (Cognitive) and desire (Intentions and Desires).

We actually turn to literature and translation when analyzing the use of internal state words,
because the domain of literature is very broad and somehow it is primarily about internal states,
regardless who’s internal state it is — the author’s, the main character’s or maybe someone else’s. As
a matter of fact the greater part of internal state words is used within the infinitive and participle
constructions. If we take the infinitive constructions our particular interest is directed towards the
objective and subjective infinitive constructions.

The objective with the infinitive construction is used after verbs denoting wish and intention (to
want, to wish, to desire, to mean, to intend, to choose) in the meaning of «xoritu» [2].

I want you to come and dine with me. (Dickens)

A xouy, 106 BM NpUiILM M000iJaTH 31 MHOIO.

Sometimes the absence or presence of the objective with the infinitive construction in the clause
that follows the internal state word can influence the meaning of the latter as it is in the case with the
verb to see. In this case the verb to see (which normally belongs to the perceptive category) has the
meaning of «understand» which places it in the cognitive category.

You see [ didn’t care about the other thing and he could have had it all. (Hemingway)

Posymiere, st MeHe, Te, iHIIIE, HIYOT0 HE BAXUIIO, 1 BiH MIr OM B3sTH BCeE.

The subjective with the infinitive construction used with the verbs of physical perception to feel,
to hear, to smell, to taste etc. can be translated:

with the help of one member introductory indefinite personal sentences followed by an object
subordinate clause as in the following clause:

He was seen the first to come. (D.Carter)

baunnu, mo BiH NPUAIIOB HEPLIMM.

Alongside the introductory definite personal sentence, sometimes the impersonal introductory
sentence may be used in Ukrainian to render the meaning of the nominative with the infinitive
construction. Thus the sentence below is translated in two ways:

The garden gate was heard to bang. (Lawrence)

Yynu / Oyio uyTH, K XJISIHYJIA XBIPTKa B CaJIOK.

[Mouynocs, K y cafKy XJISIHYJa XBIPTKA.

Similar ways of translation are employed when the subjective with the infinitive construction is
used with the verbs of mental perception (to believe, to deny, to expect, to know, to suppose), which
we suggest should be regarded as internal state words belonging to the cognitive category:
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He is supposed to be working in the sanatorium. (Cusack)

BBaxkatoTb (BBaska€eTbes), IO BiH HIOUTO Mpalroe B caHATOPIi.

When used after the verbs to expect, to understand, and to see (in most cases in oral and written
mass media) the nominative with the infinitive complex is translated with the help of the introductory
indefinite-personal sentence followed by an object subordinate clause. The choice of the form of this
introductory clause is predetermined by the verb with which the subjective with the infinitive
construction is used. The meaning of these internal state words may sometimes differ from their
commonly known vocabulary meanings. For example:

Sax sales this year are expected to blow past last year’s 67000. (USA Today)

OuikyeThCsl, IO MPOAAX IIATIBOK CaKCO()OHHOT MY3UKH LBOT'O POKY IMEPEBUILIUTH TOPILIHIO Ha
67000 (mTyK)

When used with the verbs to appear, to chance, to seem, or with the mood phrases to be sure, to
be certain the subjective with the infinitive construction may have different interpretations in
Ukrainian. Thus the verbs seem, believe, appear, etc. which function as simple verbal predicates in
English are converted into parenthetic words or introductory cb- / -cs1 impersonal / definite personal
sentences (BBaxkaeTbcs/ BBaKAIOTh, 34a€THCS, BUAABATHCS):

The war seemed as far away as the football games of some one else’s college. (Hemingway)

BiiiHa BugaBasach TaKoro K JalieKoIo, IK 0TO GpyTOOIbHUIA TYPHIP Y Uy’)KOMY KOJEKI.

She was believed to have taken part in the first flight to Alpha 73. (J. Christopher)

BBaxkanu / 3maeThes1, BoHa Opalia yuacThb y MepioMy mojiboTi 10 Aibdu 73.

The objective participial construction is very often found after verbs denoting sense perception,
which we suggest should be called perceptive internal state words, such as to see, to hear, to feel, to
find etc.:

It was the first time I had ever heard her laugh. (Hemingway)

41 Brepiie MOvyB SIK BOHA CMI€THCA.

The pain had gone on and on with the legs bent and I could feel it going in and out of the bone
(Hemingway)

Binp y 3irHyTHX HOrax Jenani Ay>K4aB, i 51 BiT4yBaB, K BiH HACKPi3b MPOHMAE KiCTKY.

The objective participial construction is used after words of mental activity, such as to consider,
to understand:

Gino was a patriot, so he said things that separated us sometimes, but he was also a fine boy and
I understood his being a patriot. (Hemingway)

JlxiHo OyB maTpioT i 4acoM TOBOPHB Taki pedi, M0 po3’€AHYBaJlM HAC, Ta 3arajioM BiH OyB
JOOpHii XJIOTIelb, 1 51 pO3yMiB HOrO MaTPIOTHU3M.

I consider myself engaged to Herr Klesmer. (Eliot)

41 BBaxkato cebe 3apydeHoro 3 manoMm Kiecmepom

After verbs denoting wish, such as to want, to wish, to desire only Participle II is used:

The governor wants it done quick. (Bennet)

Batbko xoue, 1m100 11€ 0yI10 3p00ICHO MIBHUIIKO.

The subjective participial construction is a construction in which Participle I is used. It is
generally rendered into Ukrainian by a complex sentence. This construction is chiefly used after verbs
of sense perception:

Mr. and Mrs. Guttingen lived downstairs and we would hear them talking sometimes in the
evening and they were happy together too. (Hemingway)

[Tan i1 mani ['yTTiHreHH MeIIKaNId BHU3Y, i1 MM 4acOM 4yJH, SK BOHH TOMOHSTH BEUOpPaMHU
MPOMiXK ceOe: iM Tex 0yJI0 XOpoIle BIBOX .

We heard it coming up the street and saw it headlights. (Hemingway)

M noyynu TYpKIT MallliHH, 110 iXajia BYJHUIEI0, 1 modadnin cBiTio dap.

We have come to a conclusion that the notion «internal state» has to do primarily with states,
processes and experiences, which can be considered «internal» (i.e. «mental» or «psychological»). But
we do not exclude the existence of borderline cases, which are not clearly categorizable. As a general
principle, we suggest that the internal state words be classified according to their literal meanings
rather than by meanings that may be conversationally implicated. This is because in identifying
internal state words, we are concerned with lexical meanings rather than utterance meanings.

If we take the participle and infinitive constructions we may see that they are closely related to
the internal state words, having a particular influence on the ways of their translation. The internal
state words, which are generally used within these complexes belong to the cognitive, perceptual and
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intentions and desires category. To sum up, it should be noted that any internal state word will have
the equivalent in the target language, although we cannot claim that it will be of the same category in
the target language as it was in the original one. Such a incompatibility may be first of all explained by
the subjective aspect of translation. The second factor that leads to such misinterpretation is the ability
of the translator to determine when an utterance contains an internal state word, and determine the
status of the internal state word with respect to its category.
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ANTHROPONOMICAL SYMBOLS OF ALLUSIVE NATURE
IN THE POEM «THE WASTE LAND» BY T.S. ELIOT

The poem The Waste Land by T.S. Eliot is all about symbolism of the allusive nature. People
and objects are symbolic of events and thoughts. Speaking about the characters of the poem, it must be
pointed out that all of them are more or less symbolic.

While investigating the role of allusive symbols in the poem we were influenced by the
following considerations:

It was put an aim not just to outline and enumerate the allusive symbols, enclosed in the poem,
but also to interpret them.

To regard each allusive symbol from historical, traditional point of view.

To regard each allusive symbol according to the theme and idea of the poem taking into
consideration the individual psychological personality of the author.

The very special character of the theme retrains from the purely academic or one-sided esoteric
interpretation of the symbols. The investigation of symbolic essence is a kind of traveling into the
worlds of unconsciousness.

An essence must be made on the point, that the process of interpretation of allusive symbols is
closely connected with the person who interprets, with his or her social and cultural surrounding, and
what is the most essential — with his or her intentions. In our research we tried to disengage ourselves
from subjective judgments, but to interpret allusive symbols objectively.

In the first part we meet an image of a human soul — the narrator — Marie. In the Biblical
context, this is a name of a Savior’s Mother, Virgin, who with the fulfillment of the Holy Spirit gave
birth to the Messiah.

Like a woman, who conceives a baby in her womb; like the earth, which bears seeds, every soul
should give birth to God inside it. The name Marie (from Greek) means « lofty, exalted, sublime» [4,
324]. It is confirmed through [P. 1, 17]:

In the mountains, there you feel free.
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But the author underlines that now human soul is very landed:

And down we went. [P. 1, 16 ]

Marie, whose place is in the heavens, now is at the bottom of the life mountain, and to climb
high again would be very difficult.

Madam Sosostris is one more woman image in the poem. She is a «famous clairvoyance «.

«I will show you fear in a handful of dust», she said. At first the reader may not make the
connection, but being familiar with the Satyricon and the legend of the Sybil, one would realize that
the Sybil had asked to live the same number of years as there were grains of sand in her hand at the
time. However, she forgot to ask for eternal youth, and hence her answer to the acolyte’s question. So
not only does the reader feel the fear inherent in a handful of dust because it represents the lack of
water and hence desire, but they also feel the fear of improper desire as well, as manifested in the
legend of the Sybil [4, 328].

She had a pack of cards in her hands. The four suits of her Tarot pack are the cup, lance, sword,
and dish -- life symbols associated with the Grail legend.

«...Idonot find the Hanged Man . . .». On this card in the Tarot pack he is shown hanging on
a T shaped cross [5, 189]. It symbolizes self-sacrifice of the fertility God who is killed in order that his
resurrection may bring fertility once again to land and people. There is an allusion to the Christianity.
But let’s compare these two crosses. A cross on which Jesus was crossed looked like that . The
horizontal line symbolises the earthy life, a life of a body, the main necessity of which lies in
satisfaction of instincts of the flesh, while the vertical line stands for spiritual life. In case of the
Messiah all the instincts were exceeded by spiritual connection with Creator. The Lord has restrained
His flesh, so that He could give a spiritual resurrection. In case with the cross, printed on Tarot pack,
there is an allusion to the sacrificing of God, but horizontal line restrains the vertical one, so one can
hardly speak about any resurrection. In other words, the archetype of Saviour — Hanged man could not
give any spiritual continuation — he is spiritually sterile.

One more significant symbol in is the image of Tiresias. According to the legend, he was a blind
oracle. In this image two sexes are combined as due to the story he was a woman for seven years.
Seven is a number of fulfillment, complexity. So we can speak about him as though he was a real
female representative. Tiresias is an archetype of both — human soul and human spirit. Besides the
legend tells, that he was a prophet. The place of his living was Aid, Hell. It creates an atmosphere as
though the main hero is traveling [6, 24] .

Tiresias was certainly at one point to have served the very function Eliot assigned to modern
literature in his early essays. As an observing eye that is both of the crowd and outside it, he is to
reconcile individual and community, part and whole, freedom and necessity. The directions Eliot
included in his notes to the poem suggest that Eliot hoped even after the poem was written that
Tiresias could fill this role. But the Tiresias he has actually portrayed in the poem itself is instead the
incarnation of the failure of reconciliation, a mere juxtaposition of part and whole that dramatizes the
gulf between them. As a dramatic figure, Tiresias demonstrates two equal but opposite fears that both
gripped Eliot, a fear of fragmentation and loneliness and a fear of featureless uniformity. In the
modern world, it seems, freedom cannot be had without fragmentation and loneliness, and community
cannot be had without coercion and conformity.

In Part 1, line 60 one can easily recognize the beginning of the journey:

Unreal City,

Under the brown fog of a winter dawn...

and in P.3, 207 its continuation:

Unreal City

Under the brown fog of a winter noon...

Thus the whole part is a mixture of prophetic vision and bitter reminiscences of Tiresias as to
the whole society:

Twit twit twit

Jug jug jug jug jug jug

So rudely forc'd

Tereu [P.3, 256- 260 ]

In this context the change of Philomel is the archetype not only of the human soul, but of the
universe.

We find ourselves in a position to confront a problem, which, though distant, is not forgotten:
the problem of the poem's unity, or what comes to the same thing, the problem of Tiresias. We may
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begin to see how Tiresias can serve the function of «uniting all the rest,» without that obliging us to
conclude that all speech and all consciousness are the speech and consciousness of Tiresias. For, if we
rush too quickly to Tiresias as a presiding consciousness, along the lines established by Conrad or
James, then we lose what the text clearly asks us to retain: the plurality of voices that sound in no easy
harmony. What Eliot says of the Absolute can be said of Tiresias, who, also, «dissolves at a touch into
... constituents» [4, 241]. But this does not leave us with a heap of broken fragments; we have seen
how the fragments are constructed into new wholes. If Tiresias dissolves into constituents, let us
remember the moments when those constituents resolve into Tiresias. Tiresias is, in this sense, an
intermittent phenomenon in the poem, a subsequent phenomenon, emerging out of other characters,
other aspects. The two sexes may, as Eliot suggests, meet in Tiresias, but they do not begin there.

As we see, The Waste Land does not merely reflect the breakdown of an historical, social, and
cultural order battered by violent forces operating under the name of modernity. For Eliot the disaster
that characterized modernity was not an overturning, but the unavoidable, and ironic, culmination of
that very order so lovingly celebrated in Victoria's last decade on the throne. Unlike the older
generation, who saw in events like the Great War the passing of a golden age, Eliot saw only that the
golden age was itself a heap of absurd sociopolitical axioms and perverse misreadings of the cultural
past that had proved in the last instance to be made of the meanest alloy. The poem's enactment of the
contemporary social scene in The Burial of the Dead, A Game of Chess, and The Fire Sermon exhibits
the «negative liberal society» in which such events and people are typical. Eliot's choice of these
events and people — Madame Sosostris, the cast of characters in A Game of Chess, and the typist — as
representative of a particular society is susceptible, of course, to a political analysis, which is to say,
their representativeness is not self-evident, though they are presented as if it is.
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PROSODIC PECULIARITIES OF THE REALIZATION
OF THE ENGLISH COMPOUND STRUCTURES
IN THE INTERFERED SPEECH OF BILINGUALS

The study of interference is conditioned by the growing necessity to promote excellence in the
teaching of English. Many findings in this field were done by such linguists as U. Weinreich, Y.
Zhluktenko [2; 3]. But irrespective of all the achievements gained, the problem of interference on the
level of prosody acquires more attention and still requires scientific investigation.

The purpose of our investigation is to establish the peculiarities of the realization of the English
compound structures in the interfered speech of bilinguals on the basis of the contrastive study of
prosodic norms of the Ukrainian and English languages.

Bilinguals are the persons that practise the alternated usage of two languages [2, 22].
Interference is defined as the introduction of errors into one language as a result of contact with
another language; also called negative transfer. It typically occurs while people are learning a foreign
language or living in a multilingual situation [6, 189]. In our case, interference is the factor that
hampers communication for those who learn a foreign language.

The bilinguals usually possess stronger and steady acquired skills and habits in their native
language usage, that is why they are dominating and influence the foreign language they study. The
earlier formed skills influence the new skills that are being in the process of acquiring. The process of
transference of the speech skills from the native language into the foreign one is based on the
identification of the native language linguistic forms with the foreign ones, which in its turn leads to
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the confusion of the native language features with the foreign ones [4, 32, 33].

Phonetic interference implies the deviation from the norms of pronunciation that leads to the
appearance of the accent. Very many difficulties are connected with the interference on the level of
prosody. The errors in intonation are the most stable, they firmly remain in a bilingual’s speech, and it
is very difficult to overcome them. We may observe the changes of peculiarities of the stress, pattern
of intonation, the substitution of the vowel length by the accentuation in the target language under the
influence of the source language. This creates the kind of prosodic substitution [3, 95].

The investigation of the prosodic peculiarities in the interfered speech of Ukrainian-English
bilinguals conditions the necessity to study the characteristic features of prosodic systems in both
languages.

It is common knowledge that prosody is treated as a system of suprasegmental means, in which
we can distinguish a number of components. According to the definition prosody is the variation in
pitch, loudness, tempo, and rhythm, as encountered in any use of spoken language [6, 318].

There are common features in the prosodic systems of both languages that can be regarded as
universal. Hence, in both languages prosody performs delimitation of syntagms in the speech flow.
The syntagms may consist in English and Ukrainian of a single word, or they may coincide with a
phrase, a clause or the whole utterance. But whatever their structure, prosodic patterns always contain
a terminal tone which is an indispensable part of a speech unit [5, 99]. There exists a considerable
degree of similarity both in the range of employment and in the terminal tones of utterances which
distinguish the principal paradigmatic kinds of them in English and Ukrainian.

Thus, we can trace two main isomorphic forms of pitch change which represent respectively the
falling tones on the one hand and the rising tones on the other. The common falling and rising tones
are used in different English and Ukrainian syntagms to mark the communicative units in the
contrasted languages.

But, there are allomorphic features that constitute the source of interference and make the
transference of the source language norms into the target one erroneous.

First of all, the feature that clearly distinguishes the Ukrainian phonological system from the
English one concerns the pitch range which is considered to be narrower in unemphatic Ukrainian
speech units than in English. In Ukrainian stressed and unstressed syllables seem to form an irregular
scale, a regular descending scale is observed rather seldom. In English intonation contours, as a rule,
the first stressed syllable has the highest pitch, whereas in Ukrainian the stressed syllable in the word
which is logically emphasized has the highest pitch [1, 148, 149].

The force with which the stressed and unstressed syllables are pronounced, and consequently
their length, is not the same in English and Ukrainian. The acoustic characteristics manifest
themselves in different languages via an unequal distribution of energy used to pronounce strong and
weak syllables, which have in English and Ukrainian different intensity and an unequal duration [5,
99, 100].

The results of the investigations conducted by the home school linguists show that the
intonation of English utterances is marked by a greater intensity, in other words by a stronger energy
with which the strong and weak syllables are pronounced. Due to this both types of syllables in
Ukrainian seem to have a longer duration than the English syllables. Consequently, Ukrainian
utterances of the same number of syllables mostly take more time to be pronounced, than the English
utterances of the same number of syllables. That is why the Ukrainian speech is fluent (legato) and the
English speech is slightly harsh (staccato) in comparison with present-day Ukrainian [5, 100, 101].

In addition, one more feature that causes the interference of the Ukrainian language into English
on the level of prosody is the differences between the rhythmic arrangement of speech. English is a
stress-timed language, stresses occur at approximately equal periods of time. Unlike English,
Ukrainian utterances both in emphatic and unemphatic speech are arranged in accordance with the
time duration of syllables [5, 101].

By means of the auditive contrastive analysis of the recorded samples narrated by the
informants and by the native speaker we established the deviations from the English prosodic norms.

Thus, we determined that the pitch patterns of the Ukrainian language influence the melodic
characteristics of the English compound sentence realization. Hence, we observed the deviations in the
intonation contour of the syntagms. Instead the regular descending scales, the Ukrainian informants
used the irregular ones. The first stressed syllables in the syntagm were typically pronounced lower
than they should be. In the case of contours with the final falling tone the descending of the pitch of
the voice to a low level took place within the last stressed and final unstressed syllables. The falling
tones were pronounced not so sharp as in English but more gradually and soothingly. The overall pitch
range of the utterances sounded narrower. Besides the qualitative deviations we also observed the
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distributional ones. In some cases the rising tones were used instead of falling ones in the non-final
syntagms.

As for the manifestation of the dynamic characteristics of the compound sentence realization in
the interfered speech of bilinguals, we observed the excessive occurrence of stresses (personal,
possessive pronouns and a great number of prepositions, which are generally unstressed in English,
were stressed by Ukrainians), which leads to the distortions in rhythmical patterns.

For example in the sentence There was the smile again,| but this 'time I 'held out against it the
informants additionally stressed the word this or 1.

The English speech of the Ukrainian bilinguals acquires the sort of fluency which is not
characteristic to English.

The stressed and unstressed syllables are pronounced with the longer duration than they should
be in English. That is why the tempo of the compound utterances pronounced by the Ukrainian
bilinguals is slower, than that of the native speakers. It is also influenced by the non adequate
pausation caused by the difficulties of the immediate perception.

'Myrtle 'pulled her 'chair 'close to \mine,| and 'suddenly her 'warm \breath| 'poured over me the
'story of her 'first 'meeting with \Tom (The sample narrated by the native speaker). The Ukrainian
informants made more pauses that caused distortions in the rhythmic pattern and perception.

'Myrtle 'pulled her 'chair 'close to \mine,| and 'suddenly her 'warm \breath| 'poured over me the
'story| of her 'first 'meeting with \Tom. ||

Thus, we can make the conclusion that the prosodic interference causes many difficulties in
communication. They are manifested through the problematic perception, understanding and
reproduction of long syntactic structures. Here we have touched upon some instances of interfered
speech peculiarities. All the cases of prosodic interference are still to be studied and systematized.

The further investigations in the field of prosodic interference will contribute to better
understanding of the rules of prosodic means functioning and application that enables students to
fragment the speech flow correctly and extract the meaningful centers of each fragment, helps them
speak more clearly and accurately and to be understood by the listeners. The results of the given
investigation can be used for further study of theoretical questions concerning the interference on the
level of prosodic means functioning in the compound sentence realization as well as for deeper
research and study of the most important aspects of this problem in connection with other linguistic
sciences.
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THE REPRESENTATION OF THEMATIC AND STRUCTURAL UNITY
IN A SHORT STORY «MARK ON THE WALL» BY VIRGINIA WOOLF

The phrase «stream of consciousness» (originally invented by William James) has been used to
describe the technique Virginia Woolf used to employ for her fiction. It had been already
experimented with-as she implies-by Dorothy Richardson in «Pointed Roofs» and by James Joyce in
«Ulysses». As she had suggested in «Modern Fiction», her basic aim was in the novels was to capture
a different reality, something that would express the «semitransparent envelope» of consciousness in
all its complexity, the soul with its intuitions of eternal as in the greatest poetry, rather than a material
world.. And to achieve this aim she saw that she needed to jettison «plot» in the accepted sense, and
achieve an aesthetically satisfying structure by other means. Most of the other conventional props of
the novel, in which the author/narrator moves his characters with careful scene/shifting from one place
to another, from one moment of time to the next moment chosen, also had to go- «no scaffolding,
scarcely a brick to be seen». Lightness, speed, the use of symbols in imagery, were of the essence of
such an attempt [1, 48].

We would not open something strikinly new if I say, that the works of Virginia Woolf were
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totally different from everything that existed before them; they came out the established rules and
Woolf created her own style that influenced the course of literature of the whole XX century. «The
Mark on the Wall» is not an exception.

The first thing that amazes while reading this story is the total absence of such notions as «time»
and «place». Of course, someone may object. Since V. Woolf does speak about the certain house or at
least a place:

«... for the people who had this house before us. This is the sort of people, they were very
interesting» [3]. Or even tries to define the time: «Perhaps it was in the middle of January in the
present that I first looked up and saw the mark on the wall.... It must have been winter time» [3].
Though, those extracts are not of importance, we mean, for the general realization of the story, the
realization of the message the author wants to transmit to us. In the novels of Thackeray or Hardy, for
example, the strong sense of time and place is preserved. Since it helps readers to figure the life of
characters, what were the reasons for them acting in this or that particular way? We can observe them
from early childhood up to their death. Anyway, as we have mentioned above, that is their message,
not Virginia Woolf’s, her characters are different; they are trying to give the answers to the most
essential questions. Sometimes, there are no actual characters like in «The Mark on the Wall». V.
Woolf comes up a narrator of her own story, which makes it more personal and sincere. And as a
result she by herself makes the discovery -there is a certain circle of life, all components are strongly
linked; there is no end-only beginning since everything can be re-created in something else. The
passage with the tree illustrates this statement really vividly: «Wood is a pleasant thing to think about.
It comes from a tree; and trees grow, and we don’t know how they grow. For years and years they
grow, without paying any attention to us, in meadows, in forests, and by the side of rivers—all things
one likes to think about... Even so, life isn’t done with; there are a million patient, watchful lives still
for a tree, all over the world, in bedrooms, in ships, on the pavement, lining rooms, where men and
women sit after tea, smoking cigarettes. It is full of peaceful thoughts, happy thoughts, this tree. 1
should like to take each one separately—but something is getting in the way.... Where was [?»[3]. The
very understanding of the world around us begins with the understanding of the components of the
«circle of lifey. In order to do this we need some kind of starting points. Virginia Woolf took this
Mark on the Wall for herself, she always comes back to it and it recalls new thoughts and memories.

When Virginia saw the Mark for the very first time she said: «.... I looked up and saw the mark
on the wall for the first time. The mark was a small round mark, black upon the white wall.... If that
mark was made by a nail. It can’t have been for a picture, it must have been for a miniature ...» [3].
That was the very first impression. We find something new and it seems to us so evident and clear.
Though how surprised we get figuring quite different sense behind this «familiarity». In order to prove
this, let us take the next passage: «But as to that mark, I’m not sure about it, I don’t believe it was
made by a nail after all ....»[3] Some hesitations appear-was it really a nail, or even was it a mark after
all? And some kind of hopelessness can be heard in the following words: «Oh! Dear me, the mystery
life; the inaccuracy of thought! The ignorance of humanity !» Than the thought about the mark
undergo changes again: «And yet that mark on the wall is not a hole at all. It may be caused by some
round black substance, such as a small rose leaf left over from the summer....»[3].

We also look at the certain situation at different ankles, and it changes due to the ankle we take.
Here also belongs, feministic piece, Woolf speaks about so called «generalization» or false beliefs:
«Generalizations bring back somehow Sunday in London, Sunday afternoon walks,...-like the habit of
sitting all together in the room until a certain hour, although nobody liked it. There was a rule for
everything». Virginia Woolf speaks about it with severe irony, and again make the following
conclusion: « How shocking and yet how wonderful it was to discover that these real things....were
not entirely real, were indeed half phantoms..., what now takes place of those things I wonder, those
real standard things!... Men, perhaps, should you be a woman; masculine point of view which governs
our lives, which sets the standard....» [3]. Woolf laughs at this «established» order. This is when we
see the very author, the bottom of her mind and soul.

We are coming back to the mark-how does it look now? : «In certain lights that mark on the
wall seems actually to project from the wall. Nor it is entirely circular. I can not be sure, but it seems
to cast a perceptible shadow, suggesting that if [ ran my fingerdown that strip of wall, it would, at a
certain point, mount and descent a small tumulus.....»[3]. Those variations with the mark can actually
puzzle us, but this is the technique V. Woolf is using- to lead us to conclusion, to make it with her, to
think the things over. That is why she is asking: «No, no nothing is proved, nothing is known. And if I
were to get up at this very moment and as certain that the mark on the wall is really-what shall we
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say?»[3]. We do not often realize that one thing is know or suppose about something, and another- to
face it, to deal with it. We can paraphrase the question in the following: «Do we always deal with the
things we do know?»

Another interesting symbol is a mirror: «As we face each other in omnibuses and underground
railways we are looking into the mirror that accounts for the vagueness, the gleam of glassiness in our
eyes. And the novelists in future will realize more and more the importance of these reflections for, of
course, there is not one reflection but an almost infinite number....»[3].

The conclusion, Virginia Woolf is trying to make is- we reflect in other people, just like in a
mirror; looking at the others we see ourselves and compare.

After the research we have done and conclusions we have made, the end of the story speaks for
itself: «....I can’t remember a thing. Everything’s moving, falling, slipping, vanishing.... There is a
vast upheaval of matter» [2].

Really «<UPHEAVALDy.... The task that is left for us is to find the right place in the circle of life
and stop blaming.
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SYMBOLISM IN THE SHORT STORY «THE SISTERS»
BY JAMES JOYCE

In our investigation we will deal with the topic of symbolism in the short story «The Sisters» by
James Joyce. The use of symbols is truly a prevailing way of describing the author’s point of view and
ideas, events as well as characters’ states of mind. «The Sisters,» by James Joyce, is a story that mixes
unsophisticated associations with an aim to teach together with realistic endeavour, revealing truths of
life and death.

The short story revolves around a young boy's struggle to affirm and rationalize the death and
insanity of an important figure in his life. The boy, who is also the narrator, arrives home and finds out
that Father James Flynn, a confidant and unofficial educator of his, has just passed away, which is no
surprise, for he had been paralyzed from a stroke for some time. Mr. Cotter, a friend of the family, and
his uncle have much to say about the poor old priest and the narrator's relationship with him. The
narrator is angered by their belief that he's not able, at his young age, to make his own decisions as to
his acquaintances and he should «run about and play with young lads of his own age ...» [3,8] That
night, images of death haunt him; he attempts make light of the tormenting face of the deceased priest
by «smiling feebly»[3,9] in hopes of negating his dreadful visions. The following evening, his family
visits the house of the old priest and his two caretakers, two sisters, where he lies in wake. There the
narrator must try and rationalize his death and the mystery of his preceding insanity.

We can conclude much about the young boy's personality and character. The narrator is pretty
knowledgeable for his young age, since Father Flynn had taught him extensively about numerous
corners of society, history, religion and literature. This knowledge is evident through his actions both
to the reader and to the other characters in the story. His uncle refers to him as a «Rosicrucian», the
name which, as we may find out, stands for a member of a private organization of philosophy and
whose purpose is learning to investigate the hidden secrets of nature and mysticism. He was angered
by the inspection of Mr. Cotter and the ideas he forms about him. The narrator is rather a thoughtful
person than a transparent one.

Priests and the Catholic Church come under attack in the story. Many critics have examined and
scrutinized the religious symbolism and the psychosexual aspects of «The Sisters,» As we shall see,
the symbols used to describe these problems are very explicit.

The narrator experiences a drastic change in this story. This passage displays this change and its
cause: «But no. When we rose and went up to the head of the bed I saw that he was not smiling. There
he lay, solemn and copious, vested as for the altar, his large hands loosely retaining a chalice.» [3,13]

At first the narrator holds back the news of Father Flynn's passing, thereby requiring him to
check his house the next morning just to confirm the truth of the gloomy news. He finally bears the
fact of the priest's passing away when he leans over his face, hoping to once again see his warm,

CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiryck Ne7 77



friendly smile, but he sees a face of death, all the energy and life having been drained from his dear
friend. The chalice lying in the priest's hands is a symbol of his insanity. The shattering of a similar
chalice, months ago, was the beginning of Father Flynn's abnormal behaviour. Most of the themes,
symbolism, and change in this short story could be drawn from this brief passage.

From the descriptions of Father Flynn's characteristic behaviour by the boy, by Cotter, by his
sister Eliza and by the boy's aunt, we quickly find out that Father Flynn had many problems. The boy
recollects Father Flynn's «tongue upon his lower lip» [3,13] which is suggestive of sexual perversion.
Cotter's sarcastic and elliptical remarks regarding the priest tell of something sexually crooked. Eliza
talks of her brother's life as «crossed»[3,16], and the boy's aunt adds that «He was a disappointed
many [3,15].

Father Flynn was apparently widely educated and knowledgeable, and possibly had a promising
future. But critics say that most likely Father Flynn was sexually crooked, very likely from early in his
career. This resulted in a guilt-ridden secret internal life filled with the fear of discovery, which in turn
hindered his performance as a community minister. This inner life may have manifested itself in a
huge amount of mannerisms, possibly effeminate behaviour, which did not go unnoticed (Joyce points
to one of them, i.e. the tongue on the lower lip) [3,13].

The boy in «The Sisters» recalls: «Sometimes he had amused himself by putting difficult
questions to me, asking me what one should do in certain circumstances or whether such and such sins
were mortal or venial or only imperfections»[3,11]. Such details are reserved for older seminarians.

Critics say this may be a reflection of Father Flynn's mental health. He may not be able to
refrain from taking a rather sadistic pleasure in confusing the boy with moral scruples reflective of his
own psychological state. The priest is obsessed with his own mortal sin. The priest's weaknesses, the
gravity of this mortal sin (lust) according to the Church, which overwhelm him, conflict with his
strong priestly obligations and beliefs.

Further, the confessions of young boys regarding their sexual fantasies and possibly deeds
would very likely intensify the problems of this sexually repressed man, and visions of fire and
brimstone in eternal Hell would rage as his sexual urges increased. The inner disorder rendered the
priest sadistic, inept, awkward and perhaps incompetent as he retreated into himself, finally leading to
paralysis. That he did not overstep the bounds of priestly propriety is unwittingly stated by Eliza: «He
-was too scrupulous always... The duties of the priesthood was too much for him» [3,16]. Father Flynn
could not function fully under the stress of his enormous secret and was never promoted within the
priesthood. He was indeed a «disappointed many.

In «An Encounter,» the story directly following «The Sisters,» in Dubliners, Joyce has a clearly
developed portrayal of the sadistic priest of «The Sisters» without the restraints of the Church. Both
are well-educated and well-spoken and the descriptions are similar; the «ancient priestly garments»
were a faded green; the «discoloured» and «yellow» teeth are also very symbolic and make readers see
images of mould and decay.

The boy's words from the very opening line, «There was no hope for him this time...» [3,12]
evoke caution. Joyce is leading the boy and the reader into a descent to an unknown region, namely
the unconscious. The boy's sexual awareness is slowly being awakened by his proximity to the priest
whose characteristics are suggestive of a sexually predatory nature.

«The Sisters» may be both the boy's and Joyce's bringing up the priest for trial for the
discomfort and frightening sensations he is experiencing. But his feelings toward the priest are
undecided. As we see the boy is enthralled with the education he is receiving from the priest; an
extensive vocabulary and Latin, learning of the world of the past and a world away from Dublin. But
the tongue lying on the lower lip makes the young boy uncomfortable although he doesn't understand
why. He has an instinctual, but not a conscious understanding of the sexual implications of his
interchange with Father Flynn. The word paralysis goes round in his head, «But now it sounded to me
like the name of some maleficent and sinful being». The very word «paralysis» is very symbolic; in
the narrow physical sense it has no moral value attached to it. Through the boy Joyce is using
«paralysis» in terms of his complex relationship with the priest, an underlying unwholesomeness
which spreads like a disease and which represents the pall that the Church has cast over Ireland. This
might clarify the boy's enigmatic reaction to the priest's death: «I found it strange that neither I nor the
day seemed in a mourning mood and I felt even annoyed at discovering in myself a sensation of
freedom as if I had been freed from something by his death» [3,15]. He has already distanced himself
from the priest by referring to the corpse as «it.» In his thoughts the boy senses something unpleasant.

«It murmured; and I understood that it desired to confess something. It began to confess
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something to me in a murmuring voice and I wondered why it smiled continually and why the lips
were so moist with spittle. But then I remembered that it had died of paralysis and I felt that I too was
smiling feebly as if to absolve the simoniac of his sin» [3,12].

Later the boy tries to recollect the last part of the dream and remembers «that I had noticed long
velvet curtains and a swinging lamp of antique fashion. I felt that I had been very far away, in some
land where the customs were strange — in Persia, I thought... But I could not remember the end of the
dream» [3,13]. The «smile» and the lips «moist with spittle» are provoking troubling questions. The
boy is struggling to come to terms with his own developing sexuality. The velvet curtains (sensual)
and the swinging lamp (erotic) in this exotic atmosphere are sexually charged images. The boy had
experienced an intuitive perception, that the root cause of Father Flynn's physical breakdown is
simoniacal guilt».

But efforts to apply the sin of simony to the priest are convoluted and a stretch. Simony is
selling or exchanging of favours for money or other things, and there is no evidence that the priest sold
either monetary or spiritual favours. Joyce's use of the word simony in the story is twofold.

First of all, to establish simony as a theme for the Dubliners; and secondly, to show the boy's
love of words. He enjoys saying words, but his usage is, at times, unsteady. Smiling and «spittle on the
lips» [3,11] is more akin to sexuality than simony. The use of the word simoniac is a misuse of the
word by confusion with one that sounds similar. What the boy means to say is «sex maniac;» the two
words have the same number of syllables and sound more or less the same. It is an expression the boy
may have heard on the streets. One of the ironies of this story is that the boy may be the only person
who has a clue, even subliminally, as to why the priest went «off.»

Very near the end of the narrative, Eliza, after a long silence, slowly says, «// was the chalice he
broke...That was the beginning of it. Of course, they say it was all right, that it contained nothing, I
mean. But still... They say it was the boy's fault. But poor James was so nervous, God be merciful to
him!» [3,17]. What was this experienced priest so nervous about? The chalice was not heavy with the
wine for the Eucharist. The presence of a boy might have triggered the priest's carnal urges. Some sort
of clumsy exchange arose out of the priest's preoccupation; perhaps brushing up a little too closely to
the boy (accidentally on purpose) caused an abrupt reaction from the boy and the dropping of the
chalice from the overwrought priest's hands. It can only be conjecture.

The chalice is a very important symbolic unit here. It is the most important vessel in the
Catholic Church used in the Eucharist and according to church dogma holds the blood of Christ. It
must be consecrated by a bishop and is closely associated with the parish priest. Kennedy highlights
the importance of the chalice. After administering the Eucharist «the priest prays that 'no stain of sin
remain on me... whom these pure and holy sacraments have refreshed». My contention is that the
broken chalice is akin to the broken pitcher in paintings — a symbol of the lost virginity of a young
maiden. The priest has broken his vows by even thinking of young boys in sexual terms. In essence,
the chalice had been broken in long years past and finally in fact. The symbolism of the broken chalice
(i.e., broken pitcher) reinforces the argument of the sexual implications in the priest's case.

The boy later refers to this latter object as the «idle chalice» the inference of the word «idle»
being that this object-symbol of the priesthood is now «devoid of meaning». The priest's chalice, the
vessel of Christ's blood, has been violated. All is not well within the hallowed sacraments of the
Church.

And there is one more thing. Father James Flynn is what Joyce might have been as parish priest
reflected in the name James as well as Flynn — the family name of one of Joyce's maternal ancestors.
The boy may readily be associated with the young Joyce, particularly in his love of words and
certainly in his religious schooling. On one of many levels, «The Sisters» may be a story of the young
impressionable Joyce who meets a hapless older Joyce had he undertaken the priesthood. I do not
mean to imply that Joyce was a pederast; rather that he might have imagined himself (sardonically)
becoming one had he been a celibate in the atmosphere of a boys' school. It is not too far-fetched to
assume that the young Joyce encountered behaviour such as Father Flynn's among the priests.

In this opening story of Dubliners, Joyce has set the stage for the stories to follow, giving a
harsh and condemnatory picture of his native city. Except for Cotter, and finally the boy, all are blind
to the priest's disease. Cotter's interpretation is narrow-mindedly contemptuous, maliciously gossipy
and anti-intellectual; the boy's like Joyce’s is more far-reaching. Blindness to the prohibitively
restrictive Church as symbolized by the priest (who himself caves in under the constraints) leads to a
paralysis which permeates Dublin and Ireland and ultimately to Joyce's exile.

Our point of view is that this is an extremely important short story and its impact into the
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development of our awareness and understanding of the life of people in Great Britain in general and
Dubliners in particular is exceptionally significant. All the thoughts and ideas of James Joyce are
pretty well concealed under far-reaching symbols. So it is true you have to give the short story a good
thinking before you'll be able to get the idea. But still, the mysteries, enigmas and puzzles of the story
are worth all the efforts made with the intention of discovering them.

Jimepamypa
Adams, Robert M., Surface and Symbol, — London, 1962
Goldman, Arnold. The James Joyce Paradox, — Oxford, 1966
Joyce, James. Dubliners. — London: Everyman’s Library, 1991
http://www.gradesaver.com/classic/ClassicNotes/Joyce.htm

el S

cmyo. 52 ep. ¢p-my inozem. mos Poxcorana J[ioyx
Hayk. kepienuk — eukia. O.11. Conenxo

HISTORICAL PRECONDITIONS
OF THE POEM «PARADISE LOST» BY JOHN MILTON

Puritanism was the name given in the 16" century to the more extreme Protestants within the
Church of England who thought the English Reformation had not gone far enough in reforming the
doctrines and structure of the church; they wanted to purify their national church by eliminating every
shred of Catholic influence. It was a loosely organized reform movement originating during the
English Reformation of the sixteenth century. The name came from efforts to «purify» the Church of
England by those who felt that the Reformation had not yet been completed. Eventually the Puritans
went on to attempt purification of the self and society as well. [4 ]

In this article we glimpse the genius of Puritanism — John Milton, who in Paradise Lost dared
«assert Eternal Providence / And justify the ways of God to men».

Milton, as a Protestant heroic poet reflecting a trend toward an individual humanistic
relationship to the Scriptures, undertook an epic dramatization and a free poetic reappropriation of the
story of «man’s first disobedience». Actually, Puritanism generally extended the thought of the
English Reformation, with distinctive emphases on four convictions: (1) that personal salvation was
entirely from God, (2) that the Bible provided the indispensable guide to life, (3) that the church
should reflect the express teaching of Scripture, and (4) that society was one unified whole. [3 ; 2177,
4]

When he took occasion in The Reason of Church-Government to «covenant with any knowing
reader» about his poetic aspirations, Milton had not yet decided definitely on the subject or form of the
great work that he promised to compose «some few years» hence, once the nation «had . . .
enfranchised herself from the impertinent yoke of prelate» and he had been free from ecclesiastical
controversy to return to his interrupted poetic preparation. However, despite his indecision over theme
and mode, there were certain aspects of the projected poem that he was able to describe with precision
and conviction, even in 1642. In the first place, having chosen «these British Islands as my world», he
would compose a work of national significance (perhaps on a theme drawn from English history) and
would write it in the vernacular. He was still committed to the resolve, first articulated in the Vacation
Exercise of 1628, «to fix all the industry and art I could unite to the adorning of my native tongue; not
to make verbal curiosities the end, that were a toilsome vanity, but to be an interpreter and relater of
the best and sagest things among mine own Citizens throughout this Island in the mother dialect»
Secondly, the prospective poem, set firmly in the docere cum delectatione tradition of Christian
humanist poetics, would be didactic; it would seek to inculcate virtue and morality by «teaching over
the whole book of sanctity and virtue through all the instances of example with such delight to those
especially of soft and delicious temper who will not so much as look upon Truth herself, unless they
see her elegantly dressed». Thirdly, since the religious poet's gift of song is «of power beside the
office of a pulpit, to imbue in a great people the seeds of virtue, and public civility . . . and to celebrate
in glorious and lofty Hymns the throne and equipage of Gods Almightiness», Milton himself would
stand to his audience in the relation not only of teacher but also of inspired poet-priest mediating
divine truth to his fellow men. [2 ; 1474 ]

And finally, he knew that his promised poem would be the product of human industry guided
and sustained by divine grace, that its execution depended upon «devout prayer to that eternal Spirit
who can enrich with all utterance and knowledge» together with the poet's own contributions of

80 CTyneHTChKHid HayKoBHH BicHUK. — 2004, — Buiyck Ne7



«industrious and select reading, steady observation, and insight into all seemly and generous arts and
affaires». Each of these expectations was eventually fulfilled in Paradise Lost — though not always in
exactly the way in which Milton had originally intended. On the one hand, his sense of divine
guidance and inspiration, deepened by his experience as a prophet of reformation in the prose works,
came to rich fruition in the invocations in Paradise Lost. On the other hand, however, his plan to
compose a great national poem underwent substantial revision. The initial conception had been firmly
based on apocalyptic expectations and a conviction of England's special status in the designs of
Providence. As we suggested earlier, the original plan was to write a poem celebrating the (imminent)
establishment of the English New Jerusalem and calling upon God's Englishmen to prepare themselves
both spiritually and morally for the advent of the earthly Kingdom and the reign of the saints which
was to precede the Parousia. Within this context of millennial optimism poetry and prophecy were
inextricably intertwined, and the promised poem was intended to glorify God for His signal mercies to
the English nation and to exhort the nation to continuing reformation and obedience to her covenantal
mission. But the failure of the Puritan theocracy — or rather abortive series of theocracies — made
necessary a fundamental revision of the original conception formulated in the early 1640s. [1 ; 391 ]

When Milton began the composition of Paradise Lost, probably in 1658 but perhaps earlier in
the decade, the need to admonish his fellow countrymen of their high calling and to impress upon
them their covenantal responsibility was a matter of immediate and pressing concern. By the time the
Protectorate was established in 1653 the national mission as Milton conceived it had been abandoned
by the Presbyterians on the theological right and by many of the sects on the Puritan left; the national
destiny lay precariously in the hands of Oliver Cromwell and his dwindled remnant of advisers and
supporters — a remnant which shrank yet further in the years between 1653 and 1658. After the Lord
Protector's death in September 1658, the political situation became acute, then desperate and, finally,
hopeless. Throughout this period of national disintegration, as the shadows of returning night
lengthened over the wan face of his departing dream, Milton laboured tirelessly — but in vain — to
rouse the consciences of his countrymen (or at least the «sensible and ingenuous» among them) and to
recall them to the continuing need for regeneration. The slender hopes of national rebirth that he still
cherished in the pamphlets of 1659-60, however, were erased forever by the Restoration in May 1660;
and the depth of Milton's despair may be gauged by Paradise Lost, a poem originally planned to
honour a restored Paradise in England. Significantly, England is never mentioned in the epic; indeed,
even in Michael's brief resume of church history from the time of the Apostles to the Last Judgment,
there is no reference to English affairs. On the contrary, with no mention of the Reformation at all —
whether in England or on the Continent — Michael's narrative traces the progressive decline of the
church from its apostolic purity, a descent arrested only by the Day of Judgment:

Truth shall retire

Be stuck with slanderous darts, and works of faith
Rarely be found. So shall the world go on,

To good malignant, to bad men benign,

Under her own weight groaning, till the day
Appear of respiration to the just

And vengeance to the wicked . ... [2; 1608 ]

At first sight the collapse of the Puritan theocracy and final abnegation of the national covenant
at the Restoration might seem to have left Milton as a poet-prophet without either a cause or a poetic
theme — but such, of course, was not the case. He simply turned his attention in Paradise Lost from
national to individual vocation and regeneration: «The 'paradise within' is the substitute for the
paradise on earth, now proved to be impossible of achievement». The transition, however, is not as
abrupt as it may appear when stated so baldly. Throughout the period of the public prose Milton
served as God's voice to the chosen people of England. The nation as a whole was bound by the
national covenant and Milton's role, as prophet, was to exhort his countrymen to fulfill the obligations
which the covenant imposed upon them. Nevertheless, while all were called, not all responded; and,
even among those who did initially respond, the incidence of backsliding accelerated alarmingly after
1643. As increasing defection from the national mission made it ever clearer that «they are not all
Israel, which are of Israel», Milton was constrained to alter his prophetic stance in order to adapt it to
this new and disquieting situation. He did so, we believe, in two important respects. In the first place,
his expectations of the general English populace diminished rapidly and his assessment of them
became correspondingly harsher — in 1644 they were potentially «a Nation of Prophets, of Sages, and
of Worthies», by 1649 they had been demoted to «an inconstant, irrational, and Image-doting rabble»,
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and in 1660 the «perverse inhabitants» of England were dismissed with asperity as «a misguided and
abused multitude». There is a change, too, in the tone of Milton's prophetic voice as the prose
progresses, for the buoyant optimism of the antiprelatical tracts, reminiscent of Deutero-Isaiah,
modulates gradually but inexorably through the divorce and regicide tracts toward the stern Amos-like
pessimism of the pamphlets of 1659-60. In the second place, as the task of fulfilling the national
vocation devolved upon an (ever decreasing) elect remnant representing the «true» England, Milton's
emphasis shifts perceptibly from national election in its broadest sense to a concern for individual
calling and renovation. [1;391]
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STYLISTIC FUNCTIONS OF SLANG

It is impossible for any living vocabulary to be static. Most new slang words and usages evolve
quite naturally; they result from specific situations. New ideas new objects, or happenings, for
example, require new words to describe the same old things [2, 35].

Some linguists, when characterizing the most conspicuous features of slang, point out that it
requires continuous innovation. It never grows stale. If a slang word or phrase does become stale, it is
replaced by a new slangism. It is claimed that this satisfies the natural desire for fresh, newly created
words and expressions, which give to an utterance emotional coloring and a subjective evaluation.
Indeed, it seems to be in correspondence with the traditional view of English conservatism, that a
special derogative term should have been coined to help preserve the « purity of standard English « by
hindering the penetration into it of undesirable elements. The point is that the heterogeneous nature of
the term serves as a kind of barrier which checks the natural influx of word coinages into the literary
language. True, such barriers are not without their advantage in polishing up the literary language.
This can be proved by the progressive role played by any conscious effort to sift innovations, some of
which are indeed felt to be unnecessary, even contaminating elements in the body of the language. In
this respect the American newspaper mar serve as an example of how the absence of such a sifting
process results in the contamination of the literary tongue of the nation with ugly redundant coinages.
Such a barrier, however, sometimes turns into an obstacle which hinders the natural development of
the literary language.

Slang is nothing but a deviation from the established norm at the level of the vocabulary of the
language. V. V. Vinogradov writes that one of the tasks set before the branch of linguistic science that
is called stylistics, is a thorough study of all changes in vocabulary, set phrases, grammatical
constructions, their functions, an evaluation of any breaking away from the established norm, and
classification of mistakes and failures in word coinage [8, 107].

Slang is likely to be created among individuals in group, a slang word may be substituted for a
more formal word and still be understood. The more familiar any word is, the more rapidly and briefly
it may be spoken. The linguistic processes through which a slang word is evolved may be traced in
numerous examples. In the special circle of users of slang, for instance, not only phonetic clippings
and irregularities, but also sense-shift may be freely indulged in. Besides syncopations, apocope and
aphaeresis slang may also bring figures of speech like metonymy, metaphor and hyperbole as well.
Most important of all is metaphor. This is the most characteristic type of creation that slang admits.

The parts of the body may illustrate this particularly well. There are, for instance, numerous
slangy metaphors for the concept head, such as bean, block, nut, dome, upper storey, belfry, coco, and
still others.

Similar examples might easily be multiplied. One more illustration will serve to show the
variety of slang in this domain.

The idea of drunk or intoxicated in such metaphors as: three sheets in the wind, half-seas-over;
stewed, boiled, fried, pickled; ossified, paralyzed, petrified; full, tight, half-shot canned, lit, loaded,
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tanked, pin-eyed, soused, piffled.

One curious result of the use of metaphor in cresting slang is that certain expressions that were
literal in their original applications are metaphorically transferred to general use and then sometimes
become so familiar that the metaphor fades out. This is particularly evident in the vocabulary of sport
that has been transferred, through vivid metaphor, to a more common use.

Foul play, for instance, was a term in gambling, but it was extended metaphorically to the game
of life. The present use has no tincture of slang about it. It may be said that some of slangy expressions
have completely lost any odor of slang, while others — it’s up to you, for instance, are probably in the
process of losing it.

In addition to metaphor, figures of speech like metonymy, hyperbole, and irony are freely
utilized in the creation of slang [7, 273-274].

Sometimes slang is used to escape the dull familiarity of standard words, to suggest an escape
from the established routine of everyday life. When slang is used, life seems a little fresher and a little
more personal. Also, as at all levels of speech, slang is sometimes used for the pure joy of making
sounds, or even for a need to attract attention by making noise. The sheer newness and informality of
certain slang words produces a pleasure.

But more important is slang’s reflection of the personality, the outward, clearly visible
characteristics of the speaker. By a large, the man who uses slang is a forceful, pleasing, acceptable
personality. Morality and intellect are overlooked in slang, and this has led to a type of reverse
morality: many words, once standing for morally good things, are now critical.

Many use slang just because it is not standard or polite. Many use slang to show their rebellion.
Intellectuals and politicians often use slang to create the «common touchy.

Slang can be one of the most revealing things about a person, because our own personal
vocabulary contains many words used by choice, words which we use to create our own image, words
which we find personally appealing and evocative — as opposed to our frequent use of standard words
merely from early teaching and habit.

Whether a man calls his wife baby, doll, honey, the little woman, the Mrs. or My Old Lady
certainly reveals much about him. What words one uses to refer to a mother (mom, Old Lady), friend
(buddy, Bunkie, Old man), the bathroom (can, john, little boy’s room), being tired (all in, beat), being
drunk (high, lit up as a Christmas tree, paralyzed), and the like, reveal much about a person and his
motivations.

There is a general tendency in England and to some extent in the US to over-estimate the
significance of slang by attaching to it more significance than it deserves. Slang is regarded as the
quintessence of colloquial speech and therefore stands above all the laws of grammar. Though it is
regarded by some purists as a language that stands below standard English, it is highly praised
nowadays as «vividy», «more flexible», «more picturesque», «richer in vocabulary» and so on.

Unwittingly one arrives at the idea that slang, as used by English and Americans, is a universal
term for any word or phrase which, though yet recognized as a fact of standard English, has won
general recognition as a fresh innovation quite irrespective of its nature: whether it is cant, jargon,
dialect, jocular or a pure colloquialism. It is therefore important, for the sake of a scientific approach
to the problem of a stylistic classification of the English vocabulary, to make a more exact
discrimination between heterogeneous elements in the vocabulary, no matter how difficult it may be
[8, 108].

Present-day writers of fiction rely more and more on colloquial informality of expression.

The dialogue of novelists of earlier generations, the talk of their characters can be read without
the aid of linguistic annotations for they speak standardized speech.

Readers of contemporary fiction, on the other hand, will need all the help they can obtain if they
are to follow shades of meaning, or even in some instances to find the vocabulary of the characters
intelligible [7, 274].
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PO3BUTOK IHTEPECY YYHIB 10 BUBYEHHS IHO3BEMHHUX MOB

Konmu mkomsipi mpuctynmaioTe A0 BUBYEHHS 1HO3EMHOI MOBH, JKOACH YUYHUTEIb HE MOXKE
MOCKAp>KUTHCS Ha BiICYTHICTh Y HUX 3allikaBJICHOCTi. [HTepec 10 HaBYalIbHOTO MPOLECY, HOBHU3HA
npeAMeTa He 3aJHIIaoTh IiTed 0alaykuMu. 3aBOaHHS BUMTENS MONATae y TOMy, 00 el iHTepec
OyB TIOCTIlTHUM 1 CTIHKHM.

3a manumu npochimkeHHs, nposeneHoro HO.I.ITaccorum, B.I1.Ky3omnesum i B.B.IlapskoBoto,
Outbme, HK 97 % y4HIB NPUCTYNaOTh OO BHBUYCHHS 1HO3eMHOI MOBH B V Kiaci 3 iHTepecoM i
OakaHHSAM OMaHyBaTH Helo, ajie Bxke B VI kiaci inTepec 3HauHO ciabmae, a 1o VIII knacy moBHicTIO
nponanae y 86 % yunis[4,42].

OcHOBHAa TpUYMHA, OYEBUAHO, KPHUETHCS B HEYCBIIOMJIEHOMY OOOB’SI3KY Y4YHS BUYHTHCA.
HaBuanus — ne misHaHHS. He MokHa 3MycuTH JIIOAWHY Ti3HaBaTd mO-HEOyAb. Jloku 0OOB'SI30K HE
Oyze yCBIIOMJICHUH 1 MPUIHATHIA YYHEM SK BIIACHUH OOOB'S30K, BiH OyJe «ImiaBaTHCS HaBYaHHIOY,
a He BUMTHCA. ToMy mpoOiieMa MOTHBalii HAaBYaHHS MpPEACTaBIAe COOOI0, MEpeTBOpPEeHHS 00'exTa
HaBYaHH B Cy0'€KT HABYAIILHOI AisTbHOCTI[4, 42].

3araipHOBIIOMO, IO MJisTbHOCTI Oe3 MoTuBy He OyBae. TuM dacoMm, NIpH OBOJOAIHHI
IHIIOMOBHOIO KYJBTYPOIO SIK 3aco00M (hOpMyBaHHS OCOOMCTOCTI Ba)KJIMBO 3HATH, SIKIi MOTHBH
CTIIOHYKAIOTh Y4YHS 10 3AiHCHEeHHS IisuibHOCTi. Hailbinbmn 1iHHI MOTHBH BaKJIMBO MPHBECTH A0 PIBHS
MOBHOTO YCBIJOMJICHHS, 00 HAAATH iM CHJIH, IO CLIOHYKAE JI0 Mi3HAHHA.

[Ipu cyuacHiii TeHOEHLIT «BYUTH YYHIB BUUTHUCS) BAXKIUBO TOBOAWTH A0 HHUX 3aBIAHHS YPOKY,
JUTSL KpaIoro YCBiIOMJICHHS YUHSIMH Matepialdy ypoky. TyT BUHUKA€ MUTAHHS, SK Kpalle 3aliKaBUTH
yuniB. Ha nymky Anarons ®@paHca «MHUCTEUNTBO BHKIAJaHHS — HIlIO iHIIE, SK MUCTELTBO OYyAWUTH
IIKaBICTh IOHUX IyIIl 1 TOTIM 3aJ0BUIBHATH ii...»[2,188]. BapTo BigMoBHTHCS Bij HENpaBUIBHOI
MPAaKTUKK TOBIAOMIISTH YYHSIM 3aBAaHHS YPOKY, SIK BOHM c(opmyiboBaHi BumTeneMm i cebe Ha
«METOAMYHIA MOBi». YUHTENb YAaCTO MIOYMHAE YPOK 3 MepepaxyBaHHs 3aBAaHb, IK BOHHU 3a3HAYAIOTHCS
B Horo rtani: «Today we are going to repeat the words connected with the topic «Sport», we’ll study
new grammatical constructions and read some texts...».

HaBpsin um 3aBraHHs, IOAaHI Y TAKOMY BUTJISIIL, MOXKYTD 3alliIKaBUTH YUHIB 1 3pOOMTH HaBYaHHS
BMOTHMBOBAaHUM. 3aBJaHHS YPOKY HEOOXiZHO MepeKIacTH Ha MOBY Y4HS, AJsl LbOro, MO-TepIle,
NOTPiOHO MPUBEPHYTH HOro yBary 10 TOrO, LIO MOB'Si3aHE 3 BUKOPUCTAHHSM MOBH 1 MOBJIGHHEBOT
nisutbHOCTi. Hampukman, «CrorofHi Mu JOBigaEMocsi, SK KOXEH 3 Bac NPOBIB el THXKICHb.
«CpOroHi MPOYMUTAEMO OIMOBiNAHHS TOMYJSPHOIO AHTMIHCHKOrO MHCbMeHHWKa» 1 T.4. Ilo-gpyre,
BapTo noaTH (popMyIrOBaHHS KOHKPETHOro TUly: «Mu IoBigaeMocs, sIK BUPa3UTH 3roay/ HE3romy
no-aHrmnceku.» [lo-Tpere, HeoOXiAHO BpaxOBYBaTH BIKOBi OCOOIMBOCTI Y4HIB 1 HaJaBaTH 3aBAaHHIO
¢dopmu, mo iMmonye ix BiKy: «ChOrogHi MH MOTpaEMo B JIOTO Ha TeMy «TBapuHu»« (5-i Kmac);
«CporogHi My cpoOyeMO HamucaTHd aHOTALIIO O CTaTTi... 3 raseru...» (9-i kmac). 3aBmaHHS, IO
MOB'A3aHI 13 3aCBOEHHSIM MOBHOTO Matepiany, HeMae HeoOXiTHOCTI MOBIIOMIISTH YYHSIM Ha MOYATKY
ypoky. [lepebopoTu He3aliKaBIEHHICTh 100 TAKOrO MaTepiady MOXHa JIMILE Y TOMY BUIAJKY, SKIIO
y4eHb 3p03yMi€ HEOOXiIHICTh y HUX AJIS HAarpOMaKEHHS 1 PO3LIMPEHHS CBOI'O MOBHOTO JIOCBify.
Tomy ii, BapTO MiAKOPUTH LiNsAM criiKyBaHHS. Lle MoxxHa 3poOuTH Oe3mocepe]HbO B XONi YPOKY Y
BUTJIAAI LINbOBHX YCTAHOBOK TPUXOBAHOIO YK BIOKpUTOro Xapaktepy. llpukman Binkpuroi
yCcTaHOBKM: «Bu Bxke 3HaeTe, sIK BHpAsUTH OakaHHS IIO-HEOyOb 3poOMTH camomy. A 3apa3 Bu
HaBYMTECS BUpa)kaTH Oa’kaHHsI, IO CIIOHYKae A0 Aii inmoro — [ want Sasha to help me». [Jani yunsm
MPOMOHYIOTh CUTYyallil, 110 CIIOHYKAalOTh X 10 BUKOPUCTaHHS 1Li€i cTpykTypu. HaBememo mpukiman
MPHUXOBAaHOI ycTaHOBKH. He mopymryloun KOMyHiKaTHBHOI aTMocepd Ha ypoLi, ONMHUPAOYUCh Ha
MHUMOBLIBHY yBary CTOCOBHO MOBHOI'O MaTepiajly, BUNTEb BKJIIOYA€E CTPYKTYpy | want you to help me
y KOMYHIKaTHBHHMH KOHTEKCT. Jlaii 3BepTaeThcs A0 OKPEMHUX YYHIB i3 MPOXaHHSAM IIOCH 3POOUTH;
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MOBICUTH IUIaKaT Ha AOMIKY, CTEPTH 3 JAOLIKH, TOJUTH KBITH 1 T.JI.

