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THE INTERPRETATION OF ASPECTS OF LIGHT, SOUND, COLOUR
AND TIME IN THE NOVELS “LIFE AND FATE”
(Vasily Grossman) AND “FATELESSNESS” (Imre Kertész)

Abstract

Nowadays, the novels “Life and Fate” (1960) by Vasily Grossman (1905-1964) and “Fatelessness” (1975)
by Imre Kertész (1929-2016) attract attention of not only numerous readers but also literary critics. However,
the critical articles focus mainly on the authors' philosophy and characters' thoughts, present commentaries
on the world, war, human life under totalitarianism.

The paper aims at investigating the magic power of lights, colours, sounds and their artistic reality in the novels
“Life and Fate” by Vasily Grossman and “Fatelessness” by Imre Kertész; at revealing, analyzing and comparing
the meaning of lights, sounds, colours and theirs effect on the images embodied by writers in the novels “Life
and Fate” and “Fatelessness”.

Despite the fact that “Life and Fate” and “Fatelessness” were written in a reserved style there are certain
colours, light and sound effects which influence the emotional world of heroes in the novels. The paper considers
the various meanings of white colour in the novels, various types of the light at night and in the daytime, compares
the effects of white and dark lights, determines the light of wisdom, gives interpretation to the noise of food kettles
in the novel “Fatelessness” that sounds like a chime in the ears of prisoners in the concentration camp and bring
them to life.

The hidden colours, lights and sounds occupied proper places in the novels, their function is artistically
motivated by Vasily Grossman and Imre Kertész. The light and sound gamma in these novels became integral
expressive tools creating such a background of the sphere of feelings that possesses magical power, helps
to reveal and better understand the emotions of the characters, brings the readers closer to the real time and
involves them in the conditions and events lived by the characters. The sounds of voices, shades of colours
and aspects of light in the novels “Life and Fate” and “Fatelessness” are immortal, an everlasting bright spark
of life and energy lives in them.

Keywords: spatial image, visual perception, symbol, power of sounds, force of time.

AHoTalis

Croroani pomanu “XKurti i nona” (1960) Bacums I'pocemana (1905 — 1964) ta “3nenonenicts” (1975) Impe
Kepreca (1929 — 2016) npuBepTaroTh yBary He JIMIIC YACICHHUX YUTAUiB, a i Jliteparypo3HaBiiiB. OHAK CTaTTi
KPUTHKIB JIITEpaTypH 30CEPEIKYIOThCSI TOJOBHUM YMHOM Ha (imocodii aBTopiB Ta AyMKax MEPCOHAXIB,
MIOAI0Th PO3AYMH IIPO CBIT, BiliHY, JIIOACHKE XKUTTA B YMOBAX TOTATITapU3MYy.

Maemo Ha MeTi OCIiANTH MaridHy CUIIy CBiTJIa, KOJIbOPIB, 3BYKIB Ta IXHIO XyIOXKHIO PEabHICTh Y POMaHaX
Bacuns I'pocecmana “OKutrs i mons” ta Impe Kepreca “3HenoneHicTs”; BUSBUTH, JOCTIOUTH Ta MOPIBHATH
3Ha4Y€HHS CBITJa, 3BYKiB, KOJILOPIB Ta iX BIUIMB Ha XYAOKHI 00pa3H, yTiIeHI MHCbMEHHUKAaMH B poMaHax “JKurrs
ig071a” Ta “3HEIONEeHICTh .

[ompu Te, mo “Xurrs 1 gons” Ta “3HeAONEHICTh” HANMHMCaHI CTPUMAHUM CTWJIEM, Y POMaHaX € IEBHI
KOJIBbOPH, CBITJIOBI Ta 3BYKOBI €(eKTH, SKi BIUIMBAIOTh HA €MOLIIHUIN CBIT repoiB. Y CTarTi IHTEPIPETOBAHO
CEMIOTHKY OLIOT0 KOJILOPY B pOMaHaX, pi3HOMAaHITHI TUIH JCHHOTO Ta BEUiPHBOTO CBIT/IA, MOPIBHIOETHCS BILTHB
01J10T0 Ta TEMHOT'O CBITJIA, JA€THCS TUIyMadeHHs HOHATTIO “‘CBITIO MYIpPOCTi”, IHTEpIPETYEThCS 3BYK YaBYHHUX
Ka3aHKiB y poMaHi ‘“3HeNoJIeHICTh”, Iepea3BiH AKUX Y ByXaxX YB'I3HCHHUX Y KOHLTa0Opax CIOHYKa€ i BTLIIOE
Oa)kaHHS KUTH.