[Ipuknanu, sKi BUKOPHCTOBYE BUMTENb HA YPOLi — 1€ (parMeHTH CHUIKYBaHHs, TOMY BOHHU
MOBHUHHI OyTH TOB'Ai3aHi 3 OCOOHMCTICTIO THX, XTO HaBYAETHCS, 1 CAMOTO BUMTENS, IO, HA Kalb, HE
3aBku Mae micre. HaBith Taki Temu, sk «Pomunay, «biorpadisy», «[logopox», «lllkomay, «Cropty,
OIPaLbOBYIOTHCS BiZipBAaHO BiJ peajbHOI MiHICHOCTI, OB'SI3aHOI 3 KHUTTSAM YUHS, KJIACy, IIKOJIH. Y TOH
Yac K BKIIOUEHHS YKUTTEBOTO JOCBiAY YUHIB y CIIUJIKyBaHHS 3HAYHO MOTHBYE 3aCBOEHHS MaTtepiary
Ha ypoui. Ha Hamy aymky, Oynb-iKy TeMy YpOKY MOXKHa CIIBBiIHECTH 3 OCOOMCTICTIO THX, KOT'O
HaBYaloTh Ha ypoui. Hampukmnan, tema «TBapuHN» 3aCBOIOETHCS 0€3 OCOOIMBHX TPYAHOLIIB, SKIIO
BUHTEIb [UIAHY€E POOOTY HaJl HElo, 3ICYBaBIIM MOMEPEAHBO, SIKi B IiTel € BooMa TBapuHH; Oiorpadiro
IUX TBapHH, iX PO3NOPANOK AHA. Bci 1i BUAM poOOTH BHUKIMKAIOTH Oa’KaHHS AITEH MOTOBOPUTH PO
CBOIX YNMIOOJIEHIIIB, TOAUTUTHCH CBOIM JJOCBIIOM IIOJO MIKIIyBaHHS PO HUX. 3HAYHO aKTHBI3Y€E YPOK,
npucBsiueHuit Temi «Cropt», O6ecifa, Mo CTOCYEThCS CIOPTUBHUX (PaBOPUTIB AAHOTO KIIACY, IIKOJIH,
KpaiHH, OCTaHHIX CTIOPTUBHHX 3MaraHb.

3acBOEHHIO MaTepially CIpHs€ BHKOPUCTaHHS TPHCITIB'IB, PHUMIBOK, CKOpPOMOBOK. BoHH
MOJIETIIYIOTh 3aMaM'sITOBYBaHHS MOBHOTO MaTepiaity i eMOLi{HO BINTMBAIOTh Ha YYHIB.

A friend in need is a friend indeed.
Rain, rain, go away,

Come again another day,

Little Tommy wants to play.

KommnekcHe BUpIMIEHHS MPAaKTUYHUX, OCBITHIX, BUXOBHHMX 1 PO3BHUBAIOUMX IIiJied HaBYaHHS
MOXIIMBE JIMILIE 32 YMOBH BIUIMBY HE TUIBKM Ha CBiIOMICTh Y4YHIB, ajie¢ i MPOHUKHEHHS B IXHIO
eMoIiiny chepy.

OnHuM 3 eeKTUBHUX 3ac00iB BIUIMBY Ha MOYYTTA W €eMOLIi MIKOMAPIB € My3UKa, sIKa IPOHUKAE
y NpuXoBaHi rUOWHU cBimoMocTi». Bizomuit negaror Slu Amoc KomeHckwmii mucas, 1110 TOH, XTO HE
3Ha€ MY3HKH, YIOTIOHIOETbCS A0 TOr0, XTO HE 3Hae rpamoTh. Y mkonax [pespoi ['pemii GaraTto
TEKCTIB 3aBYalli 3a JIOMOMOTOI0 CITiBY, a B OYATKOBIH mmkoini [Hzil aberky it apudmMernky BUBYAIOTh
3a JOMOMOTOI0 CHiBY 1 3apa3. My3HKa i CIliB MOXYTh HaJaTH HEOLIHEHHY JIOIIOMOTY Yy BHUBYEHHI
1HO3eMHOi MOBH B ILIKOJIi.

Cdhopmyntoemo mepeBarm BHUKOPHCTAaHHsS IIiceHb B Tpoueci (opMyBaHHsS iHIIOMOBHOT
KOMYHIKaTHMBHOI KOMIIETEHLIIi:

- MicHi K OJUH 3 BUJIB CIIUIKYBaHHs € 3aCO00M PO3MIMPEHHS JIEKCUYHOTO 3aMacy, OCKUIbKH

BOHHM MICTSTh HOBI JIGKCUYHI OJUHUIN. B TiCHIX BKe 3HaliOMa JIEKCHKA 3YCTPIYa€ThCS Y
HOBOMY KOHTEKCTIi, 11O Jomomarae ii akTuBizamii. ¥ MiCHSX 4acTo 3ycTpidaroTbesl BIAcHI
iMeHa, reorpadivuHi Ha3BH, peanii KpaiHH, MOBa, 5IKOi BUBYa€ThCs. Lle crpusie po3BUTKY B
LIKOJIIPIiB MOYYTTSI MOBH, 3HAHHS 1i CTUIIICTHYHUX OCOOJIMBOCTEI;

- Yy HICHAX Kpalle 3aCBOIOIOTBHCA W aKTHBI3YIOTbCS TpaMaTH4Hi KOHCTPYKLil. Y AesIKkux
KpaiHax MiCHI 3aCTOCOBYIOTbCA AJISi HAaBYaHHS HAMOUIBII PO3MOBCIOMKEHUX KOHCTPYKIIIH.
BoHu HamucaHi B Cy4yaCHOMY DPHUTMi, CYHNPOBOIXKYIOTBCSI TEKCTOM 3 TMOSICHIOBAJIbHUMHU
KOMEHTapsIMH, a TAKOX 3aBAAHHSIMHU (LI SKUX — HepeBipka po3yMiHHS W OOroBOpEHHs
3MICTY);

- MiCHI CHOPHSIOTH YIOCKOHAJIIEHHIO HABUYOK IHIIOMOBHOI BHMOBH, PO3BUTKY MY3HYHOTO
ciyxy. BcraHoBieHO, IO MY3WYHHMH CIyX, CIyXOBa YyBara 1 CIyXOBHH KOHTpOJIb
3HAaXOAATBCSI Y TICHOMY B3a€EMO3B'A3KY 3 PO3BUTKOM apTUKYJLIMHHOTO —amapary.
3aydyBaHHS 1 BUKOHAHHS KOPOTKHMX, HECKIQJHUX 32 MEIOAINHUM MAaJIOHKOM ITiCEHb 3
YaCTUMH TOBTOPAMH JIOIIOMAraroTh 3aKpilUTH MPaBUIIbHY apTUKYJILIIO 1 BUMOBY 3BYKIB,
npaBuia Gpa3oBOro HaroIo0Cy, 0OCOOIMBOCTI PUTMY 1 T.A.;

- MiCHI CHpPUSIOTH €CTETUYHOMY BHXOBAaHHIO Y4YHIB, 3TYPTYBaHHIO KOJIEKTHUBY, OilbII
MOBHOMY PO3KPUTTIO TBOPYMX 3AI0HOCTEH KOXHOro. 3aBASKM MY3HII Ha Yypoui
CTBODIOETHCA ~ CIPUSTIUBUA  TNCHXONOTIYHMN  KITIMaT, 3HWKYETbCA  ICHXOJOTIYHE
HABaHTA)XKEHHsI, aKTHBI3YETHCS MOBJICHHEBA IisUTbHICTB, MiJABULIYETHCS €MOLIMHHUNA TOHYC,
MiATPUMYEThCA IHTEPEC 0 BUBUECHHS 1HO3EMHOI MOBU;

- MiCHI CTUMYJIOIOTH MOHOJIOTTYHI 1 A1aJIOriuyHi BUCIIOBIIOBAHHS YUHIB, € OCHOBOIO PO3BUTKY
MOBHO-MHCJICHHEBOI JiSUTBHOCT1 HIKONAPIB, CIPHUSIOTH PO3BUTKY SIK IiIrOTOBJIEHOIO, TaK i
HEMirOTOBJIEHOI'O MOBJICHHS.

Jis puTMIYHOI Tmay3d MOJOIIIMM IIKOJSpaM MOXKHa 3ampornoHyBatd micHio «Ten Little

Indians».
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One little, two little, three little Indians,
Four little, five little, six little Indians,
Seven little, eight tittle, nine little Indians,
Ten little Indian boys.

Ten little, nine little, eight little Indians.
Seven little, six little, five little Indians,
Four little, three little, two little Indians,
One little Indian boy

VYemix y HaB4YaHHI iHO3EMHOT MOBM HIKOJNAPIB MONOAIIMX KJaciB Moke OyTu 3a0e3medeHuit
CHCTEMOIO, B OCHOBI fKOi JIGKWUThH IHTEpPEC YYHIB A0 HpeaMera. Y Ipi peani3yeTbcsi OCOOHCTICTBH
IUTUHHU. BaxianBO BpaxoBYBaTW MpPHU IbOMY ii NCHUXOJOTiUHI OCOOIMBOCTI PO3BUTKY CHPHUHATTS,
yBaru, nam'siti, ysiBM 1 MUCJICHHSI.

Tak, y nmiteil miei BiKOBOI IpymHM BHCOKO PO3BHHYTI CHPHUHATTS 1 rocTpora ciyxy. BoHu
HIBUJIKO CXOIUTIOIOTH TOHKOIII BHUMOBH. Alle MpHUpOAHA 3MI0HICTP Y AaHOMY BHUIAAKYy ITOBHHHA
MiAKpimToBaTHCS (OHETUYHHMH BIpaBaMH, MO0 IMepedTH B HaBUYKY. A OCKUIBKM L€ 3aHITTS
MoB'sA3aHe 3 0araTopa3oBUM IOBTOPEHHSM, MOXKHA 3aCTOCOBYBaTH TakK 3BaHi ()OHETWYHI, JIEKCHYHI,
rpaMaTU9Hi Ka3KH.

«[limoB skock kit «Cat» Ha pubonoBI0. A 03epo, J¢ BiH JOBHB puOy, OyJl0o HE TpOCTe, a
yapiBHe. ¥ HbOMY 3aMicTh PHOOK IJIaBaJid 3BYKH. 3aKHHYB KiT BYIKY 1 uekae. PanTom m3p00HYyI0.
CMUKHYB KiT 32 BYZIKY 1 BUTST IIOCh HE3pO3yMLiJIe.

-[2]! — 3muBYyBaBCs KiT, K K€ 3AUBYBaBCS KiT

(YuHi kinbKa pa3iB MOBTOPIOIOTH IIeH 3BYK.)

PosrisiHyB KiT 1€ I10Ch, HE3pO3yMilIe i Bpa3uBCsl, IPOMOBUBIIN

-[u:]! — Sk ke Bpa3uBcs KiT?

(it moBTOpIOIOTH 3BYK[U:].)

-[a:]! — mpurpo3uB Kit, xonm moBimaBcs, mo e 3Bykd. Sk mpurposuB pubanka? (itu
MTOBTOPIOIOTH 3BYK [ai:].)

I'pa: «Ilneckanus».

Bunrtens mo-aHTIiiicbku Ha3uBa€ MpeOMETH, y4YHI IJIECKAIOTh Y AOJIOHI, KOJIHM YYIOTb HOBE
CJIOBO.

I'pa: «Iloizm».

[oi3n, mpolkmKatouu, NPUYIIIsSE BarOHYMKH, IPUUYOMY BAaroHYMK (y4eHb) MPHUYIIIISETHCS 3a
YMOBH, SKIIO BiH MPaBUJIbHO BUKOHAB 3aBJaHHs (Ha3BaB IIPEAMET, BIiANOBIB HA 3aIUTAHHS 1 T.1. ).

PosrisinemMo, sk pO3BHBAETHCS MaM'ATh y IiTeHd LBOr0 BIKYy 1 SIK MOXXKHA 3a0€3MEeYUTH iHTepec
YUHIB NIPH 3aCBOEHHI HOBHX TPAMaTHUYHUX CTPYKTYP.

[Mam'sitb y mpomy Bili AocuTh A00pe pO3BHHYTA, ajie MIiTH 3alaM'sTOBYIOTb MHUMOBOJI, B
OCHOBHOMY, SICKpaBi, Bpaxaroui ix nmofii un npeamerd. Ock 4OMy 3aBIaHHS BUMTENS MOJIATAE B TOMY,
o0 rpaMaTUy4Hi IpaBuiia 3p00UTH LIKaBUMH i eMOL[IHO 3a0apBIECHUMHU.

Hagenemo npukian BBeIeHHs Ta 3aKpilUIEHHS HOBOI'O TPaMaTHYHOIO MaTepiany — Ai€BIAMIHU
niecioBa to be. CriouaTKy Ja€ThCsl YyCTAHOBKA:

«Jitu, He3abapom 1o Hac y rocti npuiige Mister TO BE. Lle nysxe BaxknuBa rnepcoHa, TOMY 1O
Bil HBOTO 3AJICKHUTh, K MU OyAeMO PO3MOBIIATH AHIJIIMCHKOIO MOBOIO. Alie Lell maH myxe
MPUMXJIUBHH, TIOCTIHHO 3MIHIOETHCS 1 HABITh MOXe OyTH HEUEMHUM, MOXKE CTaBUTH «macTkuy». LL[o6
no0pe Horo NpUHHSATH SIK TOCTS 1 MOAPYKUTHCS 3 HUM, aBaiiTe 3a37aJieriib BUBYMMO HOr0 Kalpu3H.

Hamoro rocts xnnuyte «TO BE», ane Bin Oaratonmukuid. [1omuBiThCs, SK BiH 3MIHIOETHCH,
CKUIBKH B HBOT'O 00pa3iB.

Iam
You are
He, she, it is

Hapemri, nitu 3amucyroTh BiMiHIOBaHHS B 30IIUT, 1 BYUTENb Ja€ (3aBIaHHS) BUBYUTU BCi
«karpu3u»- (BiaMiHtoBaHHS) «mana TO BE», 11006 Ha HacTymHM#E pa3 AiTH 3MOTJIHM HOro 3yCTpiTH 1 He
MOTPAIIUTH B «ITACTKH».

[lincymoBytoun BuIIecKazaHe, MOKHa 3BepHyTHCh A0 ciiB JI.C.Burorcekoro: «fkmo mu
pobuMo mo-HeOyAb 3 PalicTIo, ... MH 1 HaJaJli OyJ1eMO parHyTH poOUTH Te K came. SIKIo MU poOHUMO
mo-HeOyAb 3 Bipa3olo, 1€ O3Hayae, MO MU OyIeMO BCUIIKO NparHyTH A0 NPHUIHMHEHHS IHX
3aHATH»[ 1, 42]. Och YoMy IpY HaBYAHHI aHIIIHCHKOI MOBH JiTE€H MOJIOAIIOTO MIKUILHOTO BiKy Tpeda
MparHyTH, Y TepIly Yepry, BUKIUKATH 1 PO3BUHYTH IXHIO 3a1liKaBJICHICTh y MPEAMETI.
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maeicmp. ¢h-my inozemn. mos Jlroomuna Xavinox
Hayk. kep. — ooy. T.C. OnitHuk

THE WAYS OF RENDERING IRONY AS A TYPE OF HUMOUR
IN THE UKRAINIAN LITERARY TRANSLATIONS
(BASED ON THE SHORT STORIES BY O'HENRY)

As far as the usual for O'Henry's short stories' methods of representation the objective reality are
humour, irony and satire, our aim is to investigate the basic stylistic peculiarities in translation of his
novellas by our national authors. Hence, this helps to distinguish its role in description and to analyze
means of creation the effect of irony and humour in every definite case.

The actuality of our research work is in the revealing the stylistic devices in O'Henry's
extremely ironical short stories.

For achievement the realization of our investigation we are to fulfill the following tasks: to find
out the cases of irony in his stories; to investigate the stylistic peculiarities of the original version and
in the translation.

Before dealing with the problem of translating humour and irony in O'Henry, let us make clear
what kinds of phenomena they are.

Humour is defined as «the mental faculty of discovering, expressing or appreciating the
ludicrous or absurdly incongruousy». Ludicrous is an adjective, meaning amusing or laughable through
obvious absurdity, incongruity, exaggeration or eccentricity. What is incongruous? It is something
lacking congruity, inconsistent within itself

Humour is a form of expression intended to arouse amusement. It plays either a trick on the
mind, or it paints a picture which is ludicrous or incongruous.

Humour is a very complicated phenomenon that covers more than one sphere of reality. It is a
mental category that finds its specific representation in a source text. For a foreigner it is very difficult to
comprehend humour, which is a cross-cultural category. Moreover, a limited thesaurus of a person may
not allow him to understand humour and satire of his native language. That is why a translator should
be a highly educated person and has a broad thesaurus, possess knowledge of many spheres of life,
know the political, economic and cultural background of the ethnic community.

There are some grounds to believe that humour and satire are relevant to artistic and aesthetic
connotations of the text and belongs to the elements of prime textual significance [12, 183]. Humour and
satire (as the means of creating subjective modality) are the forms of the author's evaluation of
reality. Practically in all modern English and American prose, humour and satire are expanded to an
original way of world perception [10, 268].

Concerning the translation of irony, it has not received profound attention from the Ukrainian
interpreters and linguists in recent years.

Irony is one of the leading and indispensable elements of humour. It is the use of words to
express something other and especially the opposite of the literal meaning. The most common form of
irony is the expression by which a person says the opposite of what he means and the listener believes the
opposite of what is said. Irony may be a civil mockery, ingenious derision or a verbal sneer.

While translating the irony it can be employed through contrast, understatement or imitation.
It also can be mockery masked in politeness. Irony can be the subtle differences between
appearance and reality, curious discrepancies between cause and effect, the relation between aim
and achievement or between accident and design.

Still, the simplest way of expression the irony in English and Ukrainian is that of quotation-
marks, when rather standard and expected word or phrase is taken into quotation-marks in the
standard context. Such situations, as a rule, are easily translated by the analogical method.
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Also appertaining thereunto was a card bearing the name «Mr. James Dillingham Young.

«Ha nBepsix Oyna mie npukpimiieHa kapTka 3 HanucoMm «M-p Jlxeiimc dimminrem SHT «.

«The thought brought a little panic upon it, and when he came upon another policeman lounging
grandly in front of a transplendent theatre he caught at the immediate straw of «disorderly conduct».

(from «The Cop and the Anthem «)

Bid miei mymxu Comi mMano He oxomiiia TaHika, i, TPOXOASYH TOB3 IPYroro MOJiCMEHa, SIKUU
BEJUYHO CTOSIB MeEpe] SICKPAaBO OCBITIIEGHUM TEaTPOM, BiH YXOIMBCS 32 COJOMHHKY «IOPYIICHHS
IPOMACHKOTO CIIOKOIO «.

A more complicated variety of irony is an opposition of two qualities or two mutually-
exclusive possibilities in one and the same restricted context. The difficulties while translating such
contexts can only occur, when two contrastive elements in the initial text need reformation in
translation, and being reformed do not usually provide a text with a substantial ironical expressiveness:

«You say your hair is gone? « he said, with an air almost of idiocy. «It's sold, I tell you — sold and
gone, too. Be good to me, for it went for you.

(from «The Gift of the Magi»)

Translation of these sentences is combined with a necessity of reformation the set expression « an
air full of idiocy», the word «gone» and a word combination «went for you», as the result the received
compliance is not very expressive for a formation of an ironical contrast:

«Tu obctpuria Bomoccsi?»- Hacuily cnurtaB J[kiM Tak Haue BiH HE MIT YCBIIOMHTH LBOTO
OYEBHIHOTO (aKTy, X04 HOr0 MO30K HANPY>KEHO MPAIIOBaB.

« Obcrpuria i mpoxana. Bynb 31 MHOIO JlackaBHH, 11€ 5K 51 3po0uia 11 Tede. «

«And here I have lamely related to you the uneventful chronicle of two foolish -- children in a flat
who most unwisely sacrificed for each other the greatest treasures of their house».

(from «The Gift of the Magi»)

«5l po3nOBiB BaM HIYMM HE MPUMITHY ICTOpiI0 MPO OBOX IYPHEHBKUX JiTeH, fKi XKW Y
BOCBMUIOJIAPOBii KBAPTHPi 1 30BCIM HEMYPO MOKEPTBYBAIHM OIHE JJIsl OIHOTO HAWAOPOKIUMH CBOIMH
ckapOaMu. «

«One dollar for the cigar would be enough. «

(from «The Cop and the Anthem «) « Curapy Tpeba Opatu He HOpoXKUe, HiMe 3a JoJap. «

«On the opposite side of the street was a restaurant of no great pretensions. It catered to large
appetites and modest purse. «

(from «The Cop and the Anthem «)

«Ha npotunexxnomy 6ori Bynuui 6yB pectopan 6e3 ocoOnuBuX nperensiid. Tyau 3aX0IuIn JTI0I1
3 BEJIMKMM afeTUTOM i CKDOMHUM raMaHIIEM. «

One of the complications while translating the ironical context based on the contrast can be a
necessity of antonymic reformity, which, in its turn, demands a reformity of the very structure of
the context:

«The hibernatirial ambitions of Soapy were not of the highest. «

(from «The Cop and the Anthem «)

«B mymkax mpo Te, sik nepesumyBaty, Cormi He 3aHOCHBCS BUCOKO. « « So, the Island loomed big
and timely in Soapy's mind». « Tomy BiH IIHIIOB OyMKH, IO BXe 4ac nepecenutucs Ha OctpiB,
SAKUN JacTh HoMy Oa)kaHUI MIPUTYIIOK. «

«At a corner of Sixth Avenue electric lights and cunningly displayed wares behind plate-glass
made a shop window conspicuous. «

(from «The Cop and the Anthem «)

«Ha po3i Iocroi aBeHI0 HOro yBary NpuUBEpHYJa SCKpPaBO OCBITJICHA BITpHHA, € 3a
J3epKaIbHUM CKIIOM OYIH TapHO pO3KiIaaeHi TOBapH. «

«Jud was a monologist by nature, whom Destiny, with customary blundering, had set in a
profession wherein he was bereaved, for the greater portion of his time, of an audience.(from «The
PimientaPancakes»)

«[Ipupoma crBopmna J[kaga 1/ BHUTHJIOLIEHHS MOHOJOTIB, ajie IO, SK 3aBKAW, BCE
neperuryTaia, 1 HaKuHyJa HoMy Taky podeciro, MpH sIKiid Y HbOro 34e01Ib110r0 He 0Yyi10 ayquTopii. «

More difficult reformities are applied in case of developed ironical context, that are not
restricted by the sentence, mainly in conditions, when there is a necessity to follow the key-
elements of irony:

While translating the ironical contexts from English into Ukrainian we often come across with
the ironical recollections of famous quotations or their more complicated variants, allusions. The
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usage of quotation in the role of their imagery basis, for an ironical image can be complicated while
translating, for example, by the necessity of lexico-grammatical reformities, which are integrally
connected with the context, as the result, the very quotation inevitably, loses its initial form, that is stops
being a quotation.

Summing up the above-said we should also mention the service that translators render to
enhance cultures and nurture languages. Translators are the agents for transferring messages from one
language to another, while preserving the underlying cultural and discourse ideas and values.

The translator's task is to create conditions under which the source language author and the
target language reader can interact with one another.

The translator uses the core meaning present in the source text to create a new whole, namely,
the target text.

Having analyzed the ways of rendering irony as one of the types of humour in translation, we
have come to the conclusion that understatement, contrast, allusion and imitation are the most
productive in the short stories of O'Henry.
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cmyo. 42 ep. ¢-my inozemn. mos Ipuna Xapuuwun
Hayk. kepienuk — eukia. Conenxo O.11.

THE REPRESENTATION OF VICTORIAN PROSE CRISIS
IN THE NOVEL «TESS OF D’URBERVILLES» BY THOMAS HARDY

It is a common knowledge that the literature written between 1830 -1990 is known to be
Victorian literature or a literature of Victorian Age. For a period almost seventy years in length,
however, we can hardly expect generalization to be uniformly applicable, but we can subdivide the
age into three phases: Early Victorian (1830 -1848), Mid-Victorian (1848 — 1870), and Late Victorian
(1879 — 1901). The last phase is considered to be the final decade, a bridge between two centuries [1,
893].

During the early 1990's literature often expressed the optimism and conservative ideas of the
Victorian age, the period from the early 1830's to 1990 then many writers began to react against the
conventions and restrains of Victorian society. Due to the rapid scientific growth in the 70's of the 19"
century most writers believed that science would bring to the end all human despair and sorrows and
that the civilization would be established everywhere. But during the last decades of the 19" century
doubts began to arise as to the faultiness of the European civilization. The great gap between rich and
poor people leads to hopelessness, melancholy and distrust. Disillusionment led to pessimism and
found itself in a very pessimistic literature, the literature of Decadence.

The phrase «The End of the Century» meant not only the turn of the society, but a certain
change had occurred in the more clearly thinking minds.

During the late 1800's a pessimistic tone appeared in much of the best Victorian poetry and
prose. Writers discussed intellectual and religious problems, described their doubts about modern life,
wrote critical essays on culture, literature, religion and society [6, 286].

One of the leading Victorian novelists is Thomas Hardy (1840 — 1928). His novels dominated
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English literature in the late 1800's he created realistic stories, in which the characters are defeated by
a hostile fate.

So, late Victorian fiction was characterized by several peculiar features, and the most famous
Hardy's novel «Tess of d'Urbervilles», being a novel of that age, bares the same features:

1. Pessimism. The Victorian writers were very much aware of living at the end of great century
and often cultivated a deliberately fin-de-siecle prose. That's why the general atmosphere of their
literature was rather sad, depressing and dark.

Hardy was actually an uncompromising realist, a man with little interest in comedy. His view of
the world was profoundly pessimistic. The theme and spirit of tragedy is found all over the novel. He
has rather grimly and pessimistic view of man's nature. The pessimism is forced by the fact that a
person is not able to rule its life, has no choice. Tess, in all her struggles and despite her purity of
aims, impulses and will, is only able to act out a part determined by heredity: its not that she has a
narrow margin of choice, but no choice at all.

Hardy himself denied that he was pessimist. Although he admits to having a pessimistic view,
he chose to label himself a melionst. According to the Oxford English Dictionary, meliorism is the
compromise between optimism and pessimism «which affirms that the world may be made better by
rightly directed human effort.» Hardy states, «people call me a pessimist; and if it is pessimism to
think, . . . that not to be born is best, then I do not reject the designation. . ., But my pessimism, if
pessimism it be, does not involve the assumption that the world is going to the dogs. On the contrary,
my practical philosophy is distinctly meliorist» [1, 1693].

«Tess of the d'Urbervilles» is the perfect testament to Hardy's balance of tragic traditions. Alec
d'Urberville and Angel Clare are the embodiments of two characters with who Tess is constantly in
conflict. Hardy implodes conventional elements of tragedy and begins to reconfigure tragedy into an
entirely new form; complicating the newness of his tragic form is the fact that he hearkens back to a
mysterious world of pre-tragedy. Thus, we have Hardy's tragic mystery.

Most of Hardy's novels are tragic. For Hardy, the tragic stage is none other than Nature herself,
and this natural stage ultimately consumes the very characters that he places upon it.

Hardy makes clear that Tess feels herself a sinner for what occurred to her and that her personal
pain and regret outweigh any social opposition she may face

Tess says:

* «I wish I had never been born—there or anywhere else» (Chapter 13) [2, 398]

* «I shan't ask you to let me live with you. Angel, because I have no right to! I shall not write to
mother and sisters to say we be married, as 1 said [ would do... [2, 399]

* «I will obey you like your wretched slave, even if it is to lie down and die. « (Chapter 35).

So the pessimistic mood is felt all the time while reading the story,

2. Fate. After the disbelief and distrust into the power of human nature in the end of the 1800's
the writers started realizing the domination influence and mastery of the nature and fate which do not
depend on people's desires.

«Tess of the d'Urbervilles» is a story of an intelligent and sensitive girl, daughter of a poor
family, driven to murder and so to the death by hanging, by a concatenation of events and
circumstances so bitterly ironic that many readers find it the darkest of Hardy's novels. The main idea
of Hardy's «Tess of the d'Urbervilles» is the role of divine will and fate in the life of the heroes. Hardy
saw humanity as inevitably defeated in its hopes by the irony of circumstance. No matter how
valiantly the characters strive for good life. The immutable will of fate strikes them down, Tess is
essentially a pure woman, but unluckily accident twists her life into endless patterns of disaster.
According to his point of view we are all victims of circumstances [1, 1692].

The author seems to believe that often there is no controlling force, and that is why life can
seem so cruel. In his novels, we see completely random actions, either of people or nature, which lead
to the unhappiness or downfall of characters.

3. Fallen woman. Because of the Puritanism and sexual morality of die XIX century, Victorians
were as preoccupied with fallen woman as they were with the innocent maiden and wife [1, 901].

Thomas Hardy sheds new light on the idea of the fallen woman. Throughout several of his
works, he portrays the fallen woman through her own eyes, and, in doing so; presents a different
perspective,

Hardy's depiction of Tess is that of a woman who also suffers from her fall, but still finds the
strength to rise above her situation. However, Hardy also shows that the repercussions of her fall are
lasting. Although Tess attempts to start a new life with Angel Clare, she can never completely escape
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from her past relationship with Alee d'Urberville. She is perpetually reminded of her loss of chastity,
but overcomes these feelings of self-doubt. Hardy develops a character whose inner strength allows
her to conquer the established definition of the fallen woman [6].

Although Hardy's portrayal of the fallen woman is somewhat sympathetic, due to the fact that
he often takes on the perspective of the female character, he still ultimately views the idea of the fallen
woman as tragic. According to her deeds Tess can be treated as a fallen woman, but her thoughts aims
and intentions were pure. Morality is defined not by deeds but by the intentions. Innocent, naive,
simple and childlike girl was looked upon as a fallen woman, a woman who deserves no respect and
happiness. And we are recon that only because of the Puritanism which put taboo on the sexual
thoughts and ruled was by the visible deeds of the people, Tess was considered to be an indecent,
guilty, immoral and sinful woman.

The theme of the fallen woman had been previously established in literature; however Hardy
developed this theme further through Tess. Although Hardy focuses on the fallen woman throughout
his works, Tess remains the most elaborately depicted of these figures.

4. Setting. Like their greatest predecessors — Fielding, Richardson, and Austen — most of the
Victorian novelists were concerned with people in society. So, to make the story more trustworthy and
honest, to depict the life of that-time society more fully Thomas Hardy tried to let the readers
recognize the real places named in an ancient way.

Hardy's novels, set in a predominantly rural «Wessex», show the forces of nature outside and
inside individuals combining to shape human destiny, The backgrounds of his novel are the ancient
monuments such as Stonehenge and places which really existed (for example the readers can
recognize Cranbury according the description of Chase bury or Winchester m the depiction Winton
Chester) [6]. The author used the landscapes of the imaginary county of Wessex to help to create the
boarding atmosphere in his novels.

The sadness in Hardy — his inability to believe in the government of the world by a benevolent
God, his sense of the waste and frustration involved in human life, his insistent irony when faced with
moral or metaphysical questions -- is part of late Victorian mood.
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cmyo. 32 ep. ¢p-my inozemn. mos Map sna Xomiyvka
Hayk. kepignux — ooy. T.I1. Jlicitiuyk

®OPMYBAHHSI IHIIOMOBHOI MOBJIEHHEBOI KOMIIETEHIIII
YYHIB 3A IHTEHCUBHOIO METO/JIUKOIO

dopmyBaHHS KOMYHIKaTUBHOI KOMIETEHIIil, 34aTHOCTI 3IiHCHIOBATH MOBJICHHEBY HNiSUIbHICTD
1HO3EMHOI0 MOBOIO — CKJIAJJHU{, TOBFOTPUBAIMHN 1 PALEMiCTKHI MPOIIEC, YCIIiX SKOTO 3aJeXHUTh Bif
B3aeMofii OaraTbox QakTopiB. ['OJOBHUM 3aBIAaHHSAM NPH LBOMY € PO3BHTOK KOMYHIKATHBHHX
HABUYOK 1 BMiHb, B3a€MOY3TO/DKEHICTh SKHMX y PI3HHX KOMOiHamisX 3abe3neuye (QyHKIIOHYBaHHS
OCHOBHHUX BUJIB MOBJICHHEBOI MisUIBHOCTI — TOBOpiHHA (Oecimu), ciyxaHHs (ayditoBaHHS), YATaHHS 1
nuckMa. I3 mcuxomnorii BiZioMo, IO OBOJIOAIHHS IMEBHUM BHUJOM MiSTIBHOCTI BiIOYBa€ThCS HAHOUIBII
YCHINIHO, SKIIO MPOBOJAWTHCS IHTEHCHBHE TPEHYBAaHHS 1 NMpakTHKa, CIOPAMOBaHI Ha 3aKpillJIeHHS
olieparliif, M0 CKIAJalTh II0 MiSUIBHICTh, 1 PO3BUTOK BMIiHb 3AIHCHIOBATH i, 10 BXOJATH O HEl.
Bigomo Takox, IO ycmix B LI chopaBi MOB‘A3aHUN 3 BKIIOYEHHSM Y TMPOLEC OBOJOAIHHS
MOBJICHHEBOIO KOMIIETEHIII€I0 PI3HUX aHami3aTopiB, IO 3a0e3ledyioTh TMOETHAHHS 30POBHX,
CIlyXOBUX, MOTOPHHX, MOBHO-PYXOBHX BIIUYTTIB i CIPHHHATTSL.

Meroanka, 3BepTaloyKCh A0 BUPIMICHHS IHMX 3aBAaHb, BKAa3ye Ha CHPUATINBI NEPEeAyMOBU
(hopMyBaHHSI 1HIIOMOBHOT KOMYHIKaTHBHOI KommeTeHii. [le iHTeHcudikamis HaB4aIbHO-BUXOBHOTO
MPOoLIeCy 3 MPAKTHKH YCHOTO i MMCbMOBOTO MOBJICHHS IIPH KOMIT FOTE€pU3aLlii HABYAHHS 1 3aTaIbHOMY
CTUMYJIIOBaHHI HAaBYaJbHO-MOBJICHHEBOIO PEXHMY. Bci Tpu mepenyMoBH MNpeNCTaBIsIOTH COO0OIO
OpraHiuHy €IHICTb, IO 3BOAMTHCS 10 Y3arajdbHEHOrO TOHSATTS «IHTEHCHBHE HaBYaHHS», ale
30epiratoTh 1 BIIaCHY 3HaYUMICTS [7, 22].
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IntencuBHa meroguka (IM)- e Ta cucremMa HaBYAHHS, SIKa MOSBHMJIACH Y BiINOBiAL HA BUMOTH
yacy. Y Hai3arajJbHIIIOMY BHUIJIALI I[i BUMOTH MOXKHa 3BECTH /0 MPUCKOPEHHS MpOLecy HaBYaHHS
1HO3EMHHX MOB 3 MiHIMaJIbHUMHU EHEepriiHUMU 3aTpaTamu cy0’ekra (yuns) [1, 10].

IcHye ninwit psg MeTonmiB iHTEHCHBHOTO HaBuaHHS iHo3eMHOI MoBu: meron [LII. Iereukopi,
«emouiitHo-cmucnoBuii merox» LIO. Illextepa, «Merox axTuBi3amii pe3epBHUX MOMKIUBOCTEH
ocobucrocti 1 komektuBy» [.O. Kuraiiroponcekoi, «cydacHo-kiOepHeTnyHHMii Meroa» B.B.
[erpymmHuceKoro Ta iH. [8, 9].

Benuka 3aciyra y npomnaranii iHTCHCUBHUX METOJIB HAJICKUTh LIEHTPY IHTEHCUBHUX METOJIB
HaBYaHHS, KU odomroe NokTop meaaroriyaux Hayk [.O. Kuraiiroponceka. Menbauk E.1O. y cBoiit
CTaTTi CTBEPIXKYE, IO METOJ aKTHBi3allil pe3epBHUX MOXIMUBOCTEH ocoOucTOCTi 1 KosnektuBy 1.0.
KHTaﬁropOLLCLKoi' € HAMOLIbII JOCKOHAIUM 3 HaAYKOBOI TOUKH 30Dy Y npaKTHui HaBYaHHS 1HO3EMHHX
MOB, OCKLTBbKHM Pi3HOMaHiTHI 3aco0u i cam mpotec (bopMyBaHH;I B YYHIB ONTHUMAaJbHHUX YCTAHOBOK
PO3IIIAAAIOTECS B HBOMY SIK OOOB’S3KOBa yMOBa peaji3allii iHTEHCMBHOTO HaBuYaHHA [6, 15]. ABTop
OBOTO METOAY HaJae IMepIIOYeproBe 3HAYECHHS KOJNEKTHBHIM JiSNIBHOCTI MNpH  HaBYaHHI,
BHKOPHCTAHHIO MOXIJIMBOCTEH, SIKI 3aKJIaJeHI B KOJIEKTUBI MPU B3a€MOJii 0COOMCTOCTEH, B3aeMOil
KOJIEKTHBY 1 OKpeMOi 0COOMCTOCTI, B 3aKOHOMIPHOCTAX BIUIMBY KOJEKTHBHOI AisUIBHOCTI Ha YCIIXH
OKpEMOT0 1HIUBIfA.

Meron axtuBizauii I'.O.Kuraiiropoacskoi nependavae HacTyHI OCHOBHI METOAWYHI YMOBH, L0
3a0e3MevyI0Th aKTUBHICTD MPOLIECY:

- KOJIGKTUBHY B3a€MOZIIO;

- OCOOHCTICHO-Opi€HTOBAaHE CIIJIKYBaHHS;

- pOJIBOBY OpraHi3alilo HaBYaJIbHO-BUXOBHOT'O IPOLIECY;

- CKOHIICHTPOBAHICTh B OpraHizallii HABYaJIbHOrO MaTepially i HaB4aJbHOTO MPOLIECY;

- monipyHKUiIOHAJBHICTH BIpas [S].

OcraHHI [ECATHIIITTS METOAWKA HaBYaHHS I1HO3EMHHMX MOB PO3BUBAETHCS i 3HAKOM
KOMYHIKaTHBHO-OPIEHTOBaHOTO HaBYaHHs. [IcHMX0I0TH, METOANCTH, TICUXONIHIBICTH HAMOMATAIOTh Ha
TOMY, IIOO0 y4YHI TOBOPHJIM IHO3EMHOIO MOBOI Te, IO iM xouerhcs ckazatu (Y.PiBepc). Bonm
BBaXXAIOTh, IO JJIsl [OT'0 BAXKIIMBO CTABUTH YUHIB B 0COOMCTICHO-3HAYYIII CUTYALlil, IKi CTUMYJIIOIOTh
cuninkyBanHs (1O.L.ITacos, 1.O.3umus, b.A.Jlanmigyc, B.JI.Ckankin Ta iH.). Po3poOmnsioun 3MicTOBY
OCHOBY HAaBYaHHS, METONUCTH 1 aBTOPH IMOCIOHWMKIB BBaXKalOTh, L0 CJHiJ [OJABAaTH YYHIM
NpuBaOMMBHUIA 1 Mi3HABAIBHUI MaTepiaj, Ail0OYM TAKAM YHMHOM SIK Ha IHTENEKTyajbHY, TaK i Ha
emouiitny cepu (I.JI.Bim) [9,9].

[Iporpama 3 iHO3eMHOI MOBHM IJisi CepeAHBOI IIKOIM BHU3HAYMJIa OCHOBHMMH KOMYHIKAaTHBHI
ILT1, IO 1aJI0 TIEBHUH MOIITOBX MPOIECY HaBYaHHS B I[bOMY Hampsmi [9,9].

OcobausicTio IM € Te, 110 Yy Hili TOCTYJIATH TIEPETBOPEHi Y peasbHi CIIpaBy; B PE3yIbTaTi IO
BUHHUKJIA LTCHA 1 pe3ydbTaTHBHA TEXHOJOTIS HaBYaHHS, B paMKaxX sKoi po3poOieHi aaekBaTHi
MeXaHi3MH CHUIKYBaHHSL.

B icHylouili y Ham uac cHUCTeMi HaBYaHHS Y4eHb MNPOTATOM JAOBTOr0 4Yacy HE MOXe
KOPUCTYBAaTHCS MOBOIO K 3acO00M CHUIKyBaHHs uepe3 AedinuT MOBHHX 3aco0iB, Mepil 3a Bce
rpaMaTUYHUX, a TaKOXX Yepe3 OpiEHTAalil0 HaBYaHHA Ha OBOJOAIHHS MOBHUMH 3aco0amu, a HE Ha
HaBYaHHs CHiTKyBaHHS. Ha Ham mormsin, iHTeHcuikailisi mporiecy HaBYaHHS 1HO3EMHHX MOB A€
MOXIIUBICTh OUThII €(QEKTHBHO CHPAaBUTHCA 3 ICHYIOUMMH HEHONKaMd (OpPMYyBaHHS iHIIOMOBHOT
MOBJICHHEBOI KOMIETEHII1.

Mu nopinsemo aymky T.L.KamitonoBoi Ta A.M.IlykiHa, siKi BBaXKalOTh, IO BiJl TPATUIIITHOTO
HaBYaHHS IHTEHCHBHE BiPI3HSAETHCS MEPII 3a BCE CHOCOOOM oOpraHizalii i MpOBEINEeHHS 3aHSATh:
MiIBULIEHHSM yBark 10 pi3HUX (OpPM NEeJarorivHoro CHiIKyBaHHS, CTBOPEHHSIM aJeKBAaTHOI
HABYaJbHOI MOTHBALii, 3HATTAM IICHUXOJOTIYHMX Oap’€piB MpH 3aCBOEHHI MOBHOrO Martepiaiy i
MOBJICHHEBOMY CIUIKyBaHHI [2,8].

Cain 3a3HaUMTH, IO y CEPEAHIHN IIKOIi MOBAa MOXKE TH He MPO IHTEHCHBHE HABYAHHA SIK TaKe, a
PO BUKOPUCTaHHSA eneMeHTiB IM, ToOTO Ipo Take HaBYaHHSI, IPU SIKOMY JOCSTAETHCS MaKCUMaIbHUN
edexr 3a MiHIMAIbHO MOMXJIMBHH 4ac 1 3 MiHIMaJbHAMHU BUTpaTaMH 3yCWJIb Y4YHS Ta BUHTENs. Y
METOANYHIN JIiTepaTypi HABOAUTHCS BEIHMKA KUIbKICTh NPUHIMIIIB iIHTEHCUBHOTO HaBYaHHs. AHami3 i
MPaKTUYHA TIepeBipKa X epEeKTUBHOCTI JAt0Th ITiICTABU BBAXKATH MOXKIIUBUM 1 IONLILHUM BBEICHHS Y
CEepeIHIO KOy HACTYITHUX MPUHIMIIIB iHTeHCcH iKallil HaBYaHHS:

- akTHBi3auil HaBYaJILHOI JISVIBHOCTI,

- NPUHLHUIY KOJIEKTUBHOI B3a€MOIi;

- 0COOHCTICHO-OpPIEHTOBAHOTO CHIIKYBaHHS;
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- 0o0cAry 3aCBOIOBaHOI0 MaTepially B IUIaHi HOro KOHLIEHTPOBAHOCTI;

- CBiZOMOr0 3aCBOE€HHS MOBH IPU HaBYaHHI CIUIKYBaHHS;

- KUTBKOCTI 1 BapiaTHBHOCTI IPUIHOMIB 1 BIIPaB;

- IIUTBHOCTI CITUTKYBaHHS;

- KOMYHIKaTHUBHil aTMocdepi Ha ypori.

3yNMHUMOCH Ha AESKMX 3aco0ax BBEACHHs JEKCHYHOTO MaTepially, Ha opraHizalii BiacHe
CHIJIKyBaHHS 1 Ha e(pEeKTHBHOMY BHKOPHCTaHHI Pi3HMX (OpPM KOJEKTHBHOI B3a€MOIii y4YHIB NpH
HaBYaHHi 3a IM.

Bukopucranns IM mnepenbavae Bemukuii obcsr MoBHoro marepiany. Ilepm 3a Bce ciifg
3a3HAYUTH, 110 MOBHUH MaTepiall BBOAMTHCS 1 3aKPIIIIOETHCS 3aBXKIAM Yy KOHTEKCTI CHUIKYBaHHS Y
BUTJIAAl TIONILIOTIB, NIe¢ KOXXEH Yy4YeHb OTPHMYE CBOIO IOCTiHY 4M emi3oau4Hy ponb. [lomimorn
BKJIIOUAIOTE B ceOe SIK JiaJoriyHe, TaK 1 MOHOJOIIYHE MOBJICHHS, CIIBBIJHOIIEHHS MK SKUMH
BHU3HAYAETHCS 3aBIAHHSAMHM KOHKPETHOTO €Taly HaB4YaHHS. SICKpaBHil 3MICT MONUIOriB — BHXiTHA
nepenyMoBa poOOTH Ha BCIX eTanax HaBYaHHS. 3pO3yMillo, cepes MONIoriB MOXKYTh OyTH W Taxi, B
SKUX BHPIIIYIOTHCS aKTyallbHI MUTAaHHS, 10 XBWIIOIOTH CY4acHOTro y4Hs. [lo TONijOriB JaeThest
MepeKyiaj, PiAHOI MOBOIO, IO CIPHUSE CHHXPOHHOMY PO3YMIHHIO 1 MiIBWIIEHHIO aKTHBHOCTI
PO3YMIHHS HOBOTO.

Hns  Toro, mo0 mNpUBEpHYTH 1 MiATpUMATH yBary OO0 3MICTY y QopMi mojisora
BHUKOPHUCTOBYIOTHCS PEIUTIKU 3 eMOLiMHMM 3a0apBieHHSAM. THM e HiIsIM iHOAI MOXYTb CIYTyBaTH
MpeAMETH PeKBI3UTY. A AJs 3aCBOEHHS MOBHOTO MaTepialy BKIIOYA€Tbes LMWK Habip 3acoliB, 10
MalOTh IIIBHUILEHY EKCIIPECHUBHICTh 1 0a3ylOThCS Ha HECHOAIBaHUX, 3aXOILUTIOIOYHMX edekrax, Mo
CHIPUSIOTH 3arajJbHOMY PO3LIMPEHHIO acoliaTUBHOI 0a3u cripuiimManHs [9,10].

Haszsemo 11i 3acobu: mocuiieHa >KECTUKYJIALIA, Ky BUKOPUCTOBYEMO HE TUIBKH 3BUYHO, ane i
YMOBHO, YaCTKOBO MJIsl 3aCBOE€HHS aOCTpakTHMX WOHSTH Yepe3 3BEACHHS I1X A0 KOHKPETHOTO;
BHUKOPHUCTaHHS JKECTiB, XapaKTepPHUX Ul HOCIIB MOBH B JaHii CUTYyallil; rpa CIiB, 110 BUKIUKAE a3apT,
TAKOX CHpHs€ NOOpOMY 3amaM’sTOBYBaHHIO JIEKCHYHOTO MaTepiamy 1 Horo (opmu; imioMaTHUHi
BHpPAa3H 1 BUIbHI CJIOBOCIIONYYEHHSI BUKOHYIOTHCSI HA MOTHB BiIOMUX IIiCEHb; MiAKPECICHHS PUTMY,
MONMUT CIIB 1 CIOBOCIONYYEeHbh Ha CKIAOM ; BUMAJIKOBI acoIfiaimii 30BHINIHBOTO MOPSJAKY, IO
CTBOPIOIOTh BHUXIJHY ONOPY AJIS 3amaM SITOBYBaHHS; 1HOAI MPOCTIAKOBYETHCA ICTOpis CJOBa, IO
MoKa3ye M[UIAX JO0 MOro Cy4acHOro 3HAa4YeHHS 4YM T[IOKa3ye HOoro rpamMaTtudHy Qopmy;
JIHTBOKpaiHO3HABYMK KOMEHTap pOOWUTh OLIBII BUIIYKJIOK CEMAaHTUKY CIiB, IIO CHOpUSE IX
3amaMm’ATOBYBaHHIO; PUMOBAaHUIM MaTepial Halpi3HOMaHITHIIIOTO XapakTepy, BiJ JIYMIIOK 1 MiCEHbOK
710 TIOETUYHUX TBOPIB.

Kpim mepepaxoBanux 3aco0iB BUKOPHCTOBYETHCS BECh apceHal BepOasbHOI i He BepOanbHOI
ceMaHTH3alii 1 akTHBi3auii 3aCBOEHHS HOBUX JIEKCHYHUX OAMHUIb, SIKUHM 34aBHA NPUTAMAaHHUI
METO/AWII HAaBYaHHS 1HO3EMHUX MOB. 3aCTOCOBYIOYM 3aCOOM MiIBHIIEHOI €KCIPECHBHOCTI BUUTENIO
HEOOXiZIHO TEepeTBOPUTH Y4YHIB i3 AKTUBHHMX CIyXadiB Ha aKTMBHUX «YyYaCHHMKIB» HaBUYaJILHOTO
poLecy.

s cniyikyBaHHS BaKJIMBO PO3TAIlyBaTH YYHIB B KJaci MIBKPYTrOM, TaK BOHU MOXYTh B OyaAb-
SKMA MOMEHT BCTaTH, 00’€JHATUCh B I'PYNU AJs BUKOHAHHS 3aBAaHHS, 3B S3aHOTO 3 MPAKTHYHOIO
JisnbHICTIO. Bennke 3HaueHHs pu HaBYaHHI JeKcuky 3a IM HagaeTscst My3uuHoMy (oHY, Tak SIK BiH
3a0e3neuye MiJICBiIOME 3aCBOEHHS MaTepiany. BBemeHHS KOXXHOro HOBOI'O MOJIOra 3aKiHUYEThCS
MY3UYHHM CEaHCOM.

OToX, MU PO3MIISIHYIH JIedKi MPUHOMH BBEICHHS JIGKCHYHOIO Matepiaiy, SiKi MOXYTb OyTH
BHUKOPHUCTaHI B cepeAHiil mKomi. Po3risHeMo Temnep, K il opraHi3oByBaTH BJacHE CIIUIKYBaHHS, SIK
CTBOPUTH MOTHUB JISl CTBOPEHHS YYHSAMH CAMOCTIHHX, CATYaTUBHO 00YMOBJICHUX BHCJIOBIIIOBAHb.

Buwnrens, mo Bonojie iIHTEHCUBHOIO METOIMKOIO, TIOBUHEH BMiTH: 1) mpaBMIIbHO GOpMYyBaTH i
BUKOPUCTOBYBAaTH KOMYHIKaTUBHI 3aBIaHHS; 2) IMIpPOBI3yBaTH, OpraHizoByBaTH HedopMaibHe
CIIJIKYBaHHS; 3) MiIBULIYBaTH WIUIBHICTH CMIUIKYBaHHS Ha 3aHATTS 32 PaXyHOK 3aCTOCOBYBaHHs (OpM
KOJIEKTUBHOI B3a€MO/Ii.

KomyHnikatuBHe 3aBOaHHs — Ile Me€Ta, IIOCTaBjJ€HA B MEBHUX yMOBAaX CHUIKYBaHHS, i3 SKHX
3pO3yMiJio, XTO, 110, KOMY, PH SKUX OOCTaBMHAX, HABIlO TOBOPUTH. KOMyHIKaTUBHI 3aBAaHHS, 110
BHUKOPUCTOBYETHCS B IHTEHCUBHIM METOAMUII, ONIOMaraloTh BUBECTH YUHIB 32 MEXi CyTO HaBYaJIbHOT
TIATBHOCTI 3aBISKM Hamepen BU3HAueHid poni. CuTyalis IUTIOC pPOJib KEPye MOBIJIEHHEBOIO
noBeZiHKoo yuHiB. CuTyanii, y fKi CTaBIATbCA Y4YHi 3a JOMOMOIOI0 KOMYHIKAaTHBHUX 3aBJaHb, Y
3MICTOBOMY 1 MOBHOMY ILJIaHi IOBUHHI TIEpETUHATHCS 3 CHUTYallisIMH /1ajIoriB-3pa3KiB. TakuM 4MHOM,
MpHU3HAYCHHS KOMYHIKAaTHBHHX 3aBJaHb IOIATaE B TOMY, W00 BHUKIMKaTH IHTEpPEC Y4YHIB 110
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PO3B’si3aHHSI HOBHMX 3aBllaHb CIUIKYBAaHHS 3a JOIOMOTOI0 MOBHHX 3ac00iB, 3aCBOEHMX Ha OCHOBI
MOJIIOTiB-3pa3KiB.
[Ipu ¢popmyBaHHI KOMYHIKATUBHHX 3aBJaHb MOTPiOHA BeJIMKa BUHAXiAIUBICTh. BaxknmmuBo, mo6
BOHM Oynu moOynoBaHi Ha 3aXOIUTIOIOYOMY MaTepialli peasbHOi IifiCHOCTi, MOOUTI3YIOUM TaKoX
(aHTa3it0 yuHiB. BinbIIicTh KOMYHIKATUBHHUX 3aBIaHb 0a3yIOTbCS Ha ApaMaTu3alisx. Bukopucranas
irpoBux (opM HaBYaHHS, TEPII 32 BCE POJILOBHUX Irop, € XapaKTEPHOI OCOOIMBICTIO iHTEHCHBHHX
MeroaiB [4,3] 1 e 3aKOHOMIpHO. AJKE Tpa MEPETBOPIOE YPOK B JKMBE I[IKaBe 3aHATTS, BOHA 3HIMAE
0ap’epu, CTUMYNIOE (aHTa31I0, PO3BUBAE TBOPYI 0COOIMBOCTI OCOOMCTOCTI.
Ho edextuBHUX (HOPM KOJEKTHBHOI B3a€MOAI1l yUHIB pK HaB4YaHHI 3a IM Hanexats: poboTa B
mapax 3 MOCTIHHMM Yd 3MIHHMM CIIIBPO3MOBHHUKOM, MajHMX Tpynax (IBa, TpH, YOTHPH Yy4Hi) i
KOMaHJaX, KOJIM BCA Tpynmna IiuTbcs Ha AB1 yacTuHU. [lomynspHoio ¢opMoro Takox € pobora
OZIHOTO Y4HS 3 TPYIOIO, IPH LBOMY CIiJ HIJIECHPAMOBAHO OpraHi3yBaTH MPOCTIp AJS CHUIKYBaHHS i
YiTKO KOHTPOJIOBATH B3a€MOII0 TPYyNaMH.
PoGora B Manux rpymnax Bigpi3HSETHCS Bi 3BUYaHOI poOOTH He JIMIIE 33 KUTBKICTIO YYaCHUKIB,
ale W 3a XapakTepoM 3aBlaHb CHUIKYBaHHA. 3a3BU4ail OAMH i3 CHIBPO3MOBHHKIB BHKOHYE POJb
00’€KTHBHOTO CBilKa, BiH BBOAWTH B CHTYalil0, POOWTh BUCHOBKH, y3arajlbHIOE, 1HOAI mepenae
iH(opMaIiio npo modaueHe gaii: B ra3eTy, Ha panio, uu TenebaueHHs. TOMy B MaJUX rpynax B sIKOCT1
niiioBHX 0cib OepyTh y4acTh KOPECIIOHIEHTH, )KyPHAIiCTH, COLII0JIOTH.
Iomin kmacy Ha KOMaHOM PO3PaxOBaHHW Ha BUKOHAHHS KOMYHIKATHMBHUX 3aBIaHb y BHUIJISII
KOHKYpCiB, 3Maradb, BIiKTOpuH. KomektuBHi Qopmu, mo 0a3yloTbcs Ha 3MaraHfi, JaBHO
KOPHUCTYIOTBCSl TIONYJISPHICTIO, OAHAK mpeameToM IM € He TiIbKK 1 HE CTUIBKM MOBHHUH MaTepial, a
TepII 3a BCE CHUTKYBaHHSI.
{ono nomynsipHOi KOJIEKTUBHOI (GOPMH POOOTH YUHS 3 KOXKHUM YYHEM 3 TPYIH, TO 3a3HAYHMO,
110 i1 BUKOPUCTOBYIOTh, HANTPUKJIIA, [UIs aKTHB13a1lii MOBIEHHEBOTO ETHKETY.
[linBoasuM miACyMKH CKa3aHOMY, MOXKHA CTBEpIKyBaTH, mo IM 3Haima cBoe Micie Ha BCixX
eranax HaBYaHHs IHO3EMHHMX MOB Y CEpeHii KO, a iIHTEHCUBHI METOAX 3pOOMIIN 3HAYHUH BHECOK B
METO/MKY HaBYaHHS 1HO3EMHHUX MOB B LUTOMY. JlOCATHEHHS METOHIB LIOAO aKTHBi3alii mporecis
CIpUiiMaHHs, 3aCBOEHHS MaTepialbHOI OCHOBHM CIIUJIKYBAaHHS, BIJKPUTTS HOBUX pe3epBiB HOro
MOTHBAIIi] 1 pO3BUTKY aJeKBaTHUX (POpM KOJEKTHBHOI B3a€EMO/Iii TOBUHHI CTaTH HaJAOAHHSAM IIKLTbHOT
METO/UKH, 11100 BHECTH KapAUHAIbHI 3MiHU B Hel Ta OKPALIUTH Pe3yJbTaTUBHICTh. TOMY HarajabHUM
Ha CHOTOJHIMIHIN JAEHb € 3aBJaHHd afalnTalil IHTEHCUBHUX METO/IB 0 IKIIbHOI METOIUKH.
Ha nmamy nymky, pozpobka IM nis ymMOB cepeaHbOl LIKOAM BiIKPWUBAE TMEPCHEKTHBH IS
PO3BUTKY LILOI'0 HANPSAMY B HACTYIIHHX aCHEKTaX:
- 3MiLIEHHS NapaMeTpiB HaBYaHHS 3 KUIbKICHUX Ha SIKICHI;
- HaBYaHHSA BCIX BHIIB MOBJIEHHEBOI AISJIBHOCTI 3a JOIOMOroro IM;
- [eperyisiA CHiBBIAHOIIEGHHA MDK AOMAIIHIM 1 KJIaCHUM HaBaHTAXECHHSIM Ha KOPHCTh
OCTaHHBOI'O;

- (opMyBaHHS HOBOI'O XapaKTepy B3a€MOJil BUNTENS 1 yUHS, a TAKOXK YUHIB OIMH 3 OAHUM.
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THE USAGE OF STYLISTIC DEVICES OF HUMOUR
IN THE WORKS OF THE MODERN WRITERS

In one of his essays called «Humour as I see it» Stephen Leacock, one of the greatest humorists
of the English-speaking world, reflects on his own craft, «It has long been my custom in preparing an
article of a humorous nature to go down to the cellar and mix up half a gallon of meiosis with a pint of
hyperbole... The whole thing is amazingly simple.»

Yet humour often has serious implications and writers of humour do use various techniques and
devices. The techniques of meiosis (understatement) and hyperbole (exaggeration) are particularly
important in a work striving to amuse. The first one deliberately presents something as being less
important than it really is, the other — deliberately exaggerates. Both techniques have the purpose of
emphasizing something and producing humorous effect. The technique of irony is used when the
intended meaning is the opposite of that expressed by the words used. Ironic should not be confused
with sarcastic (which means ‘flesh-tearing’, bitter and aggressive homour), even though irony need not
be aggressive. Such stylistic device as satire is used to criticize certain conditions, events or people by
making them appear ridiculous. All these stylistic devices are used by the author in his work in order
to communicate more effectively and powerfully.

One of the examples of irony and satire used in literary work is George Mikes’ book ‘How to be
an Alien’. ‘How to be an Alien’ is a humorous view of the strange habits of the British people, given
by an outsider. The British way of life is portrayed through irony and satire. The author does this with
the help of a series of ironic twists, humorous accounts, and life experiences. With frank and open
humour G.Mikes attacks the British for everything from ruining tea to being hypocritical. At the same
time, G.Mikes offers guidelines to foreigners on how to cope as a stranger in Britain. He highlights the
confusion that can arise because of the subtle differences between Europe and England, such as the
way the bell on a bus is used. With masterful usage of irony Mikes draws colourful pictures of life in
Britain, and makes amusing comparisons between continental European and British habits. Nobody
escapes his wry and sometimes cutting wit, as he ruthlessly makes fun of people’s habits. He makes
the reader laugh by seeing himself, as he must appear to the British: ‘I have such funny foreign ways’.
The author describes ironically the customs, culture, qualities, behaviour and language of the people
living in Britain. [2]

The satire in the book arouses laughter and slight contempt as a means of ridicule and derision,
with the intention of the correcting human faults. The author extensively relies on the technique of
hyperbole providing deeper insights into the behaviour of the people. Beneath the guise of laughing at
the habits of the British people, Mikes mocks human nature in general. The target of this satirical
piece is not the nation but the human humanity.[3]

Another example of an irony and satire is Arlen’s essay «Ode to Thanksgiving». This essay is
written in a satirical genre, in which irony and ridicule are used to satirize the holiday. The tone of the
discourse, as revealed in Arlen’s attitude toward the Thanksgiving Day can be described as scornful
and even in someway, hostile. This essay is the mockery of the holiday. In describing the events
connected with the holiday, such as watching the football game or traditional Thanksgiving meal,
Arlen relies extensively on hyperbole, deliberate exaggeration for satirical effect. Exaggerating the
things related to the holiday the author mocks the Thanksgiving Day and everything, which is
connected with it. The author ridicules time of the year when the holiday is celebrated, calling it a ‘no-
man’s-land between the seasons’ or ‘nowhereness of the time of the year’. The author also uses such
linguistic devices as simile, metaphor to reinforce the satirical mode of the narration (e.g ‘trees
looming about like eyesores, the phoenix of Christmas can be observed as it slowly rises’ etc.) [1]

Mikes’ brand of humour can be described as light humorous manner, rather funny with the
masterful usage of irony, whereas Arlen’s manner is more satirical, where irony, derision are used to
expose folly and wickedness.

Speaking about the techniques of irony and satire used in literature we cannot pass over the
writing of great essayist and humourist Stephen Leacock, one of the world's best-known English-
speaking humorists. In his works, Stephen Leacock wanted his humour to be «kind». His humour
never falls under the categories of cold destructive satire or warm and fuzzy sentimentality. He strikes
a balance between satire and sentimentality. In a word, the mark of Leacock's humour is his sympathy
for man that makes his humour so appealing. In practically all of Leacock’s writings he attacks with
irony and wit, in one way or another, illusions, prejudices, and selfishness of people. In his works,
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Leacock resorts to satire with the hope that it will contribute to the improvement of the behaviour of
the wealthy by exposing their traits to ridicule. [5]

The humour, irony, and wit of Stephen Leacock have never been shown to better advantage than
in «Literary Lapses», his first collection of comic writings. This book contains ironically satirical
essays. Within its pages are such classic stories as the man who is seized by fear as he opens a bank
account; the awful case of the young man who dies because he cannot tell lie; the astonishing tale of
the baby who ate thirteen Christmas dinners, and many other tales that have become part of the world's
comic literature. This book mocks stupidity, naiveté, and human anxiety with light, joyful irony, satire
and wit. [4]

In conclusion, we should state that all these writers indirectly, through various literary
techniques and stylistic devices of humour probe cultural values, social attitudes and the idiosyncrasies
of «national character». Variously gentle and acid, light-hearted and wry, facetious and laughable,
they demonstrate how, by writing to amuse, authors can still communicate seriously, and how, by
engaging their readers in an appreciation of human foibles, they can engage them also in the art of
communication. The techniques of irony, satire, ridicule and wit, closely interconnected, serve this
purpose perfectly.

Jimepamypa
Deanne K. Milan-Developing Reading Skills,-McGraw — Hill Publishing Company, 1987
www.penguinreaders.com
www.knowledgerush.com
Www.geocities.com
www.literaturepost.com
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THEORETICAL AND PRACTICAL PECULIARITIES
OF TRANSLATION OF FICTION PROSE.
(ON THE BASIS OF THE NOVEL «THE CENTAUR» BY J. UPDIKE)

Translation is a very interesting sphere of investigation in linguistic studies. We read a lot of
books of the foreign authors and do not even think about those people who translated this or that piece
of literature, about their hard work in order to ‘produce’ a book in our native tongue, to preserve the
main ideas and author’s individual manner of writing. Thus, the topic of our investigation is the
stylistic peculiarities of translation of John Updike’s works into Ukrainian on the basis of the novel
«The Centaur». The purpose of our work is to define the main types and techniques of translation, to
investigate the peculiarities of the translation of fiction prose on the basis of the novel «The Centaur»
written by John Updike and to point out the recent tendencies in translation research.

So, the notion of translation is not at all easy to specify. Hence, the question: «What is
translation?» is not so naive as it may appear at a glance. Moreover, it is the basic question of
translation theory and translation studies in general. A principal distinction which is often overlooked
in publications on translation theory may be found in a good dictionary. For instance, the Webster’s
New Collegiate Dictionary defines the appropriate meaning of the noun «translation» as follows:

«Translation — an act, process, or instance of translating: as a rendering from one language into
another; also: the product of such a rendering... [2, 18].» But we are not going to speak too much
about the very notion of translation here; our task is to define the main types and techniques of
translation.

According to Jakobson, there are three major types of translation. They are the following:

- intralingual translation

- interlingual translation

- intersemiotic translation or transmutation [5, 233].

The first type is so-called «intralingual translation». Burkhanov defines it as a paraphrasing a
word, a phrase or a sentence using the same language. Intralingual rendering of the same meaning by
means of substituting one linguistic expression with another is, in addition to other things, the
realization of the metalinguistic function of language. Paraphrase as a linguistic phenomenon is
common practice in any speech community using a certain language or languages.

The second type of translation, «interlingual translation», is the closest to our intuitive
assumptions concerning the scope of the notion in question and, hence, may be also called «translation
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proper». Jakobson, in accordance with the predominant theoretical views of that epoch in the
development of both linguistic description and translation theory, states that the type of translation
under consideration comprises the interpretation of linguistic signs of one language by means of
corresponding linguistic signs of another [5, 233].

The third type of translation, which may be called «intersemiotic translation» or
«transmutation», is based on interpretation of linguistic signs by means of non-verbal sign system, it
means, transference of messages from natural languages into different symbolic system [3, 118].

So long as we have spoken about types of translation we should also mentioned here the
techniques of translating. Hewson points out nine translation techniques that are accepted by almost all
the linguists:

. Translating by means of «an interlingual hyperonym» or «an interlingual hyponymy.

. Translating by means of «an interlingual synonymy.

. Translating by means of substituting «a culture-specific termy.

. Translating by means of borrowings.

. Translating by means of calque.

. Translating by means of an interlingual paraphrase.

. Translating by means of equivalent collocations

. Translating by means of interlingual equivalent with different expressive and/or social
meaning.

9. Translating by means of interlingual grammatical transposition [4, 180].

So far as the novel «The Centaur» is a piece of literature we have to mention such a term as ‘the
artistic or literary translation’. All these techniques mentioned above are inseparable part of this kind
of translation. The concept of artistic translation was introduced in the former USSR. L. Leighton has
presented a brief account of that translation school and specified its basic categories. In particular, she
noted the emphasis that had been put on translation, its high quality standards in the practice of
translating literature and the fact that it was an integral element of nationalities policy [3, 135].

So, at this stage [gor Burkhanov has formulated a working definition of literary translation.
Literary translation — is a kind of aesthetically-oriented mediated bilingual communication which aims
at producing a target text intended to communicate its own form, correspondent with the source text,
and accordant with contemporary literary and translational norms of the receptor culture [3, 169].

As we have mentioned already our investigation is based on the novel «The Centaur» written by
a famous modern American writer John Updike. As far as we know the author’s individual manner of
writing is unique and his novels are full of language peculiarities of all the levels, his works were, are
and will be translated into many languages. The following Russian translators as M. Becker, N.
Khinkin, O. Kalashnikova translated «Rabbit, Run», «Rabbit is Rich», «The Centaur», «Of the Farmy,
«The Poorhouse Fair», «The Bankrupt Man» and many other, into Russian. Among the Ukrainian
writers we can point out Maria Hablevych. She translated «The Centaur» and «Of the Farm». Her
translation of «The Centaur» is very accurate and precise, so we were trying to investigate it and to
compare it with the original text of the novel.

We may point out the following peculiarities of the translation:

1. John Updike uses the italics and capitalizations to underline the importance of given sentence
or even paragraph. M. Hablevych preserves it in her translation of «The Centaur», for example: God
forgive me, forgive me, bless my father, my mother, my grandfather, now let me sleep [6, 151]. —
locnoau MusiocepIHUH, MPOCTU MEHE, IPOCTU MEHE, 0JIarocIoBU MOTo 0aThKa, 1 MaMy, i Jitycs, i qai
meni 3acaytu [1, 177]. CLEVELAND SCIENTIST CHARTS CREATION-CLOCK [6, 34]. —
XPOHOJIOT'TA CBITOCTBOPEHHA CKIIAAEHA KJIIBJIEHACBKUM YUYEHUM [1, 49].

2. The text of the novel «The Centaur» is rich for special terminology, we can also find Latin
words but they are not numerous, the Greek mythological words take the special place in the novel
like for example, nymph — Him(, centaur — keHTaBp, satyr — catup, etc., these words help to feel and to
see the atmosphere of Olympus.

3. The syntactic stylistic devices and expressive means are very plentiful in the Ukrainian
variant too, for example, ellipses: Next [6, 27]. — Jlani [1, 40]. Nominal sentences: Zeus, Lord of the
sky [6, 26]. — 3eBc, [1an Hebec [1, 40]. Repetitions: «I’m ready,» I shouted, «I’m ready, I’m ready!»
[6, 61]. — ['oToBUIA! — KpUKHYB 5. — ['oTOBUI, ToTOBHIA! [1, 84]. Sometimes we can not find repetition
in the Ukrainian translation: Sometimes up, sometimes down [6, 200]. — Sk xonu [1, 229]. In most
cases aposiopeses are translated through simple or compound sentences: Mr. Caldwell 1 was
wondering about that quiz tomorrow — [6, 97] . — 5 He 3po3ymina 3 4oro 3aBTpa KoHTpoibHa [1, 117].

OO\ N Wi~
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Parallelisms are translated through parallelisms in most cases, but it is possible to find set of sentences
that have nothing in common with parallel construction: I never was. I never studied. I never thought
[6, 225]. — 4 ninamo He npuaaTHUNA. S HiKoIM He mpauoBaB Haj coboro. Hikomu He po3aymyBas [1,
256]. Speaking about syntactical level we should mention also the rhetorical questions, the preserve
their essence in translation: Are you ready to die? [6, 144] — Tu rorosuii g0 cmeprti? [1, 169]. Was it
for this that my father gave up his life? [6, 224] — HeBxe paau 11b0ro BChOro Miii 0aThKO BijiaB
xutta? [1, 275].

4. The stylistic devices of semasiology are often used by the author, and it is easy to find them
in the translation. Simile: Like a ghost, he kept always a step ahead of me [6, 125]. — Ta Bin, Haue
NpUBUJ, BeChb yac TpuMaBcs Kpok momepeny [1, 149]. Synonyms: He had been frightened and
frustrated [6, 69]. — Bin 31aBaBcs HansikaHUM Ta BKpaid po3ryonenum [1, 85].

5. Metonymy and metaphor, important means which help to create the special atmosphere of
Olympus — House of Gods, are also given in the Ukrainian text, for example, metonymy: Garage’s
mouth was opened [6, 139]. — Yepeso rapaxa nosouxi Bimunnamiocs [1, 162]. The hook nose turned to
west [6, 145]. — Horo xoctpy6atuii Hic moBepHyB Ha 3axin [1, 171]. Metaphor: The alley led us to the
park [6, 126]. — IIpoBynok npuBiB Hac y mapk [1, 150]. Cold street [6, 128]. — [Ipoxonoana Bymus [1,
152].

In conclusion we would like to point out that the novel «The Centaur’ is exceedingly interesting
from the stylistic point of view. M. Hablevych tried to preserve it in the Ukrainian translation, thought
sometimes she gave her own stylistic devices and expressive means, which are typical to the Ukrainian
language, in order to express the main ideas of the novel.
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THE USAGE OF PHRASAL VERBS IN AMERICAN LITERATURE

The practical study of phrasal verbs was conducted on the American English material. We based
our investigation on the book «Malice»written by Danielle Steel.

American English in its usage is not so strict concerning the grammar rules and in some aspects
is more flexible than British English, which is more literary and therefore tends to use more formal
vocabulary. Phrasal verbs are everyday speech collocations, which serve to make the thought more
clear and alive.

The main difficulty concerning the observation of phrasal verbs in their usage consists of
possible co-occurrence of a verb and prepositions or adverbs in a context that makes them very similar
to a phrasal verb, but that not so. E.g.: «The sounds of the organ music drifted up to the Wegwood
blue sky» (Steel D., p. 1). To drift up to is not a phrasal verb, because there is no unity in meaning, this
phrase is not idiomatic.

The other difficult example is in ««Come on out. You’ll be lonely»« (Steel D., p. 11). The
second preposition is not a part of a phrasal verb — to come on means to hurry, but to come out — to
leave some room, so this is the case of blending of to phrasal verbs to come on and to come out into
one to come on out with the meaning to hurry to leave a room.

The roots of that are in the fact that English having no developed category of case uses its
prepositions for expressing case relations between the words as in «Enough to lie for them?» (Steel D.,
p. 47).

Sometimes a word group may seem to be a phrasal verb, but in fact it is not so. The situation is
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even more complicated with the usage of nouns between the main verb and a verb phrase particle. The
grammar books usually say that it is possible or usual only for personal pronouns in objective case.
Such usage of nouns is very common in speech with short nouns (one or two syllable words), but there
are cases with the whole noun phrases. E.g.: the split by a pronoun: «We are going to take you in,
Grace» (Steel D., p. 27), «Now come on, let me in» (Steel D., p. 13), «Oh, come on, don’t tell me you
can’t figure it out» (Steel D., p. 52), «Her parents had all but destroyed her, and she still wouldn’t give
them up» (Steel D., p. 59); by defining pronouns: «She had set everything out on the buffet before
they left for church» (Steel D., p. 7).

The rules of splitting phrasal verb are not strict, sometimes two variants are possible, e.g.
«When the dishes were put away, Grace went back to he room again, and lay down on the bed,
without turning on the light» (Steel D., p. 12), «It was growing dark outside, and she hadn’t bothered
to turn the lights on» (Steel D., p. 11)

Not all phrasal verbs are highly idiomatic. The meaning of many of them can be easily guessed
if there is no transference of meaning. There are no strict rules for forming new phrasal verbs, but for
the group of them that denotes some spatial manipulations or movements it is not difficult to get the
sense in which they are used, e.g.: «When the dishes were put away, Grace went back to he room
again, and lay down on the bed, without turning on the light» (Steel D., p. 12). The other of this group
can be more difficult to guess because of the not literal meaning: «Her father wanted it the way too, he
felt that Ellen preferred Grace’s loving touch to that of her nurses, and he had pretty much told Grace
that he expected her to stay, and not leave for school in September» (Steel D., p. 6).

Sometimes such verbal phrases can be regarded as not phrasal at all because they have no
idiomatic meaning: «They had a locked ward they took her to in an elevator that went up directly from
the garage, and when they got there, they uncuffed her and left her with a resident and an attendant»
(Steel D., p. 45), where went up has a deducible meaning here or no a phrasal at all.

The other interesting case of phrasal verbs usage concerns the denoting of accomplished action
as it is in Slavonic languages. The distinction of perfective/imperfective aspect is not characteristic for
Germanic languages, English in particular. But in their everyday life people need denote it and one of
the ways of doing it is to use verbs that already have that semantic in them, e.g.: go — come, appear.
The other way of denoting perfective aspect is to use preposition up to form new verbs: cf.: run — run
up, feed — feed up, go — go over, get in, get out, go out, and form a phrasal verb, e.g.: «Grace was
determined not to open up to her» (Steel D., p. 43), «She wanted his money, what little he had,
according to them, but she didn’t know how badly her mother illness had eaten up their savings or that
she’d never inherit if she killed himy. (Steel D., p. 67).

A language as a means of communication allows us to describe an extralinguistic situation from
various points of view thus allowing us to concentrate our attention on different objects, event,
manners of action and so on. The structure of a sentence is quite flexible but at the same time
determined by certain rules. A word occupying a certain syntactical position in a sentence to make it
clear should have a proper form for that position. In English syntactical position often defines the part
of speech or forces transition of a word to it. Partly because of these reasons, partly because of
transferences of meanings or developments of new ones phrasal verb can be substantivized, e.g. «She
wore no makeup at all, and she wore long coppery auburn hair straight down her back, with long
bands that hid her big cornflower-blue eyes» (Steel D., p. 4).

Phrasal verbs can occupy different syntactic positions and be different parts of a sentence. The
most common their syntactic role is a predicate e.g.: «Birds sang in the trees, and in the distance, a
child called out to a friend on a lazy summer morning» (Steel D., p. 1); the other cases as it is common
for a verb are also possible, e.g.: «It was four o’clock when the last guests finally left, and Grace
walked around the house with a tray picking up all their dishes» (Steel D., p. 8) — usage as an
adverbial modifier and participle, or a part of predicate, e.g.: «A girl like you ought to be out with
some guy, or hanging in bars, looking for her future» (Steel D., p. 52), where one to be is used as
integral part of different phrasal verbs.

Structurally phrasal verbs are word phrases or groups of words that allows to determine easily
their outer structure. The usage with different prepositions changed the literal meaning of the verb thus
making it idiomatic. Having a look at some of them it is not difficult to see why the meaning changed,
e.g.: «And as Grace grew up and grew more beautiful each day, it was easy to see what he wanted,
what would be required of her, if she really wanted to keep himy» (Steel D., p. 12), to grow upwards, to
make oneself higher and thus to become older; «Yet he was not a man to dwell on his misfortunes»
(Steel D., p. 9), to dwell means to live, to remain in one place, and dwell on to stay, to remain also,
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««Grace Adams?» a voice called out her name just after seven o’clock in the morning» (Steel D., p.
32), to call means to speak, and the preposition out increased intensivity of speaking, thus making the
sense of the verb to shout.

The other transitive example can be seen in «She closed the file and put it on his desk with a
sigh» (Steel D., p. 52), where to put on is not a phrasal to put on that means to get dressed. The similar
example can be seen in «She painted a terrifying picture, and put the leaden mantle of responsibility
on Grace’s shoulders» (Steel D., p. 17-18). The similarity in the manner of actions allowed to develop
the «put on» a meaning to get dressed.
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THE NOTION OF LEXICAL AMBIGUITY

Lexical ambiguity is a fundamental problem in natural language processing, but relatively little
quantitative information is available about the extent of the problem, or about the impact that it has on
specific applications. There are many issues involved in determining how word senses should be used in
information retrieval. The most basic issue is one of identity — what is a word sense? In previous
work, researchers have usually made distinctions based on their intuition. This is not satisfactory for two
reasons. First, it is difficult to scale up; researchers have generally focused on only two or three words.
Second, they have used very coarse grained distinctions (e.g., river bank v. commercial bank'), bi practice
it is often difficult to determine how many senses a word should have, and meanings are often related.

A related issue is sense granularity. Dictionaries often make very fine distinctions between word
meanings, and it isn't clear whether these distinctions ate important in the context of a particular application.
For example, the sentence They danced across the room is ambiguous with respect to the word dance. It can be
paraphrased as They were across the room and they were dancing, or as They crossed the room as they danced.
The sentence is not ambiguous in Romance languages, and can only have the former meaning. Machine
translation systems therefore need to be aware of this ambiguity and translate the sentence appropriately. This is a
systematic class of ambiguity, and applies to all «verbs of translatory motion» (e.g.. The bottle floated
under the bridge will exhibit the same distinction). Such distinctions are unlikely to have an impact on
information retrieval. However, there are also distinctions that are important in information retrieval
that are unlikely to be important in machine translation. For example, the word west can be used in the
context the East versus the West, or in the context West Germany, These two senses were found to provide a good
separation between relevant and non-relevant documents, but the distinction is probably not important for
machine translation. It is likely that different applications will require different types of distinctions, and the type of
distinctions required in information retrieval is an open question. Finally, there are questions about how word
senses should be used in a retrieval system. In general, word senses should be used to supplement word-
based indexing rather than indexing on word senses alone. This is because of the uncertainty involved
with sense representation, and the degree to which we can identify a particular sense with the use of a word in
context. If we replace words with senses, we are making an assertion that we are very certain that the replacement
does not lose any of the information important in making relevance judgments, and that the sense we are
choosing for a word is in fact correct. Both of these are problematic. Until more is learned about sense distinctions,
and until very accurate methods are developed for identifying senses, it is probably best to adopt a more
conservative approach (i.e., uses senses as a supplement to word-based indexing).

Many retrieval systems represent documents and queries by the words they contain. There are two problems
with using words to represent the content of documents. The first problem is that words are ambiguous, and
mis ambiguity can cause documents to be retrieved that are not relevant. Consider the following
description of a search that was performed using the keyword'AIDS":

Unfortunately, not all 34 [references] were about AIDS, the disease. The references included «two
helpful aids during the first three months after total hip replacement», and «aids in diagnosing abnormal voiding
patternsy. One response to this problem is to use phrases to reduce ambiguity (e.g., specifying «hearing aids'
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if that is the desired sense). It is not always possible, however, to provide phrases in which the word occurs
only with the desired sense. In addition, the requirement for phrases imposes a significant burden on the user.

The second problem is that a document can be relevant even though it does not use the same words as those
that are provided in the query- The user is generally not interested in retrieving documents with exactly the
same words, but with the concepts that those words represent. Retrieval systems address this problem by
expanding the query words using related words from a thesaurus. The relationships described in a thesaurus,
however, are really between word senses rather than words. For example, the word 'term' could be synonymous
with 'word' (as in a vocabulary term), 'sentence’ (as in a prison term), or 'condition' (as in 'terms of agreement'). If
we expand the query with words from a thesaurus, we must be careful to use the right senses of those
words. We not only have to know the sense of the word in the query (in this example, the sense of the word
'term’), but the sense of the word that is being used to augment it (e.g,, the appropriate sense of the word 'sentence).
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DISCOVERING ARCHETYPAL PATTERNS
IN THE NOVEL MOBY DICK BY HERMAN MELVILLE

A sophisticated reader often notices that similar motifs or themes are found among many
different literary works. Certain images, situations, patterns of behavior recur in literatures widely
separated in time and place, furthermore — they tend to have a common meaning, tend to elicit
comparable psychological responses and to serve similar cultural functions. The representatives of a
mythological criticism explain this fact by the existence of some very deep chord in human nature.
The myth critic studies in depth the so-called archetypes or archetypal patterns (archetype — from
Greek archetypos, «beginning pattern»), if stated simply — universal symbols. The given problem was
widely investigated by psychoanalysts S. Freud and C. G. Jung and by such linguists as N. Frye, P.
Wheelwright, Campbell, Bodkin and others.

Philip Wheelwright explains that such universal symbols are «those which carry the same or
very similar meanings for a large portion, if not all, of mankind» [2, 160]. Examples of these
archetypes and the symbolic meanings with which they tend to be widely associated are certain images
such as garden — nature ordered to serve human needs; wilderness — nature hostile to human needs;
river — life, often seen as ending in death as the river ends in the sea; sea — chaos, death, source of life;
flower — youth, sexuality; red flowers symbolize death of young men; pastoral animals — ordered
human society; fire — light, life or hell and lust; sky — heaven, fate or necessity and many others
[2,162-163].

Such and the like examples represent some of the more common archetypal images that the
reader is likely to encounter in literature. The images listed do not necessarily function as archetypes
every time they appear in a literary work. The discreet critic interprets them as such only if the total
context of the work logically supports an archetypal reading.

The American writer Herman Melville employed some of the universal symbols in his novel
Moby Dick. In our research we attempted to analyze these patterns as related to such central themes in
the novel as search of universal knowledge and coexistence of human civilization with nature.

The first archetypal pattern evident in the book is Natural versus Human. In literature it is
usually represented by desert versus garden; sinister forest versus park; pastoral world versus city. In
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western literature, the journey from innocence to experience is often symbolized by the protagonist’s
journey from an idyllic world close to nature to an urban world. Returns to the natural world are
sometimes successful; sometimes protagonist manages to bring the urban world into a new harmony
with nature. In other cases, an urban hero finds meaning and value through some kind of contact with
nature which is pretty much true when we speak of Moby Dick.

From the very first pages of the novel we see Ishmael, a school teacher, in despair. The life in
the city has become senseless for him, and he dreams of sea voyages. Thus, the natural world is
represented by water and its inhabitants (primarily, the White Whale) and the human world — by the
land and people.

On the basis of myths, beliefs and legends Melville creates a complex image of the mighty
ocean. The ocean is a mysterious creature; it is pictured as the heart of the universe. At the same time
the ocean is a peculiar unidentified world full of secrets.

Ishmael opens his narrative by identifying a voyage with vision: the field of man’s vision is the
sea. Like the island city whose avenues all radiate «waterward» and whose shores are thronged with
«crowds of water-gazers,» the sensibility of the individual man opens onto the ocean. The attraction of
the mind to the sea is life itself as a quest for knowledge.

Ishmael decides to dive into the sea. On the very beginning he feels the need of changes and
chooses to become a whaler as for him the sea is a symbol of self-discovery. Water is the source of
life, its core, essential element, which is at the same time the source of death. Only at sea the man can
find out a real meaning and purpose of life. In this sense the sea is something bigger than the field of
the professional activity; it symbolizes the place of cognition.

Later on when the whole action in the novel takes place at sea, the contradiction between the
natural and the human worlds becomes even sharper. It is mainly revealed in the two central images —
the White Whale and Captain Ahab — the representatives of those two opposing worlds.

One of the possible interpretations of the whale suggests that Moby Dick symbolizes immense
Nature, Universe itself. When Melville, through Ishmael, describes the sperm whale during the many
non-narrative chapters, the idea that the whale has no parallel in excellence recurs as a nearly labored
point. The author shows the superiority of the whale over all other creatures. White Whale is a mighty
creature which combines unconquerable power and wisdom of the Nature which has created him.
Moby Dick is beautiful and powerful as the Nature itself; in fact, he is the Nature in which man finds
himself nurtured, stunned, challenged, and at home. A significant part of the thematic framework of
the book is the strong suggestion that the Universe is neutral and unpurposeful in terms of human
values and aims. From this it follows that man’s adaptation to the universe, to the limitations,
opportunities, and destiny shapes his whole concept of it. Thus if external nature simply doesn’t
concern itself with man’s destiny, the malevolence and benevolence he attributes to it is obviously a
mere projection of his own hate or love, fear or faith. If he believes it malevolent and attacks it, it will
prove malevolent [4, 88].

In the novel the mighty whale is content to let Ahab and other men live, so long as they do not
seek power over the principle of Nature itself; so long as they attack only whales and not the Great
Whale of the Universe. The author points out that in this universe the man is to observe, marvel,
deduce; but he can not influence the power of created life as its source. The White Whale didn’t attack
them, but was eager to let them go:

«Oh! Ahab,» cried Srarbuck, «not too late is it, even now, the third day, to desist. See! Moby
Dick seeks thee not. It is thou, thou, that madly seekest him!» [3, 531].

It is also worth mentioning here that among archetypal images we find colors, white including.
White, in its positive aspects, stands for light, purity, innocence, timelessness; in its negative aspects,
it symbolizes death, terror, the supernatural, and the blinding truth of an inscrutable cosmic mystery
[2,119]. No wonder that Ahab is puzzled and obsessed by the idea of destroying the whale as for him
Moby Dick is only evil.

Among the three archetypal motifs suggested by N. Frye we find hero archetype (archetype of
transformation and redemption). In most cases the hero undertakes the long journey during which
he/she must perform impossible tasks, battle with monsters, solve unanswerable riddles to save the
kingdom.

In Moby Dick there is no kingdom, Ahab aims at saving humanity by killing the whale — evil.
His quest is destructive; it does not branch outward, like a tree, but zeroes in on a precise target, like
the tip of a harpoon. For Ahab, to reconfront the whale will mean to encounter face to face the
ultimate truth of the universe:
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«...To me, the white whale is that wall, shoved near to me. Sometimes I think there is naught
beyond. But ‘tis enough. He tasks me; he heaps me; I see in him outrageous strength, with an
inscrutable malice sinewing it. That inscrutable thing is chiefly what I hate; and be the white whale
agent, or be the white whale principal, I will wreak that hate upon him» [3,167].

So, as we see, Herman Melville uses the traditional archetypal pattern as the background for his
novel in which the contradictions between the natural and human worlds determine the course of the
whole action and are means of solving the mysteries of life. Like Melville’s famous White Whale
myth is ubiquitous in time as well as place. It is a dynamic factor everywhere in human society; it
transcends time, uniting the past (traditional modes of beliefs) with the present (current values) and
reaching toward the future (spiritual and cultural aspirations).
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THE EPOCH OF ROMANTICISM AND ESTABLISHMENT
OF THE PRINCIPLES OF FAITHFUL TRANSLATION IN EUROPE

Studying the history of translation helps those who are interested in translation, literature, and
cultural studies to better understand the contribution of translation to civilization and to the
development of all cultural and intellectual life. Translation is closely related to progress in that all the
awakening periods in the history of nations have started with translations. Translation introduces
nations to various perspectives on their paths to modernization and intellectual advancement.

In order to justify translation as an independent discipline, it is necessary to first construct a
history of translation. By doing so, we bring to light how the cultural and intellectual interactions
between people and civilizations took place throughout history. Regarding this, French theorist
Antoine Berman wrote: «The construction of a history of translation is the first task of a modern
theory of translation» [1].

Let’s take a close look at changes which took place in translation during the second half of the
eighteenth century. During its last decades, the controversy between the opponents of the strict word-
for-word translation, and those who supported the free sense-to-sense translation (or simply the
unrestricted free interpretation) continued unabated. In fact, new vigorous opponents appeared within
both trends, the most out- spoken among them were J. Campbell and A.F. Tytler in England, and the
noted German philosopher and author J.G. Herder (1744 — 1803). Each of them came forward with
sharp criticism of both extreme trends in belles-lettres translation and each demanded, though not
always consistently enough, a true and complete rendition of content, and the structural, stylistic and
artistic peculiarities of the belles-lettres originals under translation. These proclaimed views regarding
the requirements of truly faithful artistic translation were also shared by several authors, poets and
translators in other countries, including France, where free/unrestricted translation was most widely
practiced. Campbell’s and Tytler’s requirements, as can be ascertained below, are generally alike, if
not almost identical. Thus, Campbell demanded from translators of belles-lettres the following: 1) «to
give a just representation of the sense of the original (the most essential); 2) to convey into his version
as much as possible (in consistency with the genius of his language) the author’s spirit and manner, the
very character of his style; 3) so that the text of the version have a natural and easy flow» (Chief
Things to be Attended to in Translating, 1789).

A.F. Tytler’s requirements, as has been mentioned, were no less radical and much similar, they
included the following: 1) «the translation should give a complete transcript of the ideas of the original
work; 2) the style and manner of writing should be of the same character with that of the original; 3)
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the translation should have the ease of an original composition.» (The Principles of Translation, 1792).
These theoretical requirements to belles-lettres translation marked a considerable step forward in
comparison to the principles which existed before the period of Enlightenment and Romanticism. At
the same time both the authors lacked consistency. Campbell, for example, would admit in his Essay
that translators may sometimes render only «the most essential of the original» and only «as much as
possible the author’s spirit and manner, the character of his style». This inconsistency of Campbell
could be explained by the strong dominating influence during that period of unrestricted freedom of
translation. Perhaps this explains why Campbell and Tytler quite unexpectedly favoured approval of
the indisputably free versification by A. Pope of Homer’s Odyssey into English.

Much more consistent in his views, and still more persistent in his intention to discard the
harmful practice of strict word-for-word translation as well as of the unrestricted freedom of
translating belles-lettres works was J.G. Herder (1744 — 1803). He visited several European countries
including Ukraine and studied their national folksongs, the most characteristic of which he translated
into German and published in 1778 — 79. Herder was captivated by the beauty of the national songs of
the Ukrainian people, for whom he prophesied a brilliant cultural future. Herder himself, a successful
versifier of songs, understood the inner power of these kinds of literary works and consequently
demanded that all translators of prose and poetic works render strictly, fully and faithfully not only the
richness of content, but also the stylistic peculiarities, the artistic beauty and the spirit of the source
language works. His resolute criticism of the unrestricted freedom of translation and verbalism found
strong support among the most outstanding German poets such as Gothe and Schiller among other
prominent authors. He also found support among the literary critics in Germany and other countries.
This new approach, or rather a new principle of truly faithful literary translation, was born during the
period of Enlightenment and developed during early Romanticism (the last decades of the eighteenth
century). It began slowly but persistently to gain ground in the first decades of the nineteenth century.
This faithful/realistic principle, naturally, was not employed in all European countries at once. After
centuries long employment the word-for-word and unrestricted free translation could not be discarded
overnight. As a result, the free sense-to-sense translation/unrestricted free translation as well as free
adaptation (or regular rehash) continued to be widely employed in Europe throughout the first half of
the nineteenth century and even much later. In Russia and in Ukraine, free sense-to-sense
translation/free adaptation was steadily practiced almost uninterruptedly both during the first and
second halves of the nineteenth century. Among the eighteen century Russian poets who constantly
resorted to free sense-to-sense translation in the second half of the eighteenth century was occasionally
employed by H. Skovoroda (in his translations from the Latin). During the nineteenth century the
number of free interpretations increased considerably, among the authors in Russia being Zhukovskii,
Pushkin, Katenin and Vvedenskii [2], and in Ukrainian P. Hulak-Artemovs’kyi, P. Bielets’kyi-
Nossenko and others. Every translator mostly employed free sense-to-sense translation or even free
adaptation of foreign poetic and prose works. Only Zhukovskii would sometimes change his former
practice and try to versify some poetic works as, for instance, Byron’s Prisoner of Chillon (1819)
faithfully, i.e., conveying full sense, the poetic meter and the artistic merits of the original work.

As we can see, the epoch of Romanticism has made its impact on the course of translation
development. New trends, new ideas, more attention is paid to individual translators. Connection of
history with modern times can be expressed as follows:

«At a time when people and ideas, and culture and business, seem to increasingly cross the
barriers of language, translation from one language to another becomes a necessary part of the action,
with that action being neither transparent nor automatic. Translators make choices about how to move
the text across the barriers behind which cultures have evolved characteristic linguistic ways of seeing
and thinking, of encoding and protecting their cultures. All throughout history, we can see the
creativity of individual translators as they sought to push their texts through filters of culture and
language.» («The Journal of American History», Willi Paul Adams and David Thelen, March,
1999)[3].

Indeed, translators have an ancient wisdom.
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THE COLOR PURPLE BY ALICE WALKER
AS A WOMANIST NOVEL

Alice Walker is one of the most popular and prominent modern Afro-American feminist writer.
She has been widely recognized for her ‘womanist’ position. «Feminist is only the general category in
which Walker’s philosophy belongs, as flower is only the general category for the purple petunia
Walker loves» [5, 448].

In all her books, Walker values the bonds between women, their culture, their emotional
flexibility and their strength» [1, 11]. So, all Walker’s writings reveal «womanist» features.

All Walker’s books prior to The Color Purple (1982) foreshadow the novel’s issues of racism
and sexism put together the author’s main ideas about women’s life and culture, introduce some
experiments in the black vernacular idiom, some structural innovations. These features will flourish to
their full advantage in The Color Purple. Not accidentally, the novel is considered a paradigmatic
womanist text. For those who are familiar with Walker’s definitions of ‘womanism’, even the novels
title supports this assumption: «Womanist is to feminist as purple to lavender» [3, 12].

Though since the 1982 publication of The Color Purple, Alice Walker has had a lot of
accomplishments, she remains best known for this book. Since its publication, and especially after
Stephen Spielberg’s cinematic «revisioning of the novel» [3, 177] in 1985, the novel has enjoyed
considerable success and has became a real bestseller. «Walker’s novel certainly has appealing
qualities which generally self-strongly drawn characters, a sense that these characters embody the
experience of many people, memorable constructs between the oppressors and the oppressed, a
downtrodden central character who overcomes abuse and deprivation to bloom into a strong person,
and, above all, an optimistic, some say a fairy-tale, ending» [3, 177].

However, the novel’s acceptance by African American community was far from unanimously
enthusiastic. Ironically, written as a healing and a redemptive book, The Color Purple became a
catalyst for spirited debate and fight among African American critics and writers (Ishmael Reed
among others) who accused Walker of attacking black men. In deliberately doing so, these critics
argued, Walker wanted to gain popularity among white audience.

To put it shortly, The Color Purple is about being a woman and black, living in the frame of
male civilization, racist and sexist by definition, being subject to all possible forms of oppression. As
Walker writes in her essay In Search of Our Mothers’ Gardens: Womanist Prose, «a black woman is
the mule of the world, because we have been handed the burdens that everyone else — everyone else —
refused to carry» [2, 221]. But also, the novel is about «reclaiming one’s history ... inheritance,
language ... and voice ...» [3, 183]. It is significant to emphasize that Walker signs herself as «<A.W.,
author and medium» which means that her purpose has been not only to create literary images of
women, but «to give voice and representation to these women who have been silenced and confined in
life and literature» [4, 227].

Robert McHenry wrote that the novel was pretty much based on Alice Walker’s great-
grandmother. It depicts the life of black women between 1909 and 1947. However, by transforming
her great-grandmother’s story into one of ultimate redemption and reconciliation, Walker says she
«liberated her from her own history» [6, 354]. Without knowing her great-grandmother’s history and
not having a sense of what went on back then, the novel could have possible failed. She did a lot of
research from her families past because of the way the characters were written.

In any event, the writer wanted to say by her novel: its time to transcend the feelings of quilt,
anger, and hate on both parts (African and African American). Its time for healing, forgiving,
reconciliation with the past, not only in terms of race and class in the United States, but
internationally, in terms of nation and peoples. Placing Nattie in West Africa, and fashioning her book
as a correspondence between the sisters, Walker «created an internal dialogue, comparing and
contrasting, and finally reconciling poor and middle class, educated and uneducated, African and
Afro-American heritage.

Walker challenges gender boundaries throughout the novel as well. Most of the women in
Walker’s earlier fiction were «self-sacrificing women resigned to the weary centers and rough edges
of their lives. They internalized the narrowly defined ‘woman’s place’ where there were no
alternatives to loneliness, exhaustion, and denial of self» [3, 245]. However, In Walker’s evolutionary
treatment of black women, we see the movement from women «totally victimized by society and by
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meny» (The Third Life of George Copeland, In Love and Trouble), to the growing developing women
whose consciousness allows them to gain control over their lives (Meridian, The Color Purple).

Walker’s womanism in The Color Purple results in depiction of various women’s characters.
Significantly, the women characters in the novel — Celie, Nattie, Shug, Sofia, and Mary Agnes —
became involved in a close sisterhood. In fact, Celie’s development, into a strong and independent
person became possible because of this sisterhood. Walker portrays a network of women as being the
core of African American racial survival writes about «southern black female survival and
transcendence» [8, 265].

The major symbol of the novel is the color purple. It has many associations, positive and
negative. Purple symbolizes love of truth, humanity, and spirituality along with sublimation,
martyrdom, and resignation. Ultimately, the color purple, as a prize, represents a winner over all
classes, strangely coincidental. Let us not forget that Walker chooses to describe her womanist texts as
«purple» in comparison with other womanist texts which are «lavender» [5, 450], emphasizing the
richness of color. Also, in her short preface to the 1992 edition of The Color Purple, she mentions the
color: «this color (purple) ... is always a surprise but everywhere in nature» [8, 163].

Giving this color to ordinary black women Walker renders heroism to their lives, their ability to
survive, to triumph over oppression and hardship. Purple is also a blend of different shades. No
wander, Walker loves the color so much: it suits her goals perfectly in showing the heroine’s triumph
over her «circumstances».

Perhaps most significant about The Color Purple and works which followed it is the fact that
they begin to explore the black women’s past as the source of her future. In the past, women have
desperately struggled because they were belittled by men. They were thought as ignorant beings that
only knew how to manage the housework. In the past, women had dreams of feeling free or being
successful. Yet they never fulfilled their fantasies due to their inferiority to men. However, by helping
one another and teaching them to feel alive, women could overcome all obstacles no matter what the
given situation is. Women have conquered their subordinate status. They no longer need to feel
degraded or mirthless because of men. Whether it is physical or emotional labor, woman could defeat
their laborious dilemmas.

The impact of The Color Purple on African American Literature and culture has been vast and
multifaceted. The novel became a staging ground for Walker’s turn to global issues. In her subsequent
works (The Temple of My Familiar, documentary film and book Warrior Marks, etc.) she is concerned
about broader issues of industrialization and its ruinous effect on traditional folk culture, of global
pollution, etc. The Color Purple was a trigger to introduce Zora Neale Hurston to the broad audience
and generate her cult in African American culture. In a more general sense, Walker’s novel caused a
revival of black folk culture. Thanks to this novel and to Walker’s work in general, Southern African
American writing reclaimed its place within the broader frame of Southern culture, provided its
vitality and creativity. Thus, The Color Purple, «an American novel of permanent importance» [6,
368], can be rightfully considered not only Walker’s personal artistic success, but a representation of
Southern African American women’s writing, a classic text in African American literature.

Alice Walker’s The Color Purple (1982) received unprecedented attention and admiration,
winning the American Book Award and the Pulitzer Prize for Fiction and selling over one million
copies. Additionally, the novel, with its epistolary form and heavy reliance on rural folk speech to tell
the story of black sharecroppers, became an immediate box-office success when it was released as a
film in 1985 and garnered eleven Oscar nominations; it soon became the most talked-about,
controversial film of the 1985-86 seasons for the issues it brought before the American people. It was
respected and berated in numerous essays and reviews. Although critics disagree about many aspects
of the novel, one thing is clear, The Color Purple affirms «the survival and liberation of black women
through the strength and wisdom of others» [3, 631].
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AMERICAN TOPONYMIC SYSTEM

The aim of our work is to investigate the phenomenon of American place-names, the ways of
their formation, the sources of their origin, their main peculiarities.

As the hypothesis it is suggested the supposition that the exposure of the main peculiarities of
American toponymy will give the opportunity to get better understanding of American English, thus
improving the effectiveness of the language learning,

For achievement of the purpose and hypothesis the following tasks have been put:

* 1. to consider toponomastics as a scientific discipline;

* 2. to study the development of the US toponymy;

* 3. to study main word-building models of American toponyms;

* 4. to investigate the origin of some American toponyms (of states’ names and oikonyms).

1. The study of geographic names is an important mean of investigation of names and the
process of naming, concerned with some historic changes in a language during its development,
connected with different geographic, historic, economic conditions appearing on a territory. Thus this
kind of study becomes significant for linguistics as well as for the history of a language and a country
study. Besides, the investigation on the field of toponymy is connected with geography. It helps to find
out etymology of names helping to work out some rules of orthography of Proper names, giving the
opportunity to establish the right form of a geographic name. But the most important for linguists is
the comparative analysis of different forms of names in this or that language that allows them to find
out a number of language regularities. Thus, it is considered right to treat toponomastics as a separate
and independent scientific discipline that develops on the basis of three sciences such as linguistics,
lexicology and geography.

2. USA toponymy, which presents the English language system of names, began to form less
than four hundred years ago. Two main periods can be distinguished in the history of American
toponymy. The first is early one (XVII century until 1770) it corresponds to the age, when there were
no independent states in America. But there were colonies of such countries as England, Spain, France
and Holland. The second period is late one that was after the end of the War for Independence and the
USA forming.

One of the main processes that accompanied establishing the system of toponyms on the new
territory was the mutual influence of different toponymic systems: old and new ones. Under the old
system we mean English language system and under new or «young» one we mean American system.
The territory, that the Englishmen started to settle at the end of the XVI century, was not a free land,
countless tribes lived there. They were settled or nomadic, cultivated land fished and hunted. They had
not only different types of farming but also different culture and languages and hence different place-
names.

That’s why the complicated situation of language contacts, which took place in America
couldn’t help influencing the formation of its toponymic system. Such languages as Spanish, Dutch,
French, German and the languages of some Indian tribes interfered into the development of the
American toponymic system. It was the second important process that accompanied establishing the
system of toponyms on the new territory. It is necessary to say that the degree of borrowing of the
names of other languages and its influence on the creation of new toponyms is different in various
geographic areas. This differentiation is distinguished by a number of linguistic and extra linguistic
factors, such as

-sociological structure and culture of the corresponding groups of population;

-the official status of the languages, the prevalence of the other languages that were
exterminated, the number of the population speaking their native languages, genetic proximity or
remoteness of the languages;

-the level of the settlement on the territory on which the influence of Englishmen was spread,

-geographical peculiarities of the country, and some others [2].
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Thus, American toponymy was developing in relations with other languages in the earlier
periods, later it gained a strong leading position, and that’s why influences of these languages were not
especially essential. Developing under absolutely peculiar conditions (language, historic, geographic)
American toponymy reflects the peculiarities of the American variant of the English language.

3. It is rather a hard question to identify each toponym as belonging to this or that word-building
pattern as sometimes the borderline between various forms of toponyms is quite vague. Besides, there
are some intermediate cases. Nevertheless investigations in this field allow scientists to define two
main groups of toponyms according to heir morphological structure: 1) toponyms — words, and 2)
toponyms — word-groups.

Toponyms-words are further subdivided into

a) simple, that present free monolexemic unities, e.g. Selma, Hamlet, West, Export, Clay;

b) compound, built up on a pattern of compound words, e.g. Freeport, Pinecrest, Fairview,
Eightmile, Riverbank;

c) derived, that consist of a stem and a toponym-building element (affix or semi-affix), e.g.
Riverton, Mayfield, Vandalia, Bostonia, Lemona;

d) toponyms-contaminations, sometimes they are called occasional toponyms [], that are
characterized by their artificial creating, e.g. Bachelor’s Retreat, Hot Coffee, Calexico < California +
Mexico, Texhoma > Texas + Oklahoma.

Toponyms word-groups in most cases are presented by two-word constructions, e.g. College
City, Palm City, Grassy Meadow, Pine Valley, Peaceful Valley, Red Bluff, Five Points, Weeping
Water, Lost Hills.

The above classification shows that American toponymy has rather a «free» scheme of word-
building. This fact is proved by the wide spread of toponymy-contaminations, use of word
combinations with participle I and II, often formation of toponyms from nouns without any onomastic
word-building elements.

4. American states’ names are closely connected with the history of people, who lived there and
the history of the formation of the United States of America. This fact may be clearly proved by
etymological analysis of states’ names, which can be subdivided into the following four groups
according to their origin:

I. Names created on the basis of the already existing ones: New Hampshire (named after the
country in England), New Jersey (named after Jersey Island near the shores of England), New Mexico
(took its name from the name of a country in the Southern America), New York (named after the city
in England).

II. Names given by Europeans colonizers: Arkansas (it probably was a phonetic spelling of the
[llinois term for «down river» people, a reference to the Quapaw Indians), California (no version of
the origin of California’s name has been fully accepted, but there is wide support for the conception
that it derived from a Spanish novel that described a paradisiacal island called California), Colorado
(from the Spanish colorado meaning «red» or «ruddy»), Florida (from Spanish: «Pasqua florida»
[season of flowers]), Maine (the state was named for the former French province of Maine), Montana
(from the Spanish montanna that means «mountain» or «mountainous region»), Nevada (from the
Spanish nevada meaning «snow clad» ), Rhode Island (has a Dutch origin meaning «Red Island» ),
Vermont (the name derives from the French vert and mont that mean «green mountainsy), Texas (from
the Spanish name for an Indian group, this name arose from an Indian word meaning «allies» or
«friendsy).

III. Names given to the state to show honor to some outstanding persons: Delaware (named so
in order to honor Lord De La War, Virginia’s Governor in the 17" cent"y), Georgia (named after
George Il when a trust for establishing a colony was granted a charter by him), Louisiana (in the name
of France’s Louis XIV), Maryland ( is thought to have been named in honor of the wife of King
Charles I by a grateful Cecil Calvert, Lord Baltimore, who in 1632 was granted a charter for the land
as a haven in which his fellow Roman Catholics might escape the restrictions placed on them in
England), Virginia (named for Elizabeth I, the Virgin Queen), Washington (named so in order to
honor George Washington, the first US president).

IV. Names borrowed from the Indian language: Alabama (derives from an Indian word meaning
«thicket clearers»), Alaska (derived from Aleutian Island word for great land («Vast Land») or main
land that sounded like A-la-a-ska to Russian settlers), Arizona (name comes from arizonac, the Papago
Indian word meaning «place of the young spring»), Connecticut (takes its name from an Algonquian
word meaning «land on the long tidal river»), Idaho (from an Indian name Ee-Dah-hole meaning «gem
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of the mountains»), lowa (named for the lowa Indians who once inhabited the state), Kansas (derived
from that of the Kansa, or Kaw Indians), Kentucky (from the Iroquois word for «prairie»),
Massachusetts (has Indian origin meaning «A Spot on the Hill»), Michigan (from an Ojibwa
(Chippewa) Indian word meaning «large lake»), Minnesota (form the Dakota (Sioux) word for the
Mississippi’s major tributary in the state, which means «Sky-Tinted Waters»), Mississippi (from an
Indian word meaning «great waters» or «father of waters»), Nebraska (from an Indian word meaning
«flat water», a reference to the Platte River), Oklahoma (derived from two Chactow Indian words:
okla, «people» and humma, «red»), Oregon, Tennessee (from that of the Cherokee village), Wisconsin
(name is an anglicized version of a French rendering of an Indian name said to mean «the place where
we live»), and Wyoming (from the Delaware Indian word meaning «land of vast plains»).

To conclude what have been mentioned above, we may state that:

1. Toponomastics as an independent scientific discipline studies place-names as a separate
group of proper names. Its investigation is concerned with different linguistic contacts and mutual
influences of languages, thus involves the study of place-names within and between languages; it is
also concerned with the linguistic evolution of place-names and the motive behind the process of
naming of a place. the science is closely connected with linguistics, history and geography.

2. The history of the US toponymy presents the English language system of names at the same
time reflecting various peculiarities of the American variant of the English language, such as the
presence of borrowings from other languages (French, Dutch, German, Italian and some others) and a
great number of Indian names.

3. American toponyms have different word-building models, each having its own characteristic
features, number and territory of the highest concentration. American toponyms have rather a «free»
scheme of word-building models. This fact is proved by the wide spread of toponyms-contaminations,
use of word combinations with participle I and II, formation of toponyms from nouns without any
onomastic word-building elements. «Artificial» toponyms are one of the American most characteristic
toponymic models. Easiness of their formation is determined by the great variety of choices for
constituent stems and by various ways of their joining.

4. Names of the US states present four main groups according to their origin, the most
numerous (approximately 32%) of which being the group that presents names borrowed from Indian
languages. It shows that the influence of Native Indian Languages was the greatest on the process of
states naming.
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PHRASEOLOGICAL UNIT
AS THE OBJECT OF TRANSLATIVE STUDY

In every language there have always been various kinds of short thoughts — proverbs, sayings,
aphorisms, idioms, phraseological units and set-expressions. All of them are among the most ancient
of human institutions and real treasures of wisdom. They can be either peculiar national or common
for some languages.

One of the most difficult problems of literary translation is the reproduction of the
phraseological means of target language due to their colorfulness, figurativeness, significance and very
often illogicality. A special attention should be paid to the reproduction of semantic and stylistic
functions of PhU while translating it. For precise interpretation of the content and stylistic nuances of
PhU one should know not only the literary original language, but also everyday spoken language with
its jargons and dialects. A translator can make a rough mistake while translating PhU directly causing
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distortion of the semantics of PhU [1:182].

The problem of reproduction of semantic and stylistic functions of PhU on the ground of
another language is closely connected with the understanding of adequacy of reproduction. One of the
main achievement of former Soviet translation study is a new formulation and understanding of the
notion of adequacy of translation as the «functional accuracy that is exactness (precision) while
translating something, [3: 43]

The main point of the adequacy is to approach the target text as the whole unity, not as the sum
of elements; as the fundamental unity, not as the mechanical junction of its constituents. In this system
every element has a directly outlined function, communicative or aesthetic one, and is conceived by
the author.

The task of the translation is not tracing of elements and structures of the target text,
understanding their functions and reproduction of them by means of the native language but analyzing
the adequacy of phraseological means of translation. One should also take into consideration not only
semantic precision, but also stylistic and expressive and emotional correspondence of means, chosen
by a translator in the target language [6: 75].

For all the literary works literary-aesthetic function is common and dominant. The main aim of
any fiction and prose is not only to transmit some information but to produce some aesthetic
impression.

Literary translation is a type of translators activity and its task is to create the same aesthetic
impression analogous to the original with the help of target language. «Expressive adequacy is the
decisive moment while choosing the right word to translate», — admits 1. Retzker [4:216 ] The
process of translation for sure include a creative moment. « While translating you are to understand
everything in the target language: all the hints between the lines, but dealing with a receptor language
creative approach is necessary.» Translating a PhU one need a great caution and tact. Phraseology has
a lot of national and all national is always peculiar.

The problem of reflection of semantic and stylistic functions of PhUs is complicated by a lot of
factors, both lingual and extralingual:

the level of cultural development of the native speakers, their so-called thesaurus;

geographical and life conditions;

values of their material culture

« Phraseological units, just because they are phraseological units, used to ignore grammatical
rules or avoid them, even despite the fact that there are not so many rules in English language.

These pleasurable colloquial phrases, that everybody uses and seems to understand, are
completely out of logical analysis and transfer the implied sence, absolutely disconnected with their
component’s semantics», — points out English scientist W. Freeman.[5:10 ] Phraseological units are
characterised differently in linguistic literature: from ont point of view, they are the spice of our
language, the soul of language, from the other — the wild creatures of our talk, gypsy phrases of our
language.

While comparing English and Ukrainian PhUs some convergent and divergent features are
observed:

Phraseological comparisons of both languages often impress with their originality.

English and Ukrainian comparative PhUs have similar syntactic structure with the linking words
like, as, as such as, as if ;niOu, MoB, HeMOB, HeHaue, sik and others.

The subject of comparison in both languages are often lexemes of the basic vocabulary stock,
names of animals, objects of surrounding reality. That’s why a lot of PhUs are founded on universal
images and associations of mankind.

Comparisons with negative statements and with the elements of colloquial language are peculiar
to both languages.

There are developed comparisons in both languages and especially in literary language.

Images of many PhUs became trite in both languages because of their often usage and such
PhUs are simply treated as cliches:

thirsty as a camel, hungry as a bear; apatu, sIK CHIOPOBY KO3y, TaHSTH, SIK COJIOHOTO 3aHIId,
TIOBT€, SIK KasieOepsiHchbKa BepeTa KUTTA and others.

From the point of view of translation studies very significant are the features of English and
Ukrainian proverbs and sayings that differentiate them from the other PhUs [ 3:51].

According to its syntactic structure, proverb is a distinctly arranged sentence.

For example:
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BoBka OosiTucst, TO i y JIic HE WTH.

I'pomana — BeNMMKMiT YOIOBIK.

Man proposes, God disposes.

Everything comes to him who waits.

If compared with the other PhUs that usually denote some notion or thing, units of proverbial
type express judgements, generalized thoughts or moral.

Proverbs and sayings of both languages are characterized by contrastive construction. Very
often a content contrasts with the image and the whole expression remains rhythmically concordant.

Peculiar feature of proverbs and sayings is a wide usage of folk traditions, symbols and
hyperbole.

Because of their usage for many centuries, proverbs and sayings sometimes lose the part of their
verbal expression. As a result they become a material for the formation of PhUs of some other type.

Proverbs and sayings are decomposed word combinations and the meaning of each word
doesn’t change when used out of the expression. But the very expression is stable because of often
usage and rhythmical form.

In conclusion, it is to be pointed out that a great many proverbial sayings have universal
application. Instances are not few when they are identical in various languages, and in translation it is
not difficult to find their direct equivalent.
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GENDER DIFFERENCES IN LINGUISTICS

Men and women have been misunderstanding each other for generations — probably since the beginning
of time. Numerous research articles and books have been written on this subject, with all of them drawing the
same conclusion: men and women speak different languages.

Parts of the language differences are due to genetic makeup. Babies are born male or female; their brains
develop differently and at different rates. Language differences are also due in part to social experiences. The
same gender differences, whether genetic or learned, become parts of the communication pattern that stays with
people for life. In our society, boys and men are seen as aggressive, independent and objective. Girls and women
are seen as submissive, dependent and subjective.

The relationship between language and sex has attracted considerable attention in recent years, largely as
a consequence of public concern over male and female equality. In many countries, there is now an awareness,
which was lacking a generation ago, of the way in which language can reflect and help to maintain social
attitudes towards men and women. The criticisms have been directed almost exclusively at the linguistic biases
that constitute a male-orientated view of the world, fostering unfair sexual discrimination, and, it is argued,
leading to a denigration of the role of women in society. English has received more discussion than any other
language, largely because of the impact of early American feminism.

The people have different styles of communication with other people. Their style depends on many
things: where they are from, how and where brought up, their educational background, their age, and it can
depend on their gender. Generally speaking, men and women talk differently although there are varying degrees
of masculine and feminine speech characteristics in each of them. But men and women speak in particular ways
mostly because those ways are associated with their gender.

The styles that males and females use to communicate have been described as «debate vs. relate», «report
vs. rapport, or «competitive vs. cooperative». Men often seek straightforward solutions to problems and useful
advice whereas women tend to try and to establish intimacy by discussing problems and showing concern and
empathy in order to reinforce relationships. [3]

There is enormous diversity in communication style and practices within each gender group. Most
women and many men have at their disposal a variety of conversational and speech skills, any one of which they
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may draw upon, depending on the situation, their purposes, the roles they are playing, and the context.

In general, men talk to give information or to report. They talk about things — business, sports and food —
rather than about the people. They convey facts, not details. They interrupt others more and allow fewer
interruptions. They make statements that are more direct and less often «beat around the bush». Men ask fewer
questions to stimulate conversation. They rarely discuss their personal life in business. In mixed-gender groups,
at public gatherings, and in many informal conversations, males spend more time talking than do females. They
are goal-oriented. They focus on solving problems and are less likely to ask for help or directions. Men compete.

Women, on the other hand, talk to get information and to connect or to gain rapport. They talk about
people rather than things. They also convey feelings and details. Moreover, women disclose more personal
information about themselves. They ask more questions to stimulate conversations. Females tend to establish
more business relationships through discussing their personal life. Contrary to popular belief, women use just as
much humour as men, and use it for the same functions, to control discourse and subordinates and to contest
superiors. They are quicker to ask for and accept help or directions. Furthermore, women usually cooperate.

Men speak in a louder voice and women in a softer voice. To emphasize some points men use loudness
and women use pitch and inflection. Due to scientific investigations, males sound more monotonous in speech.
They use approximately three tones while talking. Females however sound more emotional in speech. They use
approximately five tones while talking.

The linguists consider that the less powerful members of society prefer the high-rise tone. It acts as an
expression of uncertainty and lack of confidence, perhaps even of subservience and deference. This viewpoint
has been particularly debated by linguists in relation to gender: one view argues that women have come to use
the tone because of their subservience to men. [2]

Namely, girls use a more ‘expressive’ intonation than boys do. ‘Expressive’ intonation refers to the two
factors of more rises and wider key. The fundamental frequency of women’s voices is, of course,
psychologically conditioned to be higher than men’s. But there are a number of pieces of evidence which suggest
that the differences between the fundamental frequency of groups of females and that of groups of males is often
greater than would be predicted simply by comparison of the size and length of the larynx and the vocal cords.
Among many groups, there may thus be a tendency for females to exaggerate their femininity and males to
exaggerate their masculinity.

Speaking about grammar it should be mentioned that men make direct accusations (i.e., «You don’t
call»). Unlike men, women make more indirect accusations. They use «why», which sounds like nagging (i.e.,
«Why don’t you ever call?»). Males make more declarative statements (i.e., «It’s a nice day».) Females make
more tentative statements and use «tag endings» or upward inflections which make statements sound like
questions (i.e., «It’s a nice day, isn’t it?»). The use of disclaimers by women like («It may be wrong, but...»),
and question statements («won’t you close the door?») all decrease the perceived assertiveness of speech.

In addition, while speaking men use less intensifiers than women do. Females use such intensifiers as
«fewn, «so», «really», «muchy, «quite» and others.

Boys in particular use more interjections when changing topics (i.e., «Hey!», «Oh», «Listen!»). Girls use
more conjunctions when changing topics (i.e., «and», «but», «however»). [4]

In conclusion, we would like to state that gender differences in the language do exist. They are presented
in several areas of grammar, vocabulary, phonetics and stylistics. On the whole, men and women should know
about their differences and try to understand each other, otherwise they can create conflict between them,
professionally and intimately.
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THE ART OF POETRY TRANSLATION

«Poetry is what is lost in translationy

Robert Frost

«Poetry is what is gained in translationy

Joseph Brodsky

Reading a poem is something different from reading a piece of prose and is not much more
easier than composing it. The literal-minded might say, «Just let your eye light on it»; but there is
more to poetry than meets the eye. What Shakespeare called «the mind’s eye» also plays a part. Many
a reader who has no trouble understanding and enjoying prose finds poetry difficult. This is to be
expected. But it may not yield everything at once. Sometimes it only hints at meaning still to come if
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we will keep after it. Poetry is not to be galloped over like the daily news: a poem differs from most
prose in that it is to be read slowly, carefully, and attentively. Not all poems are difficult, of course,
and some of them can be understood and enjoyed on first seeing. But good poems yield more if read
twice; and the best poems — after 10, 20, or even 100 readings — still go on yielding. Poetry appeals to
the mind and arouses feelings. There are other elements in a poem besides plain prose sense: sounds,
images, rhythms, and figures of speech. This is a truth not readily grasped by anyone who regards a
poem as a kind of a puzzle written in secret code with a message slyly concealed. The effect of the
poem (one’s whole mental and emotional response to it) consists in much more than simply a
message. By its musical qualities, by its suggestions, it can work on the reader’s unconscious. Poems
state ideas, to be sure, and sometimes the ideas are invaluable; and yet the most impressive idea in the
world will not make a poem unless its words are selected and arranged with loving art. Some poets
take great pains to find the right word [1, 17].

Beginning, we have to say that we not the best fellows to be giving advice on translation of
poetry, because it’s the reign of highly — professional translator who are the poets or writers
themselves; though one will never know it until he tries. Sometimes our talents and gifts are sleeping
deeply enrooted in the very essence of our personality. They are waiting to be revealed, stimulated
(motivated) and relieved (unleashed). And a creative mind, striving to gain (accumulate) knowledge
and seeking self perfection will go on rewarding journey That’s why our purpose is to encourage your
participation in one of the most challenging way of translation. Firstly, such kind of the assignment
was called upon the 4™ year students of our faculty, then students of translation department also
decided to join the effort. It took several weeks of hard work before our joint efforts came to fruition
in the form of readable word (article). Dear reader, your fellow-students set about translating different
Ukrainian poets, not knowing any theory of translation and with little experience. One thing that stood
in our favour was perhaps that we had a clear idea about what we were trying to do, and how the
translation should sound. Indeed, theory and practice are uncomfortable bedfellows. This is
particularly true in our students’ translations of Lina Kostenko, Lesia Ukrainka, Bohdan Thor —
Antonych, Volodymyr Sosiura, Myroslava Ivantsiv, Vasyl Symonenko, Hryhoriy Chubai, Maksym
Rylsky, Bohdan Lepky and others, as they treated it as partly — poetic exercise and part literary one
— as opposed to taking a scientific or linguistic approach.

Something is always lost in translation — be it form, melody, sound or meaning but at the same
time something could be obtained. There is a widely shared opinion that a translator's approach should
be based on a literary understanding of the text and, as a consequence of this, he or she should do
everything possible to maintain the poem's literary and cultural value. Though, there are many who
would disagree with it. Some people suggest that poetic form must be given priority. Whatever the
rights or wrongs of both ideas, people's opinions will always be based upon their own experience in
these matters, and so it is difficult for anyone to claim an authoritative approach to translation.
Though, much depends on the ability of the translator [2, 495].