[IpuxoBaHi KONbOPH, CBITJIOBI Ta 3BYKOBI €(eKTH 3aiiMalOTh HAJEKHI Miclid B poMaHax, IXHSI (QyHKIis
XyIoXHbO BMOTHBOBaHa B. I'poccmanom Ta I. Keprecom. CBiTioBa i 3ByKoBa rama B IIMX POMaHaX CTBOPIOE

9



Bicnux KHJTY. Cepis @inonocis. Tom 23. Ne 2. 2020

Takuil GoH cepy MOUyTTiB, IKUI BOJOIE MATTYHOIO CHIIOI0, OTIOMAarae po3KpUTH Ta Kpale 3p03yMiTH eMOLIii
MEPCOHAXKIB, HAOMIIKY€E YUTAYIB A0 PEATLHOTO XPOHOTOIY, OOCTaBHH Ta MOJiH, Cepell AKUX KHUIU TICPCOHAKI
pomaHniB. BimmyHHS rojocis, BiATIHKIB KOJNBOpIB Ta CBITIOBHUX acHeKTiB y pomaHax “XKurra i moms”
Ta “3HeN0NeHICTh” 6e3CMEPTHI, BOHU MICTATh HEBIUHHY SICKPaBY CHEPIil0 KUTTS.

KunrouoBi ciioBa: mpoctopose 300paxeHHs, Bi3yalbHe CIPUHHATTSA, CHMBOJ, MOTYTHICTh 3BYKIB, CHJIa 4acy.

1. Introduction

In twentieth-century fiction there are writers whose works at the moment of their publishing
were more popular abroad than in their native land. Here belong the Russian writer, philosopher Vasily
Grossman (1905-1964), the author of “Life and Fate” (1960) and the representative of Hungarian
literature Imre Kertész (1929-2016) with his well-known novel “Fatelessness” (1975). It ought
to be mentioned that Vasily Grossman's novel “Life and Fate” became first available for the Russian
readers only in 1988 when it was published in Moscow, while Imre Kertész' work became world
famous and recognized, even in his native Hungary, only after the author was awarded the Nobel
Prize in literature in 2002.

Nowadays, the novels “Life and Fate” and “Fatelessness” evoke the interest of not only numerous
readers, but also researchers (Anninskii, 1980; Bocharov, 1989; Garrard, 1991; Gusiev, 2005; Hetényi,
2004; Kulish and Oskotskij, 1988; Olbrykh, 2002; Lanin, 1992; Markish, 1988) and even film directors
(Koltai, 2004; Ursuliak, 2012). Much has already been written on the literary merits of these rare
books. These works include valuable studies on peculiarities of V. Grossman's and 1. Kertész's
writings. For example, in the books and manuscripts by Shimon Markish, one of the first researchers
and publishers of V. Grossman's literary works, the reader will find Sh. Markish's unsurpassed
reasoning on Grossman's psychological insight. Kulish and Oskotskij (1988), Lanin (1992), Olbrykh
(2002), Garrard (1991) and others analysed in their scientific works the motives of fatality and human
sacrifice, fragility of existence under dictator ideology, its influence on public attitude and conduct
of characters in Vasily Grossman's novel “Life and Fate”. Works by Gusiev (2005), Hetényi (2004),
Nad (2003) and others contain valuable information for the modern reader on the unique philosophy
of life of Imre Kertész's characters in concentration camps.

2. Material and methods

The novel “Life and Fate” is not only a broad portrait of an age and a searing vision of Stalinist
Soviet Union, it is also the story of a family, the Shaposhnikovs, whose lives in the army, the gulag,
a physics institute, a power station and a concentration camp are stunningly evoked, from their
darkest to their most poetic moments. Judged so dangerous by the Soviet authorities that the manuscript
of the novel was immediately confiscated when completed in 1960, Grossman's masterpiece was
finally smuggled into the west and published in 1980. 1. Kertész's novel “Fatelessness” is based
on the impressions of the writer, taken from the Nazi death camps, where he was taken as a fifteen-
year-old teenager. After going through the circles of hell in Auschwitz and Buchenwald, 1. Kertész,
miraculously surviving, returned home and 30 years later described his experiences in the novel
“Fatelessness”, which became an integral part of the writer's work.