The poems of Ukrainian authors translated by the 4™ year students of Foreign Languages
Department:

Borgan-Irop AHTOHOBUY Bitter Night
. . In this black city people sleeping,
T'ipka niy Under the blankets cherish dreams,

3acHynu JII0AM B YOPHIM MicCTi,
[Tix xoBOpaMu JIENiIOTH CHU.
TBo€ET Mpii HE MOMICTUTH

Leii cBiT Oe3kpaiil i mycTHH.

Your dream is left out weeping
In the world boundless as it seems.

The husky voices are now silent

And rest is spreading wings to fly

And midnight’s sowing seeds of poppy,
But silence is not for you guy.

3aMOBKJIH TOJIOCH OXPHILII,
I criokiit kpuia posnuHa,
I miBHIY 3epHa MaKy cuIue,

Ta ne ans Tebe TrmMHa. A tiny fellow with dark hair

On forehead hands has carefully put
To understand this world don’t dare
Your verse the evil can’t uproot.

I ocb npiOHMIT YOpHSBHUIL XJTOTIENH
ITiguic monoHi 10 YoJa.

Hi, cyri cBiTy ™1 He cxonw,

He BupBemr BipriemM KopiHb 371a Translated by Tania Beley

JlecaYkpainka Not to blame I gave a word

. And in answer to a stern decision
He nopikatu ciioBo st fana,
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I B BiAMOBib HA TSHKKY IIOCTAHOBY
Tu 1aB KOMIOYY TiIOYKY TEPHOBY,
Be3 xaxy s B BiHOK ii BIurerna.

PsicHimre craB KOIIOYHANA Mii BIHOK. ..

HapmMa, s 3Hana ce!
Toni mie sx npuiimMana

You gave a pricky branch.

I plaited it into my wreath without horror,
More colourful became my wreath. ..

It’s vain, I knew it!

That time when I have got

The guns from you,

Bin Tebe 30poro, 1o cpibiom cisia,
S B cepue npuitHsTa 0e3:KatiCHINA KIMHOK.
Temnep MeHi He >kalb Hi MYK, Hi KPOBi,

They were shining like a silver,

And I’ve received a ruthless blade inside my heart.
I have no pity and no blood for all those torments
T'otoBa s mpuiiMaTk i pany, i TEpHH, And I am ready to accept the wounds and thorns,
3a mapHi Mpii, 3a CBSTIi CHU For ftrivial illusions and for holy visions of
Ipeuncroro 6parepcrsa i 110O0BI. brightest

Mupocnasa [BantiB

Becnsanauii con

3HOBY MIACTS TPEMTHUTH [IBIiTOIIA]IOM,

3HOBY 51, 3HOBY TH 1 MOCTH -
BecenkoBi miaKOBH y CIIa oK
Hawm Bin Bepuiaummi 1051i — BECHH.

Mu B caqy HapedeHHX, Y JIOH,
HenapopkeHi mie aBa CBiTH.
BinuM 1BiTOM CIIaiaroTh BEILOHU
Hesigomocrti i aucroru.

JloIr MOCTH BeCEIIKOBi 3BOJMTD,
Crp0o3u mIacTs 3MUBAE 3 MIOKH.

I poku ranacyrots: «Lle cnoraa!»
Aze cripoOyii BecHY He BITyCTH!

Bomomumup Coctopa

S1 TMBIIOCH B TBOE OOIHYYS
Mu ganexko Bif Jromei

VY kymax noapyry Kimde

I punae conoseit.

Tuxuii Bedip... TEIUTI XMapu
Ceprie coioaKo 0ONUTh

Ile BecHM HE3HOCHI Yapu
Hanunm Ham aymr 61akuTh

PosnycTinu BepOu kocu
Bmanu pocu Ha piyuto

VY ouax ¢iagku c1p03u
Ilerrye manwm it JTr00OITIO. .

Bacuis CuMOHEHKO

CBIT SIKHI — MEPEXHBO Ka3KoBe!
CBir sKHit — HI Kparo, Hi KiHI!
3opi i TpaBHU, MapeBO CBITAHKOBE,
Marist koxaHoro Jutt!

Cgite Miit uynHUH, MiTbOHHOKHUH,
[pucrpacHwmii, 30ypeHuit, HIMUH,
Hixxanit 1 mackaBuii, 1 5)KOPCTOKUI
Jait MeHi cBilf IPOCTIp 1 HECTIOKIH,
Conuem aymry xaiOHy Hawid!

Jait MeHi y TyMKy THHAMITHY,
Jait meni mo00Bi, mait moopa,
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Fellowship and love.
Translated by Maya Repchenko

Spring Dream

Flower-fall, it’s my happiness trembling,
You again, me again and the string,
Rainbow’s arch from the skies descending,
Left by the overwhelming spring.

We were in Eden, we were beloved,
Two worlds in bosom were to be;

White blossom fell, the veil’s uncovered
Of mystery and purity.

Rainbows’ colourful shower is cleaning
Fears of happiness off my cheek,

Years are crying, «You are only dreaming!»
But you try for the springtime to seek!

Translated by Olena Matiychyk

Looking at your face my darling
All the people far away

From above I hear crying

For his mistress nightingale

Night is quiet... warming clouds

Heart is aching... pain is sweet,

Spring’s so languish, spring’s so charming
Makes the souls so complete.

Willow-trees are braiding branches
Crops are washed with morning due
Fears in the eyes of violet

Lily whispers I love you...

Translated by Yulia Sklyar

A world is what — a lace of fairy -tale!
A world is what —no edge, no end!
The stars and grass,

The morning stains

And magic of a dear face.

My loud world, with million eyes,

So passionate, revolted, mute,

So tender, cruel, affectionate,

Give me your space, lend me your hate
And pour sun inside my heart.

Give me your thought of dynamite,
Give me your love and kindness, give!
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I'ypkoun y noimio Moto, cBiTe,
XBuIsIMH NpafaBHboro JlHimnpa.

He mxonyii nobpa meHi, moanHi!
[lacTs He >xatiif MOIM JIiTaM -
Bce onHO Ti ckap6u 10 KparuivHi,
S] 10061 3aKO0XaHO BiIIaM.

Jlina Kocrenko

Hanwuruce ronocy TBoro,
Toro 3ak0xaHOro cIpymy,
Tiei pamocri i cymy,
YakiyHCTBa JUBHOTO TBOTO.

3aBMepTH, CITyXaTu, HE JUXATh.
3HeHaIbKa TYMKY IIepepBaTh.
Tiei may3u 6e3BUXib
KpacuBuM kapToM psATYBaTh.

CrnoBa HaTATYBaTh SIK JIYKH:
106 BuacHO 301TH Ha JTHOTY
Hepozmm¢posanoi Mmykn
HesinBopotHio HiMOTY.

Tpumatuce BiNbHO i He3aIEKHO
[lepemoBuaTn: XTO KOro

I Tak 6e33axucHO 1 Oe3MEKHO
UYekatu ronocy TBOTO.

I'puropiit Uybaii

Beuip

JleHb BiIXOAWUTH KyAUCh TOKBAIBIIIHCE,
Beuip, Tuma, Tebe HeMa.

I B postitro X0Jmo/IHiI KIIaBiri,
Bimi-6imi, HEMOB 3UMa.

Tpu 30pi, MOB Tyri 6emoni,

Tpu Tomo:i, MOB 10-pe-Mi,

I B TeHeTax HiMOro 00III0,

A oxHa Tipw OTIil 3UMi.

CuHi TiHI B CHIraxX MUTapCTBYIOTb,
He6o, Haye cpibnscTuii rport,

Han mymieto BceBagHO apCTBYIOTH
JluBHI HOUI 3€T€HUX HOT.

CuHill THIII B JTUIIE 30pito,

Koxxen nopyx ii 108110,

I Toboro 3a0yTe Tpito,

3axomnore nTama JIto0ITo.

Jlina Koctenko

Hagymano, neragano
3abiria B IIIyXxoMaHb,
Jle cocHU naxHyTb JIaJaHOM
B KaMIBHUIIX CBITAHb.
Jle Bedip maxHe M’STOIO,
AKX XOIIOTHO JHKMEITIO,
A 51 1c0e, a 1 TebeE,

A s Tebe mooro!
JloBmro TBOE IPOMIHHS
Kpiss my3uky 6epi3,
JIr001110 10 OHIMIHHS,

And rumble sweetly in my fate, my world,
With waves of ancient river Dniper.

Don’t spare good to me, a man!
Don'’t spare happiness of life,

And, though, all treasures as a drop,
I’ll give you, my dear love!

Translated by Lyuba Khrushch

I drink the sound of your voice

That melody gives me desire/
It brings the sadness and the joy
Its weird magic is the fire/

Listen to it without breathing

Forget about all my thoughts

That hopeless pause before your leaving
Nice joke is saving empty spots.

The words which are so hard to say
They left my throat and fly in air
Again mute silence I obey

This dreadful pain you are aware.

Keep silent just to know the winner

In that absurd and foolish game

And make your voice for soul the dinner
And die each time within its flame.

Translated by Nadiya Strotsen

Evening

The day is passing in a minute.

It’s evening. Silence. You’re away.
The keys of piano are all frigid

And white like white is winter day.
Three stars like sounds most unwilling,
Three poplars like the do-re-me.

The shades of blue are lost in evening
The sky’s like silver-shining spots,
The soul is occupied by seeing,

The strangest eyes of greenest notes.
Snow-white quietness is before me,
And I notice it’s movements now,
Little private memories storing

Little frozen young bird I love.

Translated by Olya Tymchak

I ran so unexpectedly

In god-forsaken place,

Where even pines so fragrant are
With incense at daybreak.

Where minty air the night perfumes,
Seems cold the humble-bee

And I love you, sincerely you

With tender heart, my dear.
Through silent tune of every birch

I catch your distant rays.

I love you till the dumbness switches,
Till tears on my face.

Without the cognac & champagne,
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Ho crorony, mo cmis.
be3 koHbsIKy I mIamMnaHa
I Bxe Ge3 BopoTTS, —

S ’sma, ' sHa, 1 IHa
Ha Bce cBoe xurts!

M. Punbcbkuit

S6nyka nocminw, si0myKa 4epBoHi!

Mu 3 TOOO0FO WIEMO CTEXKKOIO B Cay.
Tu MeHe KoxaHa, MPOBEAEII IO IO,
A mixy — i, MOXxe, OLIbIIIE HE IPUITY.

Boxe it m000B mocrrina mix IpOMIHHSAM TEeTIAM
1 1i 3ipBasu pagicHi ycra, -

I renep y cepui moCh TPEMTHUTS 1 Tpae

SIK TpeMTHTH Ha COHIII T'iJIKa 30J10Ta.

I'eid, mmosist *KOBTIFOTh, 1 CUHIE HEOO,
[Tmyrarap y nosni eaBe MasTauThb. ..
[Mominyit BocTaHHE, OOHIMH BOCTaHHE:!
Bwmie po3cTaBaTHCh TOH, XTO BMIB JIFOOHTB.

M. JlykiB

SIK IMIIHO KBIiTKA JIOTOCA LIBITE,
Ska >karyda Bpoza y TIOJbIIaHA,
SIke B poMallIKy ceple 30510Te,
Sxa TposHAa Topaa i myxMsHa!

Orak KiHKH: 1151 — JJacKa i 1o00poTa,
A Ta sicHa i roXa, MOB 31pHUIIA,

I xmge morysAz i 30BYTH ByCTa,

I ko:xHA BaOWTH, HAUE TAEMHUIIA.

O mpasna, npasya,

MoskHa Bce JKUTTS IPOXKHUTH,

A oTy €MHYy, Ty €IMHY 1 KOXaHy
Tax i He 3yCTpiTH.

On Ko)KHOT XMeTTien 0e3 BUHa,
ATne He KOXXHY Ha3BeIl CyAb00I0.
Vce-Taku Ha CBITi € OJIHA,

SIka 3acTymuTh LUTHH CBIT COO0I0.

No backward in my case,
I’m drunk and tipsy, I might say,
Till very cast my breath!

Translated by Nadia Lysa

Apples have already ripened

We’re walking through the orchard’s pass.
You will lead me, darling, but you mind it,
That this meeting is the last for us.

Our feelings ripened under tender rays.

And they were picked up by the joyful lips.

In the heart just now something plays & braves
As the branch is trembling from the smallest tips.

There the fields get yellow & sky is blooming.
The ploughman is noticed far away above.

Kiss me for the last time & embrace me gloomy
Only those can break up, who has really loved.

Translated by Natalia Lats

Like a marvellous tulip and full-blown lotus,
The beauty of daisy with its golden like heart,
As a wonderful rose, vermeil and odours
Which is rather soft and simultaneously proud.

The same are the women: some fondle and care,
Another one’s pleasing like a morning star’s light
The bright and so secret the call of the stare

And come-hither lips your attention invite.

It’s true, oh, it’s true
That one whom you need
During all your life

You may never meet.

Though every of the besot like a wine

But not everyone may be called your fate
There is on the earth the one, only one
Who may substitute the whole your world.

Translated by Svitlana Kravets

The poems of Ukrainian authors translated by the 1% year students of Translation Department:

Bacuns CuMoHEHKO

Twu 3Ha€m, mo TH — JII0IUHA,
Twu 3naem npo e, uu Hi?
VewMilka TBOS — €uUHa,
Myka TBOS — €/1MHa,

Oui TBOI — OfHI.

Binemme Tebe He Oyne.

Ha i ytackasiii 3emiri
[HIT XOAUTUMYTH JIFO/IH,
[HIT KOXaTUMYTh JIFOJH -
JHo0pi, mackaBi i 3.

Croromni yce mis Tebe -
Oszepa, rai, crenm.

I >xutn crimmty Tpebda,
Koxatu crimmru Tpeba -
I'nmaou xx He npocnu!

Translated by Tarakanova Victoria

Don’t you know that you’re a person?
Do you believe it or not?

Your eyes and your smile are unique
Unique is the plight you’ve got.

Saddly, we live only once and tomorrow
You may not be in this beautiful world.
Other people will love and feel sorrow.
Some of them kind, and some of them cold.

But now everything is yours:

The lakes, the meadows and the sea.
So live and love and make the most
cause another life will never be.

Cause in this world you’re — a person
And whether you like it or not -
Your eyes and your smile are unique
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Bo v Ha 3emiti — ar01UHa,
Xouemr HbOro 4M Hi -
Vewmilka TBOS — €AUHAa,
Myka TBOS — €/1UHa,

Oui TBOI — OfHI.

Jleca Vkpainka

Xortina 0 s mCHE0 cTaTH

V CloI0 XBUJIMHY SICHY,

11106 BiNBHO MO CBITI JITATH,
1106 BiTep pO3HOCHUB JIyHY.

106 reth ax mif scHii 30pi
[MonuHyTH CIIIBOM JI3BiHKHM,
VYnactu Ha XBHIII IPO30pPi,
Bysiti Hax MmopeM XuOKuM.

Jlynamm 6 Toai Moi Mpii
I macrs Moe Taemne,
SAcwimi, HiXk 30pi sCHIi,
I'yanimni, HiX 30pi TydHi.

b. Jlenkwuii

Kypasmi

Bugwm, Oparte miid,
ToBapury mii,

BimmitatoTs cipuM OIHYPKOM
Kypasni B Bupiii.

Uyru: xpy! xpy! xpy!
B uyxuni ympy,
3aku Mope mepeneuy,
Kupnnonska 3iTpy.

MepeXTuTh B 04ax
beskoHeuHunit msx,
l'une, TMHE B CHHIX XMapax

Criz o JXypaBJsx.

Hocun CTpy1ok

JKABOPOHOK

Ha gucrim nuxaHHi 30pi
IMoBuc, six HOTA yropi.

Ha 3omoriit fioro ctpysi
Topkae 3ByKH yapiBHi.
Koioccst Bycamu aHTeH
Kpi3s micHro goropu pocre.
3imepcst Ha Kocy Kocap
VYnaxomax MeaBsiHUX dap.

A TITAIoK, 3pUHYBIIHU B OJIAKHUTB,

He 3aMoBKae Hi Ha MUTb.
Henaue B ka3, 3 pykaBa
BciBae 3epHa y xHUBA.
Taxwmit BUCOKHIA, TOJIOCHUI
Y HenoMiTHWH BiH TaKHH.
Xoua 6 Ha TiJOYKY IIPUCIB,
Xoua 61 oaux repeBis!
Xoua... xoua O, aje-Hi.
Ortak 61 3apa3 i MeHi-

Unique is the plight you’ve got.

Translated by Olga Kamyshanova

I wish my soul were a song,

That wants to rush above the cloud.
To none it’s willing to belong,

It flies with wind and echoes loud.

To run away to clear stars,
To stream like ringing sound,
Fall on pellucid ocean scars.
Above the sea to bound.

So then rejoice my greatest dreams,
And mystery of gladness,

The louder of loudest streams,

And shine despite of sadness.

Translated by Kate Overko
Storks.

Look at the sky, my brother,
Can you see, my friend,
Storks are flying away

To the warmth of the South.
Like a grey string in the sky

Can you hear them, my brother,
Crying: chry! chry! chry!

«My wings are getting weaker

Not sure I can make it all the way.»

«There must be clouds in my eyes,
This flight will never end.»
Dying away in the white clouds

The echo of the storks’ cry.»

A SKY -LARK

When sky a star lights in the evening
A lark takes off into the height

And starts singing.

All meadows, plants and flowers,
Enjoying singing of the lark-

Begin to blossom.

There was a mower in the meadow:

Becoming charmed by honey fragrance

The skylark rushed into the azure
And flying round in the air-
Revived the nature.

He flew so high, he sang so loud

And happy that- He reached the cloud.

He sang and sang without rest
That evening he was at his best.
The same with me:

I wish I could
Reach the sky and sing along
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CBOI0 3710/1aBIIIU BUCOTY, With little guy.
CBOI0 3710/1aBIIIU BUCOTY, Translated by Victor Dohvat
SIk BiH, cIliBaTH Ha JILOTY.

It often proves to be useful to consider different sources and experience of some mature, well-
known translators before getting plunged in the job like that. Despite the fact that many of the most
famous translators would have difficulty describing how they go about the business of translating
poetry. There still can be found a lot of practical recommendations. The experience of Dr. Barry
Keane, a poet and translator, is of great value. He has written a book of his own original poems,
entitled «The Crystal Side». Here, he lets us into a few secrets of how he goes about translating. His
ideas and suggestions may prove useful to someone setting out on the road of poetry translation for the
first time.

The process of poetic translation is a journey of discovery, an uncovering of the mystery that
lies at the heart of a poem. What is perhaps more exciting for the young translator is how it is possible
to discover through translation the artistry within themselves needed to bring the meaning and spirit of
a poem to life in a different language. The art of translation is primarily an investigative process,
which first begins with a close reading of the text. At this reading stage, you should try to absorb and
understand the poem's words, phrases, language and musicality. Moreover, a translator must attempt to
understand fully the poem's cultural and historical nuances and associations. If a translator builds a
clear picture in his or her mind of the poem's meaning, then naturally this acquired expertise will be of
enormous benefit to the final translation. There is no doubt that a bond must exist between the
translator and poet — even if it can only be in imaginative terms. The translator needs to understand
that aside from personal goals, the poet's legacy and tradition must be honoured. Therefore, the part of
the process of the art of translation is the first and foremost a meeting of minds within a poetic
visionary sphere. Without attempting to over-exaggerate, the poet for the translator must remain a kind
of inspiring presence. It is this understanding of the poetic approach that lies at the heart of every
successful translation. It is also this sense of moving beyond the word, which gives the translator the
kind of freedom needed to invest his or her own artistry in the enterprise.

The notion of clarity of ideas is something, which is to be strongly emphasised here. Whilst
translation can seem a very limiting process, translators should be aware of their own clear goals and
choices. Each poem provides different problems and subsequently need different solutions.

So what is a poetic translation ultimately trying to achieve — is it form, sense, meaning,
linguistic equivalents, musicality, hidden meaning, register, etc. Ideally it's all these elements.
However, translating can have no complete right or wrong, and very often some elements will be lost.
A literal translation will often lose a poem's musicality, whereas a free translation will, as likely as not,
lose sense.

Up to now, I have spoken in generalities. In truth a translator will think about such matters after
he or she has completed the translation, when they hope that what they have produced at least means
some of the criteria necessary for a successful translation. The workshop of translation generally
follows five stages:

Five Stages of Translation:

1. Draft.

2. Construction.

3. Research.

4. Reflection.

5. Reconstruction.

Draft: The draft is the foundation of any translation. It should be as literal as possible, and care
should be taken to make sure that all ambiguities and misunderstandings have been resolved. A copy
of the original draft should be placed beside the original and used as a reference for the translator, so
as he or she does not stray too far from the literal meaning of the text. A second copy of the draft can
be used for the construction process.

Construction: Once in possession of a good draft, a translator can begin to enjoy the creative
aspect of translation (although always keeping an eye on the draft). It is important here to work on the
structure of the piece, and to think of questions such as rhyme and meter and tone. Here he may have
to address problems of idioms and words with no direct equivalence.

Research: Here, a translator must carry out a level of research to satisfy himself that he has
understood. It is the level of knowledge and expertise that will ultimately help him in completing the
translation.
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Reflection: This is, to some extend, unorthodox advice, but the experience in translating proves
to believe that it is impossible to complete a poetic translation in one sitting. It is important to leave
your work for a day or so, with intention to return to it with a fresher, more objective eye. There is
nothing unusual in making the last minute changes to some poems prior to publication, sometimes
after two weeks or two years. However, these are extreme examples that changes were certainly for
the better.

Reconstruction: Here, it is a question of constantly revising his choices, satisfying himself on
the quality of the translation — is it poetic, accurate, melodic? Does it reveal the poem's hidden
meaning and cultural background? All these questions you must ask yourself before saying that the
poem is complete. [3]

We would like to reiterate that everything mentioned above comes out of personal experience of
Dr Keane, which means that it may not prove useful to others. For example, Richard Jackson in his
work «From Translation to Imitation» points out that the literary translation differs in many important
respects from the kind of translation that is usual in a language class. Literary translation, for one,
involves a good deal of interpretation about intent and effect. For another, it is often not so interested
in a literal «transliteration» as much as finding a corollary mood, tone, voice, sound, response, any
number of issues can be raised here. A poet such as John Nims feels that the most important thing to
translate is sound; for him, the pure music of the poem is most crucial. James Wright in translating
Hesse’s poems aims to duplicate their emotional effect.

One could say that in all these translations one is not reading the original work of a poet but
only a translator, and of course, that is also true for every language today and every translator who
must not only cope with archaic words and word forms, but also the different force and even
connotative meaning of images and metaphors. Can you imagine what would happen if the same
principle were applied to the UN summits where speeches are given and translated but cannot translate
nuances of meaning, tone, voice, rhythm, etc.?

«Poetry is what is lost in translation,» wrote Robert Frost, a notion we have probably all heard.
«Poetry is what is gained in translation» wrote Joseph Brodsky, the Nobel prize winning Russian poet
who also spoke several languages. Or as Octavio Paz, the Mexican Nobel prize-winning poet says,
«poetry is what gets transformed.» Ezra Pound, in «How To read,» describes three aspects of the
language of poetry: melopoeia, its music; phanopoeia, the imagistic quality; and logopoeia, «the dance
of the intellect among words.» It is this last aspect that Pound says is the essence of poetry, Rilke’s
unsayable. «Languages are many but poetry is one,» says the Russian poet Andrei Voznesensky. Yang
Wan-Li, a Chinese poet, once wrote about poetry and translation: «If you say it is a matter of words, I
will say a good poet gets rid of words. If you say it is a matter of meaning, I will say a good poet gets
rid of meaning. ‘But,” you ask ‘without words and without meaning, where is the poetry?” To this I
reply: ‘get rid of words and get rid of meaning, and still there is poetry.’» It is that intangible that is
left that is the object, I suggest, of good translation. That is why the contemporary poet and translator,
Jane Hirshfield, says: «A literal word-for-word trot is not a translation. The attempt to recreate
qualities of sound is not translation. The simple conveyance of meaning is not translation.» She is
perhaps echoing the great Latin poet Horace who writes in his «Art of Poetry» (Ser. Il iii)that a good
translation of Homer can exist only:

«...if you don’t try to render word by word like a

slavish translator, and if in your imitation you do not

leap into the narrow well, out of which either shame

or the laws of your task will keep you from stirring a step.» Each of them includes the original
poem in Ukrainian and its translation.

The step image, by the way, is a pun of the use of «poetic feet,» a way to measure rhythm.
Horace’s and Wan-Li’s notions have been echoed through the ages. In our own day Octavio Paz says:
«After all, poetry is not merely the text. The text produces the poem: a sense of sensations and meanings.
With different means, but playing a similar role, you can produce similar results. I say similar, but not identical:
translation is an art of analogy, the art of finding correspondences. An art of shadows and echoes of producing,
with a different text, a poem similar to the original.» This leads us to an essential irony: Stephen Mitchell, the
well-known translator of Rilke, says, «With great poetry, the freest translation is sometimes the most faithful.»

In recent years translators have taken to collaborative efforts, often translating language they do
not know or know very little. Such collaborations, usually between a good linguist or native speaker
and a good poet have resulted in some stunning translations. Usually the poet is provided with a literal
translation, then works with the translator over phrases and words with colloquial, historical or
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metaphoric resonance, and then the poet comes up with a poem that is a version, imitation (fairly
close) or adaptation (loose). This, too, is an old practice. Pond puts it this way: «it is in the light born
of this double current that we look upon the face of the mystery unveiled.» Pound says that his
translations of Cavalcanti are not line by line by rather «embody in the whole of my English some
trace of that power which implies the man.» Clearly the notion of translation here is far different than
what the average person thinks. The French poet, Paul Valery, in his book «The Art of Poetry», writes
that in translating Virgil he wanted to change parts for he felt a merging with the author: translating
was creating, he felt. In a similar way, in our own time, Pulitzer Prize winning poet and translator
Charles Simic writes: «translation is an actor’s medium. If I cannot make myself believe I am writing
the poem I’'m translating, no degree of aesthetic admiration for the work will help me.» Judith
Hemschemeyer, who translated perhaps the greatest poet of the century, Anna Akhmatova, describes a
slow process of first getting a basic sense and then working to duplicate various effects depending
upon what she felt the main strength of a particular poem to be. And well known American poet
Galway Kinnell describes, in his preface to Villon’s poems, how «one can be impeccably accurate
verbally and yet miss the point or blur the tone quite badly. I wanted to be ‘literal’ in another sense. I
wanted to be more faithful...to the complexities of the poetry, both to its shades of meaning and its
tone. At the same time I wanted the English to flow very naturally. Therefore I avoided transferring
‘meanings’ from one language directly into another.» Kinnell goes on to say he attempts to
«internalize» the French: I would not merely be changing language into language but also expressing
what would have become to some extent my own experiences and understandings.» If that seems
strange, remember that whenever we read a poem in our own language we bring our own experiences,
contexts, and notions to the text, and they interact to form a unique experience called the poem. One
could argue-- and many critics and linguists today do so-- that we translate even as we read within our
own language. Do the poems exist in some absolute Platonic place where all the meanings and effects
are intact? Do they exist in individual reader’s responses? Somewhere in between? These are precisely
the issues a translator and a reader of translations must face. «It is because it is impossible that
translation is so interesting,» wrote William Matthews who has translated Ovid, Horace and Martial.
In a letter about the nature of poetry to his brother, Gherardo, Petrarch wrote of the Biblical poetry that
they «never have been, or could be, easily translated into any other language without sacrificing
rhythm and meter or meaning. So, as a choice had to be made, it has been the sense that has been more
important. And yet some trappings of metrical law still survive, and the individual pieces are what we
still name verses, for that is what they really are.» Still, unsatisfied finally with that, Petrarch wrote his
own sequence of Salmi Penitenziali in a single year in imitation of the Biblical psalms, but using
phrases and ideas from the originals. In the «Preface» to his «Familiar Letters» Petrarch wrote that
«The first care of the poet is to attend to the person who is the reader; this is the best way to know
what to write and how to write it for a specific audience.»

Indeed, poets through the ages have learned to write by imitation. Petrarch, an early champion
of learning from the past, writes in a letter to his friend Boccaccio: «An imitator must see to it that
what he writes is similar, but not the very same; and the similarity, moreover, should not be like that of
a painting or statue to the person represented, but rather like that of a son to a father, where there is
often great difference in the features and members, yet after all there is a shadowy something-- akin to
what the painters call one’s air--hovering about the face, and especially the eyes, out of which there grows a
likeness.... We writers, too, must see to it that along with the similarity there is a large measure of dissimilarity;
and furthermore such likeness as there is must be elusive, something that it is impossible to seize except by a sort
of still-hunt, a quality to be felt rather than defined.... It may all be summed up by saying with Seneca, and with
Flaccus [Horace] before him, that we must write just as the bees make honey, not keeping the flowers but
turning them into a sweetness of our own, blending many different flavors into one, which shall be unlike them
all, and better.» Imitation, in other words, is creation.

So why translate? Kenneth Rexroth, one of the most influential translators, writes in his essay,
«The Poet as Translator,»— «The writer who can project himself into exultation of another learns
more than the craft of words. He learns the stuff of poetry.» Translation is at the heart of poetry,
because even a poem in our own language must be «translated.» What is at issue in translating poetry
are the very nature of poetry, and the very nature of language. The main problems and debates that
arise concerning the translation of poetic works occur when one realizes to what extent the essence of
a poem lies beyond the words.

The translation of the poetry by the students from native language into a foreign one is very
effective method for the development of their feeling for the target language and promotes the
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development of creative mind. This job is not merely rewarding as any other language training but it
also gives us a chance for self-expression and reveals our hidden talents that can turn out for us as a
great pleasant surprise. Translating the piece of poetry we have not only to seek for proper equivalents
to render the meaning of the original work, but the form, rhythm, sound, rime, harmony and tone must
also be intact. They should feel the emotions of the author and try to recreate the poem retaining the
mood. Such kind of work stimulates the students to learn more vocabulary, especially synonymic
groups and words with the different stylistic colouring.

It is one of the most challenging areas of translation research. This work demands not only a
profound knowledge of some other cultural background, but also a sense of rhyme and special poetic
technique and methods. But despite of subsequent difficulties, our fellow-students of the Translation
Course and those of Philological Faculty encourage everybody to try a hand at the same kind of
translation activity by presenting for the consideration of our readers the following pieces. When
starting out, experiment, play with language, find your style and most of all, and enjoy yourself.

Jimepamypa
Barnet S., Berman M., Burto W., Cain W_E. Literature. — NY: Longman, 1997. P. 17— 957.
Kennedy X.J. Literature. Collections — NY: HarperCollinsPublishers Inc, 1997. P.495-934.
Modern Poetry in Translation. http://www.kcl.ac.uk/humanities/cch/mtp/nol.html
Ukrainian Poetry Library. www.poetyka.uazone.net/english.html
20™ Century Ukrainian Poetry in translation. http:/pigeon.cch.kcl.ac.uk/mpt/Tr.Ukr1.html
Ukrainian-English on-line dictionary. http://lingresua.tripod.com/online
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cmyo. 43 ep. ¢-my inozemn. moé Mapia Kynoscvka
Hayk. kepignux — ooy. T.I1JIiciuuyx

BUKOPUCTAHHS KOMITIOTEPHUX TEXHOJIOTTi
Y MO3AKJIACHII POBOTI YUHIB
NEB’SITOIO KJIACY CEPEJHbOI IIKOJIU
3 NOTJIMBJEHUM BUBUEHHSIM IHO3EMHHMX MOB

Komm’toTep B3arami ta Internet 30kpemMa BiHOCATBCS OO THUX 3acO0IB HaBYAHHS 1HO3EMHOT
MOBH, 110 He Oynu BUTagaHi caMe AJsl IbOrO i BUKOHYIOTh, B MEpIly uepry, iHmi GyHkmii. Ane, y
3B’S13KY 3 BEJMKHMH MOXIMBOCTSIMH, Internet, HEBAOB31 Micisl CBOr0 BUHUKHEHHS, IPUBEPHYB yBary
BUKJIaIaviB-TIPAaKTUKaHTIB 1 MeToaucTiB. Ha manuii yac Internet BUKOPHCTOBYIOTH Ui HaBYaHHS
pi3HOMaHITHUX mpeaMeTiB. OcoOIMBOro 3HaUCHHS BiH Ha0yB IpH BUBYEHHS i1HO3EMHOT MOBH.

Han3eruyaitHO MHMPOKMMHM € JAWJAKTHYHI MOXJIMBOCTI ciTku Internet mns  opranizamii
M03aKJIacHOI MISTIBHOCTI YYHIB B 00JacTi iHO3eMHOI MOBH SIK JIOITIOBHEHHS IO MISUIBHOCTI B KJIAci.
Ilepm 3a Bce, i me romoBHe, Internet moTpideH AMs CTBOPEHHS HEOOXIMHOCTI B CHINKYBaHHI Ha
1HO3EeMHIll MOBI-TUCBMOBOMY UM YCHOMY (3raIa€éMoO, HACKUIbKH Ba)KJIMBO peajibHE CIUIKYBAHHS IS
(dopMyBaHHSI KOMYHIKAaTUBHOI KOMIIETEHLIi, MDKKYIbTYpHOI B3aemozii). MokmmBocti Internet
JO3BOJISIIOTH 1 Te 1 iHme. Halibinpm eeKTMBHUM € BUKOPUCTAHHS CITKH sl OpraHizalii CIiIbHHX
TENeKOMYHIKalifHUX MPOEKTiB 3 HOCisIM MOBH.

Taki mpoeKkTH yHiKaJbHI Ui HAC B TOMY, IO BOHH AAIOTh MOXIIMBICTH CTBOPHTU peajbHE
MOBHE cepenoBuiie. XKomHi iHII METOIM 1 TEXHIUHI 3aCO0M HE TO3BOJISUIH JIO IIHOT'O CTBOPIOBATH TaKi
ymoBu. Came ToMy BumTeni Oynau 3MymieHi OOMEXyBaTHCh Ha YpPOKaX YMOBHO-MOBJICHHEBHMH
BIIPaBaMU i CHUTYaLliIMH, OCKUTBKH a0COMIOTHO OYEBHIHO, K IS BUMTENS , TAK 1 UL Y4HS, IO OyIb-
sAKa CHTyalisi, OyAb-sIKa poJibOBa Tpa Ha YpoIi — YMOBHICTB. 3 iX JOMOMOIOI0 MOXKHA CTBOPHTH
MOTHBAIIIIO A7 iIHIIOMOBHUX BHUCJIOBJIIOBAaHb, ajI€ HE MOXHA COpMYBaTH CHpaBKHIO HEOOXiAHICTD, 1
BIMIOBiAHO, CITPABXKHIO KOMYHiKawit0. Mi>KHapOAHI MPOEKTH, SIKi OPraHi30BYIOThCS B CiTIII Ha OCHOBI
SIKOICh CHITBHOI TMPOOJIEMH, JOCTIPKEHHS SKOi, ii BUpIIICHHS OJHAKOBO IIiKaBi 1 3HAUWUMI IS
napTHepiB pi3HUX KpaiH, CTBOPIOE CIPABKHE MOBHE CEPEIOBUIIIE.

VYyacHuKE poOOTM HaJ MPOEKTOM 3alHATI pPO3AyMaMH, IOCHIKEHHSIMHM, BiANIOBITHO,

[Momyk mapTHepiB — crpaBa HeJerka, TYT HEOOXiHA HAIOJErIUBICTh 1 Yac. SKmo 3HaiijeHi
napTHEPH 3a KOPIOHOM, SKHMX 3alliKaBWja AaHa mpoOiema, NOTPiOHO Mepil 3a BCE MO3HAHOMHUTHUCH
oovH 3 oAHUM. [ 1pOro MpUHHATO OOMIHIOBATHCH TaK 3BAHMMH MPEICTABHULIBKUMH JIMCTAMHU.
MoXHa CKOpHCTaTHCh Web- CTOpiHKaMH CBOiX IIKiT a00 HaBiTh OCOOMCTUMH CTOPIHKaMH,
MOBIJOMUBIIM MOTEHLIANBHUM MapTHepaM ajipecy. Toai MOXHA TO3HAHOMUTHCH MOOIHKYE,
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no0auuTH OOMH OTHOTrO Ha QoTorpadisx, mokasaTu cBo0 mKony i T.1. Ilicnsa 3HaiioMcTBa MOXXKHA
JOMOBUTHCH PO MiArPYyNH-NAPTHEPH 3 KOKHOTO OOKY, PO3TOAUIMBILN MK HIMH 3aBAAHHS CHIIEHOTO
MPOEKTY.

B ocHOBi mpoekTy 3aBXAW JEKHUTH SKach mpobieMa. [IpoekT He MOBHHEH OOMEKYBATHCh
temoro. [TorpiOHa xo4a O HeBenuka, aje 3HaYMMa npobiema. JIuiie TakuM YMHOM MOXKHA TIEPEMKHYTH
yBary mKoJsIpiB 3 (OpMH BUCIIOBIIOBaHb Ha 3MicT. JlyMKa JiTeil B TAKOMY BUIIAJIKy 3aiHSATA TUM, SIK
BUPIIMTH TpoOiieMy, SKi palioHanbHI crocoOu i1 BupimeHHs OpaTd, 1€ 3HAWTH TEPEKOHJINBI
apryMeHTH, 10Ka3H MPaBHIBLHOCTI 0OpaHoro nuisixy. barato mo 3aiexuTs Big mpodiaemu. Ko BoHa
BUSIBISIETHCS LIKABOIO AK JUIA HAIIMX Y4YHIB, TaK 1 A IIKOJSPIB IHIIMX KpaiH, TO BHHUKAIOTh
MiAXOSI YMOBH AJIsl OpraHizalii MiKHApOJHOTO TEIEKOMYHIKAIliHHOTO POEKTY.

Hami oOroBoproeThecsl MiaH CHUTPHUX Mid, TEPMiH MOTOYHMX Ta MiACYMKOBHX pE3yJbTaTiB,
crocodu ix odopmuenns. Ilkomspi TOMOBISIOTBCS TPU HEOOXIAHOCTI MPO OH-JIAWHOBI YaTH,
koH(pepeHwii. MokHA CTBOPUTH CHUIBHY Web-CTOPIHKY, Ha sKiii OyayTh po3MillleHi MmiICyMKOBi
MaTepiajJl CHOUIBHOTO MPOEKTY, pe3yiabTaTH MAMCKYCid. Yci HeoOXifHI JHCTH, Marepiain
00roBOpIOIOTECS B Kiaci. PoboTa Haj MpPOEKTOM pPO3rOpTAEThCs B CEpeAWHI Kiacy 1 mo3a HUM, B
Internet arcTH MapTHEPIB TAKOXK MOXYTHh OOTOBOPIOBATHCH B TPyIax Ha ypoKax

e oguH 3 MOXJIMBHUX BapiaHTiB. MoXyTh OyTH, 3BUYaifHO, i TIOBHICTIO TO3aKJIaCHI MPOEKTH,
SKIIO YYHI MPUENHYIOTHCS OO SKOrOCh 3alpOIOHOBAHOTO B CITIi MpOeKTy. Taki MpOeKTH 3aBXKIu
OpraHi30BYIOTHCSI HABKOJO SIKOIiCh MpobieMu. SIKIo Taka mpobieMa mikaBa Ajsl TPYIH MIKOspiB abo
HaBITh JJIS1 OKPEMHX YYHIB, IOTPIOHO CTHMYJIOBATH iX N0 1HIWBIAyalbHOI YM TPYNOBOI MPOEKTHOT
IiSTBHOCTI y TO3aKJIacHUW 4ac. Aje 1 B LbOMY BUIAAKy He MO)KHA BIiINMyCKaTH AiTed y BilbHE
rtaBaHHs. KoHTponb 1 HeoOXimHy momoMory moTpiOHO HajaBaTH CHCTEeMaTHYHO. B mpoTune:xHoMy
BHITAJKy, SKIIO YY€Hb HE OauuTh HIMPOi 3aIliKaBICHOCTI BYMTENs, OAThKIB B HOro IisIbHOCTI,
EHTY31a3M IIBUAKO racHe.

Hyxe 1ikaBl MDKHapOIHI MPOEKTH, SKi TaKOX OpPraHi30BYIOTHCS HABKOJIO BH3HAYCHOT
npobnemu. BoHa Moke OyTH SKOIO 3aBrOIHO: €KOJOTIYHOIO, MONITUYHOI0, TBOPUYOIO, iCTOPUYHOIO,
KpaiHO3HABYOI0, JIHTBICTUYHOK 1 T.A. [OJOBHE, IO BOHA JOCHIIKYETHCSA, OOTOBOPIOETHCS
YYaCHHKaM{ TPOEKTY 1 BUPILIYETHCS Ha I1HO3EMHIM MOBi, MPUHHATI U CIUJIKYBaHHS B JaHOMY
CIIBTOBAPUCTBI yYaCHHUKIB.

B Oyap-sikoMy BUNaiKy B IPOEKTHiH IisSUIBHOCT] 3 HOCISIMM MOBH iHO3EMHa MOBa BUKOHYE CBOIO
OoCHOBHY (yHKIIiI0 — 3aci0 ¢opmyBaHHs 1 popmymnroBaHHS OyMKH, 3aci0 crminkyBaHHs. Ocb 1€ 1 €
CIpaBXHIM HaBYalOYMM CEPEIOBHILEM, CIPaBKHIM 3aHypeHHSM He Juiie B Hpolnemy, sKa
JOCIIKY€EThCA, aje 1 B caMy IHIIOMOBHY KyJIbTypy. BiOmoBimHO OBONONIHHS MOBOIO MPHUPOIHIM
YMHOM BigOyBa€ThCs Ha COLIOKYNbTypHOMY (oni. JliTh He nuiIe BUPIIYIOTH MpOoOIeMy CIUIBHO,
BOHM 3HAHOMIIATHCS 3 HALlOHAJIBHUMH 1 KYJIBTYPHHMH OCOOJIMBOCTSAMH KpaiH-TIapTHEPiB, B3HAIOTh
OaraTto LIKaBOrO0 OJUH PO OAHOTO, MPO IO, YacoM, HaBiTh He 31oraayroTbes. Yepes Internet mio
0COOJIMBO Ba)KJIMBO 1 LIIHHO, YYHI BUATHCA PO3YMITH OIMH OJHOTO 1 YCBIIOMITIOBATH TOM (axT, 0 BCi
MU )KMBEMO Ha OJIHIH IUIaHeT1, 110 AUTUTH HaM Hi40ro. 3HA4MTh, CJIiI HABYUTHCH MTOBAKATH 1 PO3YMITH
oauH ogHoro. [TorpiOHO TakoX MaTH Ha yBasi, 0 OyIb-IKUI MPOEKT MOBUHEH 3aKiHIYBaTHCh LITKOM
peajJbHUM, IPAKTUYHUM PE3yIbTaTOM.

IIpu poGoTi Hax mMpoeKTOM 3aiisHi MPaKTHYHO HAWPI3HOMAHITHILII MOMKJIMBOCTI 1 pecypcu
citku. [lomyk HeoOXxinHOT iH(popMaLii NPUBOAUTE YYACHUKIB MPOEKTY Y BipTyasibHi 0i0sioTeku, 6a3u
JaHUX, BIpTyanbHi Kade 1 My3ei, Ha pi3HOMaHITHI iH(opMaLiiiHi Ta ocBiTHI cepBepu. HeoOxinHiCTh
KHUBOTO CIIUIKYBaHHA 3 pEaIbHUMH NapTHEpaMW 3BepTa€ WOro YYacCHHKIB 1O MOMKJIHMBOCTEH
EJIEKTPOHHOI TOIITH, TeNeKoH(pepeHiil dvar-TexHonorid. HeoOXimHICTh MiArOTOBKM CHLIBHOTO
MPOAYKTY TOTO Y iHIIOT'O MPOEKTY, MPEACTABICHOr0 KOKHUM YYacCHUKOM B CBOil aymuTopii(kmaci,
1IKoJIi) a00 Ha creniajJbHO CTBOPEHUX 3 Li€0 MeTOol web- cTopiHkax B Internet, BuMarae 3BepHEHHS
70 TEKCTOBHX Ta rpadidHUX peNakTopiB, 3aCTOCYBaHHS PI3HOMAaHITHHX MpPOrpaM, IO AO03BOJSIOTH
BUKOPUCTOBYBaTH Tpadiky, aHimMamito. MyNbTHUILTIKaLiI0-TOOTO MYJIbTHUMEIHHI 3aco0u. Takum
YHUHOM MPOEKT CTA€ MYJIbTUMEIIHHUM.

OkxpiM CHINBHUX TEIEKOMYHIKALIHHUX IPOEKTIB y MO03aypO4HId MAiSNIBHOCTI Y4HI MOXYTb
CaMOCTIHHO MpalioBaTH HaJ BAOCKOHAJICHHSM CBOIX 3HaHb B 00yacTi MOBHU. /i mporo B ciTi icHye
BEJIMYE3HA KUIbKICTh PI3HOMAHITHUX KypCiB sl PI3HUX KaTeropiil ydHiB, NpU3HAYEHHX IS
CaMOOCBITH Y1 HABYaHHS ITiJ] KEPIBHUIITBOM BUMTENS (JUCTaHILiKiHI KypcHn). Taka poOoTa 4yi HaB4aHHS
MPOBOAMTECS 13 JOMAIIHBOIO KOMIT IoTepa. Benuky monmomory y4yHsM HaJarOTh KOMITAKT-IWCKH, SIKi
BUITYCKAIOThCS B JAaHUM 4ac. Xouya JaJieKko He BCi BOHM OAHAKOBO €()EKTHBHI, OCKUIBKH HE Yy BCIX
Kypcax III0 peKJIaMyIoThcs A00pe MpoayMaHa 1 peai3oBaHa METOAWYHA CTOPOHA KypCYy.
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Sk mpaBujio, B IIKoNax, 3a0e3MeYeHHMX KOMIT IOTEPHOI0 TEXHIKOIo, AocTyn B Internet
OpraHi3oByeThcsl Ha 0a3i MediaTeKH-CIEliadbHOro iH(QOPMAIIfHOrO LEHTPY IIKONH, B SKOMY
CKOHIICHTPOBAHO BCS HEOOXigHAa B HaBYaJLHOMY MpOIIECi IIKOIW iHpopMamis Ha OyIb-IKUX HOCIfX.
MeniaTeka, 3a3BU4Yaii, CTBOPIOEThCS Ha 0a3i MIKUTEHOI Oi0IIOTEKH, MEPBUHHOIO iH(OpMAIiHHOTO
ueHtpy. IlocTymoBo, HACKIIbKM JO3BOJSIE TMPHUMILICHHS, [0 NPUEAHYIOTBCS 10 Oi0IioTeKH,
CTBOPIOIOTHCS 1HII MiApO3AUIM  iH(GOPMALiHHOrO IIEHTPY: KOMII'IOTEpHUI 3aJl, paaioueHTp,
BiJICOIICHTp, TEINEBI31lHA CTY/Iisl.

B xoxHOMY 3 miZpo3diniB MegiaTeku CTBOPIOIOThCS CBill iH(opmauiiHuil Gouxa: B 6i0mioTewi-
KHIUKKOBUH 3 BiAMOBITHOIO MOUIYKOBOIO KOMIT IOTEPHOIO IPOrpaMoi0; B KOMIT IOTEPHOMY 3aii-()OHJ
KoMIT'1oTepHHX Tporpam, CD-auckiB, a Takox noctym B Internet. loOpe mepenbauntu opraHizarito
JIOKAJIBHOI CITKM B IIbOMY 3aJIi, sika 0 00’e1HasIa BCi KOMI ' IOTEPH, 10 3HAXOAATHCS TYT IS IOCTYILY B
rinodanpHy citky Internet. bakaHo MaTH TakoXX JOCTaTHIO KUIBKICTh MPUHTEPIB Ta PO3MHOXKYBAIbHY
amaparypy.

TakuMm 4ymHOM, OyAb-SIKMIl BUMTENb YM Y4YEeHb HIiCHS YPOKIB MOXE NPHUTH B MeIiaTeky i
nomnpamntoBatd B citui. Joctyn B Internet 31iliCHIOETBCS 3 EHTPAIEHOTO KOMII'IOTEpa, ajie JOKalIbHa
CiTKa J03BOJISIE OTHOYACHO MPALIOBATH a CITLI 31 BCIX KOMIT IOTEPiB, BKIIOUCHUX B He.

[otpibHO BiAMITHTH, 1110 Oa’kaHO OOMEXYBaTH OOCTYN B Internet mependaueHNMH B MOIIYKOBii
CHCTEMI aJipecamMu CepBepiB 1 caliTiB. AJle 1€ HE € CTPOrol0 periiaMeHTaIli€r. 3p0o3yMiio, M0 KOXKEH
y4eHb Ma€ MOBHY MOXIIMBICTh HaBiraiii mo BciM mpocropaM Internet, sSKIO HOro MisUTBHICTH HE
KOHTPOMIOBAaTH. Ta BCe )X KOHTPOIIb, 3BUYAHHO, MOTPiOEH i 0COONMBO TUM YUHSIM, SIKi BiAIPaBISIIOTHCS
y «BUTBbHE TUIaBaHHSY. Lle € 3aBAaHHS PAIliBHUKIB MEIIaTeKH.

3apa3 Bxe Bci po3ymiloTh, w0 IHTEepHET BOJOAIE KOMOCANBHUMHU iH(OpMaLiHHIMU
MOXIIMBOCTSIMH 1 HE MEHII BpakaloUMMHU Mociayramu. Aje He ciig 3adyBaTtd, 1m0 SKHMH O
BIIACTUBOCTSIMH HE BOJIOJIB TOM YM IHINMI 3aci0, MEPBUHHUMHY € TUAAKTHYHI 3aBIaHHS, OCOOIMBOCTI
Mi3HABAJIBGHOI JisTBHOCTI y4YHIB, OOYMOBJIEHI BH3HAuYeHWMH LUTAMH HaB4YaHHS. Internet 31 Bcima
CBOIMH MOXKJIMBOCTSIMH 1 pecypcaMu — 3acid peanmizalii ux 3aBAaHb
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cmyo. 42 ep. ¢-my inozemn. mos Onvea Kyzvma
Hayk. kepienuk — eukia. O.11. Conenxo

SYMBOLISM AND STRUCTURE
IN «THE HEART OF DARKNESS» BY CONRAD

Heart of Darkness is a story of one man's journey through the African Congo and the
«enlightenment» of his soul. The images of darkness penetrate the whole story and appear throughout
it all the time from the beginning to the end. It was a journey to the world which had no hope and no
desire. From the first pages we see the gloom brooding over a crowd of men, women knitting black
wool, the unrevealed mystery of the challenging nature. The image of darkness is everywhere in the
story — in nature, in body and in spirit. Conrad builds an unhealthy darkness that never allows the
reader to forget the focus of the story. At every turn he sees evil lurking within the land.

Living in created reality, being the men of the system, people follow blindly the life-path
prepared for them, and this system gives them the feeling of security, comfort and pleasure, gives
them something they can base themselves on. Conrad describes what happens when a man of the
system is thrown to face another reality. There’s nothing in it to rely on, only water and land and
heaven and they prompt to search, they appear as a mystery, hidden but instinctively felt by the men.
When you read the story your imagination is present there and you yourself search the treasure of the
mystery.

The main reason for introducing the symbolism into the story is that Conrad understood the
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essential inability of words to get at the heart of experience, impossibility to convey the life-sensation
of any given epoch of one’s existence. That’s why it seems the story to be a bit illogical. The author
uses details to build the image in the mind of the reader, but the symbolic character of narrative leaves
some blank space letting the reader to get himself into the core of experience. The story is mainly the
vehicle for conveying a batch of personal impressions. Kurtz is meant to be symbolic and his
unspoken abomination seem to insinuate the readers into every corner of this novel, as if Kurtz were a
deity whose influence could be felt in every fold of the landscape. Conrad never enumerates Kurtz’s
sins. There’s no need to. He expects us to see their magnitude reflected in the voice of Marlow.

The story is written as seen through Marlow's eyes. Marlow is a follower of the sea. His voyage
up the Congo is his first experience in freshwater navigation. He is used as a tool, so to speak, in order
for Conrad to enter the story and tell it out of his own philosophical mind. Heart of Darkness
highlights the importance of narrative transmission from one man to another, in an endless process. At
the center of the narrative is Kurtz's story, available to us only in fragments. It is told by the seaman
Charlie Marlow, who has traveled up the river in quest of Kurtz and in the process has discovered and
revealed his own heart of complicity with falsehood, savagery, and greed. He longs to see Kurtz, in the
hope's of appreciating all that Kurtz finds endearing in the African jungle.

The main theme of the story is what the white man faces in Congo — either to become a
commercially minded person, who sees Africa and its people as an instrument for trade or become a
transgressor like the main character of the story — Kurtz, torturing himself and loosing his identity. He
is a scholar, explorer and collector. Kurtz came to the conviction that he has the right to rule the lives
of the natives. He had a magnificent gift of speaking — it was so easy for his deep voice to sound
earnest and to submit the human nature. His father was French and his mother was English, all Europe
was bringing up Kurtz. In other words we all, civilized Europeans, can do the same as Kurtz did.[4;11]

His desire to restore turns into mania. «My ivory, my intended, my station, my river...», — he
says. In the story Marlow remarks that Kurtz resembles «an animated image of death carved out of old
ivory.»[1;16] He could spend weeks exploring the island and searching for the ivory, completely
forgetting about himself. He is really obsessed with that idea and even in the moment of his death he
can’t forget about his plans. He tells that that lot of ivory now was really his, the company didn’t pay
for it, and he collected it himself at a very great personal risk. He is not able to realize that he won’t
take his ivory with himself to his grave. His life ends with the words «The horror! The horror!»[1;65]
and it ends in horror. But a moral victory is found in these words, maybe he at least realized the horror
he was in. These last words are Kurtz's own judgment, judgment on the life which he has lived. He is
barbarous, unscrupulous, and possibly even evil. However, he has evaluated at his life, and he has
«pronounced a judgment upon the adventures of his soul on this earth»

European civilization in Africa is another topic the author describes in the novel. Throughout
the book, Conrad, through Marlow's observations, reveals to the reader the naive mentality shared by
every European. Marlow as well, shares this naiveté in the beginning of his voyage. However, after his
first few moments in the Congo, he realizes the ignorance he and all his comrades possess. The
contrast is made between Europeans who came to Africa to make money and the Negro people. The
portrait of the manager of the company with white collars, snow-white trousers, and clean shoes and
with his umbrella appears just after the abominable scene of the death of Negroes. This matter is
connected with biographical fact that Conrad himself was polish and couldn’t agree with the Russian
dictatorship.[3;8]

The well-known psychological theorem is that a person develops on the grounds of the struggle
of oppositesnds of the struggle of oppositesve lies in the tortuous irresolution of the moral dilemmas
raised one after another by the Auditor, by Marlow, by the company men, by Kurtz, and by Kurtz’s
Intended. The courageous recognition of all the irreconcilable antagonisms makes the story fascinating
and full of hope. But Conrad never surrenders his antagonisms.

There is a great interpretation of the feelings of the characters and uncertainties of the Congo in
the story. Conrad was interested in the human’s soul. He speaks authoritatively to our common sense,
to our intelligence, to our desire of peace, or to our desire of unrest; not seldom to our prejudices,
sometimes to our fears, often to our egoism—but always to our credulity.

The author often mentioned that good can cause evil, but as well he stated that evil can cause
good [2;17]. Although images of darkness penetrate all the story the meeting of Kurtz leads Marlow to
the light. Marlow understands that being true to yourself is not following a moral code, but being able
to judge one's self honestly and uncover their own reality. It is because of this understanding that
Marlow claims that Kurtz's last words is «a moral victory paid for by innumerable defeats...»[1;32]
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Despite Kurtz's immoral ways, he is victorious because he didn't run away from the truth; and that is
his moral victory.

Marlow says in the end that life is a droll thing that leads a man to some knowledge of himself.
And it is thought that the exploration of oneself is a real light. They say what the man needs to pure
himself is to explore the filth in him. The same we find in Christianity — to be purified you must
acknowledge the truth about yourself.
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cmyo. 43 ep. ¢-my inozemn. mos Hamanis Jlayw
Hayk. kepignux — ooy. T.I1. Jlicitiuyk

®OPMYBAHHS IHIHIOMOBHOI KOMIIETEHIIII YYHIB
Y ATAJIOITYHOMY MOBJIEHHI I3 BPAXYBAHHAM
HCUXOJIOI'TYHUX TA JIIHI'BICTUYHHUX OCOBJIMBOCTEHN

OpHi€l0 3 MPaKTHYHUX I[iJIel HAaBYaHHS 1HO3EMHOI MOBU B IIKOJI € OBOJIOMIHHS diajOTiYHUM
MOBJICHHSIM SIK BHUJOM MOBIIGHHEBOI [isvibHOCTI. [lim mianoriyHuM MOBJIGHHSM, SIK TIPaBUIIO,
pPO3YMiIOTh OOMIH BHCIOBIIIOBaHHSIMH, IO IMOPOMKYIOTBCS Yy TpOLEci PO3MOBH MDK [BOMAa YH
KUIbKOMa CIiBPO3MOBHHKAMHU.

Bononinas gianoriyHuM MOBJIEHHSIM Iependadae popMyBaHHS BMiHb 1 HABUYOK BeCTH Oeciny y
3B S3KY 3 MPOYUTAHUM, MPOCIyXaHUM a00 MO0aYeHUM Yy MeKaxX MOBJICHHEBHX CHTYallild, BU3HAUCHUX
MpOrpaMor0, CaMOCTiIHHO BHKOPHCTOBYIOUM MPOTpaMHHMA MOBHHMHA MaTepianmn i peajizamii
KOMYHIKaTHBHUX 3aBJIaHb, HAHOLIBII TUIIOBUMH CePeNl K € PO3MUTATH, 3alIPONIOHYBATH, TIOBIIOMHTH,
YTOUHUTH, 3aIIEPEUUTH, TIOSICHUTH, OLIHUTH, OOIPYHTYBATH TOLIO.

[IporpaMa Bru3HA4a€ piBeHb BOJIOAIHHS AJIS1 KOKHOTO POKY HaBYaHHSA 3aJISKHO BiJ] THITY IIKOJIH
Y¥ HaBYAJIBHOTO 3aKJIaAy 1 BUXOISYM 31 3MICTy YMHHHMX HaBYaJIbHO-METOAWYHHMX KOMIUIEKCIB, IO
3a0e3MeuyI0Th JOCSTHEHHS METH.

[Ipy HaBuaHHI [iaJOTiYHOrO MOBJEHHS CJiJ BPaxOBYBaTH ICHXOJOTiYHI Ta JiHTBICTHYHI
0COOJIMBOCTI I[LOTO BUTy MOBJICHHEBOI IisSUTBHOCTI.

Jlo TICHXOJOTiYHMX XapaKTepUCTHK JiajloriyHOro0 MOBJIGHHA BiIHOCSTH BMOTHBOBAHICTB,
3BEpPHEHICTh, CHTYaTHUBHICTb, EMOLIHHY 3a0apBIICHICTb, CIOHTAHHICTH 1 NBOCTOPOHHIH XapakTep
MOBJICHHS.

MoBieHHS 3aBXKIM MOTHBOBaHE. BUXiTHOIO CIOHYKaJIbHOI MPUYWHOIO MOBJICHHEBOTO aKTy €
MOTHBALis. Y NPUPOJHOMY aKTi KOMYHIKaIlii MU BHCIOBIIIOEMOCS, SIKIIO € MOTpeda IIOCh CKa3aTH,
MOBIJOMHUTH IIOCh ab0 Ai3HaTHCh Mpo 1ock. Llg morpeba 3ymoBiieHa oOCTaBUHAMM [iHICHOCTI Ta
B3a€EMHHAaMHU CIIBPO3MOBHHKIB. B ymoBax HaB4YaHHS MOTHB caM Mo co0i He BuHHKae. OTxe,
HEOOXiIHO CTBOPUTH YMOBH, B SIKUX Y IIKOJISIPiB 3 siBMIIOCA O OaxkaHHs Ta morpeda IIOCh CKa3aTH,
nepenaTu mouyTTs, ToOTO 3a BHCcioBoM K. CranicnaBcekoro: «IlocraBuTh iX y 3amponoHOBaHi
YMOBH.»

Taki yMOBM MOXXHA CTBOPUTH dYepe3 CHTyalii Ta BHUKOpHUCTaHHs ctumyndiB. Ilinrpumka
CIPUSATINBOrO ICUXOIOTTYHOT0 KIIMaTy Ha ypoui, JOOPO3UUIUBI CTOCYHKH, 3alliKaBJIEHICTh Y poOoTi
TAKOX CIPUATUMYTh MOTHBOBAHOCTI 1iaIOTTYHOTO MOBJICHHS.

JiajoriyHe MOBJEHHS, SIK 1 MOHOJIOTIYHE, XapaKTepU3yeThCs 3BepHEHICTI0. CIiNKyBaHHS, SK
MPaBUJIIO, MPOXOIUTH y Oe3MOCepeAHbOMY KOHTAKTI YYACHHKIB, AKi J0Ope 00i3HaHi 3 YMOBaMH, B SIKHX
BinOyBaeThCst KomyHikawig. [liamor mnependadae 30poBE CIOPUUHATTS CHIBPO3MOBHHMKA 1 IEBHY
HEJIOMOBJICHICTh BHCJIOBIIIOBaHb, SIKA IOMOBHIOETHCA NApaiHIBICTUYHUMU 3aC00aMU CHUIKYBaHHS
(MIMIKOO, KE€CTaMHU, KOHTAKTOM OYei, 1T03aMH CITIBPO3MOBHUKIB). 3 iX JOIMTOMOI'OI0 MOBEIb BUPAKAE
cBOi OakaHHsS, CyMHIBM, Xajib, NMPHUIyHIeHHA. [, oTke iX He MOXHA IrHOpYBaTM B HaBYaHHI
IHIIOMOBHOTO CHJTKYBaHHS.

OnHi€ro 3 BaXIJIMBUX TICUXOJIOTIYHUX OCOOJIMBOCTEH IiajlOriYHOI'O MOBJICHHS € CUTYaTHBHICTb.
Hiajoriyne MOBJIEHHS € TMEPEBAXHO CUTYaTHMBHUM Ha BiAMIHY BiJi MOHOJOTIYHOTO, AJsl SKOTO
XapakTepHa KOHTEKCTHICTb. CHUTyaTHBHHM € BOHO TOMY, IIO HOro 3MiCT MOXe OyTH 3po3yMillum
3aBIISIKM CTBOpeHil cutyauii. [lix cUTyaTHBHICTIO pO3YMilOTh BJIACTHBICTh MOBJICHHS BimoOpaxkaTu i
nepeaBaTH JAiMCHICTP MOBHHUMHM 3aco0aMu, 3ajlydaroud J0 HUX 1 HeMOBHiI 3acobu. Curyario B
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METO/UII BH3HAYAIOThH SIK CYKYIHICTh OOCTaBHH peasibHOi AICHOCTI ab0 CHCTEMY B3a€MOBIIHOCHH
cy0 exTiB. Chin 3ayBakuTH, 110 HE BCSKA CHTYaLlisl € MOBJICHHEBOIO. MOBIICHHEBOIO MOXKHA BBaXKATH
TaKy CHTYalilo, sIka MiCTUTh B COO1 CTHMYJ 0 MOBJICHHS, BUKIMKA€ MOBJICHHEBY peakuilo. BoHa
CIIOHYKa€ A0 MOBJICHHEBOI [ii, BHpIlIye y 3B 3Ky 3 UM KOMYHIKaTWBHI 3aBIaHHA. Y HaBYaHHI
BHUKOPHUCTOBYIOTBCS /IBa BUAM CHTYaLil — NpUponHi (Ti, 110 BUHUKAIOTH caMi) i IITY4Hi HaBYAJIEHO —
MOBJICHHEBI cUTYyamii (Ti, IO CHeiaJibHO CTBOPIOIOTHCA). Ha BiAMiHY Bix mpHpoAHOI, HABYAIEHO —
MOBJICHHEBA CHUTYyallisl XapaKTEepU3YeTbCA MEBHOIO JeTali3alielo 0OCTaBMH HABKOIUIIHBOTO
CepeloBHIIA, HAsBHICTIO BepOAIbHOTO CTUMYNY, MOXJIMBICTIO 0araropa3oBoro BiITBOPEHHS.
OCKiIbKM TIPUPOJHI CHUTyalii BHHHUKAIOTh Ha YpOLi €Mi30[MYHO, Al MOIENIOBAaHHS PpEabHOTO
MOBJICHHEBOT'O CIIUJIKYBaHHSI BUHUKAE MTOTpeda CTBOPIOBATH HABYAJILHO — MOBJICHHEBI CUTYaIIil.

VY CTpyKTypi MOBJICHHEBOi CHTyallii, sKa BpaxoBye 1 OOCTaBHHM, 1 B3a€MOBITHOCHHU
CIIBPO3MOBHHUKIB, BUIUISIOTH TaKi KOMIIOHEHTH:

Cy0 ekt

OO0 exT ( IpeaMeT po3MOBH )

BigHomenns cy6'akra 10 mpeaMeTa pO3MOBH

YMOBH MOBJIEHHEBOTO aKTy

Sk GaumMo, B3a€EMOBIIHOCHHM CYO'€KTIB B CHTYyalii €KCIUTIIUTHO HE BU3HAYAIOTHCSA, OAHAK
IMIUTIIUTHO BOHU 3HaXOISITh BUPAKEHHS Y CY0'€KTi Ta B YMOBaX MOBJICHHEBOTO aKTy.

HaBuanbpHO — MOBJIGHHEBI CHTYallii CTBOPIOIOTHCS HA YPOIIi 32 JOMOMOT'OI0 BEpOaJIbHUX 1 pI3HUX
HeBepOalIbHUX aymioBi3yallbHUX 3aco0iB. BOHM MOBMHHI CTHMYJIOBATH MOTHBAL[I0 HaBYaHHS,
BUKJIMKATH IHTEPEC 10 y4YacTi y CIUIKyBaHHi, OakaHHS SKHaHKpalle BUKOHATH 3aBJaHHA.

HactynHoro ocobnuBicTIO AialoridHOr0 MOBJIGHHS € HOro eMolliiiHa 3a0apBieHicTs. MoBIeHHS
3aBXKAM eMOLIHHO 3a0apBiieHe, OCKUIBKA MOBELb Mepeaae CBOi JyMKH, MOYYTTs, CTaBICHHS JI0 TOTO,
npo mo #naerbes. lle 3HaxoauTh BigoOpakeHHs Yy BinOopi JIEKCMKO — TpaMaTHYHHX 3aco0iB, y
CTPYKTYp1 peIutik, iHToHamiiHoro odopmiieHHs tomo. CrnpaBkHii AiaJor MICTUTh PEIUTiKH HOAMBY,
3aXOIUICHHS, OLIHKH, PO34apyBaHHs, HE3aI0BOJICHHS Ta 1HIII.

[HImIOI0 BU3HAYANBHOIO PUCOIO MAIAJOTiYHOTO MOBIIGHHSI € HOTO CIIOHTaHHICTh. Bimomo, 1o
MOBJICHHEBA IOBEAIHKA KOXKHOTO YYacHHKa Iiajlory 3HaYHOI0 MIpOI0 3yMOBIIOETHCS MOBJICHHEBOIO
MOBEIIHKOIO Apyroro naprHepa. Came ToMy JiaJioridyHe MOBJICHHS, Ha BiIMiHY BiJl MOHOJOTTYHOTO,
HEMOXKJIMBO 3a3jajieriney crutanyBatu. OOMiH perTikaMu BigOyBaeThCs IIBUIKO, 1 peakiis BUMarae
HOPMAaJILHOTO TeMITy MOBJIeHHSI. L{e 1 3yMOBITIO€ CITIOHTaHHICTb, HEiArOTOBJIECHICTh MOBJICHHEBHUX AiH,
noTpedye JOCUTh BUCOKOTO CTYIEHS aBTOMATH30BAHOCTI 1 MOOLTI3yH0UOl TOTOBHOCTI BUKOPUCTAHHS
MOBHOT'O MaTepiaiy.

Jianoriyne MOBJIGHHS Ma€ ABOCTOPOHHIN xapakTep. CHIKYIOUHCh, CIIBPO3MOBHHK BHCTYIIAE B
poii MOBLSL, TO CiIyXaya, SKUH NMOBHHEH pearyBaTH Ha PEIUIIKYy mapTHepa. [HmmMMu cioBamu, oOMiH
perTikaMu He MOXe 3/11HCHIOBaTHCh 0e3 B3aEMHOTO PO3YMiHHS, SIKE BiIOyBa€ThCA Uepe3 ayaitoBaHHS.
OTKe, BONOAIHHS J1aJIOrTYHMM MOBJICHHSIM mepeadadae BOJIOAIHHS TOBOPIHHAM Ta ayJiIOBaHHAM, IIO0
BHMara€ BiJl YYaCHUKIB CHUIKYBaHHS JBOCTOPOHHHOI MOBJICHHEBOI aKTHMBHOCTI Ta IHII[IaTHBHOCTI.
Buxonsun 3 1poro, B y4HiB HEOOXiZHO pPO3BMBATH BMIHHS IHIIIaTUBHO PO3MOYMHATH MAiaJIor,
pearyBaTH Ha PEIUTiKM CIiBPO3MOBHHUKA 1 CIIOHYKAaTH HOTO J10 IPOJOBKEHHS PO3MOBH.

XapaKkTepHUMH JTIHIBICTHYHUMH XapaKTEPUCTHKAMU JiaJIOriYHOrO0 MOBJICHHS € ENINTHYHICTD,
HasIBHICTh «TOTOBUX» PEUYEHb, 3aII0BHIOBAYIB May3, CKOpOUeHi abo cialki (opMH CIiB.

KOHTaKTHICTE THX, XTO CHUIKYETHCS, HAsBHICTh CIUILHOI CHUTYyallii, TBOCTOPOHHINA XapakTep,
3BEPHEHICTh PEIUIIK, BXHBaHHSI MapaliHIBICTUYHUX 3aco0iB, 3HAHHSA MapTHEpaMH O0OCTaBUH
JICHOCTI, a 4acTo 1 OOUH OAHOTO, CIPHUSIOTh BUHUKHEHHIO 3[J0TaJIKH, PO3YMIHHS HEMOBHHUX PEILTiK
naptHepiB. Lle 3yMOBIIOE eninTHYHICT, HASIBHICTh HEMIOBHUX PEYCHb.

CyTh HEMOBHOI'O PEUEHHS MOXKE OYTH 3pO3YMUIMM 3aBASKHM CUTYaLil 3 MOMEpeqHbOI PeruIiKu
napTHepa.

V Jia0riyHoMy MOBIIEHHI IIMPOKO BKMBAKOTHCS «TOTOBI» MOBICHHEBI OJMHMIIL. X HA3MBAIOTH
¢dbopMmynamu, TaMIaMy, Kilillle, CTePEOTHIIAMH TOLLIO.

Hanpuknan : anrm.:

John: Hello, Kate.

Kate: Hi, John. I’ve got some presents from my parents. Here they are, Mrs. Mason

Mrs.: Thank you very much. How nice.

John and Kate: Thanks a lot.

l'otoBi ¢pasu HagaOTH Aianory emouiiHocTi. BoHM BKMBaroTbes U Iepeadi HacTpow Ta
MOYYTTIB YYaCHHKIB Jianory, iX CTaBJIeHHS 10 NpeAMera PO3MOBH YH JI0 mapTHepa. SIK mpaBwuiio,
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TOTOBI MOBJICHHEBI OJMHHULI BUKOHYIOTH (DYHKHii BISYHOCTi, OOMIHY NPHUBITAHHSAMH, MPOILAHHS,
CXBaJICHHS, KOMEHTYBaHHS (haKTy 4M IO/l TOMIO.

JliamorivyHOMY MOBIICHHIO TIpUTaMaHHE BXKUBaHHS CTATHEHUX (HOPM JOMOMDKHHUX 1 MOAATBbHUX
JieciB 3 4acTKo not 1 3afimenHukamu (don't, can't, isn't, I'm, he's, I'd, i 1. iH.), YoMy crpuse
IIMPOKE BUKOPUCTAHHS MTO3aMOBHUX 3aC0O0IB CITUIKYBaHHSI.

Y mpupogHOMY Iialio3i MIMPOKO BKHUBAIOTHCS CIIOBA, SIKI HIYOrO HE 03HAYAIOTh, aje iX poib y
MOBJICHHI 3Ha4Ha. Taki clioBa CIIyXaTh JJIs MiATPUMaHHSI PO3MOBH 1 JAalOTh MOXIIMBICTH KOPEKTHO
BijpenaryBaTH Ha CKa3aHE IMapTHEpOM, OO TiJ Yac po3AyMy BiH BCTaBIS€ IIi CJIOBa B May3u. Tomy
4acTo iX Ha3WBaIOTh «3amoBHIOBayammu» MoBuaHHS (well, look here, I say, you see, and what about,
etc.)

OTxe, 3HAHHS TCUXOJIOTIYHMX Ta JIHTBICTUYHUX OCOOJMBOCTEH JiajOriyHOr0 MOBJICHHS
HEOOXiTHI BYMTENEBl IS TOro 100 KepyBaTH TNPOLECOM HABYAHHS JaJIOTIYHOTO MOBJICHHS.
BinnoBimHO 1 MOBJIGHHEBUW MaTepiall JJis Aiajiory MOXKHA ToJaBaTH y (pOpMi MOBJIICHHEBUX 3DPa3KiB,
(hopMy 1 ITaMITIB.

Jimepamypa:
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2. Kanunamna JI.B., Camoiikmosuu W.B. HcnonbzoBanme Bupeokypca Family Album USA mpu
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cmyo. 52 ep. ¢p-my inozemn. mos Taica Jlebioko
Hayk. kepiguux — ooy. T.C. Onitinux

FUNCTIONING OF THE TERMS IN DIFFERENT DICTIONARIES

The division into terms and «non-terms» is unclear factually. But however that may be we begin
by assuming that both terms and non-terms are a reality, that they actually exist.

The «term — non-term» relationship may be considered on the one hand from the point of
view of the relationship between the different ages. When a child is at school, he regards all the
words used in the classroom as terms [1, 22]. When he grows up the attitude is most likely to
change — the words are not only familiar: they have, as it were, sunk in, become part of the
person's general conceptual fund and thus of his cumulative vocabulary. Nowadays everybody not
only goes to school, but reads newspapers, watches television, listens to the news and political
commentaries — the never ceasing impact of radio, television and other media of mass-
communication. So many terms are used as part of everyday language. No definitions of the terms
are ever given, and the listeners are all supposed to understand them in the most natural and direct
way. That why we should deal with the terms which are not understandable for the ordinary user
of the language.

The main criterion by means of which we can distinguish terms from non-terms is the
definitional one. It is not at all necessary to use it if we deal with words like «2-chlorbutadiene». It is
obviously a term. This word does not exist in the ordinary or general language. It has one scientific
definition. It conventionally stands as a succinct compressed equivalent of its scientific definition, that
is, it functions with a great amount of its definitions.

Let us take the chemical product as an example. «Fat» is known in everyday practice as «a
white or yellow substance, oily or greasy, often used for cooking purposes». In everyday life human
perceptions often take precedence, hence the parameter of colour (white or yellow) and the parameter
of consistency («oily or greasy») in the general definition. Here again the parameter of function («used
for cooking purposes») is brought out. The scientific definition of «fat» — «a glycerol ester of the
higher fatty acids» indicates the type of substance [6, 53]. Here again it is information about the
composition to all other classes of chemical compounds (esters, fatty acids). One more parameter of
the definition is the idea of the structure of the compound.

From what has been said above some general remarks might be made so far as the parameters
are concerned. It is clear that the general definitions of chemical substances, inconsistent as they are,
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almost in all cases contain the functional parameter which is excluded whatsoever from the scientific
definitions. In general definitions the attention is drawn to those features which are easily perceived,
which strike the eye, hence the parameters of taste, colour, consistency.

For chemist the parameter of composition or type substance is of paramount importance, it is
mentioned in all the scientific definitions examined. Besides, the parameters of physical properties,
structure are often included in the scientific definitions of chemical substances.

In the field of publishing there is also a huge number of terms which seem familiar to us. In order to
find what is the difference between those words functioning as terms and as words of the general language let
us compare the definitions adduced in a general dictionary and the terminological standard:

Word (or word-combination) General dictionary Terminoogical standart

vydannya Published work a work in print that has been
edited and designed to convey
information

dovidnyk Referance book a publication containing

concise scientific or applied
information arranged in a
systematic order convenient
for retrieval

Like in so many other sciences side by side with words, which belong both to the
general language and the particular terminology, there are terms proper, i.e. special words,
used only in the technical language. The following will serve as an example (meteorological
terms): «falls», «flurries» («snow flurries»), intervals», «outbreaks» («outbreaks of rainy),
«patches» («fog/mist patches»), «periods», «spells». To make the difference between the two
sets stand out more clearly they shall be presented side by side, thus:

falls Rain, damp

flurries (snow showers)
intervals Day, morning, night
outbreaks —

patches -

periods Day, morning, night

Let us, for instance, analyze the two definitions of the word «blood». Scientifically,
«blood» is «a fluid connective tissue for the transport of dissolved or dispersed materials in
animals». For a layman, however, «blood» is «a red liquid in the body»[2, 62]. It can readily be seen
that the parameters on which the two definitions are based differ greatly. Indeed, in the latter
definition the following parties of blood are indicated: colour («redy»), fluidity hardness
(«liquid»), and location («in the body»). Thus, the most superficial and «tangible» features of
blood are brought out as reflecting a non-specialist's notion of the object in question.

The biological definition of blood shares just a single parameter with that from a general
dictionary—the parameter of fluidity vs hardness. Such features as colour and location are not
reflected in the former definition for they are scientifically irrelevant here. At the same time,
certain essential features of blood are brought out, which pertain to its structure and function.

Or, for example, «curve» in mathematics is «the locus of a point which has one degree of
freedom» [3, 25]. To non-specialist it is merely «a line of which no part is straight and which
changes direction without angles». We see that the concept of «curve» is viewed by
mathematicians in terms of degree of freedom, this parameter being completely ignored in the
definition of the «general» dictionary.

Unfortunately there is reason to believe that in spit of the existence of a large number of
books and articles on terminology, the methodology of research in this domain has not been
specified or properly worked out. This is why we have to begin, as it were, from scratch.

Jimepamypa
1. Akhmanova Olga. Linguistic Terminology. Moskow, University Press, 1977.-188 c.
2. The Oxford Dictionary of the English Language: 40000 words. — M.: 3n-8o ACT6 Actpens, 2001 —
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832 c.
3. KanmnoBuu @. CnoBHMK MaTeMaTH4HOI TepMmiHoorii: Tepminoioris yncroit maremaruku: [Ipoekr. Y.
1. — K.: lep>xBunas Ykpainu, 1925. — 40 c.
4. Kopamuk 1. Jloriko-nmiHrBicTnuna npoOiieMaTHKa TEXHIYHOT TEpMIiHOJNOrii y CIIOB'SHCBKHX MOBax //
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9]

cmyo. 52 ep. ¢p-my inozemn. moe Kamepuna Jlucaxoecvka
Hayk. kepiguux — ooy. T.C. Onitinux

THE INVESTIGATION OF PROPER NAMES RENDERING

According to their lexical-grammatical and semantic features all nouns are divided into
common and proper names. We call proper names all «the nouns that denote individual names of
persons and objects (in broad understanding) and outline them from general categories» [1, 63].
Usually proper names make one object specific from the set of similar objects, for example surname
for outlining a person from the other persons, city name for specifying this city from all others.

There is no change in the very general notion of an object, but some specific features play their
role and could be reflected in the proper name. All the proper names used in the article are from the
novel by Lynn Austin «Candle in the Darkness» [9]

The proper names include following categories:

1. first, second and last names, nicknames, pseudonyms:

1) Caroline Fletcher Kepomnaitn ®neruep
2) Charles Yapas3

3) Jonathan J>xoHaTaH

4) Josiah Jxo3is

5) Robert PoGept

6) Tessie Tecci

7) Massa Macca

8) Grady I'peni

9) Esther Ectep

10) Big Eli Benukuit Eni

2. individual geographical, topographical and astronomical names — countries, cities, towns,
villages, settlements, districts, oceans, seas, rivers, channels, islands, mountains, planets,
constellations:

1) Richmond M. PluMoH

2) Virginia mrat BipmkuHis

3) Castle Thunder 3amok Canpgep

4) Hilltop M. XinTomn

5) Grace Street Bya. ['peiic

6) Twentieth-six Street 26-a BynuIs

7) England Amnriis

8) France OpaHniris

9) Washington D.C. M.Bammnarron, ®enepansuuii okpyr Konamois
10) James River p. Qxeiimc

3.names of state and private institutions, ventures, join-stock companies, enterprises, plants,
factories, ships, hotels, newspapers, magazines, titles of books, historical events/periods:

1) Union troops Coro3Hi Bilicbka

2) Libby Prison Troprsma JIi661

3) Richmond Female Institute Kinoua mkonaa Piumonma

4) Christmas PizaBso

5) Easter [Tacxa

6) Good Book bibnis (TyT)

7) Lord God Almighty Bcemoryrtriit 'ociogs bor

8) Virginia Pie BipmxuHCchKiil mupir

9) College of William and Mary Konemx Binbsma i Mepi

10) National Academy of Science HamionansHa Akanemis Hayk
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have some more proper names in English:

130

4.Proper names in writing are capitalized i.e. capitalize proper nouns that specifically identify a
person, place or thing, unless a person, business or organization requests a lowercase first letter. If a
name begins with a lowercase letter, capitalize the first letter of the name at the beginning of sentences
and headlines. Not all capitalized nouns are proper names though taking into account capitalization we

1) February
2) March
3) Saturday
4) April

5) July

There are different words that have no equivalents in target language that makes it difficult to
render them. The proper names are the words that are of specific attention in this aspect. There are
several methods of translation:

JIrotut
bepesenn
Cy0bora
KBiTens
JIunens

1) transcribing — the sound form of a word in given using the
articulatory apparatus of the target language:

1) Caroline Fletcher
2) Charles

3) Jonathan

4) Josiah

5) Esther

6) Tessie

7) Big Eli

8) Luella

9) Ruby

10) Ruth Fletcher

Keponaitn ®nerdep
Yapas3

JxoHaTaH

JIxo3is

Ectep

Tecci

Benuxuit Eni
Jlyena

Pa6i

Pyt ®neruep

2) transliteration — rendering of a word using the alphabet of a

target language:

1) Robert
2) Massa
3) Grady
4) Ruby
5) Gilbert
6) Nellie
7) Carrie
8) Will

9) Caleb
10) Sally

PoGept
Macca
I'peni
Pa61
I'inGepr
Hemmi
Keppi
Binn
Kaneb
Camnni

3) using adequate name of the word that exist in target language:

1) Richmond

2) Virginia

3) Castle Thunder

4) Hilltop

5) Grace Street

6) Twentieth-six Street
7) England

8) France

9) Washington D.C.
10) James River

M. Piumonn

mrat BipmkuHis

3amok Canpnep

M. XinTOoI

ByJ1. I'peiic

26-a BynuIs

Anrmis

OpaHniris

M. Bammnrron, ®enepanpanii okpyr Komamois
p. Hxelimc

If a name consists of several words then the following groups of them can be distinguished:
1) names, where all components are translated into target language;

1) Twentieth-six Street
2) South America

3) Franklin Street

4) Fourteenth Street

5) USA

6) New York State

26-a BynuIs

[liBnenna Amepuka

Byn. ®Opankiina

14-a Bynuus

Crnonyuenni Ltatn Amepuku
LI HLIO—ﬁOpK
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7) Main Street l'onoBHa Bynuis

8) Dark Continent «YopHHI KOHTUHEHT»
9) Great Britain Benuka Bpuranis
10) Ninth Street 9-a BynuIs

2) names, where all components are not translated into target language, but are transcribed or
transliterated:

1) West Point M. Becr [loinT

2) Big Bethel M. Bir berxen

3) Bull Run M. byn Pan

4) Five Forks M. Daiip Dopxc
3) names, where some components are translated into target language:

1) Castle Thunder 3amok Cannep

2) Grace Street ByJI. I'peiic

3) James River p. Jxeiimc

4) Hanover Country Oxpyr I"'anHOBEp

5) Chickahominy River p. Yikaxomin

6) Slave Row Cenue pabiB (TyT)

7) Hollywood Cemetery lomiBychbKe KITaoBHINE

8) Penn Square [Tnoma [enna

8) Schuylkill River p. Hlwitmkinn

9) Fairmont Park [Tapk DelipMoHT

10) Mississippi River p. Micciccimmi

The apt variant of rendering depends on the semantic peculiarities of the proper name. People’s
names and some geographical names have their equivalents in languages, if not some elements in their
structure are translated, some transliterated or transcribed.

Jimepamypa
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2. Kopynens 1.B. Teopis i npaktuka nepekiany (acrnekTHuii nepekian): Ilinpydnnk. — Binnunsa: Hoa
kaura, 2000. — 448 c.
3. Jlaremues JLK., B.M.IIposoporoB CTpyKkTypa U coJepikKaHHE NOATOTOBKU MEPEBOAUYUKOB B S3BIKOBOM
By3e: YuebHO-MeToandeckoe mocodue. — 2-¢ u3f., crepeorun. — M.: HBU-TE3AVYPVYC, 2001. — 136 c.
4. AreeBa P.A. CtpaHsl 1 HapOABL: MPOUCXOXkACHUE Ha3BaHui. — M.: Hayka, 1990. — 254c.
5. AHrI0-yKpaiHChKHH CIIOBHHUK BJIaCHUX Ha3B Ta iMeH. bimspko 3000 ciiB i cioBocmonydeHs. / YKian.
Terstan Oniitank. — Tepronins: [Tigpyuynuky i nocioauku, 2000. — 208 c.
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Lynn Austin. «Candle in the Darkness». Washington Publishing House. Washington, 2000. — 500 p.

e

cmyo. 32 ep. ¢p-my inozemn. mos Map sna Mapeys
Hayk. kep. — ooy. T.I1. Jlicitiuyx

ITPOBI ®OPMU POBOTH HA YPOIII AHI'JIIHCBKOI MOBU

OnHuM i3 eeKTUBHUX 3ac00iB BUPILICHHS MPOOIEeMH HaBYAHHS IHIIOMOBHOT'O CIUIKYBaHHS, a
caMe 3aco00M CTBOPEHHS MOTHBIB /10 CIIUIKYBaHHS, € HABYaJIbHI irpu abo irposi Bipasu. I1in irpoBoro
BrpaBoro (IB) Mu po3ymiemo Taky BIpaBy, METOIO SIKOi € ()OpMyBaHHS, BIOCKOHAJICHHS T4 PO3BUTOK
HAaBUYOK 1 BMiHb YUYHIB y PI3HHUX BHAAX MOBJIECHHEBOI HistibHOCTI (M) muisixom Oaratopa3zoBoro it
PI3HOMaHITHOIO BHUKOHAHHS MOBJICHHEBHMX ab0 MOBHUX il (omepamiii), siki CTalOTh OCOOMCTICHO
3HAYYIIUMH U cy0’€KTa HaBYaHHS, OCKUTBKM € BMOTHBOBAaHMMH Y4YacTiO B irpoBii nisubHOCTi. 1B
MalOTh BEJIMKHHA METOIUYHUI MOTEHIiajl: BOHU 3a0e3leuyloTh MOTHBALI0 HAaBYAJIBHOI AiSUIBHOCTI,
CTBOPIOIOTh E€MOLIHHY Ta MO3UTHUBHY aTMoc(epy HaBYaHHS, CIPHUITIAMBI YMOBH Ul KOJIEKTUBHOL
B3a€MOJIT i/l Yac BUKOHAHHS iIrPOBHUX TA HABYAJIbHUX 3aBJAHb.

IB, 110 BUKOPHCTOBYIOTBCA Y HaBYaHHI 1HO3EMHOI MOBH, MTOBHHHI BIANIOBIAATH ITUAAKTUYHUM
BUMOTaM, a came peaJ‘Il3OByBaTI/I MPUHIMIT CBiIOMOCTI, PO3BHMBAIOYOTO  HABYAHHS, HAOYHOCTI,
TPUBAJIOCTI Pe3yJbTATiB HaBYaHHS, MO3UTHBHOTO Ta eMOLIHHOrO ()OHY, TOCHIBHOI TPYZHOCTI;
3arajibHO METOAWYHHMM BHMOTaM, IIO CIIBBITHOCSATHCA 3 METOAWYHMMHU NPHHLIUIIAMH 1HTEHCHBHOTO
HaBYaHHS iHO3eMHOI MOBH, TOOTO OCOOHMCTICHO-OPI€HTOBAHOTO CIIUJIKYBaHHS, OCOOHCTICHO-POJIBOBOT
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opraHizalii HaBYaJILHOTO MaTepialy Ta HaBYAIBHOIO MPOLECY, KOJEKTUBHOI B3aeEMOJil,
KOHLIGHTPOBAHOCTI MPOLIECY HABYaHHS; OKPEMHM METOAWYHMM BHMOraM, IO BH3HAYAIOTHCS
KiHIEBUMH Ta MPOMIKHUMH LIIMU HaBYaHHS JTaHoro Bugy M/I.

Hocnimxytoun nporec popMyBaHHS HABUYOK Ta BMiHb TOBOPiHHS, BYEHI BUCYHYJIU JBi BUMOTH
moxao peanizanii 1B y HaBuanpHOMY mpoleci: CHCTEMaTHYHOro BHKopucTaHHA IB sk ckimagoBoi
YaCTUHM 3arajibHOi CHCTEMH BIIPaB 1 KOMILIEKCHOTO 3acTocyBaHHS 1B, siki peami3yloThCA HUIIXOM
MOEAHAHHS MPOrpaMU PO3BUTKY OAHIE] HABHYKH 3 MPOTrpaMor0 (OpMYBaHHS iHIIMX HABUYOK, KOJIHU
BIIPaBH 3 PI3HUX KOMIUIEKCIB MOXYTh YCHIIIHO 3acTOCOBYBaTHCh Ha OOHOMY ypoui, abo
00’enHyBaTHCS B OIHY BIPAaBY fK ii eIeMEHTH.

B Meromuni HaBuaHHS 1HO3EMHHUX MOB po3poOiieHa 3aranbHa Kiacudikaumis IB Ha ocHOBI
HAyKOBO OOTPYHTOBAaHUX KPHUTEPIiiB:

3a Mmerolo — IB mns ¢opmMyBaHHS MOBJICHHEBHMX HAaBHYOK (JIGKCHUHUX, TPaMaTUYHUX,
CIlyXOBUMOBHUX, BUMOBHUX, opdorpadiunux, rpadiuaux) ta IB 111 po3BUTKY MOBIIEHHEBHX YMiHb
(ayniroBaHHS, TOBOPIHHS B MOHOJIOTT4HIN/AianoriuHii Gopmi, ynTaHHs, MIcbMa, MepeKiay);

- 32 piBHEM KOMYHIKaTUBHOCTI — KoMyHikaTuBHI IB, ymoBHO-koMyHikatuBHi IB Ta

HeKkoMyHikaTuBHi [B;

- 3a CIIPSIMOBAHICTIO HABYAJILHOI J1ii HA OTpUMaHHA a00 BUAauy iH(popmauii — peuenTtusHi [B,

penponyktusHi 1B, npoxykrusHi 1B;

- 3a CTYNEHEM KepyBaHHS IisiMHA ydacHHUKiB — IB 3 moBHMM kepyBaHHsM, IB 3 wacTkoBUM

KepyBaHHsIM Ta IB 3 MiHIManbHUM KepyBaHHIM;
- 3a HasBHICTIO POJILOBOTO KoMMoHeHTa — IB 3 ponboBuM komiioneHTOM Ta IB 6e3 ponboBoro
KOMITOHEHTA;

- 3a HasABHICTIO eleMeHTa 3MaraHHs (Ha ocoOMCTY/KOMaHIHY mepiuicTs) Ta IB 6e3 enemenTa

3MaraHHs;

- 3 ypaxyBaHHIM PYyXJHMBOCTI — PyXJKBi Ta ctatuyHi IB;

- 3a BUKOPUCTaHHSM IpeamMeTiB — IB 3 mpenqmeramu ta IB 6e3 npeameris.

HasBHicTh 0Oaratbox KpuTEpiiB, IO CKJIAJAIOTh I€PAPXIYHY CTPYKTYPY, JO3BOISE
oxapakTepu3yBaTH Oyab-sKky IB 3 pisHuX cTOpiH.

Ho cucremu IB BXOISTH 4OTHPH MiACHCTEMH BIpaB ISl HABYaHHS aylilOBaHHs, TOBOPIHHS,
YUTaHHS Ta THCbMa; KOMIUIEKCHM BIpaB Uil HAaBYaHHS OKPEMHX YMiHb a00 TIPyN «TEXHIYHUX»
HABUYOK, HANPHUKIA, Uil PO3BUTKY YMiHb IiaJOTiYHOrO MOBJEHHS a0o ans GopMyBaHHS HABHUOK
TEXHIKM YUTaHHS; TPYNU BIpaB i (OPMYBaHHS BHUMOBHHMX HAaBHUYOK TOBOpIHHS abo rpadeMHo-
(hOHEMHUX HaBUYOK YNTAHHS Ta IIHCHMa.

Posrasinemo Ounbin geransHO cuctemy IB y mochimoBHOCTI Bin mifcucTeM 10 TPyH BIpaB,
HaBezneMo npukiaau IB 3 KOKHOro KOMILIEKCY BIIPaB Ta OXapakTepPU3YEMO iX 3TiTHO 3 po3pobiIeHo10
knacudikaniero 1B, Anamiz 3aiiicHIOeTECS Ha OcHOBI cuctemu IB y minpyunuky English Through
Communication yist 5-ro Kjacy cepeanboi mkonu. [1;14-17].

[Mincucrema IB juis HaBYaHHS ayAilOBaHHs CKIANAEThCs 3 Komiuiekcy IB ans popmyBanHs
pELeNTHBHUX HABUUOK ayIiIOBaHHsI, IO BKJIIOYa€e TpH rpymnu [B:

- g GopMyBaHHS CIIyXOBHMOBHHX, JJEKCHUHUX Ta TPAMAaTUYHUX HABHUYOK ayJiFOBaHHS;

- JUIs MiATOTOBKY JI0 ayIIFOBAaHHS TEKCTIB;

- BIpaBH B 0e3r0cepeIHbOMY ayAilOBaHHI TEKCTiB.

Hpuknax 1. 1B 3 xoMruiekcy s GopMyBaHHS pelleNTHBHUX HaBUYOK aynitoBaHHA (Tpyna 1B
11t GOpMyBaHHSA JIEKCHYHUX HABHUOK ayIIFOBaHHS).

3asnanns.Let’s play a game. I’ll explain to you how to play it. Stand in a line in front of me. I’ll
name a member of a family. If kid has got such a relative, step forward; if he hasn’t, stand still. If you
make a mistake, step backward. The pupil, who will come up to me first, is the winner.

BuwuTens: a cousin, a brother, a father...etc.

Haenena 1B € BmpaBoro a1t ¢OpMyBaHHS JIGKCHYHHX HAaBHYOK  ayIiIOBaHHS,
HEKOMYHIKaTHBHOIO, PELIEITUBHOIO, 3 TTOBHUM KEpPYBAaHHIM JisIMU Y4YHIB, 0€3 pOILOBOTO KOMIIOHEHTA,
3 eIIEMEHTOM 3MaraHHs Ha OCOOMCTY MEPILiCTh, PYXJIMBOIO, O€3 MPEAMETIB.

Hpuknag 2. IB 3 KoMmImiekcy Uil PO3BHTKY MOBJICHHEBHX yMiHb aynitoBaHHsS (rpyma IB y
BJIACHE ay[ilOBaHHI TEKCTiB).

3appanns: Children, I’ve got a letter today. It’s from Bobby Brown. Bobby, his father and his
mother, his grandmother, his baby-sister, his brother and their pet Rex live in New York. In his letter
Bobby is telling you about his flat.

Listen to the first part of his letter carefully. Look at the plan of his flat. There’s a mistake in it.
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Try and find the mistake. Who will be the first?

Hana IB € BopaBoio I pO3BUTKY MOBJICHHEBHX YMiHb aydilOBaHHs, KOMYHIKaTHBHOIO,
PELENTHBHOIO 3 YaCTKOBUM KEPYBAaHHSM MOBJICHHEBUMH MiIMH Y4YHIB, 3 €JEMEHTOM 3MaraHHs,
CTaTUYHOIO, 0€3 IPEIMETIB.

[Tincucrema IB 15t HaBYaHHS TOBOPIHHS CKIAAAETHCS 3 TPHOX KOMILIEKCIB:

Kommnekcy IB mis ¢popmyBaHHS penpogyKTUBHUX HABUYOK TOBOPIHHS, Kyau BXOAATH Tpu IB:
115t GOpMyBaHHS BUMOBHHX, JIEGKCHYHUX Ta TPAaMaTHYHUX HAaBUUOK TOBOPIHHS,

Kommnekcy IB nsist po3BUTKY yMiHB JiaJIOTiYHOrO MOBJICHHS, SIKUi BKItodae Tpu rpynu I1B: Ha
OBOJIOJIHHSI JiaJIOT1YHOIO0 €IIHICTIO, MIKPOJIaJIoroM Ta Ha CTBOPEHHS BIACHOTO Iiajlory Ha piBHI
TEKCTY;

Kommnekcy BIpaB Ui po3BUTKY YMiHb MOHOJOTTYHOTO MOBJIEHHS 3 TphoMa rpynamu IB: Ha
00’eTHAaHHS MOBJIICHHEBHX 3pa3KiB y OHaA(Pa30BYy €HICTb, HA CTBOPEHHS BIACHOTO MiKPOMOHOJIOTY
Ta Ha CTBOPEHHS BJIACHOTO MOHOJIOTY Ha PiBHI TEKCTY.

Hpuknax 3. 1B 3 xomiuiekcy i GopMyBaHHS PENPOAYKTHBHUX HAaBUYOK ToBopiHHA (rpy IB
1u1st GOpMyBaHHS TPaMAaTHYHIX HABUYOK TOBOPIHHS).

3aBgannsa. Alice and Willie haven’t met Ann. They want us to describe the girl to them. The
poem will help us.

(Ha monepennpomMy ypoli yuyHi BUBUMIIM BipLI-OMWC 30BHIMIHOCTI aHTMIKHCHKOI JiBUMHKU EHH.
[ToBTOpIotOUN 3a BUMTENEM BipIll, YUHi MOBHHHI 3aMiHUTH 3aiIMEHHHUKH TaK, K JA€ThCA y 3pa3Ky).

3pa3oK BUKOHAHHS.

T (In a whisper): One, two,

My eyes are blue.

Cl: One, two,

Her eyes are blue.

T (In a whisper): Three, four,

As my pinafore.

Cl: Three, four,

As her pinafore etc.

Hagenena IB € BrpaBoro it popMyBaHHSI MOBJICHHEBUX TPaMaTHYHUX HABHUYOK TOBOPIHHS Ha
piBHI ¢paszy, yMOBHO-KOMYHIKaTUBHOIO, PEMPOAYKTHBHOIO, 3 MOBHUM KEpyBaHHSM MOBJICHHEBHMH
JisIMH Y4HIB, 3 POJILOBHM KOMIIOHEHTOM (ABOM YYHsIM JaroTbesi poni Emic Ta Bimni), 6e3 enemenTa
3MaraHHs, CTaTUYHOI0, Oe3 MPeaMETiB.

Hpuknag 4. IB 3 KoMIIeKCy s PO3BHTKY YMiHb [OiajioriyHoro MoBieHHs (rpyma IB nHa
OBOJIOJIIHHSI MiKpPOJ1iaJIOTOM) .

3apmanns. Today we’re going to play a «birthday» game: Everybody is either a birthday
boy/girl or a guest. Stand in two lines. Pupils in line one, you’re guests. Wish the birthday boys/girls a
happy birthday and give them your presents. Pupils in line two, you’re birthday boys/girls. Express
your admiration for the presents.

3pa3oKk BUKOHAHHS.

Pupil in line one: Happy birthday to you, Sveta! Here’s a present for you. It’s a picture.

Pupil in line two: What a nice picture! Thank you very much.

BrpaBa BHKOHYETHCSI B PEKHMi OJHOYACHOI poOOTH B Mapax 3 BHKOPUCTAHHSAM HpUiloMY
«UIEPEHTH, M0 PYXAIOTHCS» Y KOKHOTO YUHS € «OJapyHOK» — KHI)KKA, MATIOHOK, KBiTKa, M’ SYHK
touto. e IB mist po3BUTKY YMiHB ialOTi9HOTO MOBJICHHS, YMOBHO-KOMYHIKaTHBHA, PEIPOAYKTHBHA,
3 YaCTKOBHM KEpyBaHHSIM MOBJICHHEBHUMH [iSIMH YYHIB, 3 POJBOBHM KOMIIOHEHTOM, 0e€3 eleMeHTa
3MaraHHs, pyxJBa 3 IpeaAMeTaMu.

Hpuknag 5. IB 3 xommuiekcy Ajisl PO3BUTKY YMiHb MOHOJIOTIYHOro MoBiieHHA (rpyma IB y
CTBOPEHHI BJIACHOTO MOHOJIOTY Ha PiBHI TEKCTY).

3ananns. Think of any month that has passed and describe the weather. Let your classmates
guess what month you’ve described. The pupil, who will guess the month, becomes «It».

MOXITUBI BUCTIOBJIIOBaHHS Y4HIB!

P1: It was cold. The sun didn’t shine. The sky was grey and cloudy. A chilly wind blew every
day. It often rained. Sometimes it snowed.

Crin 3a3HAYMTH, IO [ BIpaBa € KOMIUIEKCHOIO, 00 BOHA OJHOYACHO CIPHSE SK PO3BUTKY
MOHOJIOTIYHOTO MOBJIEHHS, TaK 1 ayZilOBaHHs, BAOCKOHAIIOE MEXaHI3M aHTHULUIMALIl Ta PO3yMiHHS
OCHOBHOI AYMKH TEKCTYy. 3 IIi€i TOUKH 30py Taka BOpaBa € pelentuBHO. CTOCOBHO HaBYaHHS
roBopiHHA — 11e IB a1 po3BUTKY yMiHb MOHOJNOTIYHOTO MOBJICHHS, KOMYHIKaTHBHA, IPOAYKTHUBHA, 3
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MiHIMaJbHUM KEpYBaHHSIM MOBJICHHEBHMH IisIMH Y4HIB, 0€3 POJILOBOIO KOMIIOHEHTa, 3 €JIeMEHTOM
3MaraHHsl Ha OCOOHMCTY MEPILiCTh, CTATUYHA, 03 IPEIMETIB.

[Tincucrema IB a5 HaBYaHHS YNTAHHS CKIIAJAETHCS 3 IBOX KOMILIEKCIB!

IB s popMyBaHHS HABUYOK TEXHIKM YMTAaHHS, KyAW BXOIATH TpH rpynu IB: Ha BmizHaBaHHS
Ta po3pisHEHHs rpadem, Ha BCTAHOBJIICHHS Ta peali3alilo rpageMHOo-QpOHEMHUX BiANOBIAHOCTEH, Ha
PO3YMIHHS CIIiB, CIOBOCIIONTYYEHb Ta PEUCHB;

IB ans po3BUTKY MOBJICHHEBHX YMiHb YMTaHHS 3 IBOMa rpynamu 1B, 1mo rotryiots 10 YUTaHHS
TEKCTIB Ta AJIS IEPEBiPKU PO3YMiHHS IPOYUTAHUX TEKCTIB.

Hpuknag 6. 1B 3 xommiuekcy ans ¢opMyBaHHS HaBUYOK TexHIKM uuTaHHs (Tpyna IB nHa
BCTaHOBJICHHSI Ta peajizaliio rpadeMHO-(pOHEMHHX BiIMOBIAHOCTEH ).

3aBaanna. Can you match the words in the first line with the words in the second line that
rhyme? Who will be the first? Read the pairs of words aloud,please.

Run, see, hear, come, go, eat, eyes, mouse, tail

Fail, so, fun, dear, meet, ties, mum, me, house

3pa3ok BUKOHaHHs: run-fun, etc.

Hagenena IB € BmpaBoro st popMyBaHHS HAaBHUOK TEXHIKM YMTaHHS (Ha OCHOBI MEXaHI3MY
aHaJorii), HEKOMYHIKaTHBHOIO, PELEeNTHBHO-PEIPOAYKTUBHOIO, 3 YaCTKOBHM KEPYBaHHSIM AisIMH
yuHiB, 0€3 pOJILOBOT0 KOMIIOHEHTA, €IEMEHTa 3MaraHHs Ha 0COOHMCTY MepIIicTh, 0e3 MPEIMETiB.

Hpuknag 7. IB 3 xoMIuiekcy iss PO3BUTKY MOBJICHHEBUX YMiHb yHMTaHHS (rpyna IB mms
NepeBipKU PO3yMiHHS MPOYUTAHUX TEKCTIB).

3ananss. Let us form three teams. Each team in turn is to complete the following statement
according to the tail. The team that makes no mistakes is the winner.

Once there lived a...

He was very...

The lion couldn’t hunt to get his...etc.

Hana IB € BmpaBoio Ui pOo3BUTKY MOBJICHHEBUX yMiHb UMTaHHS, YMOBHO-KOMYHIKaTHBHOIO,
PELENTUBHO-PENIPOAYKTUBHOIO, 3 YAaCTKOBUM KEPYBAaHHSIM MOBJICHHEBUMH [iMH Y4HiB, 0e3
POBOBOI'0 KOMIIOHEHTA, 3 eIEMEHTOM 3MaraHHsA Ha KOMaHJIHY HepIIicTh, CTATHYHOIO, €3 MpeaMeTiB.

[lincucrema IB ns HaBYaHHS NHCbMa CKIIAJAETHCS 3 IBOX KOMILIEKCIB!

IB mnst popMyBaHHS HaBHUOK TEXHIKM MHCHMA, 110 BKIo4ae ABi rpynu IB: mns ¢opmyBanHs
rpa¢iuHux Ta opgorpadiuHuX HABUYOK MHCHMa;

IB mis po3BUTKY MOBICHHEBUX YMiHb BJIacHE NHCbMA, KyId BXOAATh 1BI rpynu IB Ha
BJIOCKOHAJIEHHS] MOBJICHHEBUX JIGKCHUYHUX Ta TPaMaTHYHUX HABUYOK MUCbMa Ha PiBHI PEUCHHS Ta Ha
CTBOpPEHHSI BIIACHOTO MCbMOBOT'O BHCJIOBIIIOBAHHS TIOHAA(PPa30BOro PiBHSL.

Hpuknaxg 8. 1B 3 xommiekcy mns (opMyBaHHS HAaBHYOK TeXHiKM muceMa (Tpyma | mis
¢dopmyBaHHA rpadiuHUX HABUYOK MHCHMA).

3aBaanna. Work in pairs. Find and insert the hidden letters. Read the phrases aloud, please.

3aBIaHHSL

Jns xomanam 1 s komasgam 2

This is L...nd...n. This is Fr...nk.

Made inJ...p...n. P...ng-pon... and b...xing.

The...ngl...sh K...ng. Made in ...ana...a.

(BrpaBa BukoHyeThCs Ha o1l y GpopMi 3MaraHHs JBOX KOMaH).

3anponoHoBana IB € BmpaBoro s ¢opmyBaHHA opdorpadiyHMX HaBHYOK MHCHMA,
HEKOMYHIKATHBHOIO, PELENTHBHO-PEIIPOAYKTHBHOIO, 3 TMOBHUM KEpPyBaHHIM [iIMH Y4HIiB, 3
€JIEMEHTOM 3MaraHHs Ha KOMaHIHY NEpILiCTh, PyXJIHBOIO, O€3 MPEeIMETiB.

Hpuknag 9. 1B 3 Kommiekcy Ui pO3BUTKY MOBJICHHEBHX YMiHb nucbMa (rpyna IB Ha
CTBOpPEHHSI BIIACHOTO TMCbMOBOT'O BHCJIOBIIOBAHHS MOHAI(Pa30BOro PiBHS).

3appanns. Hammmite [liHOKKio JincTa mpo cBiif BYOpamHid AeHb. CKOpHCTalTecs 3pa3KoM.
[oynite Bam JIMCT HACTYTHUM YHHOM:

Dear Pinocchio,

You wanted to know about my working day. Yesterday I ...etc.

(BrpaBa s 1oManIHbOro 3aBIAHHS).

Hana IB cnpsimoBaHa Ha pO3BUTOK MOBJICGHHEBHX YMiHb MUCbMA, KOMyHIKaTHBHA, IPOAYKTHBHA,
3 MiHIMaJbHUM KEpyBaHHSM MOBJICHHEBHMH IiIMH YYHIB, 3 DPOJIbOBUM JOKYMEHTOM (HasBHICTbH
ajzpecaTa Ta MUCHMOBOT'O BHUCJIOBJIIOBaHHA — Ka3koBoro repos [liHokkio), Oe3 enemeHTa 3MaraHss,
CTaTU4Ha, Oe3 MPEAMETiB.
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Onniero 3 edekTHBHHX irpoBHX (opM poboTH Ha ypoui € ponboBa rpa. Posrmsanemo ii
JeTaJIbHIIIIE.

PonboBy Tpy sIK pi3HOBH[ I'pU MPHUHHATO BBaXAaTH TisUTBHICTIO. SIK HaBuaioua abo AMJaKTHYHA,
rpa moegHye B co0i pHcH irpoBoi Ta HaBYANBHOI AiSUIBHOCTI. Y HaBYaHHI 1HIIOMOBHOT'O YCHOI'O
MOBJICHHSI POJIbOBA TPpa € HacaMIIepea MOBJICHHEBOIO JTisTIBHICTIO YUHIB, B XOA1 SIKOi BOHH HPOrpaloTh
pi3HOMaHITHI coLialdbHI Ta MDKOCOOMCTICHI pOJIi, peami3yloud NpH LbOMY K BepOaibHI, Tak i
HeBepOasbHi 3ac00M CHUTKYBaHHS (KECTH, TO3H, MiMIKY, KOHTaKT OYei TOIIO).

PosristHeMo ponboBY Ipy 3 MO3ULIT YUYHIB 1 3 MO3MLIIT BUUTES.

3 mo3uiii y4HiB poJIbOBa T'pa € OiSTIBHICTIO, B MpOLECi SIKOi IIKOJSApi BUKOHYIOTH MEBHI poOIIi.
Meror0 poibOBOi I'pu € 3AIHCHIOBaHA AISUIBHICTH — Tpa, MPUYOMY BMOTHBOBAHICTH AiH IOJSTaE y
3MICT1 JisTBHOCTI, a He mo3a ii Mexxamu. HaBuanpHuid XapakTep rpd YYHAMH HE YCBIZOMITIOETHCS.
OTxe, 3 TOUKH 30pYy YUHIB POJIbOBA Tpa € AISUIBHICTIO, CIIPSIMOBAHOIO Ha OBOJIOJIHHS 1HIIOMOBHUM
CIIIJIKYBaHHSIM.

3 mo3muii BUMTENsT PONbOBa Tpa € (QOpMOI0 opraHizamii HaBYAIBHOIO MPOIECY, 30Kpema
HaBYaHHS [1aJIOTiYHOrO MOBJIEHHS. MeTolo poiboBOi I'PH B JAaHOMY BHIAAKY € (opMyBaHHS i
PO3BHUTOK B yUHIB MOBJICHHEBHX HaBUYOK 1 BMiHb. P0IbOBa Ipa € KepoBaHOIO, 1i HAaBYaIBHUHN XapaKTep
YiTKO YCBiIOMJIIOETHCS] BUNTEIEM.

Kommnonentamu ponboBoi rpu €:

- pomi;

- HaBYAJFHO-MOBJICHHEBA CHTYaLIis;

POTBLOBI Iii.

1. Pomi, sxi y4Hi mpOrparoTh Ha YpoIi, MaXyTb OYTH COLIaJbHHMH Ta MIXXOCOOHMCTICHHMHU.
[lepmri  0OyMOBIIOIOTBCS MiclleM IHIUBiZa y CHUCTeMi OO €KTHBHHX COIIaIbHUX BiJHOCHH
(mpodeciiiHux, coianpHO-IeMorpadiuyHux), APyri — MicIleM iHAWBiAa B CHCTEMI MIKOCOOMCTICHUX
B3a€EMUH, (JTiep, TOBapulll, CyllepHUK, Ta iH.). JoOupaTu poii A HaBYAHHS AiaIOTi4YHOTO MOBJICHHS
CIIiA TaKUM YUHOM, 1100 (OPMYBATH B y4YHIB aKTUBHY KMTTEBY IMO3HUIIIO, Kpaili JIOACHKI SKOCTi:
MOYYTTS KOJIEKTHBI3MY, B3aEMOIOIIOMOTH, MUAJIOCEPISl, CITIBYYTTS TOLIO.

2. Hapuanpnaa moBnenHeBa cutyaitliss (HMC) e 3acobom opraHizaiiii poiapoBOi Tpu. 3 pO3BUTKOM
JiaJIOriYHOr0 MOBJICHHS YYHIB CTYIIHB PO3TOPHYTOCTI KOxkHOTO 3 KoMmoHeHTiB HMC — 1) cy0’exTa;
2) ob0’exta (mpenmera po3MOBH); 3) BimHOMIEHHS cyO’ekTa OO mpenMera po3MoBH; 4) yMOB
MOBJICHHEBOT'O aKTy — MOXe 3MeHIIyBaTuch. Sk Bimomo, xapakrep HMC 3MiHIOE€TBCSI MOCTYIOBO,
BIJMOBiAHO 10 HAOYTHUX yYHSIMU Aiajoriyaux yminb. HMC MOXyTh GYHKIIOHYBAaTH Ha TPHOX PIBHSX,
KON 1) pO3KpUBAIOTHCA BCI YOTHUPHU BUIIIE3ralaHi KOMIIOHEHTH; 2) MPONOHYIOTHCS peaibHi 00CTaBHHU
Ta CTOCYHKH MK KOMYHIKaHTaMH (4epe3 po3moAia poneid); 3) peasbHi 0OCTaBUHH i MOBJIGHHEBUI
CTUMYJ TOJAIOTBCS y 3araJlbHOMY BHIi, & CTOCYHKM MDK NapTHEpaMH y4YHi BCTaHOBIIOIOTH caMmi
(camocrTiitHuii Bubip posneit). HaBenemo npuxiaau Bopas s pisHux pisHiB HMC:

I piBenb. You are Tom Sawyer. You wish to travel to a desert island on the river Mississippi.
Tell your friend about it.

You are Huck Finn. You want to travel with your friend but you are short of money. Find a way

out.

II piBenb. You are Huck Finn. You want to start on a journey to look for the treasure. Tell Tom
about it.

You are Tom Sawyer. You like your friend’s idea but Aunt Polly won’t let you go.

III piBens. You’d like to go to a desert island. Agree upon the way of getting there.

BignoBizHo 1o 3a3HadeHuX piBHIB po3ropHyrocti HMC 3MiHIOETBCA 1 CTYMIHb CaMOCTIHHOCTI
YUYHIB y pONbOBii Tpi. Y mepmioMy BHNAagKy poJiboBa TIpa Oyae KepoBaHOW, Yy IPYroMy —
CHIPSIMOBAHOIO, & B TPETbOMY — BIIbHOIO

3. PonpoBi aii, mo iX BHKOHYIOTh Y4YHi, MPOrparoydl MEBHI POJi, € TPETIM KOMIIOHEHTOM
ponboBOi rpu. Sk pi3HOBU[ IrpOBUX AiH, PONBOBI irpHM OPraHidHO MOB’S3aHi 3 POJUIIO — TOJIOBHUM
KOMIIOHEHTOM POJIBOBOI TpH — 1 CKJIaJaloThb Pa3oM 3 HEI HEpO3pUBHY OCHOBY, CYTh IpH. BoHH
BKITIOYAOTh BepOasbHi Ta HeBepOabHi Aii, BUKoprcTaHHA OyTadopii Tomo.

PonboBa rpa — sBumie nomipyHKIioOHANbHE. Y HaBYaJbHOMY MpoLeci 3 iHO3eMHOI MOBH BOHA
MOX€E BUKOHYBaTH Taki (yHKUil: HaBYajbHy, MOTHBALiHHO-CIIOHYKANbHY, OpPIEHTYIOUY,
KOMIIEHCATOpPHY, BUXOBHY. PonboBa rpa BUKOHYe HaBYajbHY (YHKIIIIO, OCKUIBKA BOHA BHCTYIAE SIK
oco0JIMBa BIpaBa, METa SIKOI OBOJOAIHHS HABHUYKAMH i BMIHHSMH JiaJIOTIYHOTO MOBJICHHSI B YMOBax
MDK OCOOHMCTICHOTO CITiKYBaHHS. PojiboBa rpa pearnizye MOTHBaLiiHO-CIIOHYKAJIbHY (YHKIIIO TOMY,
[0 BOHA TPUBOJUTH Y JIIF0 MEXaHI3MM MOTHBAIlil. Sk MOJeb MiOCOOUCTICHOTO CIILIKYBaHHS, BOHA

Crynentcbkuil HaykoBHi BicHUK. — 2004. — Bumyck Ne7 135



BUKJIMKA€ MOTpe0y B HHOMY, CTUMYJIIOIOUH IHTEPEC YYHIB O Y4acTi B IHIIOMOBHOMY CIILJIKYBaHHI.
OpienTtyroua GyHKLIS POJIBOBOI ITPH BUSBIAETHCA B TOMY, III0 BOHA OPIEHTYE YYHIB Ha IUIAHYBaHHS
BJIACHOI MOBJICHHEBOI MOBEIIHKH 1 MepeaOavyeHHs MOBENIHKM CIIBPO3MOBHHMKA, PO3BUBAE BMIHHS
OLiHIOBaTH BYMHKH (cBOI Ta iHmmx). Komnencaropra QyHKuis o3Hayae, 0 POIbOBA Ipa Aa€ 3MOTY
PO3B’SI3yBaTH MPOTUPIYYS, M0 BUHUKAIOTh MDK TOTPEOOI0 YYHS BUKOHATH MOBICHHEBY IO 1
HEMOXKJIMBICTIO 3MIMCHUTH OIEpawilo, MO iX BUMAarae ais. 3aBASKH PO3MIMUPEHHIO KOHTEKCTY
TISATBHOCTI YYHIB BpPaxOBYETbCS IX MparHEHHS BUTISIATH AOPOCIUMH, AOCATTH HE3AiHICHEHHOTO
panime OaxaHHs. BuxoBHa (QYHKIIS peami3yeTbCs 3aBISKH TOMY, IO Yepe3 pOJLOBY TPy
3a0e3neuyeTbesl BceOIYHMI BIUIMB Ha y4HIB. PonboBa rpa crpusie pOpMyBaHHIO MO3UTUBHUX SAKOCTEH
0COOHCTOCTI, aKTUBHOI KHUTTEBOI MO3UIIi yYHS B KOJIEKTUBI Ta CYCIJIbCTBI.

OpieHTy0uKCh HA 3aBJaHHS HABYAHHS AIANOTi9HOT0 MOBJICHHS, OCHOBHOIO ()YHKIIEIO POIHOBOT
TpH CIIiA BBayKaTW HaBYAJIbHY, SIKa BU3HAYa€ Bci iHINI (QyHKHIi. YCHIlIHICTh HABYaHHA iajOTTYHOTO
MOBJICHHSI 3 BUKOPHCTAHHIM POJILOBOI IPH 3aJICKUTH BiJ TOT'0, HACKUIBKU MTOBHO aKTYyali3yIOThCs BCi
3a3HavyeHi PyHKLil B HABYaJIbHOMY IIpOLeci.

PonboBi irpy, 1o BUKOPUCTOBYIOTBCS Ha ypOLi iHO3eMHOI MOBH, TIOBUHHI BiJlIOBiAaTH TaKUM
TPHOM OCHOBHHMM BUMOTaM:

Bonn maroTe OyTH aeKBaTHUMHM METi HAaBYaHHS IiaJOriYHOrO MOBJICHHA Ha KOKHOMY eTami
HaBuaHHs ( 1) 3aCBOEHHS IaJIOTIYHUX €IHOCTEH; 2) OBOJOJIHHS MiKpoJiajdoramu; 3) CKJIaJIaHHS
BIIACHHX J1aJIOTIB).

PonpoBi irpM TOBMHHI BiINOBiATH IICUXOJIOTO-BIKOBUM OCOOIMBOCTSIM Y4YHIB Ta iXHIM
iHTepecam. OTke, mepen MPOBEACHHSIM POJBOBHUX irop YYWTENb I[OBHHEH HacamIiepell BHSIBHTH
IHTEpEeCH Ta HAXWJIM Y4HIB, BABUMUTH KOJIO IXHIX 3aXOIUICHb.

PonboBi irpy, 1110 3aCTOCOBYIOTHCS B HABYaHHI iHIIOMOBHOT'O 1iaIOTi9HOTO MOBJICHHSI, IOBHHHI
TAKOXX BiIOWBAaTH OCOOHMCTHI IOCBiJ Y4YHIB, CHPHUATH PO3IIMPEHHIO KOHTEKCTY iXHBOI HiSUTBHOCTI.
[IpomonoBaHi pomi, irpoBi cuTyalii MOBHHHI BiIIIOBiAaTH PEATbHOMY >KUTTIO, OyTH OJM3BKUMHU
yuasMm. [Ipote, sK BitoMo, KHUTTEBHIA JOCBiJ YUHIB HEBEIHKHIA, TOMY BapTO MPOIOHYBATH YYHIM POJI,
B SKHX BOHM MOXYThb ONHWHUTHCA Yy HaiOmmxdoMmy maiOyTHbomy. Lle cnpusituMe po3mUpeHHIO
KOHTEKCTY [MisUIbHOCTI IIKOJIIPIB 1 TUM CaMHM TOTYBaTHME€ iX JO yd4acTi y CHUIKyBaHHi, 0
MaiiOyTHBOI TPODITBHOT AiSUTEHOCTI.

TakuMm YMHOM, BHKOPUCTAHHS CHUCTEMH IrpOBHUX BIIpaB JI03BOJs€ ePeKTUBHO (GOpMYyBaTH,
PO3BHMBAaTH Ta BIOCKOHAJIOBATH HABUYKM 1 BMiHHS y Bcix Bumax MJI; IB, 1mo BHKOpHUCTOBYIOTBHCS
CHCTEMaTU4HO, CIIPHUSIOTH MOJEIIOBAHHIO YMOB PEANBHOTO CIIUIKYBaHHS, 1110, B CBOIO Yepry, Beae 10
MOCWJIEHHS] MOTHBALlil HABYaHHS 1HO3EMHUX MOB.