The scientific inquiry lies in the fact that critical articles focus mainly on the content, the authors'
philosophy and characters' thoughts, present commentaries on the world, war, human life under
totalitarianism. It is not surprising for much of the novel “Life and Fate”, which is written “in dry,
reserved style, without abundance of colours and splendour of artistic solutions” (Dedkov, 1988,
p. 240). We find this peculiarity of narration in the novel “Fatelessness” as well. Therefore, the aim
of the paper is to provide the analysis of the characters' worldview, to reveal the authors' expressive
means presenting what the characters went through within the artistic world of the novels under
research. To achieve the set goal the tasks presuppose a comparative research of the influence of time
on Grossman's and Kertész's characters, the role, meaning and sense of light, sound and colour effects
in the novels “Life and Fate” and “Fatelessness” that realize the authors' artistic and aesthetic intentions,
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as well as ideas by means of artistic word which is “the seed vegetating in souls; it promises thousands
of colours [...]” (Belyi, 1910, p. 433). Created in 2005, a film directed by L. Koltai, based on the novel
“Fatelessness”, is called by Geréb “the space for the embodiment and implementation of different
models of the poetics of light” (Geréb, 2005, p. 52). The research was carried out by means of
the methods of comparative, textual and narrative analysis, interpretation in the context.

3. Results and discussion

Reading the novel “Life and Fate” we can see on the first pages the representation of a German
camp during a cold winter. Its description has nothing living; no trees, no grass, no animals, no birds
are mentioned. Drawing the readers' attention to this sight, only the fallen snow seems to be alive
and its image-bearing role is described by Kuzicheva (1989, p. 5). Snow betokens the coming white
morning light of a new day, “Snow fell early in the morning and lay there till noon. The Russians
felt a joy that was steeped in sorrow. Russia herself was breathing over them, spreading a mother's
shawl beneath their poor exhausted feet. The barracks, with their white roofs, looked like the huts
in a Russian village” (Grossman, 2006, p. 9). In the novels under analysis white colour also has a kind
of 'consoling' sense (Postoutenko, 1996, p. 158). The white snow is breathing, painting and laying
“mother's shawl” beneath the Russian prisoners' feet and for a moment they are even happy. White
snow in Grossman's novel becomes a spatial image — a source of admiration and reconciliation.
For Grossman snow cover symbolizes the mother's white shawl on the tomb of the young lieutenant
Tolya. This shawl covers the lieutenant's dead body, “The dead pilot lay there all night on a hill
covered with snow, it was a cold night and the stars were quite brilliant. At dawn the hill turned
pink — the pilot now lay on a pink hill. Then the wind got up and the snow covered his body”
(Grossman, 2006, p. 595). Quiet white snowfall finishes the story of Stalingrad's fate during the war,
“The snow filled the air with a soft grey-blue mist, softening the wind and gunfire, bringing the earth
and sky together into one swaying blur. [...] This sofi, white snow settling over the carnage of the city
was time itself” (ibid., p. 727).

In the novel “Fatelessness” white light is perceived as 'blinding', 'eye-stabbing'; it fills one with
the feeling of cleanliness, 'brilliance' (Kertész, 2004, p. 79). These are the first delusive impressions
Koves Gyorgy has of Auschwitz and Buchenwald death camps. The young character is especially
happy about “Green turf, the requisite white goalposts, the chalked lines of the field of play — it was
all there, inviting, fresh, pristine, in perfect order” (ibid., p. 89). He was impressed by “an immaculate
white asphalt road running as far as the eye could see” (ibid., p. 82) and the statue of the prisoner
“on a white plinth and hewn from the same soft, dull, grained white stone” (ibid., p. 123). However,
reading these lines we sympathize with Kertész' character, for the young Koéves Gyorgy's visual
perception of the real environment he got into, because this environment is overshadowed by
the illusory magic light, just like the phenomenal colour of the sky above Auschwitz where the 'Greek
fire' and 'pyrotechnic display' are not the festive salutes, they materialize the destructive and horrifying
effect of the rays of light — they are the tongues of 'flames and sparks' of crematoriums (ibid., p. 116).

However, magic forces materialized in white colour do not always exert consoling influence
on the state of mind of Grossman's and Kertész' characters. In the novel “Life and Fate” a summer day
turns into a December cold for Anna Semyonovna Shtrum and she sees the road to ghetto “white
with little parcels and pillows” (ibid., p. 68). On the way to the death camp in the white daylight
Anna Semyonovna sees:

[...] two different crowds: there were the Jews — the men in winter coats and hats, the women
wearing thick dresses — and there were the people in summer clothes on the pavement. It was as though
even the sun no longer shone for the Jews on the street, as though they were walking through the cold
frost of a December night (Grossman, 2006, p. 69).