Jimepamypa
1. HManunoBuu I.A. Cucrema irpoBux Bmpas y mifpyunuky English Through Communication mist 5-ro
KJacy cepenHpoi mkomnu // Inozemui moBu. — 1995. -Ne2. — C. 14-17.
2. Omiinuk T.1. PorpoBa rpa y HaB4aHHi aHrTidceKkoi MoBH B 6-8 kiacax. — K.: Ocsira, 1992. — 127c.
3. Cadonosa B.B. IlpoGnemHbIe 3agaHns Ha ypoKax aHIJIMHCKOro si3blka B mkone. — M.: EBpormikona,
2001.-C.38—-118.
cmyo. 42 ep. ¢-my inozemn. mos Onena Mamitiuux
Hayk. KepigHux — euxi. JI. M. JJagudenko

THE IMAGE OF AUTHOR IN WALT WHITMAN’S POEM
«O CAPTAIN! MY CAPTAIN!»
AND RUDYARD KIPLING’S POEM «IF»

The main thing in any literary work, its idea, is expressed in all categories of text. Irrespective
of the dominating, explicit or implicit manner of layout, the author’s point of view defines the choice
and arrangement of images, conflicts, development of the plot and forms the concept of the work [1,
108].

The image of author is the linguo-stylistic category which combines all the elements of sense
and style of a literary work into a textual unity. This category is the power that binds all the stylistic
means into a whole system. Hence, the image of author is the leading textual category [2, 69]. It is
important to state that the author as a real personality with his biography, character, vices and virtues
and the image of the author are not identical. Unlike the personality of author, the image of author
enters the structure of a literary work equally with other images of personages. The image of author
includes the linguistic and literary peculiarities of the author’s speech. The author’s speech is realized
in the narrative perspective, that is whether the author identifies himself with the reality created in his
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work or decides to become separated from it as much as possible [3, 187].

We have chosen Walt Whitman’s poem «O Captain! My Captain!» and Rudyard Kipling’s
poem «If» to be the subjects of analysis. The authors respectively represent social and moral lyrics in
the given poems. The subjective-evaluative attitude of the authors toward the events of the poems is
clearly expressed. Whitman in his poem writes about the accomplishment of the aims of the Civil War
in his country and mourns about the death of Abraham Lincoln. The metaphor comparing the state to
the ship and the state’s leader to the captain of the ship is masterfully used:

The ship is anchor’d safe and sound,
its voyage closed and done;

From fearful trip, the victor ship,
comes in with object won; [5, 916]

The moral norms and the philosophical credo stated in the poem «If» by Kipling reflect the
author‘s point of view. In Kipling’s opinion the moral principles make a strong personality. The poem
contains commandment for the next generations. However, the work is a programme appeal to courage
and fortitude, to defiance of adversity and human praise. The poem makes us rise above the class
difference and be tolerant to all human vices.

As stated above, the image of author is the leading category in the hierarchy of textual
categories. It defines the selection and arrangement of the linguistic means. The whole plane of textual
expression serves as principal means of formation of this category. Nevertheless, we can note some
other means. The pronoun you in Kipling’s poem «If» and the pronouns our and we in Whitman’s «O
Captain! My Captain!» as the components of functional-semantic category of personality, are the
means of individualization and generalization at the same time. You in the poem «If» is addressed to
one person and to the whole generation. The usage of this pronoun creates together with the great
generalizing effect an atmosphere of a friendly talk throughout the poem. Multiple repetition of the
pronoun you, its strong position in every strophe promotes its complete sense and structural
integration with the text:

If you can keep your head...;
If you can wait...;
If you can dream...etc. [4, 1672]

The pronouns our and we in the first lines of the poem «O Captain! My Captain!» identify the
author’s actions with those of the people of the country and the President:

O Captain! my Captain!

our fearful trip is done;

The ship has weather’d every rack,
the prize we sought is won;[5, 916]

In the poem subjective modality contributes to the compositional-speech form. Obligatory
presence of emotive-evaluative words sets the image of the evaluating person and thus the image of
the author proper. The evaluation of the events described in the poem is inseparable from the
evaluating subject and characterizes both what is evaluated and the evaluating person. Hence the
description reflecting the author’s point of view as of the observer is the direct means of realization of
the concept of the poem.

Different linguistic devices participate in what is called authorization in Whitman’s poem.
Owing to authorization the description of the events of the poem is ascribed to a particular person, in
our case to the author himself, and is imparted from within the scene of action. This lends the effect of
authenticity to what is happening in the poem [3, 140-141].

The structure of the poem itself, the division of the first and the last stanzas into four opening
long rhymed lines followed by four concluding short rhymed lines actualizes the identification of
Whitman with the people and the appeal to Abraham Lincoln, and thus serves as means of expression
of the leading textual category of the image of author.

The image of author organizes other categories, cohesion in Kipling’s poem «If» in particular.
On the one hand, the category of cohesion is the structural characteristics of the text as of a linguistic
object, on the other hand, cohesion reflects the deep relations and the character of the text’s objective
reality where all the notions are interconnected. The compositional-structural form of realization of
cohesion is the structure of the literary work, every strophe, every verse. The basic principles of
arrangement are parallel structures, antithetic opposition, and repetition on various levels.

Identity of semantic structure of each line in the poem «If», «condition — consequence», is
closely connected with the compositional-structural arrangement. It illustrates the projective of the text
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that shows the relations and contradictions of objective reality. Antithetic opposition is in the basis of
every strophe:

If you can wait and not be tired by waiting;

If you can dream — and not make dreams your master;

If you can talk with crowds and keep your virtue... [4, 1672]

Cohesion is manifest in the similar construction of the first sentence of most lines which is

mostly supported by chiasmus, that is by repetition with inverted word order:
If you can wait and not be tired by waiting,
Or being lied about, don’t deal in lies,
Or being hated, don’t give way to haiting,
And yet don’t look too good, nor talk too wise...[4, 1672]

We shall now define what means of formation of cohesion are related with the nucleus of the
plane (the leading, central means) and what means are subordinate (the peripheral means). Firstly, we
have to mention that this category is polycentric. In other words, the nucleus of the plane structure is
expressed by a combination of certain means. Analysis of the material shows that in most cases the
plane structure of categories of the text is polycentric. Taking into consideration the above-mentioned
grounds, we should relate retardation to the nucleus of the plane. It is retardation that carries the main
sense to the reader. The poem is composed in the way, so that the tension is resolved and the main idea
is given only in the last strophe: you can become a real man, only if you strengthen your will and
subordinate everything to one aim.

The sense is carried by the structure of the poem «If». Retardation is in the strong position and
is combined with the graphical means. The last strophe completes the cycle, resolves the tension and
so is composed in a different way. A metaphor is present here:

If you can fill the unforgiving minute
With sixty seconds’ worth of distance run...[4,1672]

Syntactic parallelism is related to the nucleus of the plane equally with other categories. On the
level of stylistic devices it is supported by antithetic composition, on the level of lexics it is maintained
by antonyms: keep one’s head — lose one’s head; trust — doubt, and by single-stem words: wait —
waiting; hate — hating; to lie — lie; to dream — dreams; to think — thoughts.

In conclusion, we have to say that in Rudyard Kipling’s poem «If» every textual category
presents enough material for analysis from the point of view of interpretation, however all the
categories are subordinated to the idea of the author, thus they depend on the author’s vision of
objective reality. In Walt Whitman’s poem «O Captain! My Captain!» the image of author is the
secondary textual category, however every occurrence of this category emphasizes the dramatic mood
of the whole literary work. Resulting from everything stated above, the image of author defines the
linguistic and literary peculiarities of the style in the poems.
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PROSODIC PECULIARITIES OF THE REALIZATION
OF THE ENGLISH COMPLEX SENTENCES
BY UKRAINIAN BILINGUAL SPEAKERS

English is the language of the international communication. Communication is power in modern
society. Control over one’s life in all arenas depends on the ability to communicate effectively.

The discovery that language can be a barrier to communication is quickly made by all who
study, travel, govern, or sell.

On the modern stage the process of reforms in education requires material changes in the
teaching foreign languages, namely increase of its quality on all the levels of study.

It should be noted in this connection that the problem of teaching foreign languages is closely
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connected with the problem of interference.

The effect of one language on the learning of another is known as language transfer. Two types
of language transfer may occur. Positive transfer is transfer which makes learning easier, and may
occur when both the native language and the target language have the same form. Negative transfer,
also known as interference, is the use of a native-language pattern or rule which leads to an error or
inappropriate form in the target language [4, 294; 3, 372; 2, 189; 1, 199 —200].

Although L1 to L2 transfer has been investigated most widely, it is also generally recognized
that there can also be transfer from an L2 to one’s native language, as well as L2 to L3 transfer from
one second or foreign language to another [4, 294].

It is important to emphasize that the investigation of interference is based on the results received
from contrastive analysis and error analysis.

Contrastive analysis was developed and practised in the 1950s and 1960s, as an application of
structural linguistics to language teaching. Contrastive analysis is based on the following assumptions:

- the main difficulties in learning a new language are caused by interference from the first

language;

- these difficulties can be predicted by contrastive analysis;

- teaching materials can make use of contrastive analysis to reduce the effects of interference.

Contrastive analysis is more successful in phonology than in other areas of language [4, 119].

Error analysis may be carried out in order to:

- identify strategies which learners use in language learning;

- try to identify the causes of learner errors;

- obtain information on common difficulties in language learning, as an aid to teaching or in

the preparation of teaching materials.

Error analysis developed as a branch of applied linguistics in the 1960s, and set out to
demonstrate that many learner errors were not due to the learner’s mother tongue but reflected
universal learning strategies. Error analysis was therefore offered as an alternative to contrastive
analysis. Attempts were made to develop classifications for different types of errors on the basis of the
different processes that were assumed to account for them. A basic distinction was drawn between
intralingual and interlingual errors [4, 184 — 185].

An intralingual error is one which results from faulty or partial learning of the target language,
rather than from language transfer. Intralingual errors may be caused by the influence of one target
language item upon another. For example, a learner may produce He is comes, based on a blend of the
English structures He is coming, He comes [4, 267 — 268].

An interlingual error is an error which results from language transfer, that is, which is caused by
the learner’s native language. For example, the incorrect French sentence Elle regarde les («She sees
themy»), produced according to the word order of English, instead of the correct French sentence Elle
les regarde (Literally, «She them sees»).

In language learning, learner language is influenced by several different processes. These
include:

- borrowing patterns from the mother tongue;

- extending patterns from the target language, e.g. by analogy;

- expressing meanings using the words and grammar which are already known.

Since the language which the learner produces using these processes differs from both the
mother tongue and the target language, it is sometimes called an interlanguage, or is said to result from
the learner’s interlanguage system or approximate system [4, 267].

Interference takes place on all the levels of language [5, 13].

What interests us is prosodic interference. Prosodic interference is defined as changes in the
realization of the prosodic systems of the non-native language that emerge under the influence of the
native language and manifest themselves in a bilingual’s speech as deviations from the norm of the
non-native language [9, 17 — 18].

The problem of prosodic interference has been investigated by many linguists [6, 113 — 122; 7,
142 - 150; 9, 16 — 18].

The features of prosodic interference (deviations, errors) are analysed as to their frequency,
stability, communicative relevance as well as to their occurrence in different types of utterances and
prosodic subsystems [9, 18].

English and Ukrainian are not tone languages. They are called intonation languages. The pitch
contour of the utterance varies, but in intonation languages as opposed to tone languages pitch is not
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used to distinguish words from each other.

Upon analysis, it turned out that correct prosodic organization of complex utterances is still a
problem.

The source of prosodic errors is the full orientation to the punctuation system.

Intonation is implicitly present in any written sentence. The proof of intonation being implicitly
present in a written sentence is provided by the use of punctuation marks. Punctuation marks provide
enough cues for the reader to intone written sentences mentally or aloud in such a way as to
understand or cause others to understand not only the thoughts, but also many of the emotions and
attitudes expressed in them. The punctuation marks used within a sentence, e.g. the comma, the colon,
the semi-colon, often indicate pauses, intonations expressing finality (usually the falling tone) or non-
finality (usually the rising tone) which express logical and syntactic relationships between words in the
sentence thus making it intelligible. The punctuation marks used at the end of sentences — the full stop,
the question and exclamation marks — do double duty:

- they delimit sentences not only visually, but also by signalling their intonational

delimitation (change of pitch and a pause);

- they simultaneously indicate different syntactic types of sentences and, consequently, the

specific intonation of each type [8, 288].

Of course, punctuation marks cannot represent exactly the whole gamut of the extremely rich
and varied intonations of living speech.

Their inadequacy in this respect is proved by the simple fact that no two readers will intone one
and the same written sentence exactly alike. Besides, in some cases, intonation groups run right
through commas, while in others divisions between the groups may occur at points that are not
indicated by any punctuation mark.

In English and Ukrainian the usage of punctuation marks differs a little. English is not so
overloaded with punctuation marks as Ukrainian.

In the Ukrainian language subordinate clauses of the complex sentences are traditionally
separated by a comma that is not characteristic of the English subordinate clauses. For example, the
realization of the sentence I had them both on their feet with the desperate suggestion that they help
me make tea in the kitchen when the demoniac Finn brought it in on a tray [10, 94] was not
unequivocal.

Consequently, incorrect segmentation of complex sentences leads to their incorrect prosodic
organization.

Realization of the English complex sentences by Ukrainian bilingual speakers is characterized
by the following deviations: incorrect usage of contours; narrower pitch range of the utterance; greater
number of stressed syllables; distortion of rhythm; slower tempo; greater number of sense-groups;
greater number of pauses; longer sense-group separating pauses.

Thus, to understand fully the purport of this or that particular sentence we must be able to hear
it, because it is the prosodic pattern (with which the utterance is actually pronounced) that ensures
proper understanding and interpretation of utterance. It should be hardly necessary to repeat that the
problem of teaching correct prosodic organization of complex utterances requires scientific
investigation that can provide the basis for successful solving of this problem.
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PECULIARITIES OF SAMUEL BECKETT'S INDIVIDUAL STYLE
ON THE SYNTACTICAL AND LEXICO-SEMANTIC LEVELS
(ON THE MATERIALS OF SAMUEL BECKETT’S WORKYS)

The carried out investigation is directed to exposure the main peculiarities of the syntactical
Stylistics, typical of emotionally colored speech and expressive language of drama allows to improve
the effectiveness of the teaching proper arrangement of the emotive utterances.

Being an innovator in drama of the 20" century, Samuel Beckett introduces new forms of
expression on the stage, and uses quite unpredictable methods and ways of presenting a play to the
audience.

The playwright introduces a new dramatic language, which is elliptical, full of cliches, allusions
and repetitions [1, 32]. This language presents the world nonlinearly and tangentially, direct meaning
is suspect and often impossible. The denotative meaning of language is rarely acknowledged, if it
exists at all. As a result, the dialogues and monologues in the plays are composed of rhythm,
analogies, often obscure and hidden, shapes of sounds, and alliterative patterns [2]. Beckett creates his
own «language magic», following new ways of «sign system» of linguistic semiotics. His «language
revolution» shows itself in introducing the play of words, pauses, repetition and key expressions [3,
178]. The language of Samuel Beckett embodies the chaos and nihilism of contemporary existence, its
banality and sense of negation. The way in which the writer structures his characters’ language
characterizes the world which surrounds them. Instead of telling us a narrative, the language is circular
and repetitious. Thus, the playwright is exploring the potential of the language to communicate, not by
what it says, but how it says it [4, 7].

When we examine an author's use of syntax in order to achieve a particular effect in his/her
writing, we are evaluating tangible devices which the author may have manipulated to create an
emotional or intellectual effect. How the author organizes the words creates meaning and effect.
Analyzing the way in which the meaning has been communicated to us and the effect it has on us
allows us to more fully appreciate the author's work in crafting that piece of literature. Examining the
author's choices in his/her arrangement of words allows us to better understand the author's message.
Sentence length and patterns, emdash, rhythm, parallelism, word order--all contribute to the emotional
effects of a literary passage. They create connections between the words, which creates meaning.

The following are common techniques for manipulating syntax:

1. unusual (inverted) or unexpected word order. Poets in particular are fond of inverting
word order to make it sound «poetic», rather than just ordinary speech. Look at the
opening line of Robert Frost's poem «Stopping by Woods on a Snowy Evening»:
«Whose woods these are I think I know.» Frost has avoided conventional word order by
reversing the two units of four words (I think I know whose woods these are).

2. sentence length (especially variations in the length of sentences)

punctuation. Where do commas, semi-colons, and periods fall within the sentence?
What is the relationship between punctuation and stanzas in a poem?

perspective (point of view)

interruptions

parallel structure (creates balance and emphasis&emdash;»I came, I saw, I conquered.»)
use of similar words (for example, a series of sentences or lines of poetry beginning
with participles&emdash;running, jumping, sliding&emdash;give a sense of continuous
motion)

8. a shift in word order (generally signals an important idea)

9. word order that imitates the action the words describe (mimetic syntax) [5, 11].

Practically all the devices mentioned above were found in the works by Samuel Beckett in
course of the stylistic analysis. The stylistic interpretation of the plays «A Piece of Monologuey,
«Stirring Stilly, «Play», «Imagination Dead Image», «Come and Go» revealed that the writer basically

(98]

Nk

CryneHTcbkuit HaykoBHi BicHUK. — 2004, — Burryck No7 141



changes the role of the dramatic language, which becomes not only the way of conveying a theme, but
in this language the very patterns of words become important.

The playwright not only introduced complex constructions within the text, based on the usage of
parallelism, repetition, detachment of syntactic units, but also the whole structure of some of his plays
is worked out according to the principle of a definite expressive mean or a stylistic device. For
example, «Come and Go» is constructed on the basis of a triple parallelism. In this way the author
showed the three situations revealing the hypocrisy and limited world of the stereotypes carried out by
Flo, Vi and Ru.

Summing up the analysis of the plays from the point of view of syntax, it should pointed out,
that they are carefully elaborated from the syntactical side. The syntax in the dramatic works is not
only a means of composition, but also a valid stylistic one. It is a productive material to convey ideas,
to embody moods and to emphasize the most important themes of the plays.

Having analyzed the syntactical devices, we should denote that repetition, parallelism, and
aposiopesis are the most productive in the plays for rendering the existence of the mankind in the
world. The expressive means and stylistic devices of the syntax also help to determine peculiarities of
Samuel Beckett’s drama and of the contemporary theatrical art itself. As we can see from the
syntactical analysis of the plays, Beckett’s dramatic language resembles everyday informal speech.
Thus, it abounds in ellipses, nominative sentences, inversion and enumerations. The language of the
playwright is deliberately careless and brief.

Nevertheless, the language has a powerful expressive meaning and such structure of the
sentences serves to render as much valuable information as expressive means and stylistic devices of
any other level.

The given research work has been not limited in the frames of Syntax, but also has been
conducted on the lexico-semantic level. So, the usage of such stylistically strong expressive means as
metaphor, periphrasis, irony and personification characterizes Beckett’s individual style as well as
give a prompt to the reader that the author represents the trend of Theatre of Absurd. Besides, in the
structure of the discourse in all the Beckett’s novels and plays, there can be easily found such stylistic
devices as anticlimax and gradation.

Stylistic device is a conscious and intentional literary use of some of the facts of the language
(including expressive means) in which the most essential

features (both structural and semantic) of the language forms are raised to a generalised level
and thereby present a generative model. Most stylistic devices may be regarded as aiming at the
further intensification of the emotional or logical emphasis[6]. The stylistic analysis of the semantic
structure of the plays is obligatory in order to investigate ideas expressed by the author by means of
expressive means and stylistic devices on the semantic level. The semantic energy of the author is
rather strong. Words, expressions, the text themselves cannot be understood only literally. The
additional information, hidden in the stylistic devices and expressive means, helps to understand not
only the context but the subcontext of the plays. For example, hyperbole points to some moments that
evoked in the character’s heart strong feelings, either impulsive outrage or bewilderment before the
striking beauty of eternity, Beckett let them utter it in exaggerated way. The effect upon the reader
varies from humoristic to a slight bewilderment.

- Have just eaten I regret to say three bananas and only with difficulty refrained from the

fourth. Fatal things for a man with my condition. (Krapp’s Last Tape)

- Past midnight. Never knew such silence. The earth might be uninhabited. (Krapp’s Last

Tape)

With the help of such expressive mean as periphrases Beckett managed to reflect the twisted
understanding of reality in the heads of his characters. Objects, persons, parts of body were described
in round about words, not being named directly. Even his own face reflection is not recognized by the
character from «Molloy», he seemed just being not confident whether it is his or not. This example
and, of course, all the others prove the idea of uncertainty about everything, that the characters live on
the edge of real world and illusion, and actually not distinguishing between them. So, objects can not
be named directly, they just may be not objects of reality but visions of a sick mind. One is not sure,
especially about plays written by Samuel Beckett.

- A great importance is gained by metaphors, which obtain a symbolic meaning under certain

circumstances.

- But in spite of my soul’s leap out to him, at the end of its elastic, I saw him only darkly...

(Molloy)
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And in my mind’s eye from time to time I saw him... (Molloy)

Epithets are very significant for the reader to understand the characters more profound. Through
the attributes given by the characters it could be seen what peculiar details, features, sides of the given
objects attracted their attention, in some cases, struck or shocked their sick psyche.

- Unattainable laxation. (Krapp’s Last Tape)

- A small, old, black, hard, solid rubber ball. (Krapp’s Last Tape)

Personification is rather typical for Beckett’s style to consider the inanimate objects being alive,
thus being able to feel pain of life.

- Alittle wind was chasing the clouds over the faint sky. (Molloy)

- The road, hard and white, seared the tender pastures, rose and fell at the whim of hills and

hollows. (Molloy)

The presence of irony is crucial in the plays of Samuel Beckett. Being a forceful means to
render emotions and real attitude of the author to his heroes and to the whole mankind, irony allows
Beckett to compress a great deal of meaning in a brief space.

The author laughs, but his laugh is bitter. As it is typical of playwrights of the Theatre of
Absurd, he makes fun of miserable situations, of miserable human beings who deserve to be pitied
much more than mocked at. But due to the sharp irony the author tries to shock the audience and to
make people understand that it is necessary to change something in this world in order to make it
better.

Simile was used with the purpose to show the level of characters’ madness, to reflect their
twisted comprehension of the world by means of different comparisons and associations to the objects
of reality they see or touch.

- He made a curious movement, like a hen that puffs up its feathers and slowly dwindles till it

is smaller than before. (Molloy)

Gradation helps Samuel Beckett to show the reader the ascending tension, crisis in the
character’s feelings. Often the technique of the stream of consciousness is used parallel with gradation
and anticlimax, in order to make the stronger impact upon the reader. Both gradation and anticlimax
are peculiar features of Samuel Beckett’s style, he used the later for depiction of the disillusionment or
sudden brake in the chain of thoughts, memories.

It contributes much to the expressiveness of the text, the author creates in this way the strong
impact upon the reader, making use of gradual saturating of colors and sudden break-down, that
results in the emotional shock. According to the results of the investigation the mentioned above
lexico-semantic expressive means and stylistic devices are most frequently used by the author in the
investigated novels and plays, thus they form the peculiarities of Beckett’s individual style.
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STYLISTIC ASPECTS OF TRANSLATION:
METAPHOR AND METONYMY

Stylistics of translation is an acute problem of modern translatology. It is determined by the fact
that stylistics deals with functional styles of the language, functional analysis of the language means at
all levels of the language hierarchy, their cooccurence, as well as the study of stylistic devices. Each
genre, each functional style characterized by a certain range of expressive means and stylistic devices
requires a special type of translation [5, 138].

Moreover, translation can be defined as an activity which touches two domains: science and art.
It aims in preserving and carrying the logical and emotional sense of the original, not in creating a new
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fiction work. In the process of translating the material of the source language is somehow substituted
by the material of the target language. That means that translator creates all the stylistic means anew
on the canvas of his/her native language [4, 90].

As the form and the content of a fiction work are dialectically inseparable, the purpose of the
translation is to preserve this unity. Translator should reproduce not only the ideas of a fiction work
but the major means of their fictional embodiment, carry the imagery of the original as powerfully as
possible. This predetermines translator’s special attention to the semiotics and stylistics of the original
work. Perfectly done translation contains ideological and imagery essence of the source work through
the depiction of its semantic and stylistic nature. It reproduces the whole range of the original work
components in the complexity of their relations with one another and with the fictional wholeness [2,
5]. As a result, mycrostylistics is the major field where all the translator’s operations are carried on.
Each translator longs to penetrate into the imagery structure of the source text. It causes the fact that
the typology of changes observed on the mycrostylistics level of a literary work is the burning
question of the theory of translation [6, 99].

Metaphor and metonymy are the most widely used tropes since the times immemorial. Even
Aristotle in his famous work Poetics, written more than 2300 years ago, appreciated metaphor greatly
as a style determining device, as a distinctive peculiarity of the man’s imagery thinking. In modern
interpretation metaphor is understood as a relation between the dictionary and the contextual meanings
based on the affinity or similarity of certain properties or features of the two corresponding concepts.
Nowadays metaphor is considered to be one of the most condensed specific forms of the fictional
reality depiction. It is the main criterion of associative imagery perception. But although metaphor is
the central problem of different forms of language usage, both colloquial and literary, although it is a
phenomenon characterized by the most powerful interlingual divergence, the theoretical studies of it in
general, and from the translatology point of view in particular, are on the very insufficient level [3,
29].

Needless to say, that the role of metonymy is not smaller than the metaphor’s one. Metonymy as
a form of trope is based on some kind of close relation between two concepts, when the name of one
thing is changed for that of another to which it is related by association of ideas. According to Littre’s
French dictionary, metonymy is a figure of speech «by which one takes the cause for the effect, the
effect for the cause, the container for the content, and the sign for the signified» [8].

Thus, these two tropes touch the very core of human’s imagination. The ability to trace likeness
in the different, to build association rows depends on the quantity and character of the objects man
faces in the surrounding reality and on the psychological features of an individual. Only developed
imagination and personal experience allow people to unite distant and, on the first glance, non-
connected objects into a single association [3, 43].

However, notwithstanding the fact that metaphor and metonymy bring some special sounding to
a text, make it emotionally coloured and expressive they may be a serious obstacle for a translator
because an intuitive approach towards one and the same object of the reality can be quite opposite in
different languages. In the process of translation thousands of words and phrases used metaphorically
or metonymically make certain difficulties for a translator who should find proper analogies in the
native language. For example, In English the notion of «lips» evoke rather divergent authorial visions:
«Their thick lips were walls»; «His lips were bloodless»; «The rosebuds of her lips». In Ukrainian this
notion is expressed with the help of other lexical items as a result of completely different associations:
«KanuHoBi BycTa IiBUMHU MHIyBaiu OKO»; «I'yOku-srizku OkcaHH pO3KBITIM mocMmimikowo»; «Hy i
ryou y uporo IBana! Bapenuku!»; «[lInypiBouku ii ry0 cTHCHYIHCB, CTalH Jiens NOMITHUME.» Here it
will be important to say that the accuracy of translation depends greatly on the degree of crossings of
cultural experience and semantic associations, on the basis of which metaphor and metonymy appear,
characteristic for the bearers of the corresponding source and target languages. The bigger coincidence
of ethnic and language factors, the easier metaphor and metonymy translation is.

It goes without saying that the translator should be aware of all the nuances while conveying
metaphor and metonymy meanings from English into Ukrainian, he/she should be not only a
competent linguist, but a keen historian, an attentive psychologist and a wise philosopher in order to
preserve the authenticity of the original in its translated version.

As P. Newman states, the translation of a metaphor is a complicated four-fold process,
embracing four elements: source language term, source language image, target language term, and
target language image. The scientist subdivided the following procedures of translating metaphor
meanings:
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1. reproducing the same image in the target language which has comparable frequency and
currency in the appropriate register, e. g. ray of hope — mpominp Hanii; to run too far --
3aliTH HAATO AaJieKo; to come to a conclusion -- MPUITH 10 BUCHOBKY;

2. replacement of the image in the source language with a standard target language image, e. g.
to make a mountain out of the molehill — pobutu 3 Myxu cnona; to stink with money —
rpoiieit Kypu He KIoroTh; to pull the wool over one’s eyes — BBOIUTH B OMaHYy;

3. translating metaphor by simile, e. g. he is a rolling stone that gathers no moss — BiH, K
nepexorunone; her nerves were ceremonial tombs — ii HepBU 3aHiIMiIN, Haue HAATPOOKK Ha
IBHHTApI;

4. conversion of metaphor to sense.

Original metaphors are translated communicatively, emphasizing or explicating their sense. In
this case several factors may influence the translator: the importance of the metaphor within the
context, the cultural factor in metaphor, and the readers’ knowledge. Original metaphors present
difficulties in that they often have not only complex but double meaning, e. g. Death stunned its
function (to stun — to stop, to shock) — CMepTh npuUNMHKUIA CBOIO IisUTBHICT, MPUTOJIOMILIIIIA CBOEIO
nisuteHicTIO. Thus, the translator may have problems connected with polysemy or word-play and either
chooses one of the senses or reproduces both and looses the word-play. The translator has to look for
the suitable occasional substitutes, which can be regarded as modifications of relative equivalence
under the impact of the dominant function determined by the type of translation.

The proper rendering of metonymical meanings is also very important in the process of
translation, as, sometimes, it is pretty difficult to decipher the author’s interplay between the general
and particular, an element and the wholeness. The major difficulty of metonymy translation is the
difference connected with the principal ways of metonymization and with occurrence of metonymic
words and phrases in source and target languages. This difference can be explained by divergent
traditions of metonymic expression in the source and target language cultures. As the usage of
metonymy in any language is directed on the individualization of the object by means of singling out
some particular feature which will be the basis of nomination, it is impossible to transform this
stylistic device into simile, on the contrary to metaphor. But, on the other hand, metonymy easily turns
into epithet, substantivized epithet in particular. For example:

Two men, one with thin black hair and the other with luxurious red mop, stood side by side, like
day and night. The red was smiling ready to see the funny side of danger, the black... was the
embodiment of despair.

Heo€ wonoeixie, 00uH 3 pioeHbKUM YOPHUM 8ONOCCAUKOM, IHULU — 3 RUWHOIO PYOOIO KONHOIO HA
2071061, CMOAIU NAIY 0 NAiY, AK OeHb ma Hiy. Pyouil mpitinueo nocmixascs, nave 66auas woch Kymeone
» Hebe3neyi, YOPHABUIL... 30A68A6CS HCUBUM GMITEHHAM GI0UAIO.

Metonymies which denote the name of an institution may be personified to refer to its
leadership. In this case they are translated or explicated:

The White House — binuii [lim, npe3uieHt;

L’Elysees — npesunent Ppanii.

Not less problematic in the sphere of translation are so-called technical metonymies. For
instance, the word «dog» as a technical term means in

English: mechanical device for holding, gripping, fastening; hammer of gunlock;

French: hammer, trolley, latch;

German: truck, miner car;

Ukrainian: trigger, arresting device.

Such metonymies are clearly marked off in mono- and bilingual dictionaries and should be
looked up.

Metonymies such as the «pen», the «sword», the «butter», which are symbols of concepts, not
objects can be often transferred. Original metonymies, which are rare, are translated communicatively
unless they are unimportant. Synecdoche, as a kind of metonymy, is treated similarly, for example
«handy is poOiTHUK.

In addition to al the mentioned above we should also say that the translator should bear in mind
whether the matter under translation is within the literary or colloquial type of the language. Bookish
words (both general and special) satisfy the demands of official, formal, scientific and poetic
messages, while colloquial words (general, special and low colloquialisms) meet the requirements of
unofficial everyday communication. As a result, translator has to preserve the stylistic status of the
source work by using the equivalents of the same style [5, 142].
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So, the question whether it is possible to translate tropes, metaphor and metonymy in particular,
is answered rather affirmatively, as the practice of translation longs to preserve the imagery system of
the source work. Moreover, nowadays appeared a tendency according to which in the basis of a trope
lays invariant semantic mechanism, which makes it to be universal and, as a result, open for various
interpretations by means of language, opening for the readers of different cultures the whole power
and beauty of literature [1].
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STORIES BEHIND WORDS: THE CHANGE OF MEANING

Once we got acquainted with the beauteous world of magnificent, enchanting words it holds us
prisoner, for studying the history of this or that word we feel powerful since we discover the mystery
of a word. The origins of some words are wrapped in mystery, but no one questions the wisdom of
studying the vocabulary of a language, its development and enrichment.

No doubt, we learn more not only about a language itself but also about the way a people
speaking this language developed their culture and even their outlook on life.

Studying words is much like being an archaeologist: To more fully understand what is before
us, we need «to digy into the item's history by uncovering its origins and seeing how it's changed over
time.

Histories of words reveal interesting processes of change they underwent at a certain stage of
their existence in the language. We distinguish four main types of such processes: extension,
narrowing, degradation and elevation; extension being the most productive one, most of the words
underwent this change. Let us start with an addict. Originally it meant a slave given to a Roman
soldier for his excellent performances in battles and later on an addict turned out to be a slave to
anything. Thus, in English one can find a smoking addict, an opium addict and also addiction to drugs.
Initially it was used to denote health-damaging habits, like smoking or drug-taking. Now it's no longer
necessary that we should use addiction or addict in the negative sense. A theater addict has also
become possible. But still this initiative negative sense of having deeply rooted habits still remains.

Such a word as paraphernalia has also an interesting story. It arrived in English via Latin from
its original Greek. In ancient times, when a woman married her property was divided into two parts.
The first part consisted of the valuable items (gold, jewellery and so on) and this became the property
of her husband. The remainder, or the part viewed as worthless was known as her paraphernalia, the
word has come to mean a set of objects used for a particular activity as in a photographer's
paraphernalia or a teacher's paraphernalia. Some elevation of meaning is also present, since it's no
longer worthless [3].

Some other examples of extension of meaning are companion and cybernetic. These days we
tend to think of a companion as a friend or person who either accompanies or associates with another
person, a comrade, or one who is hired to assist, live with, or travel with another person, such as a
caregiver or a travel companion. Originally, however, a companion was one with whom you shared
bread or a meal. The word companion comes to us from Latin: com («together») + pan(is) («bread»).
The specific original meaning has since spread, become more general, to refer to any friend associate
with whom we spend time [4].

As for cybernetic, a thermostat is cybernetic in nature, for example. It regulates things to ensure
everything is in balance, that if something gets too far one direction, the system kicks on to bring it
back in line. Today, cybernetics is the theoretical study of control processes, in electrical, mechanical,
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or biological systems especially the mathematical analysis of the flow of information of such systems.
The original meaning of cybernetic referred to the person who steered or guided the ship through
dangerous channels, since early Greek sailors didn't have the luxury as do our modern-day sailors of
being able to use radar devices to tell them if they were getting in too shallow waters or if they were in
danger of colliding with anything. Instead they had to rely upon a person whose job it was to peer over
the ship and give directions so that the ship wreck. Cybernetic comes to us from the Greek word
kubernetes meaning pilot, governor.

The term hazard evolved from the Arabic al zahr, which means the dice. In Western Europe the
term came to be associated with a number of games using dice, which were learned during the
Crusades whilst in the Holy Land. The term eventually took on the connotation of danger because,
from very early on, games using dice were associated with the risky business of gambling and con
artists using corrupted dice. In the course of the development the meaning was extended, since now it
denotes any danger, not necessarily connected with gambling [3].

Not so pleasant a word as quarantine has its own history which also shows how the process of
extension of meaning works. This word comes from the French quarante, meaning forty. Adding the
suffix -aine to French numbers gives a degree of roughness to the figure (like -ish in English), so
quarantaine means about forty. Originally when a ship arriving in port was suspected of being infected
with a malignant, contagious disease, its cargo and crew were obliged to forego all contact with the
shore for a period of around forty days. This term came to be known as period of quarantine. And now
it's any forced stoppage of communication on account of contagious disease, both on land and by sea.

The extension of meaning, though slight, also took place in the word candidate. In early Roman
times any person who wanted to be elected to a high office would wear a white toga and stroll among
the public making public appearances. This person was known as a candidatus, and the white toga was
used to signify the person's integrity and purity. The significance of the white toga is best reflected in
candidate's etymology: candidate comes to us from Latin candidatus, from Latin candidus, from the
word candid, which means glowing, white, pure, guileless. Therefore, the candidate was someone who
was above reproach, who was pure and whose reputation, as if were, glowed. Nowadays, it's not
necessarily a high office that a candidate may claim to be elected but any organization or group, but
still the slight shade of that accident purity is preserved.

The process quite contrary to the described is the narrowing of meaning. Let us study some of
the most brilliant examples. Girl used to denote a young person of either sex; a knight was just a boy
and then came to denote a young person brave enough to be accepted to the knightly classes.
Originally, school (or schole, as it was spelled in Greek) referred to a vacation, a rest, a time of leisure.
The Greek were passionate about knowledge and learning; they felt that the man's education would
never really be complete. Any time they had, at any place they could spend discussing ideas with
others and it was comparatively relaxing and leisurely. Later on, it came to denote an educational
establishment with fixed hours of work. As for the idea of leisure it's our, teacher's, task already [2,
140].

Another marvelous example is villain. At the time this word came into the English vocabulary,
the Norman French people and their language were having a large impact on English. When the
Normans conquered England, the French language became the dominant language of law and the
courts. There was a distinct separation of class, and the common folk who worked the fields and lived
in the rural areas were looked up with some disdain by their French noble neighbours. These people
who worked the fields and did the labor for the nobility lived in the village while the rich lived in their
estates or in the city. There was a common sentiment that the people who lived in the village were
somehow beneath the nobility, that these people couldn't be trusted. Hence, the sense of a bad person
came to be associated with this word, and the villains were those people who lived in the village: villa
+ in. The association of the person being a bad person has remained with the word, but villains are no
longer considered to be people who necessarily live in a village.

The word crowd started to be used as a noun from the mid 16th century. Before then it was a
verb, first recorded in Old English meaning press, hasten; it is related to Dutch kruien, meaning push
one's way; this led to its use to mean congregate: obviously all the «pushing» led to a build-up of
people at the very close of the process.

Rather an interesting word is a mall, which exemplifies the succession of different processes of
change in meaning.

Mall actually has its origin in sports. It was originally in the 1600s a long alley in which the
game of pall-mall was played. The object of pall-mall was wrack a wooden ball with a mallet through
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a suspended iron ring at the end of one of these long alleys in as few strokes as possible. Later it was
to denote any fashionable promenade. So soon every fashionable city had to have its own walkway
and often it was a sheltered one called a mall. And when enclosed shopping centers were invented in
the fifties the word mall seemed appropriate for the long wide covered walkway and then for the entire
shopping complex. Thus, at first the extension of meaning was at work and then its place was taken by
the narrowing of meaning.

The elevation of meaning exemplifies itself in words rising from humble beginnings to positions
of greater importance. Such changes are not always easy to account for in detail, but, on the whole, we
may say that social changes are of the very first importance with words that acquire better meanings.
Some highly complimentary words were originally applied to things of comparatively slight
importance. Splendid, for example, goes back to the simple meaning bright; minister now means an
important public official, but in earlier times meant merely servant [2, 143].

Colonel was the officer who led to the column of soldiers, and now it's a high military rank.

Originally, lady meant the kneader of the bread: hlaef («bread») + dige («to knead»). The word
comes to us from the Germanic side of the family, though OE. Nowadays, it's not necessarily the
female head of household, but, instead, some other meaning is found: this is a woman with
aristocratically delicate manners. The same — about lord. From the «keeper of loaf», the head of the
household, he turned to a master of estate, and now it's already a high title.

Brave started as cowardice, truant was a beggar and now is used to denote someone who skips
classes, sophisticated meant corrupted. The word nice meant stupid and foolish in the 13th century. It
went through a number of changes including wanton, elegant, modest, thin and shy. By the middle of
the 18th century it had gained its current meaning of pleasant and agreeable.

Degradation is the process whereby a word falls into disrepute, i.e. words once respectable
became less respectable. Some words reach such a low point that it is considered improper to use them
at all.

Counterfeit meant a legitimate copy and now we mean by it quite a contrary thing, i.e. a fake;
notorious meant famous, and now it's also widely known, but usually for sth bad, like in a notorious
criminal, thief, gambler, liar, miser, etc.

The word silly meant blessed or happy in the 11th century going through pious, innocent,
harmless, pitiable, feeble before finally ending up as foolish and stupid.

And that is far not a full list. Besides words are changing meaning now and it's, no doubt,
important to keep up with them.

We consider this highly important to study the changes in meaning, the way words functioned
in the language and they do now, since to a great extend, this reveals the spirit of the people. Thus, the
changes described above serve a good proof of the British being rather economical in their attitude
towards the language.

Evidently, the world of words and every minor event that takes place in it is an inseparable part
of the national character of the speakers.
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SOUND AND SENSE IN «THE BELLS» BY E.A. POE

Today, when the whole world is interested in the artistry of a word, it is rather important to
study «alive, vivid language» and investigate its mysterious secrets. In different works, created by
various authors, one can observe their unique styles and national peculiarities of the language.

Poetry is a specific linguistic style of conveying a message in communication.

The language of poetry is a system of interrelated linguistic means which serves a definite aim
in communication. The poetic words and phrases, peculiar syntactical arrangement, orderly phonetic,
rhythmical and intonation patterns have long been signals of poetic language. But the most important
is the power of the words placed in a significant and productive linguistic context. Thanks to the
effective phonetical context words in poetry may express more than they usually signify in ordinary
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language.

The melody of the word doesn’t lie in resonance but in the unity of the meaning and
tunefulness. For example, «The Bells» by E. A. Poe, where sound and sense are interlaced. The poem
charms by the richness of assonances, alliterations, verbal and phrasal repetitions, rhythmical
combinations:

Hear the sledges with the bells, —

Silver bells!

What a world of merriment their melody
Foretells!

How they tinkle, tinkle, tinkle!

In the icy air of night!

While the stars that oversprinkle

All the heavens, seem to twinkle

With a crystalline delight;

Keeping time, time, time,

In a sort of Runic rhyme,

To the tintinabulationthat so musically wells
From the bells, bells, bells, bells,

Bells, bells, bells, -

From the jingling and the tinkling

Of the bells.

In the musical plane the words « oversprinkle», «twinkle» influence its sounding; «melody»,»
musically» influence its semantics, ( here we can observe alliteration and assonance); «bellsy»,»
tinkle», «tintinnabulation», «jingling», «tinkling» influence phonetically and nominatively.

As we see the very sound image is two-layered but anomatopoeia remains the main item.
Though the whole system of phonography dominantes in the poem, we shouldn’t see its point in an
abstract way, even while creating a musical piece that includes depicted expression. In other case Poe
will turn to a man who jingles with empty words.

In the poem «The bells» sound and sense are interrelated. The unity of «tinkle, tinkle, tinkle»
does not refer only to the idea of dyphtongization , but to the meaning of three other words : «icy air of
night» . «Crystalline» is three-layered word . It includes: emotional effect, melody of a word and
sound association with the meaning. The bells is said to be musically well, it is like a source that fills
the whole space. Even such words as «stars» and «heaven» thanks to the rhyme of «oversprinkle» and
«twinkle» seem to shine (with sound ).

All the time the reader is accompanied by these bells. He can feel it almost in all the words of
the poem.

In Poe’s poetry some construction reappeared , where our attention is drawn by shifting
elements:

1. Hear the sledges with the bells,-

Silver bells!

What a world of merriment their melody foretells.

2. Hear the mellow wedding bells,-

Golden bells!

What a world of happiness their harmony foretells...

3. Hear the loud alarum bells,-

Brazen bells!

What a tale of terror , now, their turbulency tells...

4. Hear the tolling of the bells ,-

Iron bells!

What a world of solemn thought their monody compels...

It is peculiar to the author to use some similar constructions , transparent word bells and
repetition of the sound at the end of the lines:

Keeping time ,time, time

In a sort of runic rhyme...

Time is a poetic category in Poe’s poetry. All life -from childhood to death

flows before us.» The bells» is the work where all bells reply to each other call: happy bells of
birth, sweet wedding bells , uneasy evening bells , and funeral last
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bells. One can hear symbolic ringing of four metals:

1.jingling , tinkling , tintinabulation ;

2.mellow , harmony , rhyming , chiming;

3.loud , alarm , brazen , turbulency , scream , shriek out , clamorous , clang , clash, roar ,
clanging , jangling, clangor;

4.tolling , solemn , monody , melancholy , menace , groan , muffled , monotone , rolling ,
sobbing , yell , knell , mourning , groaning.

Sound metaphor develops. Every part has its emotive peculiarities. Bells ring in different ways.

Works by E. A. Poe are translated in different languages. Such poets as Brusov , and Koptilov
made their attempts in this sphere as well . We have an excellent opportunity to compare Ukrainian
variant with an original one:

Cayxali caHOK TepeA3BiH -

CpiOHuii n3BiH !

CKUIBKH CMiXYy,CKUIBKH CBITJIa HaM Billye BiH!
TinpKH A1HB, IIHB, TIHb

VY sicHy Mopo3Hy Hiu!

30pi cAI0TH y ININOIHB,

[IpomiHb MHHE B TEMHY TiHb

[ neruTh 0 HAIIUX BiY.

Binromonu nyH,

Haue ctpodu naBHix pyH,

YV My3u4HIM Iepea3BOHi CTPIiBCS 3 TOHOM TOH 0e3 3MiH.
Crnyxaii 13BiH i 3HOBY J3BiH,

JI3BiH, 13B1H, I3BIH-

MernoniiHuY 1 BECENH Mepea3BiH.

(ITepexmap B.Konrinos)

First of all we should mention that the borders of translator’s freedom are strongly limited .
They are determined by onomatopoeia ( not abstract but one that follows such image-making lexemes
as: «bellsy, «silver», «sledges», «merriment» and «starsy).

In Koptilov’s interpretation sound «i» ( together with «o» and other corresponding consonants)
illuminates all the other words by the meaning of «bellsy .

In «The Bells» , where the character of sound complexes are determined by the development of
the theme and should be used due to the mood of the part , it will never do to use a high concentration
of voiceless consonants. V.Koptilov preserves the general mood of the poem, he tries to express that
jingling and tinkling , merriment of that bells . Rhythm and rhyme remain unchanged. At the same
time some peculiar features are lost( for example such lines as : While the stars that oversprinkle all
the heaven seem to twinkle he translates :3opi cstoTh y rmubinb, MpoMiHb JHHE B TeMHY TiHb.He even
add such lines as :I neruts 1o Hammx Biu. (addition). Phrase Keeping time, time, time is translated as:
Bigromonu JiyH. To the tintinabulation that so musically wells: ¥ my3uuniM nepen3Boni cTpiBcs 3
TOHOM TOH 0e3 3MiH. ( replacement) . Such changes help Koptilov to preserve the general meaning of
the poem and create the very image of the bells . So he copes with the task successfully.

Having analyzed the stylistic peculiarities of the poem «The Bells» by E.A.Poe , we have come
to the conclusion that stylistic devices and expressive means of the poem aim at demonstrating a
special atmosphere of tintinabulation of the bells, where sound and sense are interrelated.
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SOUND AND CONTENT INTERRELATION
IN THE TRANSLATION OF POETRY (ON THE MATERIALS
OF WALT WHITMAN’S COLLECTION «LEAVES OF GRASS)

Translation of poetry is one of the most widely explored areas of translation research. A
considerable part of translation theory may be said to have originated in observations and comments
concerning transferal of poetic texts into another language and a different cultural background.
Simultaneously, even the major issues of translating poetic works still remain disputable due to the
multifarious nature of the phenomenon itself. Our research is dedicated to the problem of sound and
content interrelation in the translation of poetry. We presuppose that linguo-stylistic analysis of a
poetic text organization and their philosophical comprehensions allow to improve the process of
translation of poetry.

In order to achieve this aim we have to amplify the notion of poetry and its basic elements and forms, to
define the main ways of translation of poetic text, establish philosophical conception of the original and
translated poems under study, and to examine stylistic devices and expressive means of used by the poet and
translators. Such analysis may be useful for translators and for critics, as it allows us to define the main
typological parameters of the Walt Whitman’s poems and principles of its representation in the translated text.

In the recent years, a number of researches and critical works appeared which discussed the
problem of poetic translations. These investigations examine — at times fiercely — questions
surrounding the role of the translator and the viability of offered translations. Those discussions have
focused on and have grown from deliberations of the propriety of various approaches to translation
and from the line-by-line — and even word-by-word — comparisons of original poems and their
renderings in the new language [3:27].

Perhaps the most visible aspect of the current discussion is the preponderance of things
theoretical. Though here, in the world of pen and paper and ink, the theoretical is in too many ways
only intellectual game-playing, a distortion of the process of the creative activity which is literary
work. We have to understand that multiplicity and subjectivity are always key issues in any
consideration of a literary work, and that theories which exist as predetermined entities are impositions
and that with such impositions come limitation and distortion (figure 1). This is especially true in the
case of the judging of a translation by applying the tenets of an existing theory and claiming the
translation to be a gloss of the original because it does not adhere to the tenets of that applied theory
[4: 12].

We assert that questions of art, by definition, are subjective, relative, and personal; that they
touch greatly and closely on issues of undefinable and often undefendable taste; that they are not
readily or easily open to pronouncements. The distance between the affective — the level on which the
artistic operates — and the analytical is great; theories are too often inadequate to bridge the gap, and
intellectual constructs alone are not necessarily best suited to explain it.

It is necessary to discuss some existing theories before defining the process of translation-
making. One current theory of translation-making postulates a difference between opposing «schools»
of translation: the «Western» school — as practiced in the United States — and the «Eastern» school — as
practiced within the Soviet Union, the source of current literary tradition for those schooled in the
techniques of translation-making in Ukraine as well. Briefly stated, according to this theory the
«Western» school of poetic translation seeks to recreate in one language only the words of the original
poem; the translation process, in this view, becomes little else than transliteration. But the process of
translation-making should not necessarily be a process of discovering linguistic equivalents across the
gulf which divides structurally distinct languages (although, it seems to me, the syntactical-analytical
structure of English encourages, almost demands, that). That is a task best left to those writers who are
happiest when, dictionary in hand, eyes glistening with the discovered joy of denotation, they search
for words which «mean the same» in both languages. In fact, the process of translation-making is far
more complex; and the translator is involved in much more than the search for equivalent words
locked in the pages of the newest bilingual dictionary [4: 15-19].
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Translation ought to involve a search for and, when necessary, a substitution not of linguistic
equivalents but of «affective equivalents» images which capture emotion and as many of the cognitive
implications of the original as possible. If this search entails changing the «literal» meaning — as
defined by some compiled listing of linguistic «equivalents» — then that change ought to be made.
Unfortunately, this approach of the «Eastern» school does not focus on the poem’s generation of
particulars.

Both theories of translation — «Western» and «Eastern» — seem incomplete. The «Western»
school of translation is too mechanical, and «Eastern» is too concerned with the content (figure 2)[4:
19].

In our research we tried to find out the clue to a process which is, in essence, subjective and
which involves a sphere of mental activity, which is not readily or easily quantifiable. Consequently,
translated poetry can matter if:

1. The translator's primary responsibility is to make a poem which, although it is a translation of
a poem existing in a different language, exists and takes an important place in the contemporary poetic
tradition of the new language. The translator, in this sense, crosses linguistic and cultural barriers and
involves himself in the formulation of a parallel though freely-existing poem.

2. To accomplish this, the translator searches for literal equivalents which «work» to ensure that
the translation is «true» to the original. In those instances in which the effect of the literal is not
adequate to the translator's eye and ear, «affective equivalents» must be found which will ensure that
the new poem is self-sustaining and does not «sound like a translationy.

3. All changes — of image or word or phrase — must be motivated. That is, they must help make
the translation a good poem in the new language. The translation-maker's duty is to the original, yes;
but his primary duty is to the new poem which, through the process of translation, «becomes» the
translator’s poem and not just a transliteration of the original poet’s work. In this view, the translator is
active and not passive; an originator and not a transporter; a transformer and creator and not just like
those who, dictionary in hand, search for and write down linguistic equivalents.

4. The translation-maker’s voice in the process of translation-making is as important as the
voice of the original poet. Translated version is not just a «rendering» but the translator’s poem. The
translator, in this view, is an artist equal to the original poet (figure 3).

As far, as our research is based on the material of Walt Whitman’s poems, we came across facts
proving that Whitman, when he was writing the poems experienced similar to the one for which the
Sanskrit word is Samadhi, or absorption [5: 2-19].

What it must have been was mystical experience in the proper sense of the term. Poets notebook
and manuscripts of the early 1850s are full of sidelong references to such an experience, and they
suggest that it was essentially the same s the illuminations or ecstasies of earlier bards and prophets.
Such ecstasies consist in rapt feeling of union or identity with God (or the Soul, or Mankind, or the
Cosmos), a sense of ineffable joy leading to the conviction that the seer has been released from the
limitations of space and time and has been granted a direct vision of truths impossible to express [1:
340].

The arguments about the nature of this mystical state continue. Is it a form of self-hypnosis, is it
a pathological condition to be induced by fasting, vigils, drugs, and other means of abusing the
physical organism, or is it, as Whitman believed, the result of superabundant health and energy? And
then about the source and value of the philosophical notions to which it gives rise. Are they revelation
or hallucinations? Are they supreme doctrines, or are they heretical, false, and even satanic? [2: x-xx]

Like most poetic works of genius, «Leaves of Grass» has defied attempts to provide a definitive

interpretation and, unfortunately, an appropriate translation. In a very real sense, no reading of the
poem has clarified the sum of its many mysteries.
So, to make a good translation one should be acquainted with the form of the poetry he or she is going
to translate. It may be difficult in case with Whitman’s verse libre simply because with free verse,
there is no pattern until the poet creates one. Whitmanian stanzas are broken at the point where one
would take a breath, were he or she reading aloud [7: 11-16; 6: 2-14]. And besides, translator should
interconnect this poetic form with the content it transmits. To make a good translation of «Leaves of
grass» one should not only examine the collection in terms of expressive means, stylistic devises and
metrical patterns, but also to feel how is it to adore every little thing in this Universe, to experience
metempsychosis, to be an atheist and a follower of all the religions, just to be a «Man and a Cosmos».
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LINGUISTIC PERSPECTIVES ON THE DIFFERENCIATIONS
BETWEEN THE NOTIONS ‘ATTITUDE’ AND ‘EMOTION’

The second part of the 20" century has been marked by special attention to the investigation of
intonational variation expressing emotions in speech. Being an indispensable component of oral
communication, intonation with other linguistic and extra linguistic means serves to distinguish the
communicative types of utterances, to identify the speaker and to convey his attitude to the
surrounding reality.

It appears to be difficult to distinguish 'attitude' from other kinds of affective meaning such as
'emotion'. In fact in many accounts of intonation the two are frequently assumed to be synonymous, or
at least overlapping. Crystal notes that an important function of intonation is 'attitudinal’, but he does
so under the heading of 'emotion’, thus unhelpfully conflating the two: «Emotion: Intonation's most
obvious role is to express attitudinal meaning — sarcasm, surprise, reserve, impatience, delight, shock,
anger, interest, and thousands of other semantic nuances» [4, 249]. It seems therefore that the most
important prerequisite for studying the intonational (or other prosodic) correlates of attitude and
emotion is to consider carefully what we mean by the terms. In we examine first of all the way in
which the terms 'attitude' and 'emotion' appear to be used by psychologists. We will then turn to the
way in which it is used by linguists.

In social psychology the attempt to define 'attitude’ is part of the desire to construct a theory of
social behaviour, in other words to explain why people behave as they do. The scientific study of
attitude constitutes an important part of the work in social psychology in the 20th century. An early
view of attitude was that it was a 'behavioural disposition', a general tendency towards or against
certain social actions. Methods of measuring attitude, usually on one-dimensional, evaluative scales,
were developed, but empirical studies failed to show a clear relationship between measured attitudes
and subsequent actions.

Subsequently a more complex, multi-dimensional view of attitude emerged — composed of
affect, cognition and volition. Attitudes were thus seen as «complex systems comprising the person's
beliefs about the object, his feelings towards the object, and his action tendencies with respect to the
object» [1, 19]. These components appear to be highly interrelated, and not necessarily in a consistent
way. Some studies have found, for example, a high degree of correlation between affect and volition,
while others have found that the strength of correlation depended on the type of intended behaviour.

Ajzen and Fishbein restrict their use of the term 'attitude' to describe the cognitive component of
the model: «a person's general evaluation or overall feeling of favourableness or unfavourableness
towards the behaviour in question». Thus while some use the term 'attitude' to describe the complex
whole, i.e. as an inclusive term encompassing evaluation, belief, affect and volition, Ajzen and
Fishbein use the term to refer to only one component of that whole.

From the social psychologist's point of view, 'attitude' is a term for a determinant of intention (to
act) and is itself determined by beliefs (e.g. whether the intended behaviour is good or bad).
Alternatively, 'attitude' may also be found as a super ordinate term for the complex system, which
includes beliefs, and, in addition, emotions and willingness to act, which together determine a person's
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intention to act [1, 56].

Recent work on prosody and emotion has departed from what Cowie term the 'classical'
approach, i.e. to restrict the study of emotion and speech to the extreme, primary emotions, and
attempts to deal with more subtle variation and less extreme emotions. They define emotion on two
dimensions: positive/negative and active/passive. In their study of perceived changes in emotional
state in the course of dialogues they elicit judgements from listeners on these two dimensions, but also
supply «selected emotion words ... at that point in the (two-dimensional) space where their reported
co-ordinates indicate that they lie». The two dimensions seem to reflect a combination of 'feeling' (the
active/passive axis) and evaluation (the positive/negative axis). The latter closely resembles Ajzen and
Fishbein's definition of 'attitude'.

If one examines the 'emotion words' used in Cowie et al.'s study, rather than the description of
the dimensions themselves, it becomes clear that many of them suggest a meaning which not only
contains a conflation of these two dimensions but also additional meaning relating more closely to a
specific context. 'Trusting', for example, is located in the space defined as moderately positive and
moderately passive. This may of course capture very well the abstract affective and evaluative
elements in 'trust', but it involves a further element, namely the belief that the other person or
information can be relied on. This goes beyond simple affect and attitude. Other examples, too — e.g.
hopeful, suspicious, obedient, and contemptuous — convey much more meaning than is reflected by its
position in the two-dimensional 'emotional' space. Labelling an emotion, as opposed to identifying it
in two-dimensional space, seems in most cases to provide additional meaning that goes beyond the
underlying feelings and evaluation, and captures beliefs relating to a specific situational context [3,
43].

The problem with labels is therefore this: words that we use every day to describe behaviour,
linguistic or otherwise, such as 'friendly', 'trusting', 'suspicious', do not lend themselves readily to the
labelling of single attitudinal or affective parameters. Thus while psychologists have clearly made
every effort to define what they see as the determinants of social action, the words used to label
individual examples of 'emotion' or 'attitude' do not always successfully capture what their users
intend, but are more complex, and more importantly, bound to a specific context of situation.

The subtle and complex nuances of attitudinal meaning expressed by such words are not, of
course, conveyed by intonation alone. Ladd rightly points out that «... there are universal signals in
tone of voice which colour our reading of a speaker's attitude ... (but) these are a more basic means of
expressing attitude than linguistic — including intonational -choice» [5, 128]. Ladd makes here a
crucial distinction between non-linguistic and probably universal settings of the voice (his use of 'tone
of voice' is similar to what is now generally referred to as 'voice quality'), and intonation as part of a
linguistic system. The former may correlate reliably with human emotions and attitudes (in the sense
of evaluation) and can be measured acoustically.

However, as Ladd himself argues, it makes little sense to seek direct acoustic correlates of
linguistic meaning. Much of what I have to say here relates to the kind of linguistic analysis, which is
required to account for perceived attitudinal meanings, in particular the attitudinal cues of intonation,
which are known to be language-specific.

While psychologists have been at pains to define precisely what they mean by emotion and
attitude, linguists have paid little attention to the definition or categorisation of 'attitudinal' or
'affective' labels. These have been used in an ad hoc way, arising mainly from individual examples
used by different writers to illustrate how intonation can convey such meaning, which goes beyond the
text. Far more attention has been paid, albeit in an equally unsystematic way, to the intonational
correlates of these perceived meanings. A first attempt at categorisation was made by Couper-Kuhlen
[2, 185-7]. She suggests a way of distinguishing between emotion and attitude by defining emotion as
a speaker state (‘he is feeling happy/sad...') and attitude as a kind of behaviour (‘he is being
condescending, friendly..."). This confuses the issue slightly: while psychologists define attitude as a
possible predictor of social behaviour, many of the attitudinal labels used in intonation research
actually refer to the behaviour itself. This model also omits precisely that kind of cognitive attitude,
which is so central to the work of social psychologists, namely attitudes that are functions of opinions,
beliefs or knowledge.

These have been described elsewhere as 'propositional attitudes' as they are attitudes towards
propositions, a «psychological attitude towards a state of affairs» [6, 106]. A propositional attitude is
affectively neutral, but the kind of labels we associate with it reflect the emotions aroused by that
opinion, belief or knowledge. The labels associated with the expression of propositional attitude seem
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therefore to be closely allied to those associated with emotion. They also have in common the fact that
emotions can be felt and opinions held, without resulting in any behaviour at all. In terms of
conversational interaction this means that they can exist without another person being present. Attitude
defined as speaker behaviour, on the other hand, cannot be present independently of interaction. To
put it simply, you can be happy on your own, and disapproving on your own, but you cannot be
condescending on your own. Emotion is the soul as a complex whole; involving constitution, gross
physiology, facial expression in its social context as well as actions aimed at the environment.
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POJIbOBA I'PA SIK EOEKTUBHHI1 3ACIB HABYAHHS
[HIIOMOBHOI JIEKCHYHOI KOMITETEHIIII HA YPOKAX
AHIIIACBKOI MOBH

J11st KOXKHOT JTIOJMHY 3HaHHS 1HO3EMHOI MOBH aCOLIIOETHCA 13 3HAHHAMM CJiB, a ii HaB4aHHS — 3
HAKOMWYEHHSIM BEIHMKOI KUIBKOCTI JIGKCHYHUX OJWHUIIb, MOBJICHHEBUX KIIiIlIE, CIOBOCTIONYYEHb, II0
CTaHOBIISITH JICKCMYHMI MaTepiail. Lle TBep/KeHHS MO)KHA BBa)KaTH MPAaBUIBHUM JIMIIE YaCTKOBO,
OCKITBKH BOJIOZIHHSI iHO3EMHOIO MOBOIO mependavae He JHIIE CIOBHHMKOBUH 3amac, a 0arato iHIINX
¢akropiB. [IpoTe omHe 3 TONOBHHMX 3aBIaHb NpPU HAaBYaHHI 1HO3€MHOI MOBU L€ — CHCTEMaTHYHE
30aradeHHs CJIOBHHKOBOT'O 3amnacy. be3 3HaHHs CIiB HE MOYKJIMBO Hi BUCIIOBHUTH, Hi 3pO3YMITH HaBITbH
eneMeHTapHy ¢pasy.