That day white light turns into “black — a symbol of non-existence, chaos” (Belyi, 1994, p. 201).
For Anna Semyonovna “Hard times have come indeed, there can be no harder” (Grossman, 2006,
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p. 70). The bright summer light is overshadowed by a dark sad colour in the novel “Fatelessness”
where the outward appearance of the prisoners “/...] with their heads retracted into their necks,
their noses sticking out from their faces, their filthy prison duds that they wear hanging loosely
from their shoulders, even on the hottest summer's day they put one in mind of winter crows with
a perpetual chill” (Kertész, 2004, p. 138).

Night light in the novel “Life and Fate” exists as a special active force and under its influence
the characters feel happiness and pain (Kuzicheva, 1989, p. 5). The author of the novel “Life and Fate”
subtly feels and determines this quality of evening light. “The light of evening can reveal the essence
of a moment. It can bring out its emotional and historical significance, transforming a mere impression
into a powerful image” (Grossman, 2006, p. 714). Night light brings to life the characters' world
of senses in the novel “Fatelessness”. Night light presents not only the terror of war but also
unpredictable delight and “happy astonishment” to the young characters of “Fatelessness” Kdoves
Gyorgy and Annamaria, even during an air strike:

The incident occurred the day before yesterday, during the alert on Friday night [...], we heard
a bomb actually go off nearby, she started trembling all over. It was really good, because in her terror
she clung to me, her arms around my neck, her face buried in my shoulder. All I remember after that
was searching for her lips. I was left with the vague experience of a warm, moist, slightly sticky contact.
Well, and also a kind of happy astonishment, for it was my first kiss with a girl after all, besides which
I had not been reckoning on it right then (Kertész, 2004, pp. 32-33).

In the novel “Fatelessness” the horrifying dark light of the night during bombardment turned
into an intimate light, thus creating the emotional atmosphere for the unexpected enjoyment of
the sweet tenderness of being kissed by a girl for the first time. A specific intimate light sometimes
hides in the night twilight of agonizing camp life in the barracks where Koves Gyorgy hears his
co-inmates in the death camp whisper not only of the past, future, freedom but also recollections
of his friend Bandi Citrom of the street lights along “Forget-me-not Road”, of “Budapest girls”
and “topics of what, between men, sounded like a confidential nature” (ibid., p. 148). In “Life and Fate”
the light of 'shell-burst' illuminates for a moment the face and neck of the dirty, lice-ridden radio
operator Katya making her in such a way a desired woman for Sergey Shaposhnikov:

The dirty, lice-ridden girl sat there without saying a word. Seryozha could see her white neck
in the darkness. Seryozha tried to make her out in the darkness; as though in answer to his wish,
her face was suddenly lit up by a shell-burst. Another flare went up and their heads drew together.
He embraced her again [...]. Then it became dark again, very dark [...] (Grossman, 2006, p. 400).

The role of the light that beams at this moment can be accepted by the reader as stylistic mystery,
“when in dry [...] writing one sees a colour that seems to be a colour at first, but then you realize
it is a patch of light from a completely different reality” (Anninskii, 1988, p. 262). Probably from
the reality where bright colours of femininity had not yet been stained by the cruel conditions of war.
This Stalingrad night, the transfer of colours of dark and bright rays of lights from the explosion
of deadly missiles created a small patch of sunlight that raised, lit up and beautified woman's body
and turned Katya's appearance into a symbol of cleanliness and mysterious tenderness. The colour
coming from the beams of light that lit up Katya forms in the character's imagination a stimulating
ferment that revives the most beautiful feelings and evokes the feeling of mutual spiritual
cleanliness. This “colour is simply an expression of the inner world of the artist” and his characters
(Grossman, 20006, p. 733).

Light, sounds, time of the day in Grossman's novel under analysis become expressive means
of the characters' and the author's state of mind (Kuzicheva, 1989, p. 5). This view is also characteristic
of Kertész' novel. In “Life and Fate” depending on the author's intentions to materialize in the image
of light characters' emotional impulses, we can find the following definitions of light. In Grossman's
novel the attacking tanks are characterized by “stabbing light”, “4 vast mass of vehicles appeared
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out of the steppes, deafening the Rumanian defences with the rumble of engines [...], blinding them
with stabbing light [...]” (Grossman, 2006, p. 634). Or as Krymov feels “grey, stony light” that
shines into the windows of the Lubyanka. “What a grey, stony light it was. The windows looked out
onto the central pit of the Inner Prison. It wasn't light at all — it was just dirty water” (ibid., p. 765).
One could see here “glaring official light” at night (ibid., p. 605).