CrocTepexeHHs 3a HaBYAJIBHUM NPOIECOM y BHINUX HaBYATbHUX 3aKiallaX IOKa3aiu, M0
MiJ 4ac BHBYEHHS AHTJIHCHKOI MOBH caMe POJbOBA Ipa MOXE CTaTh 0a3010 OiNbIl CKJIATHOTO
MpoIEeCy pOJIbOBOrO CHINKYBaHHA. ['pa — 1e meBHA CUTYyawis, gka 0araTopa3zoBo NOBTOPIOETHCS 1
KO)KEH pa3 y HOBOMY BapiaHTi.

VY 3apyOixHIN JliTepaTypi pOJIb PO3TISIAETHCS SK IMIAONOH TOBEMIHKH, MEBHA ii MOCIb
[7,200; 8,20]. Ane BigomMe 1 MmHMpIIe TPaKTyBaHHS pONi, L0 BU3HAYAETHCS XapaKTEpoOM Ta
0COONMBOCTAMHU COLIIaJIbHUX BIiIHOCHH, fIKi ICHYIOTb y CYCHUIBCTBi. PO3yMiHHS poiii HEpO3pHUBHO
MOB'SI3aHE 13 TOHSTTAM OCOOHMCTOCTI, KOTPE CKJIAJAEThCS 3 €IHOCTI COIIANbHOI JISIBHOCTI Ta
Croco0iB OBEAIHKA 0COOUCTOCTI.

PonwoBa rpa no3Bosse:

- 3po0WTH OMOpY OJJHOYACHO Ha CBIJIOME i IMiZICBIIOME OBOJIOJIHHS HABYAJIBHUM MPEIMETOM,

TOOTO BIIJIMB Ha eMOULIHHY cdepy, IO MOJErIIye MPOoLec 3araM' STOBYBaHHS;
- Jae 3MOry CTyJCHTaM PO3KPUTH CBOi TOTEHIIHHI MOXIHMBOCTI, CaMOBHUPA3UTHUCE,
BUKOPUCTOBYIOUH «MAacKy» JaHOi HOMY POJIi.

Jns BUKIagaya BayKIIMBO BMITH MiAiOpaTH 1 PO3MOMUTUTH POIi 3 ypaXyBaHHSAM iHIMBiTyaJlbHO-
TICUXOJIOTTYHIX OCOOIMBOCTEH CTYJCHTIB, 1X iHTEpECiB, MOXKIIMBOCTEH.

VY mpoueci HaB4aHHS iHO3€MHOI MOBHM pOJbOBa T'pa MOXXE BHUKOHYBAaTH pPi3HOMaHITHI
¢yHKIIl: MOTHBAUiHHO-CIIOHYKallbHY, HaBYajlbHy, BHUXOBHY, Opi€HTy04y (poaboBa rpa
Opi€HTY€ CTYAEHTIB Ha IJaHyBaHHS BJIACHOI MOBJICHHEBOI NOBEAIHKM 1 MPOTHO3YBaHHS
MOBEAIHKH CIIBPO3MOBHHKA), KOMIIEHCOTOPHY, CYTh SIKOI MOJArae B TOMY, L0 POJIbOBA rpa Aae
MOXIIMBICTh BUWTH 32 PaMKH CBOT'O KOHTEKCTY , PO3IIMPUTH HOT0, 33/JI0BUILHAE MOTpeOy CTyAeHTa Y
criikyBanHi[4;167].

Ane, MalouM Ha yBa3i 3aBIaHHS — HABYAaHHS JIGKCHKH 3a JOMOMOIOI0 POJIBOBOI IPH — OAHIEIO 3
OCHOBHHX (pyHKLIH BapTO BBa)KaTH HaBYAJIbHY, 32 JOMOMOIOIO SIKOI 1 3AIHCHIOETBCS peartizawist BCix
HIIHX.

[Ipo HaBYaIbHY (PYHKIIIFO TPU BiJOMO BXKE JIaBHO. BUKOpUCTOBYIOUM ii sik 3aci0 HaBYaHHS, BiJOMi
Mearory CTBEpKYBalIH, 1110 B Hili 3aKiIa/ieHi BEIMKi MOTEHIIHHI MOXIIUBOCTI.
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IrpoBi opmu poGoTH Ha ypoli akTHBI3yIOTh NiSUTBHICTBH CTYICHTIB, AalOTh 3MOTY BHSIBHTH iX
PO3yMOBI Ta TBOPYi 3MI0OHOCT.

[Ipn HaB4YaHHI iHO3eMHOi MOBHM MM MaEeMO CIpaBy 3 HaBUAJBHHMH irpamH, 110, Ha BiAMIHY Bix
PO3BaKaJbHUX, MAlOTh cHequ(idHy METOOWYHY METY, SKy BHKJIaZad IMOBHMHEH 3aBXKIM UiTKO coOi
VABIISITH, OJHAK B XOXHOMY pa3i HE CNiJ MOKa3yBaTH CTyAEHTaM, IO WOTo LIKaBUTh IUIAKTUYHHUA
miaTekcT. BiH MOBUHEH CMIsTHCSA 1 pajiTH Pa3oM i3 CTyAE€HTaMH, MiAKPECIIOI0YN THM CaMUM, 1[0 HOro
LiKaBUTh IPOBHH 3MICT BIpaBH, a HE HABYAJIBHUH. Y XOJi I'pH BUHHMKAE 3MaranHs. bakaHHA epeMortu
MOOLTI3ye AYMKY TpaBIliB. MOBJICHHEBE CITUIKYBaHHS, SIKE€ BKIIFOUAE HE JIMINC BJIACHE MOBJICHHS ajie i
KECTH, MIMIKY TOILO, Ma€ YiTKO BMOTHBOBAaHMH Xapakrep. TakuM YMHOM, MH PO3IJISIIAEMO TPy, SIK
CUTYaTHBHY MOBJICHHEBY BIIpaBy, B XOJi sIKOI CTyIeHTH HaOyBalOTh IOCBily CIIIKYBaHHSI.

Cihig 3a3HAYUMTH, IO AaKTHBI3alid MOXKIMBOCTEH 3alI€)KUTh BiJ IIOCHJIEHHS MOTHBALII
CTYIICHTIB, a yepe3 Hel 1 HaBYaJIbHO-IT113HaBaIbHOI AISUTHOCTI B LIJIOMY.

VY nmaHoMy IOCHIDKEHHI MPOMOHYEThCS BU3HAYMTH e(PEKTHBHICTD HaBYaHHS IHIIOMOBHOI JIEKCHKU
Ha OCHOBi pOJILOBOI I'pH, SIK OCHOBHOTO 3ac00y HaBUaHHS cniinkyBaHHA. [Ipobiemoro poiabpoBoi
rpu 3aiimanace T.1.OniiiHuK, sika Aana 1i BU3HAUSHHs 3 MO3M1Lii CTYCHTa Ta BUKJIAaua .

Otxe, 3 MO3MLIT CTYAEHTa, POIbOBA TPa PO3IIBIAAETHCS AK TiSTIBHICTH 3 OBOJIOAIHHS IHO3EMHUM
CIIUIKYBaHHSIM, B SIKIH:

- TOEIHYIOTHCS €IEMEHTH IPU Ta HABYAHHS;

- TIPOTParoThCs COIliabHI Ta MDKOCOOMCTICHI POITi;

- BHKOPHUCTOBYIOTBCS BepOalibHi Ta HeBepOanbHi 3ac00M CHIIKYBaHHSI.

3 mo3uilii BUKIaada, poiboBa rpa — Ie Croci0 opraxizamii JisTbHOCTI CTYACHTIB 3 OBOJOIHHS
1HO3eMHHMM CIUIKYBaHHSM, SIKii BJIAacTMBI BHIIEBKa3aHi oO3Hakd. JlaHe BHU3HAYCHHS MiNTBEPIKYE
JOLTBHICTh BUKOPUCTAHHS POJIBOBOI I'PH Ha cTapiomy erami [4;156].

MeTo10 TOCTIIPKEHHSI € TeOpeTHYHEe OOIPYHTYBaHHA 1 IpakTUYHA PO3pOOKa METOIMKN HABYAHHS
JIEKCHKH 13 BUKOPHCTaHHAM POJIBLOBOI TPY HA CTApILIOMY €Tarli HABYaHHS, a caMe Y BUIIIOMY HaBYAIbHOMY
3aKIadl.

Ha namy aymKy, HaBYaHHS JIEKCHUKHM BHUCTYINa€ SK HEBil'€MHUI KOMIIOHEHT IpPU IOCSTHEHHI
TOJIOBHOI METH HAaBUaHHSI CTYJCHTIB aHTJIIHCHKOI MOBH SIK 3ac00y CIUIKYBaHHS. B 3B’3Ky 3 UM i1t
eeKTBHOrO HaBYaHHS IHIIOMOBHOI JIGKCHYHOI KOMIIETEHIii BUHUKAa€E HEOOXINHICTh y CTBOpEHHI
KOMILJIEKCY BIIPaB i3 ypaxXyBaHHSIM HACTYITHUX BUMOT:

BigmoBizHoCTi BHpaB WiMsAM 1 3aBOaHHAM II0€TaliHOrO (OpMyBaHHS 1 BIIOCKOHAJEHHS
JIEKCUYHUX HaBUYOK;

Judepenuianii Bnpas i3 ypaxyBaHHSIM JIHIBICTHYHHUX OCOONMBOCTEH JIEKCHKH, L0 MiiArae
3aCBOEHHIO 1 TUIIOJIOTIYHUX TPYI, 10 KUX BOHA BiTHOCHUTHCS;

BukoprcraHHIO MHEMIYHUX TPUIIOMIB 3amaM’ITOByBaHHA JekcuuHuX onuuuub (JIO) [3, 56].

BripaBu a5 HaBYaHHS CTY/AEHTIB IHIIOMOBHOI JIEKCHYHOI KOMIETEHIII1 MTOBHUHHI CTUMYIIOBATH
MHEMIYHY JiSUIbHICTB, 3a0e3meuyBaT Take BuBueHHs JIO, sike nependaydae ix BUOip i akTyamizawilo Ha
OCHOBI 3araM’sITOByBaHHS MOBHUX Kot JIO, mo ninsararTs BiqTBOPeHHIO [2, 24].

VY 3anpornoHOBaHOMY HaMHM KOMIUIEKCI BIpaB peati3yloTbCs TaKi BUMOTH IO BIIpaB, SK
KOMYHIKaTHBHICTb, BMOTHBOBAHICTb MOBJICHHEBHX [iif CTYIEHTiB, CTBOPEHHS HaBYaJIbHO-
KOMYHIKaTMBHUX CHTYyallidi TPbOX PiBHIB KEPOBAHOCTI MOBJICHHEBUMH MAiMH CTYACHTIB, HOBH3HA,
KyJbTYPOJIOTIYHA CIPSIMOBAHICTh, MpodeciiiHa CIpsMOBaHICTh, 3a0€3MeYeHHs] CTYACHTIB Yy mpoleci
BHKOHAHHS BIIPaB HEOOXiTHUMH BepOaNbHUMH Ta HeBepOaJIbHUMU ornopami [5, 3-7].

S BiZOMO, HAaBUYKHM, B TOMY YHCII JIEKCUYHI, POPMYIOTHCS TIOETAITHO:

I eranm — eran cemaHTH3aMii 1 TEPBUHHOTO 3aKPIMJIEHHS JICKCUKH;

II eran — hopMyBaHHS JTEKCHYHOI HABHUYKU;

III eram — eramn yIOCKOHAJIEHHS JIEKCUYHOI HABUYKHU.

Merto10 BIIpaB IMEPIIOTrO €Taly HaBYaHHS JIGKCHKH € O3HAHOMIIEHHSI CTYAEHTIB i3 3BYKOBUM Ta
rpagiunum obpazom JIO, 3 iX ceMaHTHUYHMMHU OCOONMBOCTAMHU Ta crnonyuyBanicTio JIO. Ha npomy
eTani BUKOHYETHCS PELENTUBHO-PENPOIYKTUBHI BIPaBH Ha iMiTalilo, HOMIHAIIO Ta iAeHTU(IKALIIO.
Ha erami BBenenHss HoBux JIO crmouaTKy HEOOXiJHO CTBOPHTH CHUTYaLil0, BU3HAYWTH 3arajibHe
nmi3HaBaJIbHE KOMYHiKaTHBHe 3aBaaHHs (Hampukian «Today we’ll talk about art in general»),
miIka3aTy, Mpo 110 KOHKpEeTHO Tige po3MoBa (about theater and its activity, about Elton John etc. ), i
JIMILE TOJ1, IEMOHCTPYIOUM MPEAMETH M iX 300paskeHHsI, Ha3UBaTH iX Ha iHO3eMHill MOBi. SIk moka3ye
MpaKTHKa, Hallkpaiie BBoAuTH HOBi JIO y 3B’s13HOMY MOBJIEHHI 3 OIOPOIO HA HAOUHICTh. Takuil crocio
BBeneHHS HOBUX JIO nomomarae BUDIIIMTH JAEKUTbKA 3aBAaHb: CTYJIEHT TPEHYETbCS B aylilOBaHHI
3B’I3HOTO TEKCTy, 3amam’aroBye HoBi JIO, cnpuiiMae ogHOYacHO X 3HAa4YEHHS, 3BYKOBY Ta rpadiuny
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(dhopMy, omepiKye 3pa30K 3B’SI3HOT'O BHCIOBIOBaHHS. CIiJi TaKoXK 3a3HAYMTH, IO HE Bci HOBI JIO
HeoOXimHO (iKCyBaTH y KOHTEKCTi: i3 II'ATU-CEMH HOBHX CIIiB MO)XXHa BHOpaTH TPHU-YOTHPH,
HaBa)KYMX B IJIAHI CEMAHTUKU Ta CIOIYYyBaHOCTi 3 iHIIMMHK cinoBamu. BeemeHHs HoBux JIO — me
JILIEe T0YaToK (POpMyBaHHS JIEKCHYHUX HABUYOK. BiKMBaHHS JIeKCUKK HEoOXigHO BHpasmaty [1, 47-
49].

Tomy BOpaBu ApYroro eramy HaBYaHHS JIEKCHKU CIIPSIMOBaHi Ha BimmparoBaHHa HoBuX JIO y
pi3HHX MOBIEeHHeBHX cuTyalisix. Lli BmpaBu momsraiote y BuOopi JIO BiamoBimHO A0 3aaymy
BHCIIOBIIIOBAaHHS, Y CEMaHTHYHO oOymoBieHoMy KomOinyBauHi JIO, y posropransi i pemykmii
CHTYyaTUBHHX BHCJIOBIIIOBAaHb, Y CUTYaTUBHO aJIeKBaTHUX 3aMiHax. 3a CBOIM XapaKTEpOM IIi BIPAaBH €
YMOBHO-KOMYHIKaTUBHHMHU, SIKi MepeadadaloTh HasBHICTH MOBJICHHEBOTO 3aBIaHHS 1 MOBJIEHHEBOI
curyauii. BrpaBu a1 ¢opMyBaHHA JIEKCHYHMX HABHYOK TOBOPIHHS OOMOMAraroTh 3aKpilUTH B
mam’4Ti 3ByKOBHH Ta rpadidauii oopa3 ciosa.

Ha mpomy erami HeoOXximHO, m00 CTyZeHTH iHTEHCHMBHO BxkuBaimu HOBI JIO y coemianbHO
OpraHi30BaHOMY CITLIKYBaHHI. MOBIICHHSI CTYACHTIB CTa€ OUIBII MPUPOAHIM, OIM3BKUM JI0 PEaIbHOTO
CHIJIKyBaHHA. B nboMy BHManxy omopamu IJisi BUCJIOBJIIOBaHHS CTalOTh BHYTPIIIHI NICUXi4HI 0Opas3u
Ta ysaBieHHs. Jna edexruBHOro 3acBoeHHs HOBUX JIO ocobmuBoro 3HavyeHHS HaOyBalOTh POJBLOBI
irpu, a ocoONMBO Ti poii, siKi He € ¢opMai30BaHUMH, a HAJAIOTh MOMIMBICTH BUPAXKECHHS
OCOOHCTICHHX IHTEpECiB, IO BiAMOBiNAE MisUTBHICHOMY MiAXOMy OO HaBUYAHHSL.

Ha tperpomy erami — erami BAOCKOHAJEHHS JIEKCHYHMX HABHYOK — BUKOHYIOTHCS BIIPaBH Ha
BKJTIOUEHHSI JIKCHYHOI OAMHUII y MPOCTE 1 CKIaJHE BHUCIOBIIOBAHHS Ta «IHI[IaTUBHI» BIPaBH, SKi
3a0e3MeuyIoTh TNIABHUH Tepexia BiJ yJOCKOHAJEHHS JEKCHYHUX HaBUYOK JIO PO3BUTKY MOBJICHHEBHX
yMiHb. YCi BOpaBW, IO BUKOHYIOTHCS Ha JaHOMY eTami, € KOMYHIKaTUBHMMHU 1 mepeandavaroTh
HasBHICTh CHTYaIIil i MOBIIGHHEBOT'O 3aB/iaHHs [2, 25].

Hagenemo mpukinaau BOpaB Ui HaBYaHHS IHIIOMOBHOI JIGKCHYHOI KOMIIETEHIII HA OCHOBI
ponboBoi rpu ctynenTie BH3.

Etan cemanTH3aii i mepBUHHOTO 3aKpIlICHHS JIEKCHYHUX OAUHUIb

Bopaga 1

Read the text «Confessions of a would-be actor». Pay attention to the underlined words.
Imagine you are a teacher and explain the meaning of the following words to your students.

Nativity play, theatrical career, show, entrance, stagehand, light opera scenery, walk-on part,
amateur dramatic society, make-up

Bopaga 2

You are to define the names of arts and crafts and their corresponding materials. Try to
convince the partner that your choice is correct.

Canvas carving charcoal clay cloth drawing knitting painting papier-maché pottery sculpture
sewing steel stone wood wool

Bmnpaga 3

You’ll be divided into 2 teams. The first team is to write down the words concerning the theatre
building, the second — the words describing the activity in theatre. Explain your choice.

Nativity play theatrical career repertory company make-up box audience tenor rehearse wings
footlights gangway

Bopaga 4

There are 10 words describing the life and activity of Elton John placed across, down or
diagonally in this word square. Can you find them? Using these words tell the audience about Elton

John as if you were a correspondent of the famous TV program.

r | h f |y | h|h]|a

a S v |p f | f | e
u | p|dj]e s x | w | f
c l |w|u | h]|T c | m
n|r e i |g|d|]c|m
d|o |y | k| a s 0 | X
h | s a | k| w | i c | v
e | p e|plal|h|p]|T

2. Etan ¢opMyBaHHS JIGKCHUYHMX HABUYOK.
Bopaga 1
Work individually. Choose the word that the best completes the sentences. Convince your
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groupmate that your variant is the appropriate one .

Robert Stephens, heading an impressive supporting cost, gives a moving and powerful
as Lear.

a) act

b) demonstration

c) show

d) performance

Bopaga 2

Match each person with what they would say. Explain your choice to the groupmates as if they
were the students of the theatrical university.

1 director

2 producer

3 continuity girl

4 clapperboard man

5 cameraman

A Can’t you get on with the shooting? This is costing me money.

B Scene 24. Take 25!

C Your make-up’s thicker and you’re wearing a different dress.

D Clear the set! This is supposed to be a film studio! Get those damned extras out of here!

Action! Cut!

E Rolling!

Bmpaga 3

You are going to hear a sculptor talking about one of the sculptures. As you listen, decide which
sculpture she is talking about. Discuss the problem using the active vocabulary.

Bopaga 4

You have found a notebook with an interview. Unfortunately half of the report has been
damaged. Here are some remainings. You are to complete it as if you were an interviewer. Present
your report.

I joined an amateur dramatic society...

... I was restricted to bit parts...

... and take the part of the villain in a Victorian melodrama...

3. Etan BrockoHaJeHHS JIBKCUYHUX HaBUYOK

Bmopaga 1

You’ll work in teams. There is a list of words that can be mimed. Each team should send an
«ambassador» to the teacher who gives the first word. The ambassador goes back to the team and
mimes the word. There is no right to speak. The first team to find all the words is the winner.

Clown acrobat comedian conjuror juggler

Bopaga 2

You’ll work in teams. You have 5 concrete words. You must make definitions in the form of
riddles. The other team has to guess the answer.

Gallery pit prompt box footlights wings

Crnixg 3a3Ha4uTH, MO0 MEKI MDK ONMCAHMMHU eTariaMd € YMOBHHUMH, OCKUIBKH B IpOIECi
HaBYaHHSI JICKCHYHI HABUYKH (POPMYIOTHCSI KOMILJICKCHO 1 mapajieabHO i3 MOBIICHHEBUMH BMIHHSIMU.
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maeicmp. ¢h-my inozemn. mos Jloboe llInyposcovka
Hayk. kepignux — ooy. O.P. Banieypa

PROSODIC INTERFERENCE IN THE FOREIGN SPEECH
PROCESSING AND ITS SOCIOLINGUISTIC DETERMINANTS

The research is conducted in the area of phonetics, in particular, the investigation of the
prosodic interference in foreign speech processing and its sociolinguistic determinants.

The rational of the research indicates the contrasting of the prosodic systems of the English and
Ukrainian languages; the sociolinguistic variations in communication occurring due to regional,
ethnic, social, and gender background of communicants; study of the communicative processes of
production and comprehension; identification of prosodic interference and prosodic deviations from
the Received Pronunciation produced by the Ukrainian bilinguals as a result of the prosodic
interference of the native language.

The given article depicts the research achieved with the aid of auditive analysis of the prosodic
text characteristics with the account of regional, ethnic, social, and gender background of native
speakers and the way they influence comprehension, thus, production of the English speech patterns of
the Ukrainian bilinguals. Contrastive analysis of tone and rhythm proved considerable differences
existing between the English Received Pronunciation and interfered variants.

We focus here on areas generally referred as language variation. Language variation depicts
how language varies in various social contexts (ethnic, regional, social, gender). On this basis we deal
with prosodic interference of phonetic competence of Ukrainian in the processes of English speech
performance by the Ukrainian bilinguals.

We are aware that differences in language are inevitably connected with differences in speaker’s
regional, ethnic, social background, and gender. They may predetermine language variation. Thus, the
English language is greatly diverse in the spoken realization and in terms of pronunciation due to the
factors mentioned above. Hence, standard language pronunciation of English is regarded as the
received standard pronunciation [4,209].

Therefore, the national variants of English differ primarily in sounds, stress and intonation.
British English Pronunciation Standards and Accents(BEPS) comprise the following Received
Pronunciations(RP): English English(EE), Welsh English(WE), Scottish English(ScE) and Northern
Ireland English(NIE) [4, 213].

American English shows a lesser degree of dialect that British English. However, pronunciation
is not homogeneous. Thus, in the United States three types of cultivated speech are recognized. These
are: the Eastern type, the Southern type and General American.

Having analyzed the accent variations in the two most important English-speaking regions, we
should give comparative characteristics of both British Received Pronunciation and General
American. GA intonation on the whole is similar to that of RP. Still, there are differences that should
be pointed out. In the sentences with the most common pre-nuclear contour in RP is the gradually
descending sequence, while, on the contrary, GA contour is a medium Level Head. The Medium and
Low Fall in RP posses rising-falling counterpart in GA. The rising terminal tone in RP in GA has a
mid-rising contour. The Fall-Rise nuclear tone is different in RP and GA as well. The main differences
in intonation occur in the direction of the voice pitch and the realization of the terminal tones. Thus, in
GA the voice does not fall to the bottom mostly. Accordingly, the English speech sounds more
pretentious and sophisticated, while the American occurs monotonous and indifferent [4,236].

With the respect to all mentioned above variations, language varies also due to the social
context in which it is used. Thus, sociolinguists such as A.D. Grimshaw, J.Z. Fisher, B. Bermstein, M.
Gregory, S. Carroll, A. Hughes, P. Trudgill and others admit the division of society into the
«microcosmsy with their own social accent.

Thus, the language means are chosen due to the perception of the situation in which
communicant occurs. Situational varieties of language are called functional dialects or functional
styles and situational pronunciation varieties — situational accent or phonostyle [6,365].
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On the background of variation mentioned above, the relationship of language and gender has
been of intense research in linguistics as well. The major issue that has emerged considering prosodic
peculiarities of men’s and women’s speech processes.

Generally, unlike men, women tend to do more conversational backchanneling to keep the
conversation going. They use rising tones to demonstrate incompleteness of the communicative
process or uncertainty more frequently than men. In men’s speech falling tones mainly occur to
demonstrate certainty, independence and completeness of utterances [6,374].

Accordingly, considering the following tendencies, it occurs to be rather complicated task for
the Ukrainian learners of English to comprehend and produce the standardized English. This takes
place due to the influences mentioned above (regional, ethnic, social, gender variations of the speech
continuum) and the interference of the native language. Thus, interference may be defined as linguistic
disturbance, which results from two languages coming into contact. Analyzing the English speech
production and comprehension processes of the Ukrainian bilinguals we have found out the following,

Interference of native language occurs on prosodic levels. On the prosodic level the distortions
of the following parameters take place: word-level stress patterns inventory and their distribution
regularities; utterance-level stress and placement of prominence regulation; intonation specification
(an inventory of basic tones and tonal features; the regularities of pitch-range, pitch- height and pitch-
counter realizations); voice quality settings and associated voice quality variations and their
connotation We are most familiar with variations that differ from each other in pronunciation [3,349].

As far as we are concerned with the prosodic interference we have found out that on the
prosodic level the following deviations occur. The intonation of Ukrainian is characterized by nearly
four time longer duration of their syllables. That is why the Ukrainian speech is fluent and the English
speech is slightly harsh. This fact predetermines the speech melody of communicants, hence,
Ukrainians while speaking in English may produce it more fluently. Another prosodic components
such as loudness, tempo and pauses are pretty subjective in their usage. More over, the norms of their
implementation are nearly the same in both languages, that is why the interference does not occur
concerning them.

Still, rhythmic organization of speech in target languages varies. In both languages falling tones
are used in the simple affirmative sentences of various structural forms, the simple affirmative and
negative sentences, the simple exclamatory sentences, the final pars of alternative questions, in special
questions, in greetings, to express command or order. Thus, concerning this tone there are almost no
deviation for its arrangement in Ukrainian is much the same as in English.

The rising tones in the target languages are represented by the Low Rise, the High Narrow/Wide
Rise and the Fall-Rise. Thus, there considerable deviation concerning its usage. The configuration of
intonemes in general questions in Ukrainian depends on the logical and emphatic stress. Thus, sliding
scale may be changed into the stepping one. In English general questions the last syllables are
pronounced with an ascending scale. Such configurations are almost impossible in Ukrainian general
questions. Accordingly, as a result of interference on native language sliding or stepping scales may
occur in general questions in the English speech processing of the Ukrainian bilinguals.

If the sentence contains enumeration, all non-final sense-groups are pronounced with Low-Rise,
each sense-group a bit lower that the preceding one. The final sense-group is pronounced with the
Low-Fall if the choice if enumeration is exhausted (except the last enumerated word pronounced with
the falling tone). Still, counting and enumeration can also be pronounced with the falling tone in
Ukrainian. As a result, falling tone may be used in enumeration in English sentence while produced by
Ukrainian speakers.

Commonly, level tones also occur in the contrasted languages. They may have low, mid, or high
pitch level. They are used for the following purposes: to mark the author’s words following the direct
speech, to denote parenthesis and insertions, and to mark the words following the emphasized word
chain. As far as there are no differences in using the level tones in both languages mistakes in
producing them by Ukrainian learners of English rarely occur.

In the interfered variants high tone contours mostly occur. We also observed innormal usage of
prosodic units in various phonostyles by the Ukrainian bilinguals. There are stress overloadings of
speech, deviations of accent rules and rules of rhythmicality, inadequate pausation within
polysyntagmatic phrase due to the native language competence.

Consequently, the following conclusions are drawn. The language processes are greatly
diverged due to the regional, ethnic, social, and gender variations of the communicants. These facts
together with the prosodic differences of the target languages immensely predetermine deviations on
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prosodic levels from the RP in production and comprehension processes of the Ukrainian bilinguals as
a result of the prosodic interference of the native language.
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PIDGIN LANGUAGE- ORIGIN AND DEVELOPMENT

To begin with, it is necessary to declare that a simplified language derived from two or more
languages is called pidgin. Pidgin is nobody’s native language; it may arise when two speakers of
different languages with no common language try to have a makeshift conversation. It is a new
language that is not the mother tongue of any of its users, and it usually survives only so long as
members of diverse speech communities are in contact. Many pidgins are ‘contact vernaculars’, may
only exist for one speech event. Lexicon usually comes from one language, structure from the other. A
pidgin can be best described as a language which has been stripped of certain grammatical features. It
is used in a limited way and its structure is very simplistic.

To understand the process of pidginization, imagine that the speakers of various Chinese
dialects (which are not mutually intelligible) come together in a foreign place to trade or to work.
Since the speakers lack a common language, they are forced to develop a new kind of language that
takes its vocabulary from whatever language is dominant in their new home. If mentioned above
Chinese live in a place where English is the dominant colonial language, such as Hong Kong or
Singapore, they will develop what has been called Chinese Pidgin English. [1,371]

Pidgin English exists in a number of varieties, but the most important is Melanesian Pidgin of
eastern New Guinea and other nearby islands. As the indispensable lingua franca of the area, it has
been given the official status in the country now known as Papua New Guinea.The available example
may be taken from a comic strip in Papua New Guinea:

«Sapos yu kaikai planti pinat, bai yu kamap strong olsem phantom.»
«Fantom, yu pren tru bilong mi, Inap yu ken helpim mi nau?»

«Fantom, em I go we?»

It can be translated in the following way:

‘If you eat plenty of peanuts, you will come up strong like the phantom.’
‘Phantom, you are a true friend of mime. Are you able to help me now?’
‘Where did he go?’[2]

Of all the eight hundred or so local languages, plus English, Tok Pisin and Hiri Motu, Tok Pisin
remains the most widely spoken language in Papua New Guinea. Since its humble origins on the
plantations of Samoa and Queensland, it has steadily gained its number of speakers -estimated to be
about 4.5 million. This is more than 89% of the total population. Of these about half of the Tok Pisin
speakers now speak it as a mother tongue, thus indicating its Creole status.

Let us try to explain the notion of the word Creole.

Many pidgins simply die out when the need for them disappears, but some others expand when
the social situation calls on the language to perform a role greater than minimal communication. It
may evolve into what is known as a ‘Creole’ with an enlarged vocabulary and grammar. And it may
become the mother tongue of a speech community or even an official language of the country, as has
been the case with French Creole in Haiti, Indonesian in Indonesia, and Swabhili in Kenya and
Tanzania. Some foreign linguists are fairly certain that with language contact being inevitable
throughout history, pidgins and creoles have likely existed in the past, though we are lacking any
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written documentation to supply evidence. However, European expansion and colonization during the
16th-19th centuries was a primary catalyst for many of the pidgins and Creoles known today.

The term creole has been traced to the Portuguese word crioulo: criado «raised» (as in a child);
«servant» and a diminutive suffix. Originally the term referred to an African slave born in the New
World and the meaning expanded to include Europeans born in the New World. It was borrowed into
other languages (eg. Spanish criollo ) and was eventually adopted by linguists to refer to a specific
type of language.[5]

It should be mentioned that the history of the word ‘Creole’ itself dates back to the slave trade.
After slaves had been gathered from many parts of Africa, they were imprisoned in West African
camps, euphemistically called «factories», for «processing» before being shipped out to markets. The
managers of the factories took great care to separate slaves who spoke the same tribal language,
thereby lessening the danger of revolt because the slaves were prevented from communicating with
one another. And further separation on the basis of language was made by the purchasers in the New
World. As a result the only tongue the slaves had in common was a pidgin that originated in West
Africa and developed in the colonies to which they were sent. These pidgins became entrenched, and
after generation or two they began to expand to meet the needs of the slaves’ way of life. Then slaves’
new language became known as Creole, a French word meaning «native» which in turn was derived
from Portuguese.

Nowadays ‘Creole’ refers to any language that developed from a pidgin by expansion of
vocabulary and grammar and became the mother tongue for many speakers in a community. Widely
distributed throughout the world, creolized languages are native to between 10 and 15 million people.

The largest centre of Creole languages is undoubtedly the Caribbean area, with more than 6
million speakers. Several million additional people speak creoles in West Africa, South Africa, and the
Southeast Asia, and probably another 3 million people around the world use various pidgin languages.
Clearly, pidgin and Creole are not rare or isolated phenomena; they number more speakers today than
do such languages as Dutch, Swedish, or Greek.

When a pidgin becomes a Creole it escapes the extinction that would ordinarily result if the
social conditions that brought it into being disappeared. As its vocabulary and grammar expand by
borrowing from the base language, the Creole can become a full-fletched means of communication
used in newspapers, on radio stations, even in poetry and novels.

We can illustrate it by the following examples of Creole languages:

mo pe aste sa banan. [ am buying the banana (French based Seychelles Creole)

de bin alde luk dat big tri. They always looked for a big tree (English based Roper River Creole)

olmaan I kas-im chek. The old man is cashing a check (English based Cape York Creole) [3]

The last two decades have seen the emergence of new literary trend based on the conscious and
poetic use of Caribbean Creole languages in narratives sold to wide international, Creole and non-
Creole speaking, audiences. This trend, prevailing in both French English Milieux, could be illustrated
by the works of novelists like Samuel Selvon, Earl Lovelace or David Dabydeen and those of Patrick
Chamoiseau, Raphael Confiant or Suzanne Dracius Pinalie, to name but a few. Parallel to this, an
increasing body of research in linguistic and literary fields have been devoted to this use of Creole
languages in contemporary fiction, and more generally to phenomena of literary ‘Métis sage’ and
creolization.

Popular literary culture played an important role in the early standardization of Afrikaans, a
complex colonial contact language with pidgin and Creole ancestry. From the 1820s short literary
texts what was meant to represent a general cape colloquial began to appear in the periodical press of
the colony. This popular tradition developed from the 1850s into a highly productive genre and
influenced the formation of an early Afrikaans standard language by shaping expectations about
social, linguistic and national authenticity, leading to the identification of certain linguistic practices as
marker of Afrikaner identity.

The publication of Da Jesus book (Hawaii pidgin New Testament 2000) by Wycliffe Bible
Translators constituted a powerful act of legitimization for Pidgin in Hawaii (or Hawaii Creole
English, as it is known by linguists).

Most pidgin speakers are not used to seeing their language written, and phonemically based
orthography can look alien and intimidating. The translators’ aim to set a standard for written Pidgin
based on its basilectal variety is well served by their orthographic practices. [5]

We may draw the conclusion that pidgin and Creole languages acquired the status of well
acknowledged and very important languages. Some of Creoles now given the official status in the
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countries where they are spoken, and many samples of Creoles and pidgins can be found in literature.
Pidgin and Creole languages now become subjects of linguistic investigations and conferences.
Jimepamypa
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HOW ENGLISH AND UKRAINIAN GLORIFY MALENESS;
GENDER QUESTION REFLECTED IN ENGLISH AND UKRAINIAN.

It is a well-known fact that for many centuries women have been deprived of their rights. In
every country throughout the world girls were treated like poor creatures who couldn’t study, couldn’t
get any education. It was impossible for women to earn money or become a bread-winner in the
family. Ladies were supposed to stay at home, bring up children and to go to church on Sundays. No
wonder that it is reflected in the language and A.P.Nilsen traced it in the article «How English
glorifies maleness»[4;228]. Even nowadays from the day of our birth there is a clear distinction
between genders. Boys are dressed in blue and girls have pink ribbons in their braids. When parents
want to show their approval or to praise their little girl — they say a real lady in all things; she behaves
like a lady. It is natural that little children cry, it happens very often that they fall, get hurt, or just want
something which they aren’t allowed to. Then we call a boy a weeper, but never address him a cry-
baby, because in that case he’s compared with a girl, which is a real insult. Parents often say to their
son: «Hush, stop crying! Be a man! Men never cry.» Man is the most general and most commonly
used word defining male person; it can be neutral, lacking either favourable or unfavourable
implication: a wealthy man; a man of strong character, of unbridled appetites. It can also signify
possession of the most typical or desirable masculine qualities: to take one's punishment like a man.
Gentleman, once used only of men of high social rank, now also specifies a man of courtesy and
consideration: a real gentleman; to behave like a gentleman.

In the meanings «refined, polite woman» and «woman of high social position» the noun lady is
the parallel to gentleman. As forms of address, both nouns are used in the plural (Ladies and
gentlemen, thank you for your cooperation), but only lady occurs in the singular. Except in chivalrous,
literary, or similar contexts (Lady, spurn me not), this singular is now usually perceived as rude or at
least insensitive: Where do you want the new air conditioner, lady? Although lady is still found in
phrases or compounds referring to occupation (considered by some to be menial or routine) or the like
(cleaning lady; forelady; saleslady), this use seems to be diminishing. The use of lady as a modifier
(lady doctor; lady artist) suggests that it is unusual to find a woman in the role specified. Many women
are offended by this use, and it too is becoming less common. [5]

Although formerly woman was sometimes regarded as demeaning and lady was the term of
courtesy, woman is the designation preferred by most modern female adults: League of Women
Voters; American Association of University Women. Woman is the standard feminine parallel to man.
The use of lady as a term of courtesy has diminished somewhat in recent years (the lady of the house),
although it still survives in a few set phrases (ladies' room; Ladies' Day).

The use of man to mean «human being,» both alone and in compounds such as mankind, has
met with objection in recent years, and the use is declining. The objection is based on the idea that
man is most commonly used as an exclusive, sex-marked noun meaning «male human being.» Critics
of the use of man as a generic maintain that it is sometimes ambiguous, when the wider sense is
intended (Man has built magnificent civilizations in the desert), but more often flatly discriminatory in
that it slights or ignores the membership of women in the human race: The man in the street wants
peace, not war. Although some editors and writers reject or disregard these objections to man as a
generic, many now choose instead to use such terms as human being(s), human race, humankind,
people, or, when called for by style or context, women and men or men and women. [2]

Every nation including English and Ukrainian glorifies maleness. It happened so that Ukrainian
men had to defend our country from invaders, they were brave, courageous and strong. That’s why we
call them: fighter, man-at-arms, soldier, warrior to praise them. We have the words «male, masculine,
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virile» — adjectives that describe men and boys or attributes and conduct culturally ascribed to them.
Male, which is applied to plants and animals as well as to human beings, is a biological or
physiological descriptor, classifying individuals on the basis of their potential or actual ability to
inseminate in bisexual reproduction. It contrasts with female in all such uses: his oldest male relative;
the male parts of the flower. Masculine refers essentially to qualities, characteristics, or behaviors,
deemed by a culture or society to be especially appropriate to or ideally associated with men and boys.
In American and Western European culture, these have traditionally included features such as
strength, forthrightness, and courage: a firm, masculine handshake; a masculine impatience at
indecision. Virile implies a vigor and muscularity associated with mature manhood and often carries a
suggestion of sexual or procreative potency: his virile good looks; a swaggering, virile walk. [4;230]

Such attitude towards our men is preserved up till now. Boys are expected to be active — a little
imp, a good-for-nothing, a loafer, a frolic boy, a mischievous boy; and girls are supposed to sit still, be
gentle, to play with dolls, but actually everything happens vice versa. [4]

It is no surprise to anybody that male and female characters differ. But very often it turns to be
simple prejudices. Female is sometimes used in disparaging contexts: a gossipy female; a conniving
female. They say that women like to talk, spread rumours, or just chatter. In fact it’s not so, but still
when we call a man a chatter-box it doesn’t have a negative connotation, while a woman gets the label
of a gossip, a tale-taller, a tale bearer, a scandal-monger and many others, which are far from being
positive. [2]

But what I like about our nation is that for centuries our mothers had been treated as almost
sacred persons. We even have such a name as «0eperuns», which means both a peace-maker and care-
taker, who protects her family from evil.

The situation has greatly changed now, nevertheless girls are the most beautiful and boys are the
strongest part of the mankind. I doubt if it ever changes. It doesn’t matter that women fly into the outer
space, work with computers, serve in the army, are present in the parliament — they perform male’s
jobs. Women'’s job is a maid, a laundress, a typist, a house-maid etc. The circle of female interests is
traced in these nouns. Just as many mature men, even young men, resent being referred to as boys,
many adult women today are offended if referred to as girls, or the less formal gals. In business and
professional offices, the practice of referring to one's secretary as the girl or my girl, as in I'll have my
girl look it up and call you back, has decreased but not disappeared entirely. Such terms as the girls in
reference to a group of women, girl or gal friday in reference to a female secretary or assistant, and
bachelor girl in reference to an unmarried woman are increasingly regarded as offensive, and working
girl in the sense «a woman who works» is declining in use. But almost all amount of professions is
male like: a doctor, a teacher, a composer, a businessman, a photographer, etc. In the names of these
professions the language managed to reflect the conservative or prejudiced approach of men to gender
problem in the society. The approach that is increasingly followed is to avoid specifying the sex of the
performer or practitioner. Person or a sex-neutral term can be substituted for lady, as cleaner for
cleaning lady, supervisor for forelady, and salesperson or salesclerk for saleslady. When
circumstances make it relevant to specify sex, woman not lady is used, the parallel term being man:
Men doctors outnumber women doctors on the hospital staff by more than three to one. [4;231]

Since at least the 14th century, English has both borrowed feminine nouns in -ess from French
(-esse in French and in some early English forms) and applied the French ending to native or
naturalized words, most frequently agent nouns in -er or -or. Some of the earliest borrowings — titles
for the nobility and church dignitaries — are still in use, among them countess, princess, duchess,
empress, abbess, and prioress. Of the scores of new nouns that were created from the 14th century on,
many have long ago disappeared entirely from use: devouress; dwelleress. But many have survived,
although their use has declined sharply in the latter half of the 20th century. [2]

Nouns in -ess denoting occupation or profession are rapidly disappearing from American
English. Airlines now refer to cabin personnel as flight attendants, not stewards and stewardesses. In
the arts, authoress, editress, poetess, sculptress, and similar terms are considered offensive by many
and are almost always replaced by author, editor, poet, sculptor. Nouns in -ess designating the holder
of public office are hardly ever encountered in modern American usage. Women holding the office of
ambassador, mayor, or governor are referred to by those titles rather than by the older, sex-marked
ambassadress, mayoress, or governess. (Governess has developed a special sense in relation to
childcare; this use is less common in the U.S. than in Britain.) Among other terms almost never used
in modern American English are ancestress, directress, instructress, manageress, oratress, and
proprietress. If the sex of the performer is not relevant to performance of the task or function, the
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neutral term in -er or -or is now widely used. [5]

Some nouns in -ess are still current: actress (but some women in the acting profession prefer to
be called actors); adventuress; enchantress; heiress (largely in journalistic writing); hostess (but
women who conduct radio and television programs are referred to as hosts); millionairess; murderess;
postmistress (but not in official U.S. government use); seamstress; seductress; sorceress; temptress;
and waitress.

Feminine compounds ending in -woman are equivalent to the masculine compounds in -man.
When the person referred to is a woman, the feminine form is often, but not always, used: alderman —
alderwoman; assemblyman — assemblywoman; chairman - chairwoman; congressman —
congresswoman; spokesman — spokeswoman; businessman — businesswoman. However, some forms
ending in -man are applied to women, and occasionally terms in -man are specified by legal code:
Alderman Dorothy Lavelle. In general, the practice in current edited written English is to avoid the -
man form in reference to a woman or the plural -men when members of both sexes are involved.
Instead, a sex-neutral term is used: council members rather than councilmen and councilwomen;
representative or legislator rather than congressman or congresswoman. [2]

Fortunately nowadays the situation is changing gradually. We witness that the language has
enriched itself with a lot of female terms, such as a businesslady, an actress, a stewardess, a
headmistress, etc. Women start occupying a decent position in the society which is reflected in the
language.
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TRANSLATION IN UKRAINE DURING THE LAST DECADE
OF THE 20TH CENTURY AND THE ROLE
OF THE VSESVIT JOURNAL

Literary translation has always played a very significant role in the cultural life of Ukrainian
people. In fact, it is one of the factors in nation-building in our country. Almost all major Ukrainian
writers were translators as well. They knew for sure that cultural isolation of a nation was dangerous.
Translators were like the enlighteners of their downtrodden people and fighters for their better life,
who chose literary translation as a weapon side by side with their original creativity. After the second
world war — owing to the brilliant school of Ukrainian literary translation — Ukrainian translated
literature developed as a kind of compensation for Ukrainian original literature whose development
was being thwarted. It also became a treasure-trove as an effective medium for creating, collecting and
preserving expressive means (lexical, prosodical, structural), which now may be widely used by
Ukrainian authors [1, 79].

Due to the political and social changes in the country situation with written translation and
interpretation has changed greatly. Independence of Ukraine, which was gained in 1991, provoked an
increase in the employment of both oral and written translation, which was unknown before and
became needed at that moment for the establishment of international relations with the rest of the
world. These two types of translation provided the newly independent country in its first years with
the mass of the official international texts of diplomatic and legal nature (treaties, agreements,
memoranda, etc). Due to the active employment of written translation and translation in viva voce
Ukraine could successfully establish and maintain its international connections and good relations with
the outside world as a whole, not only with some countries that recognized it.

Translation had the aim of great importance. It performed a role of supervisor that directed
communication of Ukrainian culture with the literature of foreign nations. It helped to substantiate the
idea of the possibility of making cultural links between the Ukrainians and foreigners, and thus the
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idea of the political and cultural equality of Ukrainians with other European nations. Therefore written
and oral translation helped to overcome the induced role of the Ukrainian language as a «dialect for
the home usage only.» The appearance of the most acknowledged texts of world literature in
Ukrainian translations had to stress the full value of Ukrainian language [3, 5].

The required level of the necessary international relations with the help of translation as well as
interpretation had been achieved by Ukraine already in 1993 -1994.

It was not so, however, with the artistic translation. The economic and financial crisis that
followed after the collapse of the Soviet Union forced all major publishing houses of Ukraine to
temporarily or completely suspend their operations. As a result the belles-lettres translation in state
publishing houses during the second half of the 1990's came practically to a standstill.

The only functioning organ except some small capacity private publishing houses, which
continued to publish the works of writers of foreign literature in Ukrainian translation of high quality
unabated at the close of the twentieth century, remained the Vsesvit journal. It made great contribution
to our literature and education. During its forty-two years of active and fruitful participation in the
literary process of Ukraine the Vsesvit journal has succeeded in publishing thousands of belles-lettres
works — novels, narratives, short stories and poetic works of classics and promising foreign authors,
poets and playwrights from one hundred and ten foreign languages. The Ukrainian reader got
acquainted with numerous masterpieces and received mostly high quality artistic translations of works
by many foreign classics and mostly prominent contemporary authors and poets, whose works have
never been published in Ukrainian before or which were published only in shortened versions. Hence,
our readers had an opportunity to have knowledge of the latest achievements of most national
literatures of the world [2, 86].

Beginning from its rebirth in 1958, the Vsesvit journal had regularly published apart from
belles-lettres works of mainly noted authors, celebrated poets and playwrights also several adventure
and detective stories of all known authors from European, Latin and North American, Asian,
Australian and African countries.

Among the translators, who have greatly contributed to the recognition of the Vsesvit journal,
which became known as a reliable source of foreign literature, and who are partly obliged to it as their
nursery, which made them later well-known in Ukrainian literature, were M.Pinchevs'kyi,
V.Mytrofanov, V.Pasichna (a prolific translator from Czech, Slovak and Polish literatures) and some
others. Closely collaborated with the Vsesvit journal in some years our well-known translators
M.Lukash, H.Kochur, I. Steshenko, BorysTen, Yu.Lisnyak, A.Perepadya, Y.Popovych, O.Senyuk,
H.Filipchuk, M.Lytvynets', O.Mokrovolskyi, M.Moskalenko, V.Shovkun, to name but a few.

Vsesvit journal supplies Ukrainian reader with translations of high quality from numerous
languages. It was this journal that gave a chance to the literary critics D.Zatons'kyi and V.Skurativs'kyi
as well as to each of its editors-in-chief to establish closer contacts with many national literatures of
the world. A prominent place among them belongs to the English language authors both from the
British Commonwealth countries and from the United States. The German language works were
represented by several celebrated authors and poets from the Federal Republic of Germany, Austria
and Switzerland. No less often published in this journal were also the works of several French
language authors and poets from France itself as well as from Switzerland, Algeria and some former
French colonies. An equally rich representation had also different Spanish language authors both from
Spain and from all Latin American countries. A noticeable place on the pages of the Vsesvit journal
has always been occupied by the classical and contemporary authors and poets from Italy, Portugal,
and Brazil. Often published in Ukrainian translation during the second half of the twentieth century
were works from all Scandinavian, Western Slavic and Baltic countries. Ukrainian readers were given
an unprecedented opportunity to get acquainted with some classics and contemporary authors of the
Arab, the Near Eastern, the Far Eastern, the South Asian and some young literatures of Central and
Equatorial Africa.

We can surely say that during the last fifteen years the only source of Ukrainian translations of
world literature was the Vsesvit journal. It produced above ten novels in a year, translated into good
Ukrainian, it was even more than all other journals and publishing houses taken together.
[.Koshelivetz printed historical novel about Joan of Arc, Yu. Shevchuk published translation of
G.Orwell’s «Animal Farm». We cannot but mention «On the Marble Rocks» by E.Junger, «The King
of Life» by Ya.Parandovskyj, «Hotel «Miramar» by N.Magfuz, «The Bridge to Eternity» by R.Bach,
«Fatal Heritage» by J. Khmelevska, «Around the World» by H.Cherin” and many others [1, 81].

It is natural that the numerous translators from various publishing houses not only well under-
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stand each other but also cooperate with one another. Consequently, their aims in elaborating common
approaches to the methods of faithful translation never differe in the main. As a result, due to the
social requirements and on the ground of the long practice and rich experience of the preceding and
present (post-war) generations of belles-lettres translators, there are elaborated and unanimously
agreed upon, and naturally employed in the publishing houses of Ukraine, some basic principles of
artistic translation. The main of these principles, which may equally be applied, at least partly, when
translating any other type of written matter, may be defined as follows:

» To maintain in the target language version all the structural peculiarities of the matter/work
under translation.

* To hold strictly to the author's conception and render faithfully the content of the source
language matter/work under translation.

* To maintain in the version of the target language the main peculiarities/features of the
syntactic organization and stylistic means of expression of the source language matter/work.

* To maintain in the version of the target language the fidelity in the means and ways of the
author's depicting the artistic images and expressiveness pertained to the source language matter/work.

* To avoid deliberate omissions and any other forms of free interpretation/rendering unless
required of the source language matter/work.

» To restrain in the process of translation of a text/work from any deliberate shortening or
enlargement of it, as well as of any embellishment of its stylistic or artistic qualities in the target
language version.

* To render/maintain as fully as possible in the target language variant the ease of expression
pertaining to the source language matter/work.

* To render/maintain in the target language version the pragmatic intention/orientation of the
author and his force of influence on the reader.
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MACHINE TRANSLATION

Obviously, no translation can be done without a source text (i.e., the document to be translated).
But for machine translation, an additional basic requirement is that the source text be available in
machine-readable form. That is, it must come on diskette or cartridge or tape or by modem and end up
as a text file on your disk. Conversion of a source text on paper or in a graphical image file to
machine-readable form using imaged character recognition is not usually accurate enough to be used
without human editing, and human editing is expensive, adding an unacceptable cost component to the
total cost of machine translation [3, 27].

All translations projects have specifications. Who is the intended audience for the target text?
Does the level of language need to be adjusted? In technical translation, perhaps the most important
specification is what equivalents to use for technical terms. Are there other target texts with which this
translation should be consistent? What is the purpose of the translation? [2, 345].

If the purpose is just to get a general idea of the content of the source text, then the
specifications would include «indicative translation only.» An indicative translation is usually for the
benefit of one person rather than for publication and need not be a high-quality translation. Thus,
publication-quality translations are high-quality translations (and are usually the result of human
translation), while indicative translations are low-quality translations (and are usually the result of
machine translation). These two types of translation are not normally in competition with each other,
since a requester of translation will typically want one type or the other for a given document and a
given set of specifications. Sometimes, the two types are complementary [1, 36].

Humans, with proper study and practice, are good at producing high-quality translations but
typically can only translate a few hundred words an hour to approximately a thousand words an hour,
depending on such factor as the difficulty of the source text. Even with very familiar material, human
translators are limited by how fast they can type or dictate their translations. Computers are good at
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producing low-quality translations very quickly. Some machine translation systems can translate tens
of thousands of words an hour. By upgrading to a more powerful computer, the speed of translation
improves but not the quality. By upgrading to a «more powerful» human translator, the quality of
translation improves but not necessarily the speed. Here we have a classic case of a trade-off. You can
have high speed or high quality but not both.

There is a widespread and dangerous myth that translation is a black box with one input and one
output. A source text goes in and the one correct target text comes out. The one and only specification
needed is the target language. A good black box produces good translations and a bad box — bad ones.
The ill effects of believing in this myth are felt by both the requester of translation (you) and the
outside supplier (an individual translator or a translation company. The fact of the matter is that there
is no universal standard of how specialized terms should be translated. As some have put it, there is no
«great global glossary,» nor can there be. Terminology is always changing. New terms are
continuously being coined in huge quantities. And each organization has its own terms and custom
equivalents for widely-used terms. Translation is not a black box. To qualify, a text must be:

1) Available in machine readable form

2) Part of a large series of similar texts

3) Restricted to a single sublanguage.

The first requirement is becoming easier and easier to meet. The second requirement is purely a
question of economies of scale that allow development expenses to be spread over a large quantity of
text. The third requirement is the most difficult to satisfy. If the nature of the source text does not
allow the a machine translation system to produce high-quality output, then there is little that can be
done to remedy the situation, other than obtain a better machine translation system or assign a human
translator to revise the raw output of the machine-translation system. This type of revision is usually
called post-editing [2, 356].

At first glance, post-editing may seem like a panacea. Why not use machine translation for
everything and then have a human post-edit? The answer is an economic one. For a source text not
restricted to a sublanguage, the cost of post-editing can be very high. If the post-editor must consult
both the source and target texts, the effort, and therefore the time and cost for post-editing can easily
approach the cost of paying a professional translator to translate the source text.

What makes machine translation so difficult? Part of the problem is that language is highly
ambiguous when looked at as individual words. For example, consider the word «cut» without
knowing what sentence the word came from. It could have been any of the following sentences:

He told me to cut off a piece of cheese.

The child cut out a bad spot from the apple.

My son cut out early from school again.

The old man cut in line without knowing it.

The cut became infected because it was not bandaged.

Cut it out! You're driving me crazy.

His cut of the profit was too small to pay the rent.

Why can't you cut me some slack?

I wish you could be serious, and not cut up all the time.

She was unwilling to take a cut in pay.

His receiver made the cut much sooner than the quarterback expected.
Hardly anyone made the cut for the basketball team.

If you give me a cut like that, I'll have your barber's license revoked.
Lousy driver! Look before you cut me off like that!

The cut of a diamond is a major determiner of its value.

If a computer (or a human) is only allowed to the word «cut» and the rest of the sentence is
covered up, it is impossible to know which meaning of «cut» is intended [1, 47].

Early researchers in machine translation (in the late 1940s and early 1950s) were already aware
of the problem of asymmetry between languages, but they seriously underestimated the difficulty of
overcoming it. They assumed that by giving the computer access to a few words of context on either
side of the word in question the computer could figure out which meaning was intended and then
translate it properly. By about 1960, some researchers had realized that even if the entire sentence is
available, it is still not always obvious how to translate without using knowledge about the real world.
A classic sentence that illustrates this difficulty uses the word «pen,» which can refer to either a
writing instrument or to an enclosure in which a child is placed to play so that it will not crawl off into
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another room. The ambiguity must be resolved or the word «pen» will probably be translated
incorrectly. The pen was in the box. This sentence will typically be interpreted by a human as referring
to a writing instrument inside a cardboard box such as a gift box for a nice fountain pen or gold-plated
ballpoint pen, rather than a play pen in a big box. However, look what happens if the sentence is
rearranged as follows: The box was in the pen. This sentence will typically be interpreted by a human
as referring to a normal-size cardboard box inside a child's play pen rather than as a tiny box inside a
writing instrument. A human uses knowledge about typical and relative sizes of objects in the real
world to interpret sentences. For a human, this process is nearly effortless and usually unconscious.
For a computer that does not have access to real-world knowledge, this process is impossible.

The situation is also taken into account. Returning to the sentence about the pen in the box,
there are texts, such as a description of a family with small children moving their affairs to another
apartment, in which a human would interpret the pen as the child's play pen being put into a large box
to protect it while it is moved to a new location. And there are texts, such as a spy story about ultra-
miniature boxes of top secret information, in which the sentence about the box in the pen would be
interpreted as referring to a writing instrument containing a tiny box. The words in these sentences do
not change, yet the interpretation changes. Here even real-world knowledge is insufficient. Some sense
of the flow of discourse and the current situation are needed [2, 360].

There are two principal ways that these problems of ambiguity have been attacked. One is to
attempt to provide the computer with real-world knowledge and a sense of the flow of discourse so
that it can function just like a human. This approach is known as Artificial Intelligence. The other is to
restrict the source text in various ways so that real-world knowledge and flow of discourse are not as
important to the interpretation of the text and its correct translation. Let us consider an example of how
restriction to a sublanguage within a domain can simplify the translation process. Consider the word
«bus.» Without restricting the source text in any way, this word could refer to either a large vehicle for
transporting people or to a component of a computer that consists of slots into which circuit cards are
placed. However, if the source text is known to consist of a sublanguage which is concerned uniquely
with instructions on how to repair microcomputers, then the word «bus» will almost certainly refer to
the slots for circuit cards rather than to the vehicle.

There is a connection between the sublanguage approach and the Artificial Intelligence
approach. Artificial Intelligence has been by far the most successful on sublanguage texts limited to
extremely narrow domains known as micro worlds. A classic example of a micro world is limited to a
certain type of kitchen water faucet and the task of replacing a washer in that faucet. So far as that
micro world is concerned, the fridge does not exist, nor the stove, nor any other part of the kitchen,
and the other rooms of the house, such as the bedroom cannot be mentioned [1, 57].

To sum up, we should say, that:

One key to producing high-quality translation of specialized texts is the effective management
of terminology, whether you choose human or machine translation.

The problem of MT is that it fails to cope with speech acts. Even on repetitive texts, the finished
output often needs to be checked to by a human translator, and varying degrees of post-editing might
be necessary.

Another factor is the source language — target language pair. MT works best also where
languages are of a similar type (English — Spanish) or related (German — English) or closely related
(Norwegian — Danish).

It has been suggested that, sooner or later, computers will make all human translators redundant.
To put it differently, human translators will be replaced only once computers are developed that can
write good poetry.

Jimepamypa
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2. David Crystal «The Cambridge Encyclopaedia of Language». — Cambridge University Press, 1999.
3. Kopyneus [.B. Teopis i npakruka nepexnany: ITinpyanuk. — Binaumst: «Hosa kaura», 2003. — C.26-28.
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INVERSION AS A STYLISTIC DEVICE
(ON THE MATERIAL OF THOMAS HARDY’S WORKYS)

When the usual order of the subject and the predicate verb is changed: the predicate verb is
placed before the subject — such word order is called inversion.

As a result of the disappearance of case forms, Modern English has developed a rather fixed and
rigid word order to indicate the various syntactical functions of words in the sentence which in most
cases shows without fail what is the subject of the sentence. This «tolerably fixed word-order» is
Subject — Verb (Predicate) — Object (S-P-O). So word order is very important in English, because the
language is no longer inflected. That is, individual words do not have endings to show which parts of
speech they represent [2, 335].

But this is not to say that the rules of normal word-order are strictly observed in absolutely all
cases. The form of expression may depart from the common word-order for certain logical reason or
under the stress of emotion, considerations of style, euphonic reasons.

Stylistic inversion shows the deliberate violation of word order with the aim to emphasize the
emotional or content component. The word order is considered to be inverted when the rearrangement
refers to only one component out of two syntactically coherent members of the sentence: the predicate
when it refers to the subject, direct object when it refers to the subject, the predicative when it refers to
the link word. So the stylistic inversion is peculiar to all members of the sentence — to the subject,
object, adverbial modifier. This kind of inversion serves to emphasize the content centre of the
message — rheme, because the predicate is used in the most inverted place of the sentence. In the
stylistic treatment of inversion it is necessary to pay attention to its stylistic function of violation of
sentence rhythm [1, 301].

The most conspicuous places in the sentence are considered to be the first and the last: the first
place because the full force of the stress can be felt at the beginning of an utterance and the last place
because there is a pause after it. This traditional word-order had developed a definite intonation
design. Through frequency of repetition this design has imposed itself on any sentence even though
there are changes introduced in the sequence of the component parts. Hence the clash between
semantically insignificant elements of the sentence when they are placed in structurally significant
position and the intonation which follows the recognized pattern [8, 12]. The predominance of S—P—
O word-order makes conspicuous any change in the structure of the sentence and inevitably calls forth
a modification in the intonation design [2, 195].