3.1 Light as wisdom

Bright light does not dominate in the artistic space of Kertész' and Grossman's novels. The characters
in “Fatelessness” and “Life and Fate” live in a dim, evening light. These works also contain a peculiar
source of light whose rays highlight the way to the wisdom obtained by the reader from teachers
at the sunset of life. Through their instructive philosophy of existence, they supply us with energy
and warmth necessary for doing the further steps in our life. This light is called “the light of wisdom”
(Kuzicheva, 1989, p. 5). It usually comes from people who lived a long life. In the novel “Life and Fate”
a lot was seen, told, thought over by old people. The readers of Grossman's novel will remember
for a long time the wise words and deeds of Shtrum's mother and the old Khristya Chunyak who saved
captive Semyonov's life. In Kertész' novel Uncle Lajos's words teach us patient humility with one's
fate and submission to the God. However, it should be noted that in the novels “Life and Fate”
and “Fatelessness” the light of wisdom comes not only from older characters who have come
to the natural end of their long life but also from young ones whose life and fate was determined
by the cruel circumstances of concentration camps and unknown small steps leading to the thresholds
of gas chambers. Young characters who had done those steps became wise not because of their
experience acquired in the course of many years, but as a result of hopeless dead end in their fate
as well as the sense of gradually fading light of life in the face of death.

3.2 Light as happiness

When talking about the happiness of camp life Kéves Gyorgy in the novel “Fatelessness”
even opposes the wise opinions of adults who had not gone through, like he had, “step by step”
the concentration camps of Auschwitz and Buchenwald. Koves Gyorgy's wise interpretations of time
spent in the death camp will help the reader understand the true meaning of the warmth of soul and
happiness that Kertész values most. For Kéves Gyorgy,

in a certain sense, life there had been clearer and simpler. [...] For even there, next to the chimneys,
in the intervals between the torments, there was something that resembled happiness. Everyone asks
only about the hardships and the 'atrocities’, whereas for me perhaps it is that experience which will
remain the most memorable. Yes, the next time I am asked, I ought to speak about that, the happiness
of the concentration camps. If indeed I am asked [...] (Kertész, 2004, pp. 261-262).

Kdoves Gyorgy's reflection in the novel “Fatelessness” can be an exemplary lesson of adult wisdom
for the readers on the purity of spent life in the blackened environment of war,

we can never start a new life, only ever carry on the old one. I took the steps, no one else, and
I declared that I had been true to my given fate throughout. The sole blot, or one might say fly
in the ointment, the sole accident with which they might reproach me was the fact that we should be
sitting there talking now — but then I couldn't help that (ibid., p. 259).

The reader will remember young Bandi Citrom's insistent words on what the main thing in life
is — “not to neglect oneself; somehow there would always be a way, for it had never yet happened
that there wasn't a way somehow — [...], and he in turn had been instructed in this wisdom by the labor
camp” (ibid., p. 136).

In the novel “Life and Fate” Grossman's lessons on the essence of friendship, the description of
the road to Calvary of medical officer Sofya Levinton, reflections of a Jew physicist Shtrum when filling
in “the questionnaire royal, the questionnaire of questionnaires” (Grossman, 2006, p. 560) will remain
forever in the memory of the reader. These instructive lessons of writers and their characters illuminate
the sorrowful moments in the twentieth century by means of an eternal, undying light of memory.
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3.3 Sounds in the novels

A special role both in “Life and Fate” and “Fatelessness™ is given to the power of sounds. By means
of sounds Grossman's characters are insistently searching for signs of life (Kuzicheva, 1989, p. 5). One
should pay attention to the vitally important role of sounds in Kertész' novel. The sound of 'cauldrons'
became the source of delight and even turned out to be comfortable for Kéves Gyorgy and his camp
fellow countrymen. This magic sound of 'bells' coming from 'clattering' of 'cauldrons' radiated energy
that made everybody move, incited people to act quickly, opened a desire to remain alive and “to live
a little bit longer in this beautiful concentration camp” (Kertész, 2004, p. 189). And the sound of some
phrases Gyorgy heard in the camp in his mother tongue help him to understand the value of “that
oft-cited joyful experience of unexpectedly hearing the familiar strains of one's own language abroad”
(Kertész, 2004, pp. 91-92). However, there is in the novel “Fatelessness” a special, horrifying sound.
For instance, this is the sound of slap on the face, whose weight 'blushed' on the left cheek of Kertész'
character as it is in the novel “Life and Fate”, where commissar Krymov's “blow on the face was
the outward sign of a moral catastrophe. He could respond only with dumbfounded amazement”
(Grossman, 2006, p. 601). In the novel “Life and Fate” even silence roars in its own way in the intervals
between battles causing “heads whirl”:

It felt very odd, even inconceivable, to eat kasha in silence, to write a letter in silence, to wake
up at night and hear silence [...]. The silence then gave birth to many different sounds that seemed
new and strange: the clink of a knife, the rustle of a page being turned in a book, the creak of
a floorboard, [...], the scratching of a pen, [...], the ticking of the clock on the wall of the bunker
(Grossman, 20006, p. 644).

3.4 The force of emotions in the novels

There is one more force in Grossman's and Kertész' novels, “the power of suffering soul,
depression and grief” (Kuzicheva, 1989, p. 5). Let us recall prisoner Abarchuk's “fit of despair”
at night in Grossman's novel: ““/...] Not just the usual sullen despair of the camps, but something fierce
and burning like malaria, something that made him scream out loud, fall off the bedboards and beat his
fists against his skull” (Grossman, 2006, p. 159). And, as Kuzicheva claims, at the moment physicist
Shtrum is interdicted from work, science and probably even life, his despair turns into fear. Fear turns
into horror, whose essence is revealed when faced with the government's anger. It weakens a person,
exhausts and gradually eats up the soul, turns a man into a slave (Kuzicheva, 1989, p. 5). For Shtrum
only “the narrow strip of light” from the window of a small house and the evening light in a dark lane
give the feeling of happiness and joy:

The snow, the night sky, the cool fresh air, the trees and their dark branches, the narrow strip
of light escaping through the black-out curtain of a one-storey wooden house — everything was
so beautiful. There was, however, one glimmer of brightness at the bottom of his despair — he and
Marya Ivanovna had behaved honourably (Grossman, 2006, p. 742).

In contemplations about life at war Grossman and Kertész speak of a man's “sadness of a soul”.
In the novel “Life and Fate” there was something “sad and melancholy” even in the long cry
“A-a-a-a-ah!” uttered by the Russian infantry as they staged an attack. When this cry of soldiers ““/.../
crossed the cold water, it lost its fervour. Instead of valour or gallantry, you could hear the sadness
of a soul parting with everything that it loved, calling on its nearest and dearest to wake up, to lift
their heads from their pillows and hear for the last time the voice of a father, a husband, a son
or a brother [...]” (Grossman, 2006, p. 39).

The feeling of horrifying calm is accumulated in Koves Gyodrgy's sad soul when he reports
the reader:

that after so much striving, so many futile attempts and efforts, in time I too found peace, tranquillity
and relief. For instance, certain things to which I had previously attributed some vast, practically
inconceivable significance, I can tell you, lost all importance in my eyes. Thus, if I grew tired while
standing at Appell, for example, without so much as a look whether it was muddy or there was a puddle,
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I would simply take a seat, plop down, and stay down, until my neighbours forcibly pulled me up.
Cold, damp, wind, or rain were no longer able to bother me; they did not get through to me, I did not
even sense them. Even my hunger passed; I continued to carry to my mouth anything edible I was able
to lay my hands on, but more out of absentmindedness, mechanically, out of habit, so to say. As for work,
I no longer even strove to give the appearance of it. If people did not like that, at most they would
beat me, and even then they could not truly do much harm, since for me it just won some time: at the first
blow I would promptly stretch out on the ground and would feel nothing after that, since I would
meanwhile drop off to sleep (Kertész, 2004, pp. 171-172).

3.5 The power of time in the novels

The force of time renders special influence on the characters' life in Grossman's and Kertész'
novels. The perception and the sensation of time turns out to be more striking at war, the feeling of time
is lost. In the novel “Life and Fate” Grossman is excited at the variety of personal time (Kasavin,
1990, p. 167). In the novel the time an inmate spends in prison remains in his memory as “a sense
of simultaneous quickness and endlessness”:

After dancing all night at a New Year's ball, a girl will be unable to say whether the time passed
quickly or slowly [...]. The night at the ball is full of looks, smiles, caresses, snatches of music, each
of which takes place so swifily as to leave no sense of duration in the girl's consciousness. Taken
together, however, these moments engender the sense of a long interval of time that contains all the joys
of human existence (Grossman, 2006, p. 32).