Thus in Dickens' sentence:

«Talent Mr. Micawber has; capital Mr. Micawber has not.»

The first and the last positions being prominent, the verb has and the negative not get a fuller
volume of stress than they would in ordinary (uninverted) word-order. In the traditional word-order
the predicates has and has not are closely attached to their objects talent and capital. English predicate-
object groups are so bound together that when we tear the object away from its predicate, the latter
remains dangling in the sentence and in this position sometimes calls forth a change in meaning of the
predicate word. In the inverted word-order not only the objects talent and capital become conspicuous
but also the predicates has and has not.

Changes to conventional syntax are often used to create dramatic, poetic, or comic effect.

For instance, poets and song lyricists often change syntactic order to create rhythmic effects:

«I'll sing to him, each spring to him. And long for the day when I'll cling to him, bewitched,
bothered and bewildered am I» [2, 334].

Inversion is very often used as an independent stylistic device in which the direct word order is
changed either completely so that the predicate precedes the subject, or partially so that the object
precedes the subject- predicate pair.

Correspondingly we differentiate between a partial and a complete inversion.

The full inversion is the rearrangement of the whole member of the sentence or its group in the
relation to the member to which it refers.

The partial inversion is the rearrangement of the part of the member of the sentence or its group
in the relation to the member of the sentence to which it refers.

The example of the full inversion is the sentences:

From behind me came Andrew’s voice. ( S. Chaplin).
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Up flew the sparks in myriads as the logs were stirred. ( Dickens)

The partial inversion occurs in the sentences like:

To his orderly he was at first cold and just and indifferent.

Nor do I recollect that Mr. Murdstone laughed at all that day...

Inversion may be the result of emphasis. When some word in the sentence is put in a prominent
position to make it emphatic, the structure of the sentence may require an inverted order of subject and
predicate verb:

Up flew the bright sparks in myriads as long were stirred...( Dickens)

Never shall I Forget the lonely sensation of first lying down, without a fool above my head [2;
4; 5].

Most of the grammarians distinguish two kinds of inversion: stylistic and grammatical.

Grammatical inversion occurs in the questions and negative sentences. It changes the meaning
of the syntactic construction: Does it surprise you? ( S. Maugham), What are you doing here? ( J.
Galsworthy), Can’t you pot it off. ( J.Galsworthy) [1; 2; 3; 4].

The stylistic device of inversion should not be confused with grammatical inversion which is a
norm in interrogative constructions. Stylistic inversion deals with the rearrangement of the normative
word order. Questions may also be rearranged: «Young mother is at home? «asked one of the
characters of J.Baldwin’s novel. The inverted question presupposes the answer with more certainty
than the normative one [1, 302].

Unlike grammatical inversion, stylistic inversion does not change the structural meaning of the
sentence, that is, the change in the juxtaposition of the members of the sentence does not indicate
structural meaning but has some superstructural function. Stylistic inversion aims at attaching logical
stress or additional emotional colouring to the surface meaning of the utterance. Therefore a specific
intonation pattern is the inevitable satellite of inversion [2, 336].

Stylistic inversion in Modern English should not be regarded as a violation of the norms of
standard English. It is only the practical realization of what is potential in the language itself [1, 304].

The main function of stylistic inversion is to make prominent or emphatic that part of the
sentence which is more important or informative in the speaker’s opinion [2, 275].

Prominence and emphasis are achieved by placing the word in an unusual position: words
normally placed at the beginning of the sentence are placed towards the end, whereas words usually
occupying position closer to the end of the sentence are shifted to the beginning.

End position is always emphatic for the subject. Very often this reordering results in the
detachment of the subject.

Must have cost a pretty penny, this dress of yours!

The stylistic inversion is used to express continuity of thought in sentences following one
another. This continuity is often supported by demonstrative pronouns and adverbs.

Some people looked down on him. Those people he despised.

And, oh, that look! On that look Euphemia had spent much anxious thought.

Similarly, for purpose of enumeration, a word marking continuity is sometimes placed at the
beginning of the sentence, with the verb immediately following.

Next comes the most amusing scene [6; 7].

stylistic inversion is realized in the following models:

The following patterns of stylistic inversion are most frequently met in both English prose and
English poetry:

1. The predicative often with the linking verb precedes the subject:

Insolent, willful and singularly pretty was her aspect ( Ch. Bronie).

This type of inversion is peculiar to the colloquial speech, where it is often used with the ellipse,
question or other typical to the colloquial speech peculiarities:

2. The predicate expressed by the verb precedes the subject: Into this society came Sonia van
der Marwe when her husband had been three years in prison ( M. Spark)

3. The direct object occupies the first place: Little change had Time brought in the «warmest» of
the young Forsytes, as the last of the old Forsytes- Timothy- now in his hundred and first year, would
have praised it ( J. Galsworthy)

4. Inversion occurs, when an object or adverbial modifier expressed by a word group with not
a... or many a... opens the sentence.

Not a hint, however, did she drop about sending me to school

Prepositional object occupies the first place: To this Lris also agreed ( F. King); On this Poirot
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tapped. ( A. Christie)

The attribute expressed by the adjective is placed at the end of the sentence: But it’s a letter
congratulatory. ( A. Cronin);

His fingers stained and warm. ( A. Cronin)

This model is often used when there is more than one attribute, for example:

«With fingers weary and worn...» (Thomas Hood)

The attribute expressed by the adjective or some adjectives when it is placed after the
determiner gives to the speech solemn, archaic tone; organizes its rthythmically and can receive the hue
of predication.

5. Adverbials which are usually placed after the predicate occupy the first place: In waves, in
clouds, in big round whirls the dust comes stinging and with it little bits of straw and chaff ( K.
Mansfield).

6. The adverbial modifiers which are placed at the beginning are not only stressed by
themselves but they stress the subject which is as a result placed at the end because the last place is
also considered emphatic.

Hallo! Here come two lovers. ( K. Mansfield).

Among them stood tulips. ( R. Aldington)

Special dynamics and vividness of the speech is created by placing the postpositive on the first
place:

Off they sped. Out he hopped, up you go [1, 164].

Inversion occurs when an adverbial modifier precedes by so is placed at the head of the
sentence.

So beautifully did she sing that the audience burst into applause [9].

Inversion occurs when the emphatic particle only, the adverbs hardly, scarcely, the adverb no
sooner, the conjunction nor opens the sentence.

Only once did he meet his match in tennis.

Scarcely was one long task completed when a guard unlocked our door

[4, 255].

The most spread cases when inversion occurs are when it is used to distinguish between the
communicative types of sentences and when an adverbial modifier opens the sentence to produce
greater effect.

Inversion can become a means of emphasis, acquiring a stylistic function. When the writer gives
prominent position to some word or words and uses inverted order of words in the sentence, in this
way, he gives the emphasis to what he wants to stress and strike the eye of a reader. Here inversion is
used to provide a certain stylistic effect.
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THE FUNCTION AND IMPORTANCE OF THE NATURAL SETTING
IN THE DETECTIVE NOVEL PALINDROME BY STUART WOODS

Mystery and detective fiction is on the peak of its developments nowadays. Since the historic
appearance of this genre, this type of literature has always found a lot of devoted and creative writers.

It is hard to imagine 20" century American «crime and murder» literature without Stuart
Woods. His matchless style of writing and original interpretation of the problems of modern society
has gained great popularity among the readers, critics and linguists. That is why we dedicated our
investigation to Stuart Woods’ individual style and to the influence of the criteria and canons of the
classic detective literature on the form, plot and peculiarities of the novel Palindrome.

Accordingly, Woods is a bright and prolific murder writer. He is known and appreciated for his
numerous propulsive thrillers resembling a movie mogul embroiled in multiple murders. Only a part
of his large output includes 27 published novels for today. Most of his works were written hastily for
quick sale, but that didn’t influence on their quality beyond originality.

As it was mentioned before, our research is based on the novel Palindrome. The novel
Palindrome (1991), a propulsive thriller, featuring an extraordinary fascinating plot and very
propulsive and intriguing manner of narration. It is a deep, sorrowful story of pursues and murders.
This novel gained the writer the appreciation for his masterful creation of suspense.

The novel Palindrome has an eerie atmosphere. Much of the important and turning book’s
events is set at night, and is full of horrifying menace. Woods’ technique is heavily plot oriented. The
detective sets out right away to investigate the crime, and the book contains little that is not directly
related to the mystery and its detection [4; 7].

The peculiarity of the novel’s plot lies down in the following: every time the reader thinks the
story is moving in one direction, but another plot line, that is not directly portrayed and often remains
hidden, moves in quite different with some surprising development. Oftentimes the significance of this
plot development is a mystery to the reader, who only sees the surface of all what is happening in the
novel. Such Woods' manner of plot development keeps up a steady stream of mysterious events,
whose underlying causes are only gradually unravelled by the detective. The root causes of the events
are often very different from what the reader first suspects. Characters that looked like bad guys turn
out to be good guys, or at least not deeply villainous. The various groups of characters and their
actions interlock in ingenious ways. The plot as a whole is like an elaborate, giant jigsaw puzzle, with
many pieces contributing to the whole. Well done, and by a good storyteller, the whole plot has an
enormous forward momentum, which catches the reader up in the unfolding action.

Another feature of Woods’ technique is the naturalness.

The natural backdrop of the crime novel contributes greatly to its ease sounding.The soberness
of the descriptions of the natural setting, Cumberland Island and its Greenfield Inn, Plum Orchard,
Stafford and Dungeness beaches, seem to validate one of the rules of detective novel writing that S.S.
Van Dine formulated in his «Twenty rules for Writing Detective Stories» (1928) [8]. While today it
seems rather a set of norms concerning the manner of how not to write a detective novel, this sort of
«poetics» of police literature, reflects, to a large extent, Woods’ choice of composition.

However, Jacques Dubois, among others, emphasizes that «the major tendency is for the
detective story to be written mostly in realistic speech» [3]. And Woods’ writing, including his use of
island space, fits perfectly into this realistic matrix setting which characterizes the detective novel in
general.

The main function of mentioning the names of different places of Cumberland Island is to evoke
the place where the action occurs. Furthermore, the presence of the name of a beach or avenue, within
a sentence or paragraph, tends to give a greater consistency to events, and especially to situate the
facts in a concrete space, known to the reader or that which can be easily imagined with the help of
added maps, while satisfying, from a certain point of view, a «profession of truth», as Jean-Ndel Blanc
emphasizes: «you see the story as believable, since the name of this place or that hotel is true» [3].

Indeed the presence of such an element in the text is sufficient to trigger a way of verifying
truthfulness, and therefore, the credibility of the narration: «in the realistic texty», Klinkenberg remarks,
«known details give back the believable whole, the authentic object renders all the space authentic, the
captured moment makes all the time real» [2, 84].

The main, if not the essential function of the names of the places of the island then, as one can
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easily deduce from remarks made up to this point, is to represent and provide a set of information
which increases the illusion of reality, which renders the narrative plausible.

Put another way, these are what Roland Barthes defines as informants, «pure data, immediately
significant,» that have the goal of bringing «a fully formed recognition». Their functionality, pursues
Barthes, «is therefore weak, but still exists: ...the informant serves to authenticate the reality of the
referent, to root the fiction in the real» [1].

We find ourselves, in any case, faced with an effort which, at the narrative level, many writers
of the realistic school accomplish: the attempt «to eliminate the difference between the text and the
pre-text» [1]; with the goal of intensifying the degree of rapport with the reader, increasing the
possibility of the reader's involvement in the story.

Therefore, descriptive passages of places having no direct function in the narrative action prove
to be relatively rare. Stuart Woods tends to place these passages in the opening part of the chapters —
which rarely begins in medias res — almost to sketch a sort of general setting of the action, or in
moments during which the protagonist Elizabeth Barwick isn't thinking about her life, cruel husband
and new impressions made by the Drummond family, but finds delights in charming landscapes which
bring back her desire to live and work:

Late in the afternoon, sunburned and sand encrusted, the two made their way on foot from the
beach through the dunes toward Stafford Beach Cottage... [5, 230]

Liz said good-bye, climbed into the Jeep, and started back toward Stafford Beach Cottage. She
cut across the island toward the beach, which took her past lake Whitney [5, 252].

They were in Cumberland Sound, part of the Inland Waterway, and the island was showing its
narrow southern tip, the bone end of the typical leg-of-lamp shape of an Atlantic Seaboard barrier
island. The mouth of the St. Mary’s River opened to her left... To her right, the Atlantic Ocean began
to slip from view behind the low-lying island [5, 44].

Liz turned north for Plum Orchard. She turned left at the fork, and soon the mansion appeared,
bathered in the golden afternoon light [5, 180].

It is especially in these types of passages that a feature not necessarily specific to this genre
appears in the novel: attention to the psychological nuances of the heroine. Elizabeth, for example,
unveils, in this manner, her sensitivity as well as the affection that binds her to certain places in
Cumberland Island, and, though rarer, her sympathy to certain parts of the island devoid of dynamism
and vitality, which have positive influence on her.

The critics investigating Stuart Woods’ style agree that his writing in general is therefore valid
for these cases because the presentation of mystery isn't simply a transcription of reality, a precise
description of surroundings or customs. When Woods uses this type of narrative, he leaves the
mystery novel for the «psychological novel» or «moral study» [2, 107].

There exists also a second aspect of the writing of the island space. A textual element not so
much concerned with the spatial setting to which it anchors the intrigue, but which affects rather
another narrative structure: the character.

This choice of composition can be read, rightfully, as another demonstration of the desire to
suggest an «effect of reality» [6, 64]. In making recourse to that which affirms, in its conception of the
world, the attitude to people and while reproducing in a mimetic manner the symbolic universe of the
main heroine Liz Barwick, Woods delivers to the reader the character's constituent feature: like the
beautiful but unknown landscapes, to such an island unit corresponds to the needs of the heroine’s
soul.

This again underlines that Woods is, in part and on various levels, «a champion of the effect of
realy», that is, of the realistic touches which authenticate a situation, a character, a place, one can
certainly ignore, as Marc Lits notes, «the space in the mystery narrative which answers less, as one
could believe, to realistic aesthetics» [1; 7].

The conclusion is that the notion of the real natural background of the novel, the manner of its
description and the places of the novel where it appears, all that contribute greatly to the skillful style
of Woods’ description, on the one hand, and to the perfect representation of the image of the main
heroine. The crime and fear are reflected and revealed on the world around. Space and the events
described are perfectly bended contributing to the novel’s atmosphere. To continue this thought we’ll
add that Palindrome possesses, what Roger Caillois considers the distinctive features of the «narrative
of deduction»: «The detective novel happens in an enclosed universe ... The units of place and time
come back in favour» [3].

Palindrome is a strange, extraordinary book. Its all there «...intrigue, suspense, cunning, and the
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extreme athleticism and mental focus that shape the lives of today's people, packed into a fast-paced
action thriller» [83].The pacing is excellent, and Woods’ prose is vivid. While its form has roots in the
pulp tradition, its content is distinctly different.

Palindrome succeeds on several levels. The mystery is clever and the characters are vivid and
entertaining. This novel is a social one and studies the effect of social conditions at a given time
(1990’s) and place (the USA) upon human lives, their behaviour and conduct.

Woods depicts the plot of the mystery novel so skilfully that it seems that all the events are real
and happen around us. The Chattanooga Times had written that Stuart Woods’ «prose keeps picking
up speed...grabbing you and jerking you forward at a rapid pace, making it hard to catch your breathy»
[5].

To summarize our investigation of Stuart Woods’ style we should underline the great
professionalism of this writer. His novel Palindrome is a true representation of the modern American
society, its main problems and disorders. Stuart Woods proves to be the writer who is among the
greats. He lifts the covers off pretence and hypocrisy and shows us all the wet slimy things that
wriggle underneath. Ugly, brutal, but like a highway accident, you can not look away.
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cmyo. 32 ep. ¢p-my inozemn. mos Ipuna Temuenko
Hayk. KkepigHuk — ooy. A.A. I pucopyx

BIJIbHI EKOHOMIYHI 30HHA

[lepeTBOpeHHs MIaHOBO-TUPEKTUBHOI €KOHOMIKH Y BiIKpUTY PHHKOBY IOB'SI3aHO CHOTOJHI 3
BUDPIMIEHHSM sy  aKTyaJbHHX [OpoOieM: 3aMiHOI0  CcTapoi TOCHOAApPCHKOI  CTPYKTYpH,
PECTPYKTYPH3AIlEI0 TPOMHUCIIOBOCTI, OCBOEHHSM PUHKOBHUX MPUHIUIIB MISUTBHOCTI, THTErPaIi€l0 0
CBITOBOi €KOHOMIUHOi cucTeMH. Ha3BaHi 3aBOaHHS HE MOXHA BHPILUTH 0€3 PO3IIHPEHHS
IHBECTUIIMHOI MiSUIBHOCTI, SiKa 3a0e3ledye HelepepBHICTh BIATBOPIOBAIBHOIO IPOLECY Ta Ji€BE
CTUMYJIOBaHHS BCIX BiJOMHX (pOpM 30BHIIIHBOECKOHOMIUHOro crmiBpobitHHITBa. [lomiOHI TeHmeHmii
XapakTepHi 1 Ui 30BHIIIHFOCKOHOMIUHUX 3B'SI3KiB, pe()OPMYBaHHS SIKHX TaKOX CYTTEBO YCKIAJHEHO.
Ane mortpeba kpaiHu y 30BHIIIHIX pecypcax pPO3BUTKY — B TOMY YHMCIi 1HO3EMHHX IHBECTHULISX SK
OZIHiH 3 ()OpPM 30BHIIIHFOEKOHOMIYHHUX 3B'SI3KiB, 00YMOBIIIOE BUKOPUCTAHHS! HECTAHJAPTHUX MiJXOIB.
Taxum HeTpagUIifHUM MiIX0A0M MOXKE CTaTH (GOPMYBaHHS CIeLiaIbHUX (BUIbHUX) EKOHOMIYHUX 30H
(BE3). CroenianbHi 30HM CTBOPIOIOTH CHPUSTIMBI YMOBH IJISi €KOHOMIYHOT'O PO3BHUTKY 0a30BHX
00'ekTiB Ta TepuTOpiii X posramyBaHHs. Tomy Tema fociimkenas BE3 € akryanpHo0 chorogni. Mu
CTaBMJIM HACTYIHI 3aBIaHHS Iepel co0O0r0: AOCHIAWTH MOHATTA BUTPHMX EKOHOMIYHUX 30H,
nepenyMoBH ix (opMyBaHHS Ta iX THNH, a TaKOX IMOPIBHATH YKpPAiHCHKUN Ta 3apyODKHHUN JOCBiT
¢dopmyBanns BE3.

Icaye we wmenme 30 pisHEx JAediHinid, o0 BU3HAYAIOTH I€ sBUINE. HaiOimbin
PO3BIOBCIODKEHUMH 3 HUX € TEpPMiHU «BiIbHa ekoHOMiuHa 30Ha» (BE3) Ta «excmopTHO-BHpoOHMYA
3oaa» (EB3). Kpim Toro, icHye OaratoBapiaHTHICTh MiIXOAIB Yy BU3HAYEHHI CaMOro SBUIA BUIbHHUX
30H. Bracui TpaktyBanus BE3 nae 3akoHOmaBcTBO KpaiH, 1110 OepyTh y4acTb y Mpoleci 30HyBaHHS, a
TAKO)X MDKHApOAHI yrogW, TEOPETUKO-TIPAKTUYHI OCHIUKEHHS, JOKYMEHTH CIeliali30BaHuX
oprasizauiii, acomiauiii Tomo. Bei BoHH, cmiBmagaroun y Biag3epKaieHHI HaWBa)KJIUBIIIUX CYTTEBHX
pHC BUIBHUX 30H, IPOMOHYIOTH BJAaCHI, OpUTiHANBHI TPaKTYBaHHSL.

BE3 — 11e oOMeskeHa yacTHHA TepUTOPil AepKaBH, Ha SKiil BCTAHOBIIOIOTHCS OCOOIMBI MUTHHIA,
MOJATKOBHH, (DiHAHCOBHI, OpraHi3auiiHO-IPAaBOBUN PEKUMH IisUTBHOCTI Cy0’€KTiB MiANPUEMHHLITBA
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JUTS aKTHBIi3aIlii EKOHOMIKH Ta iHTErpallii y CBITOBE TOCIIOAapPCTBO.

Jo wmineit, sKi CTaBIATbCA AEP’KaBOIO, IO CTBOpIOE (abo caHkmioHye ctBopeHHs) BE3, sk
MPaBUJIO, BITHOCATHCS: PO3B'sA3aHHS MpoOieM 3alHATOCTI 1 (OpMYyBaHHS HOBHUX POOOUYMX MICIIb;
aKTHBi3allis 30BHIMIHBOI TOPTiBJIi; CTUMYJIIOBAHHS MPHUTOKY 1HO3eMHUX I[HBECTHLIH SK AOIATKOBOTO
kepena (iHaHCYBaHHS; aKTHBi3allii OOMiHY 3HAaHHSAMH W TEXHONOTISIMHM, 1 SIK pe3yjibTaT, —
JOCSITHEHHST HOBOi 1HHOBALlIMHOI SIKOCTI €KOHOMIKHM; PO3LIMPEHHS eKCIopTHOI 0a3u abo pO3BUTOK
IMIIOPTO3aMIIIIeHHsI: TiABUINECHHS OOCSTIB 30BHIINIHIX HAJIXOKCHb Ta TOKPAIIaHHS IUIATLKHOTO
OanmaHCy KpalHH-peluITieHTa; epeKTHBHE BUKOPUCTAHHS MICIICBHX PECypCiB O0YyI0Ba CTPYKTYP, IO €
MPOBITHUKOM Ta KaTali3aTOpOM PHHKOBUX MEPETBOPEHB

BararoBapianTHICTh MiAXOAIB, sIKa BHUSBHJAcS INpPH BUBYEHHI MOHATTA Ta cyTtHocTi BE3,
BJIACTMBA TAKOX 1 mizxomaM 1o iX kiacu¢ikanii IcHyloTs pi3Hi BapiaHTH THUHONOrii 30H. 30KpeMa,
nocmigaukn  C. A, Hiiiko, B. [. ®inaroB, A. II. JdymMHOB Ta iHIII pO3PI3HAIOTH
30BHILIHBOTOPT'OBENbHI, (pyHKIIOHaNBHI Ta Tamy3eBi 30HH, B. Ykmap ta C. C. ®oMiH AeTamizyroTh
Kjnacu(ikalio MiAPO3ILTOM 30BHIIIHBOTOPIOBENBHUX Ha KOMEpLiHHI Ta ckiaiachki 3oHm . M.
AxynpoHok Ta A. H. ConpaTkiH BH3HAIOTh ICHYBAaHHS YOTHPHOX THIIIB 30H — BUIBHOI TOPTiBII,
EKCTIOPTHO-BUPOOHHUY1 MTPOMHUCIOBI, BUTbHI MOPTH Ta OaHKIBCbKiI 30HM E. A. AntuHOaeB muine mpo
30HH MPHUCKOPEHOI'0 EKOHOMIYHOI'O PO3BHUTKY, 30HU CIUIBHOTO MiANPHUEMHUITBA Ta 30HH LTICHOTO
E€KOHOMIYHOTO palioHy 3 TIOBHOIO BiJHOBIIIOBAJIBHOIO CTPYKTYpOr 00poOHOi mpommucioBocti 0. C.
CrenaHoB HaBOAWTH KiacHQiKalilo 30H, IO BIJHOCATHCS 1O I'SITU TUMIB OE3MUTHI, €KCIOPTHI
MPOMHUCIIOBI, TAapKHd TEXHOJIOTIYHOTO PO3BHUTKY, 30HM CTPaxoBUX Ta OaHKIBCBKHX TIOCIYT,
IMIIOPTONIPOMHUCIIOBI 30HU Ta 30HM iMmopTo3amimieHHs A. KopHeeB Hanae mepeBary ceMu THUIaM 30H,
IO BiIPI3HSIOTHCS 3a IJIOMICI0 Ta (YHKLIOHAJIHHOI CHPSIMOBAHICTIO — L€ PECYPCHI, TPaHCIOPTHI,
¢iHaHCOBl, CKJIaJalbHI, peKpealiini, ckuanckki, TexHomapku A II KysHenoB — mnpoBigHuit
POCIiCBKMI AOCHIMHUK Yy Wil Tamy3i — BBakae 3a HEOOXiHE PO3PI3HATH 30HH BLIBHOI TOPTIBII,
MiAPUEMHHULBK], TEXHOJOTIYHI MapKH 30HU EKCIOPTHOIO BHPOOHMIITBA, CHELiaJibHI E€KOHOMIYHi
30HM. Bci HaBenmeHi Touku 30py Ha THmonorito BE3, 6e3 cyMHiBY, MaioThb BHYTPIIIHIO JIOTIKY Ta
JO3BOJISIIOTH Mifl PI3HMMH KyTaMu 30py ocmuciautu ¢enomedH BE3. MoxHa BBakaTH IOCHTH
KOPUCHHMM TOAIOHE PI3HOMAHITTS MigXOiB, OCKUIBKH B MPOLECi BiICTOIOBAHHS BJIACHHUX TOYOK 30pY
aBTOpU HaOMMKAIOTHCS 10 iICTUHH.

IniniatuBa ctBopeHHss BE3 B pisHux perionax Ykpainu BuHukia me y 1989-1990 pokax.
«[Tionepamu» wnporo mporecy cTanu 3akaprnarcbka, Opnecbka, YepHiBenbka, XapKiBChbKa,
JuinponerpoBckka obnacti Ta ABToHOMHa Pecry6iika Kpum. Ane po3BUTOK 1 MOMIMPEHHS TAKUX 30H
raJIbMyBaJIMCA 3 00’ €KTUBHUX MPUYWH. Jl0 HUX CINiJ] BITHECTH BiJICYTHICTh BiMIOBIHOT 3aKOHOIaBYOT
0a3u 1 3aTBepKEHOI Ha Jiep>KaBHOMY PiBHI KOHIIEMLil perioHalbHOI MOJTITHKH, IPOrpamMu po30y10BH
B Ykpaini BE3, HeBH3Ha4YeHICTb MEPCIEKTHB TOCIOAAPCHKOTO PO3BUTKY. Hepimywicts BiagHHX
CTPYKTYp 3 LIbOTO NMUTaHHA CTBOPIOBaJa MOABIHHY CUTYaIlil0, KOJIM iHI[IaTUBa PErioHiB He 3HAXOAMIIa
nieBoi mMiATpUMKH ypany. IlepmmMu kpokamu BUXOMY 3 Li€l cUTyalii cTainu: npuiHATTS BepxoBHOIO
Panoto Vkpainu B xoBTHI 1992 p. 3akony «[Ipo 3arampHi 3acaaum CTBOpeHHS 1 (DYHKUIiIOHYBaHHS
cretialbHUX (BUIBHMX) EKOHOMIYHMX 30H», YTBOPEHHS KoMImeTeHTHoi MixBimomuoi komicii 3
PO3IIIAAY 1 MATOTOBKM TOKYMeEHTIB 10 3acHyBaHHI0 CE3, cxBanenns Kabinerom MinictpiB Ykpainu
«OCHOBHUX HAamNpsMKIB Jep>KaBHOI perioHaJbHOI eKOHOMIYHOI momiThku Ykpainum» Ta Konmemmii
po30YyZOBU Ha TEPUTOPIi AepkKaBH crenialbHuX (BUbHMX) ekoHOMIYHMX 30H (IlocTanoBa Ne 167 Big
14.03.1994). [IpuiiHATTS HA3BaHUX TOKYMEHTIB CTBOPHJIO MTPABOBi MiJBAIMHU JiSJILHOCTI 30H.

CrenianpHa (BiTbHA) €KOHOMIYHA 30Ha BH3HAYA€THCA 3aKOHONABCTBOM YKpaiHHM SIK YacTHHA
TepUTOpii Aep>kaBU, B MeXKax sKOI BCTAHOBIIIOETHCS CIELiAIbHUM NPAaBOBUH PEKUM EKOHOMIYHOI
nisutbHOCTI. Ockinbku BE3 — 11 BU3HAauUeHa TepUTOpisl, Ha SKili BCTAHOBIIOETHCS 1 JIi€ CHEI[iaIbHUN
MPaBOBHI PEKUM E€KOHOMIYHOI AiSUTBHOCTI Ta MOPSAOK 3aCTOCYBaHHS 1 Jii 3aKOHOAABCTBA YKpaiHu
(mpuiimMatodoi nep>kaBu), To NoAIOHE YTBOPEHHSI MAaTHME TEBHI IiepeBaru:

- HEBeNMKa IUIONIa TEPUTOPii 30HM JO3BOJNUTH OOMEXKHUTH IMOBIpHI HEraTWBHI pe3yjibTaTH il
TISTTBHOCTI,;

- BU3HAYEHICTh THIY Ta pyHKUiOHAIBHOI cipsiMoBaHOCTI CE3 103BONIMTH peryiioBaTH raiy3eBy
CTPYKTYPY 30HAJIbHUX BUPOOHHULITB;

- HasIBHICTh MPOEKTY ((paKTHUHO — LIILOBOI KOMIUIEKCHOI MPOrpaMy €KOHOMIYHOT'O PO3BHUTKY)
O3HaYaTHMeE BpaxXyBaHHS PErioHaJIbHUX Ta 3arajibHOAEP>KaBHUX MPIOPUTETIB;

- THYYKICTb HOPM MOJATKOBOI'O Ta MHUTHOTO 3aKOHOAABCTBA, IO PO3MOBCIOMKYETHCS Ha
Cy0’€KTIiB 30HH Ta € BUKIIOUEHHSM i3 3arajibHOTO MOAATKOBOTO | MUTHOTO 3aKOHOIABCTBA, JI03BOJIUTh
Ha OOMEXKEeHIH KUIBKOCTI Cy0’€KTiB MiANPHUEMHULTBA 1, BIANOBIAHO, 3 MiHIMaJbHUMH BTpaTaMu
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OI0DKETHUX KOIITIB Y BUIJISII MMOJATKOBUX IUIATEKIB MPOBECTH EKCIIEPUMEHT 3 PI3HUMH CHCTEMaMH
OMOJATKYBaHHS Ta BUSIBUTH ONTUMAIIEHY CXEMY;

- IMIDK 30H SK TEpUTOpiH 31 CTaJMM 3aKOHOAABCTBOM, TapaHTIIMH Ta CIPHSTINBUM
IHBECTUIIMHUM KJIIMaTOM, IO CKJIaBCA y CBIT1 3aBISKH IIMPOKOMY PO3MOBCIOKEHHIO wiel (opmu
TEpUTOPiaIbHO-TOCIIOAAPCHKOI OpraHi3aiii, J03BOJIUTh CTUMYJIIOBATH aKTUBHE 3aTy4eHHs 1HO3EMHHUX
MiAPUEMHHULBKAX 1HBECTHILIN Ta MOBEPHEHHS TUX HALllOHANBHUX KalliTalliB, IO «BTEKJIN» 32 KOPAOH
Y OCTaHHi POKH.

Ha croromni TepuropiaiibHi yTBOPEHHS LBOTO THITY PO3MIIIEHI MPAaKTHYHO y BCIX KpaiHax
CBITY, TpEACTaBlieHI Ha BCiX KOHTHHeHTaX. HeaOWsakuil BIUIMB iX Ha E€KOHOMIYHI NPOLECH, IO
BiOyBarOTHCS y JepikaBax PO3MIIIEHHs, OCKUTBKM B 30HaX CTBOPIOIOTHCA Pi3HOMaHITHI BUPOOHHIITBA,
HOB1 po0oYi Micus, aKTHBI3YIOTHCS 30BHIIIHBOTOPTOBENBHI omeparii. Y MpOMHCIOBO PO3BUHEHHX
Kpainax ctBopeHi ¥ nmifor: y CHIA 6mm3pko 200 30H 30BHIIMIHBOTOPTOBENBHOI CHPSMOBAHOCTI,
Himeyunni — 6 BinmpHHX 1OpTiB 1 3 O6e3MuTHI 30HM, PpaHii — 2 palloHK BUIBLHOI TOPTiBIi Ta 30HU
MiAMPUEMHUIIBKOI MisTbHOCTI, Icranii — 3 O0e3muTHI 30HM, Itanii — 3 cremianpHi 0€3MUTHI 30HH,
SAnonii — ToproBenbHO-BUpoOHMYA 30HA. KpiMm Toro, icHyrors BinbHi 30HM B Kanaxi, ®innsuaii,
I'peuii, [3paini. 3a3HadeHi 30HU CTBOPIOBAIUCH, SIK MPABUIIO, B IIISX aKTHBI3allii 30BHIIIHBOT TOPTiBIi,
MOJIETIIECHHS] BUXOAY HaI[lOHAJBbHUX BHPOOHHMKIB Ha CBITOBHH PHHOK, IIIECIIPIMOBAHOTO PO3BUTKY
perioHiB, yTuiIi3amii HasIBHOI pOO0OYOI CHIIH, a TAKOXK IS MOM'SIKIIEHHS! HeOakKaHUX [UIs BHYTPILIHbOT
CKOHOMIKH TeHACHIIIH.

B mmx kpaiHax cnpsMOBaHICTh Ha 3ajdy4eHHS iHO3EMHHMX MiANPUEMHHUIBKUAX IHBECTHLIH He
Oynia TOJOBHOIO PUCOIO MOMIOHWX YTBOPEHb — IEpeBaXkajla Opi€HTAlliss Ha CTBOPEHHS CIPHITIMBHX
YMOB 30BHIIIHBOI TOpriBii. JlocWTh 3HauHa KUIBKICTH 30H CTBOpEHa 3 NPHUYMH, OOYMOBIIEHHX
HEOOXiHICTIO HAWIIBUAMIOrO MOKpamaHHs (abo BiJHOBJIEHHS) KOHKYPEHTHHUX MO3WLIM pPI3HHX
perioHiB, ranyseii (cdep) AISIBHOCTI.

BinbHI €KOHOMIYHI 30HM € OIHHMM 3 EIEMEHTIB 3IIMCHEHHS IHTerpauliiHUX TPOLEciB i
CTPYKTYPHHX TIEPETBOPEHb Y CBITOBiM ekoHoMii. L{e — oMH 3 iHCTPYMEHTIB JOCSTHEHHS BiIKPUTOCTI
CKOHOMIKM YKpaiHM 30BHIIIHBOMY CBITOBI 1 CTHUMYJIOBaHHS MDKHApOAHOTO EKOHOMIYHOTO
CHIBpPOOITHUIITBA HA OCHOBI 3aJTyYCHHSI IHO3EMHUX IHBECTHIIIH.
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MY3UYHO-NMEOQAIOMNYHUNA ®AKYIIbTET

mazicmp. my3.-ned. ¢-my Jlioia Yannvoscvka
Hayk. kepignux — ooy. LI1. [ punuyx

®OPMYBAHHS IHTOHAIIAHOT' O CHPUMMAHHSA MY3UKHU
MOJIOAINX HIKOJISIPIB HA MATEPIAJII TBOPIB
YKPAIHCBKUX KOMIIO3UTOPIB

Jlep>xaBHUH cTaHAAPT OCBITH B Taiy3i « MUCTEUTBOY» 3aKiala€ MArPYHTS IHHOBALIMHUX 3MiH Y
MPAKTUL €CTETUYHOTO BUXOBAHHS i, OAHOYACHO, 3alpOrpaMOBY€ BapiaTUBHICTH Ta iHTErPATUBHICTD Y
peamizamii 3micTy MmKinbHOI XyaoxHBOI ocBitH (J.Macom [1]), BimkpuBaiouum mpocTip mis
TEOPETUYHUX Yy3arajbHeHb HOBITHIX MeroaumyHux momykiB (C.Hum, O.JIsmenko, E.[ledepceka,
O.€promina, [I'puHuyk). 3aBmaHHA CTaTTi: BHCBITJIGHHS [ESIKHMX AacleKTiB  (OpMyBaHHS
IHTOHALIIHHOTO CIpPUIMaHHSA MY3WKH Yy MOJOJIIMX INKOJSPiB Ha Marepiani TBOPIB YKpaiHCBKUX
KOMITO3UTOPIB i3 BUKOPHUCTAHHSIM HOBITHHOI METOJMKH OpraHi3amii CIyXaHHS MY3UKHd MOJIOIIINMH
LIKOJISIPAMH.

Meroro OCBiTHBOI raiy3i «MHCTEHTBO» € PO3BHUTOK OCOOMCTICHO-I[IHHICHOTO CTaBJICHHS J0
MUCTENTBA, 3JaTHOCTI 10 aJEKBATHOI'O CIPHHMAaHHs, TJMOOKOro pPO3YMIiHHS TBOPIB MHCTELTBA,
CTBOpEHHsSI BJAaCHMX XYIOXKHIX 00pa3iB, XyOOKHBO-TBOpYA camMopeamizamis 1 JIyXOBHE
CaMOBJIOCKOHAJICHHS IIKOJISIPiB. PO3BUTOK TBOPYOro MOTEHLIANY OCOOMCTOCTI Ta TBOPYHX 37410HOCTEH
€ HaJI3BUYaliHO aKTyaJbHOIO MPOOJIEMOIO CHOTOJCHHS, Ha 3HAYeHHI SIKOi HarojomeHo B JlepkaBHiit
HarioHanbpHiM mporpami «Ocsitay (Yipaina XXI cr.), Konmenmisix Oe3mepepBHOiI OcBiTH Ta
HAI[IOHAJIbHOTO BUXOBAHHS.

[IpoGnema ¢QopmyBaHHS cHOpUAMAaHHS MY3HKH MOJOALUIMMHU IOKOJSpaMH € IOCTIHHO
aKTYaJIbHOIO 1 IIUPOKOIO, TOMY MOTpe0ye TIMOOKHX, PI3HOOITYHIX HAYKOBO-METOINYHUX JOCIHIIKEHb.

My3u4He cnpuiiMaHHA € CKIaJHUM MpPOLECOM, B SIKOMY B3BA€EMOIIOTH YMMAJO EIEMEHTIB,
CHIBHUX JUIs1 6araThoX JIIOJEH 1 0COOMMBHX UIA KOHKpeTHOI ocoOu. Lle cucrema, sika CKIafaeTbes 3
MHOXMHHOCTI YMOB, (QYHKIIH, onepawiii, MexaHi3MiB 3 iX 0COOIMBUMH BIaCTHBOCTSMH, CTPYKTYPOIO i
3MICTOM. BuBUYaiouM 3B’S3KM MK €JIeMEHTaMH MY3HMYHOI'O CHOpUHMAaHHSA, MOXHa BHUCBITIMTH
cnequdiky cnpuiiMaHHs, BIAKPUTH HOBI aCIEKTH KEpyBaHHA LIUM IpOLECOM. Pe3ynbraT My3W4YHOTO
cnpuiiMaHHs BHUCTYIA€ SIK CKiIaJgHa OaraTopiBHEBa CTPYKTypa, B SIKili MEPETHHAIOThCA PE3yIbTaTH
MEpUENTUBHOIO 1 IHTENEKTYaJIbHOIO aKTiB, OCATHEHHS XYIOKHBOIO CBITY TBOPY W aKTUBHOTO
TBOPYOTO OBOJIOIHHS HUM.

JocniKeHHs Tpouecy MY3WYHOTO CHPHAMAaHHS MOB’S3aHE 3 BAXJIMBUMH TEOPETHUYHHMH i
MPaKTUYHUMH MIPOOJIeMaMu, po3poOKa SKUX HeoOXimHa Ui Mi3HAHHS CYTI MY3WYHOTO CIpUHAMAaHHS,
HOro 3aKOHOMIPHOCTEH, MOWIYKY epEeKTHMBHHMX LUISIXiB 1 3ac00iB MENaroriyHoro KepyBaHHS LUM
IPOLIECOM.

[IpoGnema QopMyBaHHS MY3WYHOTO CIPUHMaHHS Ma€ TJIMOOKY ICTOpilO, HAarpOMaKEHO
3HaYHUH OOCSAT TEOPEeTHMYHOro 1 eMmipuyHOro marepiamy. Teopis My3WYHOTO CHpUHAMAaHHS
chopmyBanacsi Ha TIEPETHHI 0araThOX HAyK, 30KpeMa, €CTETHUKH 1 COILIONIOrii, MUCTEIITBO3HABCTBA 1
My3UKO3HABCTBA, (pi3ionorii, mcuxoorii i megaroriku, ceMioTuku 1 kibepHeTuku. Inmei nmux Hayk,
B3a€EMOJIIOYM B KOHTEKCTI TeOopii MYy3MYHOrO CIpPHUMMAaHHS, IUNJHO BIUIMBAIOTH HAa PO3POOKY
MICHXOJIOTO-11€1aTOrTYHOT 0 aCMEKTY MPOOJIEMH.

CrpuiiMaHHsT MY3MKH JOCHIDKYETHCS B 0araThOX HampsMKax. 30Kpema, Mcuxo-¢izionoriui
JOCII/DKEHHS BHMBYAIOTH 3aiKcOBaHi NMpuiaJaMH OpraHiyHi peakuii ciyxadiB Ha My3WKy abo ii
okpemi komnoneHnTH (O.M.I'ap6y3oB, A.JI.I'orcaunep, [.M. lorens, [.P.TapxaHos).

[lcuxonoriyauii HampsAM CKJIAAAIOTh AOCTIDKEHHS, NPHUCBSIYEHI MY3HYHO-TIEPLEITHBHUM
3pioHocTsM moaunu (H.O.Bernyrina, C.1.Haymenxo, I'.C.Tapacos, b.M.TennoB), 3aKkOHOMipHOCTSIM i
MexaHi3MaM cIpuiMaHHs My3UKd a0o okpeMux ii enemeHTiB, My3n4Hoi ¢opmu (b.O.SBopchkwii,
€.B.Hazaiikincekuii, b.ApanoBcpkuit). OcoONMBUE HANPSIMOK CKJIaJal0Th JOCHIIKEHHS MCHXOJIOTil
MY3UYHOTO CIIPUMMaHHSI SIK IPOLIECY, B XO1 PO3TOPTaHHs SIKOTO cIyXay CIIBBITHOCUTH KOKEH AaHUN
MOMEHT CHpHUHMaHHS 3 TOMNEpeIHIM 1 HaMaraeTbcs IepeadadyuTH MONANbLIMKA PO3BUTOK MY3HKH
(3.JIicca, B.B.MenymeBchkuii, I'.I.[TanpkeBnY).

My3nKo3HaBUMH HanpsM ckiagaroTs npani b.B.Acad’eBa mono 3akoHOMIpHOCTEH MY3UYHOTO
CpuiiMaHHs, CydyacHi JOCHIDKEHHS, NMPOBEACHI MY3MKO3HABISIMH 3 TPOOJIIEMH PO3KPUTTA CYTi
MY3UYHOTO 3MICTY, CIEHU(IKH My3UYHOTO MHUCJICHHS, B3a€EMO3B 513Ky COL[ialIbHOTO 1 OCOOUCTICHOTO B
mporieci  mysuunoro cnpuiiManHs ( O..Koctiok, €.H.Hazafikincekuii, B.B.MenymieBcbkuii,
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A.H.Coxop).

B mepmaroriuHuX AOCTIKEHHSX HAKOMUYEHO 3HAYHMKA OOCAT HAyKOBOTO MaTepialy IIOA0
JiarHOCTyBaHHs 1 ()OPMyBaHHS MY3HYHOTO CIPHAMAHHS, BIKOBHX OCOOJMBOCTEH MY3WYHOTO
CpuiiMaHHsI, IPOLECY PO3BUTKY MY3HMUHHX 3010HOCTEH B OHTOr€HE31, MPUHIHIIIB 1 METOIiB My3UYHO-
BuxoBHOi pobOotu (B.K.Benobopomosa, H.O.Bernyrina, J[I.b.Kabanescokuii, O.I1.Pynaunbka,
O.41.PocToBchKHif Ta iH.).

Hogi MeTononoriyni migxoau 1o npodiemu GopMyBaHHS My3HYHOTO COIPUHMAHHS CTaBIIATH 32
METy MY3HYHO-CCTETUYHOTO BHUXOBAHHA HAaBYUTH JIiT€H PO3YMIHHIO MY3HKH SIK MHCTELTBa
IHTOHOBAHOTO CMHCIY. Y4UeHI BUXOIATH 3 TOTO, IO IHTOHANiliHA HAJIEKHICTh MY3MKH N0 TEBHOI
eMOXM BU3HAYAE PI3SHOMAHITHI KOMYHIKATHBHI MOXKIUBOCTI My3HYHOTO CIIPHHMAHHSI.

AmHaJtiz cy4acHUX MY3WYHO-TIENAroriYHUX JOCHTIKEHb CBIUYUTH MPO 3pOCTaHHS yBark BUYCHUX
70 TpobIeMu PO3pOOKH PI3HMX acleKTiB mpouecy (popMyBaHHS MY3MYHOTO CHPUHAMAHHS LIKOMNAPIB
IIOYaTKOBOI T4 OCHOBHOI IIKOJIU.

[linBoasuM MiICyMOK aHalli3y HayKOBO-TEOPETHYHUX AOCTIIKEHb 3 MPOoOJIeMH CHpUAMaHHS
MY3HKH, MIKPECINMO, IO XYIOXKHE CIpHUMaHHs, 30KpeMa My3H4YHE, Ma€ CBOIO CIenuQiKy, sKa
BiIpi3HsE€ MOro Bijg cHpuiiMaHHs OyJb-SKMX SBUII HABKOJHIIHHOTO CBiTy. BOHO € ckiamHuM,
OaraTorpaHHUM, cynepewInBUM IporecoM. CyTh LUX CYIEPEYHOCTEH MOIArae B TOMY, 110, 3 OAHOTO
00Ky, CTpYKTypa i1 CIIpsIMOBaHICTh CIPHUIMaHHS 3alporpamMoBaHi My3HYHHUM TBOPOM, @, 3 JIPYroro
00Ky, BOHO mepenbavae TBOpUY AISUIBHICTH Cllyxada, sika TIEBHUM YMHOM 3MIHIOE BTiIEHI y TBOpi
o0pa3u min BIUIMBOM IHIMBIAYaJbHOTO >XHTTEBOTO JIOCBiYy, €CTETUYHHX i7eajiiB, CBITOIJISAHUX
MO3MIIiH, 1inecnpsMoBaHocTi. OTxe, KOXKEH aKT CIpUHMaHHS — MPOIeC 1 ,BOJAHOYAC, CIEMEHT OLTBII
TPUBAJIOro mporecy GpopMyBaHHS My3UUIHOT'O CIIPHMMAaHHSL.

Hagenena Te3a cTana omopHO0 y MpOBEAEHIH HAMH EKCTIEpUMEHTaIbHIA poOOTi, MPUCBAYCHIN
(OpMYBaHHIO IHTOHAIIIMHOTO CHPUIIMAaHHS MY3WKH Yy MOJOAIIMX INKOMSAPIB Ha MaTepiaii TBOpiB
YKpaiHCBKHUX KOMIIO3UTOPIB.

[liarpyHTsAM JUIS MPOBEASHOrO JOCHI/DKEHHS CcTalla MeTojauka, pospoOiieHa I.I'puauyk [6].
«MeronuuHuM 3epHOM» 11 3a0e3medeHHst € ¢opma «ll{oneHHMKAa MY3UYHUX Bpa)KCHb», 3aBHaHHS
PYOPHK SIKOTO po3p00IIeHO 3 ypaxyBaHHSAM 3MIiCTy BUMOT i TEMaTHKH AIIOUYHX MPOTPaM.

Kommnekr nociOHuKiB-30mmuTiB «lllogeHHUKN My3WYHHX BpaskeHb» A yuHiB 1-4 KmaciB
(pexomenoBani MiHICTEpCTBOM OCBITH 1 Hayku YKpaiHu) mepeabadae 3a0e3medeHHs] CUCTEMHOCTI i
HACTYIHOCTI Tiporiecy (OpMyBaHHS B YYHIB OCOOMCTICHOrO €MOLIHHO-I[IHHICHOTO CHpPHIMAaHHS,
aHai3y — iHTepmperanii My3WKd B HACTYINHHMX HampsMax: OMNaHyBaHHS BiINOBIAHWUX MY3HYHO-
TEOPETUYHUX Ta MY3HMKO3HAaBUMX IIOHATH; (OpMyBaHHS YMiHb IudepeHuiioBanoi BepOambHOT
iHTepnperanii My3W4YHHX o0Opa3iB; 30araueHHs (QOHIY CyO €KTHBHMX MDK CEHCOPHHX acoLialliif;
CTUMYJIIOBaHHsI OTPeOU TBOPYOT'O CAMOBHPAKEHHS YUHiB.

«My3uko3HaBua mporeneBTHka» (TepMmin JI. Macon) peamizyerbesi y pyOpukax mociOHUKa-
30IIUTA LUIIXOM IIOCTYIOBOTO OBOJOJIHHA OCHOBHHUMHM MY3MKO3HABUMMHU MOHATTSMHU: MY3HYHI
3ac00HM BUPA3HOCTI, My3U4Hi (hOpMH, BUKOHABL, HAL[IOHAIbHI KOMIIO3UTOPCHKI LIKOJIH. 3aKpillIeHHIO
WX TOHATH CIY)KaTh TAKOK BMIILlEHI Yy IIOJEHHUKY KOHTPOJBHI 3alUTaHHS Ha 3pa3ok «Bkaxu
MPaBUIIbHY BiMOBibY, «/lONUIIN BU3HAUSHHSD) TOLIO.

HactynHi HanmpssMd [JisUTBHOCTI ONMUPAIOTHCS HAa BUKOPHCTaHHs IHTErPaTUBHOIO MiAXOAY,
MOB'A3aHOTO 13 CHHECTETHYHOIO MPHPOJOI0 MY3UYHOIO CHPUHMAHHS, y MOEJHAHHI «3BYK — CIIOBO —
Konip (rpagiunuii oOpuc)». Tak, MepIIOKIaCHUKAaM MPOMOHYETHCS BUOpPATH 10 MEBHOI'O MY3UYHOTO
TBOPY i3 pAAY 3alpONOHOBAHHUX MAIIOHOK, CXOXHH 32 «EMOLIMHUM 3HAKOM», 3HAWTH (BHpi3aTH,
HAKJIEITH 1 PO3MaIOBAaTH) BiAMOBIJHE «COHEYKO HACTPOIO». Y HACTYMHHX KJacax y4Hi CTBOPIOIOTH
BJIACHI MY3WYHO-XYAOKHI 00pa3u (MaJlOHOK YH «KOJBbOPOBY IUIAMY») Ha OCHOBI BigUyTTSl IEBHOI
CIIJILHOCTI BUPA30BUX 3ac00iB PI3HUX BHJIIB MHUCTELTBA, BHUBY IOJIMOJAILHOCTI €CTETUYHOTO
BITUYTTSI.

Jlo «COHEUOK HACTPOI» Yy MOCIOHMKax-30IIMTax, MOYMHAIOUH 13 JPYroro Kiacy, AOAalOThCS
CIIOBa — «IIPOMIHYMKHY, SKi CIyKaTh 30arayeHHIO JISKCHYHOIO 3amacy MIKOJISIpiB, BYaTh JAOOHpATH
BepOalbHI XapaKTepUCTHUKH MY3UYHOTO 00pasy. YUHi-ueTBepTOKIACHUKM 3HAHOMIIATHCS i3 HOBUM
MepcoHaXXeM IoJeHHUKa-CIIyXauuKoM, SKAW JOIMoMara€e OIMaHOBYBaTH €CTETHYHO-CTUYHHUN 3MICT
My3U4HHX TBOpiB. OQoOpMiIeHHS LIOAEHHHKA, KOJIHOPOBI BKJIAJKW HECYTh €CTETHKO-III3HABaJIbHE
HABaHTA)XEHHSI, CIPUSIIOTh EMOLIHHO-BI3yaJlbHOMY 3alaM’SITOBYBaHHIO MY3MKO3HAaBUMX KaTeropid «
00pa3», «oKaHp», KBUKOHABEILbY», «OPKeCTpy» (Ta HOro CKiIam).

My3WYHHMH UTIOCTPAlliIMH Y XOJi IPOBEACHOI EKCIEPUMEHTANIbHOI POOOTH  CITYKHIIN
¢doprenianni TBopu B.bapBiHCBKOTr0, KOTPi CKIIaAal0Th BaXIIMBY i BUCOKOBApPTICHY CTOPIiHKY B icTOpii
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yKpaiHcbkoi My3ukd. B.bapBiHcbkuil TBOpHB y pisHHX (opMax ¢opTeniaHHOI MY3UKH, SIK BEITUKUX,
TaK 1 MIHIaTIOpH, Y >KaHpPi COHATH Ta KOHIEPTY, 3aJHMIIMBIIK KOMIIO3HIIii, MOBHI HMIMPOTO, CBLXOTO
NepeXuBaHHsl, 3a0apBiIeH] HEMOBTOPHUM OCOOMCTUM 3MiCTOM.

3ynuHUMOCS JeTalbHille Ha po3risiai (¢opTeniaHHUX TBOpiB B.bapBiHCBKOrO, MpUCBSYEHHX
nitam. Tak, yKpaiHChKHH AWTSYMN My3HYHO-TIEAArOriuHU HEMUCIUMUH 0e3 ¢opTeniaHHUX TBOPIB
B.bapgincekoro.

LinHoro A7 I0HMX MY3HMKaHTIB € 30ipka «Hamie coHeduko rpae Ha QopTemiaHO», HaIMCaHa
KOMITO3UTOpOM y cepenuti 30-x pokiB i BUJaHa B KHIBCbKOMY BUAaBHUITBI «Mucrenrso» B 1941 p.
VYV mili — 20 muTauux mec MiHiaTIOp I opTenmiaHO Ha YKpaiHChKI HApOOHI MeNomii, Mo
Bi3HAYAIOTHCA JOCTYITHICTIO, TPOCTOTOI0, JakoHi3MoM.O0pa3Hi, IporpaMHi Ha3BU 11’ €C IOMIOMArarTh
MOYAaTKyIOUOMY MY3UKaHTYy B TJIMOOKOMY PO3KPHTTI KOKHOIO MY3MYHOTO 00pa3y, BH3HAYAIOTh
XapakTep IHTOHYBaHHS METOIH.

JiTsM cepeqHboro WIKIIBHOTO BiKY aApEecOBaHMN CKIAAHIWN LUK (GopTeniaHHMX I€C i
Ha3Boro «llicTe MiHiaTIOp Ha yKpaiHChKI HapoaHi TeMu». KoMio3uuii po3paxoBaHi Ha Y4HIB, 5IKi BXKe
MAalOTh MEBHI My3WYHO-TEOPETHYHI 3HAHHA Ta BOJOMAIIOTH HEOOXiIHUMH MiaHICTUYHUMHU HABUYKAMHU.
VY UMK BXOAATH TakKi My3HUYHI TBOPH, SIK «3aKOMUCHA MIiCHM», «YKpAiHCHKUH TaHOK», «JlipHUIIbKa
micHs», «'ymopeckay, «dymkay, «Mapmm.

MiHiaTIOpH TMOEIHYIOTH Y C001 caMOOYTHICTh MY3HYHOI MOBH, OPHTIHAJIBHICTH BUKIALY,
sCKpaBy 00pa3HICTh, AJOCTYMHICTh HapoAHOI micHi. HamucaHi y pi3HUX jKaHpaX, BOHH OMHPAIOThCS Ha
MEIIOJIUKY BiJOMHUX TMICEHb, 1 TOMY MH BBaXaJH JOIUIBHHM BHUKOPHUCTaTH 1IX Yy Xomi
eKCTIepUMEHTaIIbHOI poOoTH, MpoBeaeHoi Ha 6a3i 4-x knaciB C3LI Ne 13 m. Tepromonns.

Iepumii (MOYATKOBHil €Tam) OXONHB JBA YPOKH. MOro Meroro Oy10 O3HAHOMHMTH Y4HIB i3
TBOPYICTIO HAIIOrO BUAATHOTO 3eMisika B. bapsincekoro. Imoctpariero 10 po3noBiai Oyno ciayxaHHs
m’ec i3 nukny «Haie coneuko rpae Ha QopTemiaHo».

Hpyruii eran GopMyr0d0ro eKcriepuMenTy (OCHOBHHIT) OXOMMB LIiCTh 3aHATh. OCHOBHA yBara
30cepeKyBasiacsi Ha BuBYeHHI nukiny B.bapeincekoro «llicTe MiHiaTIOp Ha yKpaiHCBKI HapoAHi
TEeMW», SKUU € BISIYHUM 11 My3UYHO-ITI3HABaJIbHOI, TBOPUYOI JisUTBHOCTI IKOMAPIB.

BuBuyeHHS TBOpPIB LMKIY CYHNpPOBOMXKYBAJOCh BHKOPUCTaHHAM SK TpaIMUidHMX, Tak i
HeTpamuLiiHuX (GopM poOOTH: CTBOPEHHS «EMOLIMHOI MapTUTYpH», XyAOKHbO-MY3UYHHX 00OpasiB,
TMOIIYKiB TOETUYHUX TEKCTIB, CXOKHUX 32 «EMOIIHHUM 3HaKOM» (JI. Burorcekuii).

Amnaiiz BianoBizneil Ha 3amuTaHHs pyOpHK «lllogeHHUK My3UYHUX Bpa’keHbY», MPOBENCHUN Mil
Yac KOHTPOJILHOTO 3pi3y, MPOJEMOHCTPYBaB 3HAYHHUI picT PiBHS 3HaHb YYHIB €KCIIEPUMEHTaJIbHOI
rpymu (ED') 3 ictopii Ta Teopii My3uku. B ocHOBHOMY y4Hi CIIpaBHJINChH i3 3aBJaHHSM BH3HAUYNUTH
IHTOHALIHHO-eMOLIHHUI 3MICT MY3UYHOTO TBOPY Ha OCHOBI BHKOPHCTaHHMX MY3HMYHO-BHPA30BHX
3ac00iB; 13 3aBAAHHSAM OXapaKTEepU3yBaTH HACTPid, MOYYTTA, BUKIMKAHI HPOCIYXaHUM TBOPOM.
Amnaniz 3anoBHeHHs pyOpuk «llloneHHNKa My3UYHUX Bpa)KEHb» 3aCBiTUMB, 110 HAWOUIBILI TPYAHOLLII
BUKJIMKAJIM B YYHIB 3aBAAHHS BU3HAYUTH (DOPMY MY3UYHOTO TBOPY.

[ikaBuMu AJ1s1 YUHIB CTaJIM 3aBJIaHHS TBOPYOTO PiBHS: 00paTH BIACHY Ha3BY 10 MPOCIYXaHOTO
TBOpY. Tak, IUId MpUKJIaAy, 0 TBOPY «3aKOJHMCHA MICHS» YYHSMH 3allpornoHoBaHi HasBu: «Cmw,
IUTHHOY, «BevipHs micHs», «Menoais cymy», « XOAUTb COH».

KinpkicHu#i Ta sKICHMI aHaji3 TPOBENEHOI eKCIepUMEHTaJbHOI POOOTH  JO3BOJISIE
KOHCTaTyBaTH €()eKTUBHICTh MPOBEAEHOI pOOOTH, IPUCBIUEHOI (POPMYBAaHHIO B YUHIB iHTOHALITHOTO
cnpuiimManHs My3uku. HaOyTuil My3WYHO-CIyXalbKUi [OCBiA JO3BOJUB Y4YHSIM OE€3MOMHIIKOBO
BM3HAYATH >KAaHPOBI Ta CTHJILOBI iHTOHaWil mpocinyxaHux TBopiB (76% yuniB EI', 18% yunis KI'),
iHTOHALIi BJIACTHBI KOMIIO3UTOpchkoMy cTmito B. Bapsincekoro (80% yuni EI', 20% yunis KI'),
IHTOHALlIHHI O3HaKM HALIOHAIBHOI MY3WYHOI KYJIBTYpPH, BiJuyBaTH eMOLIHHO-IHTOHALIIHI
XapaKTepUCTUKHU 3MicTy My3udHux TBOpiB (88% yuniB EI', 24% yunis KI'), naBatu ouinky 3acobam
My3u4HOi BUpasHocTi (72 % yunis EI', 20% yunis KI').

Hagenene cBigunTh mpo 3HAYHHK picT cHOPMOBAHOCTI PiBHA IHTOHALIMHOTO CHPUAMAHHS
MY3HUKH Y4HIB €KCIIEpUMEHTAJIbHOI IPYyIN: KOHCTATYIOUHid 3pi3 — Bucokuii pisens — 0% KI' 1 0% ET,
cepenniit pieHb — 26% KI' 1 24% EI', Huspkuii pisenb — 74% KI' 1 76% EI’, koHTponbHMiA 3pi3 —
BigmoBigHo — 4% KI'176% EI'; 66% KI"1 18 % EI'; 30% KI"1 6% EI'.

Amnaniz pe3ynpTaTiB NpOBeAeHOT HAMH POOOTH TaKOXK IEPEKOHIMBO JOBOIUTH XYAOXKHI
BapTocTi (hopTemiaHHUX TBOPIB HALIOr0 BUAATHOrO KpasHuHa B.BapBiHcbkoro, siki J03BOJISIOTH
3aliHATH iM HaJleXXHE MICIle y pernepryapi sl CIyXaHHS MY3HKH, OCKUIBKH ITHOOKO PO3BHBAIOTH Ta
30aradyloTh iHTOHALifHE CIPUMMaHHS MIKOJIAPIB, IX eMOLIMHY YYTIHMBICTh Ta BIII'YK, acOLiaTHBHY
yABY, BUaTh OCMHUCITIOBATH, OLIHIOBATH Ta IHTEPIPETYBATH TBOPU MY3UYHOTO MUCTEILITBA.
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