During combat “one second can stretch out for eternity, and long hours can crumple together:
The sense of duration is linked to such fleeting events as the whistle of shells and bombs, the flashes
of shots and explosions” (Grossman, 2006, p. 33). Kasavin claims a man can revive time, paint it with
unprecedented colours when he cannot otherwise actualize the variety of his personality (1990, p. 167).
Koves Gyorgy also tries to recall in time and picture in his mind the former look of Bandi Citrom
and “compare him with his initial appearance, back then, on my right in the row, or the very first time
at work, his sinews and muscles still rippling, bulging, dimpling, lithely flexing, or ruggedly straining,
like an illustration in a biology textbook as it were, then, to be sure, I found it a little hard to credit’
(Kertész, 2004, p. 153).

The character of “Fatelessness” observes the cruel influence of the unstoppable gradually
degrading force of time. This time process under the conditions of camp life takes the out of his view
the members of the Kollman family. And only then did K6ves Gydrgy understand that apparently,
time can deceive us. Kertész' young character can compare the duration of each day spent in the camp
only to “the dumb storybooks of his childhood”, in which seven days for the king meant seven years
(ibid., p. 164). Koves Gyorgy could not believe that three months of camp life would make him
“a decrepit old man so quickly” (ibid., p. 165). He reasons, “Back home that takes time, fifty or sixty
years at least; here three months was enough for my body to leave me washed up. I can safely say
there is nothing more painful, nothing more disheartening than to track day after day, yet again
how much of one has wasted away” (ibid., 2004, p. 165). He recollects being a free young man with
golden-downed, pliantly smooth skin, “now that same skin was drooping in loose folds, jaundiced
and desiccated, covered in all kinds of boils, brown rings, cracks, fissures, pocks and scales that
itched uncomfortably, especially between my fingers” (ibid., 2004, p. 165). However, time not only
destroys human lives and fates but sometimes also cures by means of bright colours or grey shades
of recollections from the past. Quoting Grossman, even at the front when people were under fire
“ulcers and sciaticas usually cleared up of their own accord” (Grossman, 2006, p. 243). And in K&ves
Gyorgy's recollections there would always remain the unforgettable light of fire and “happiness
of the concentration camps”, provided he did not forget (Kertész, 2004, p. 262).

4. Conclusions ) ) ) )
The paper presents novel results in a comparative study of the influence of visual and sound effects

on the world of Vasily Grossman's and Imre Kertész' heroes. The light and sound gamma in these novels
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create such a background of the sphere of feelings that possesses magic power, helps to reveal and
better understand the emotions of the characters, brings the readers closer to the real time and involves
them in the conditions and events experienced by the characters. Thanks to the method of comparative
analysis we have identified in the literary texts those parts where the aspects of light, sound, colour
and time used by Vasily Grossman and Imre Kertész are in tune. The light, sound, colour effects
and the aspects of time became integral expressive tools for figurative embodiment into the texts
of the novels “Life and Fate” and “Fatelessness” authors' ideas, artistic and aesthetic intentions.

Based on the method of textual analysis it can be concluded that the hidden colours, lights
and sounds occupied proper places in the novels, their function is artistically motivated by Vasily
Grossman and Imre Kertész. The sounds of voices, shades of colours, aspects of light and time
in the novels “Life and Fate” and “Fatelessness” are immortal, they possess the undying bright
sparkle of life and energy.
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Abstract

The article focuses on the plurality in translation of the dramatic work as a factor of the varieties in reproduction
of genre and stylistic features of the original text. The problem of transfer in translation of stylistic features of
the original text, in particular modification of figurative means of the target language on the example of epithet
constructions in translations as a result of diachronic plurality of translations is highlighted. Epithet constructions
are systematized in terms of their subject matter. The analysis of epithet constructions according to the semantic
characteristics of associative relations is carried out taking into account their place in the field system of tropes.
The correlation of semantic groups showed a predominant number of occasional-associative epithets in comparison
with usual-associative ones. Among the occasional-associative epithets the most common are metaphorical epithets,
among the usual-associative are descriptive-evaluative ones. The translation strategies and tactics of achieving
the conceptual invariance of figurative means, in particular epithets, in the temporarily distant original and
its retranslations in Ukrainian (translated by Yu. Andrukhovych) and Russian (translated by B. Pasternak)
are determined. The analysis of lexical-semantic, grammatical and lexical-grammatical ways of transformational
reproduction of the figurative means under study in different-time retranslations in Ukrainian and Russian
is carried out. The main factors of conceptual invariance of retranslation of figurative means are summarized.

Keywords: diachronic plurality of translations, conceptual invariance of figurative means, usual-associative
and occasional-associative fields, lexical-semantic, grammatical and lexical and grammatical methods of
transformational reproduction.

AHoTalis

VY cTarTi 30CcepEeMKEHO yBary Ha MepeKiIagHii MHOKHHHOCTI ApaMaTu4yHOro TBOPY Ha NMPUKJIAAl Tparemdii
V. Hlexcmipa “The Tragedy of Hamlet” six Y4nHHUKOBI Pi3HOMAHITHOTO BiITBOPEHHS >KaHPOBO-CTHIIICTUYHUX
ocoOnuBocTell nmepuoTBopy. BUCBITIIEHO mpobnaeMy mepenadi B MEpeksiafi CTHIICTUYHHX OCOOJIMBOCTEH
opurinainy, 30kpemMa Moaudikamiro oOpa3Hux 3aco0iB IIILOBOI MOBH Ha MPHUKJIAIl €MITETHUX KOHCTPYKIIH
y mepekiagax sk pe3yabTar qiaXxpOHHOI MHOXHHHOCTI mepekiaaiB. EniTeTHI KOHCTPYKIIT CHCTEMaTu30BaHO
3 moniAny ixHpoi TeMaTuky. IIpoBeeHO aHai3 eMiTeTHUX KOHCTPYKIIN 32 CCMAaHTHYHUMHU XapaKTePUCTHKAMHU
acoI[iaTUBHUX 3B’A3KiB, AKUH BpaXxOBYye MicClle CMITETHUX KOHCTPYKIiH y cuctemi TpomiB. CriBBiAHONIICHHS
CEeMAaHTHYHHUX TPYI CMiTEeTHUX KOHCTPYKLiH IOKa3aJo AOMIHAHTHY KiJIbKiCTh OKa3iOHAJIbHO-acOIiaTUBHUX
SIITETIB MOPIBHIHO 3 y3yasibHO-acouiaTuBHUMH. Cepel oKa3i0HaJIbHO-aCOI[IaTUBHUX CHITETIB HAHOUIbII
MOUIMPEHUMH € MeTaQOpHYHI emiTeTH, cepel y3yalbHO-aCOLIaTMBHHUX — OIMCOBO-OILiHHI. Bu3HaueHO
MepeKIaAaIbKi CTpATerii 1 TAKTUKY JOCATHEHHS KOHIIENITYaJIbHOI iHBapiaHTHOCTI 00pa3HuX 3ac0o0iB, 30kpema
eMITETIB, Y 4aCOBO BiIaJICHOMY IIEpPIIOTBOPI Ta HOTo peTpaHCcALifxX yKkpaiHCbKolo (nepexian FO. AnnpyxoBuya)
Ta pociiicekoro (nepeknan b. [Tacrepraka) MoBamu. 31iliCHEHO aHaJI3 JEKCUKO-CEMAaHTHYHUX, TPaMaTHYHUX
1 JIGKCHKO-TpaMaTHYHUX CHOc00iB TpaHchopMaIiiiHOro BiATBOPEHHsS NOCHIIKYBaHHUX 0Opa3HHX 3aco0iB
Yy PI3HOYACOBUX PETPAHCISIIAX YKPaiHCHKOIO Ta POCIHCHKOI0 MOBaMH. Y3arajlbHEHO OCHOBHI YMHHUKHU
KOHIICNITYaJIbHOT IHBapiaHTHOCTI peTpaHcisii o0pa3HuX 3aco0iB.

KnrouoBi cii0Ba: niaxpoHHa MHOXKHHHICTb NTE€pEKJIaliB, KOHIICNTya bHa 1HBapiaHTHICTh 0Opa3HUX 3aco0iB,
y3yallbHO-aCOLIIaTHBHI Ta OKa310HAJIbHO-aCOIIATUBHI TIOJNSI, JEKCUKO-CEMaHTHYHI, TpaMaTU4Hi Ta JIEKCHUKO-
rpaMaTH4Hi cocoOu TpaHc(hOopMaLiifHOTO BiATBOPEHHS.
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Beryn

[TpoGnemi BU3HaUEHHS TepMiHa “MHOXWHHICTh IIepekIiaiiB”, abo “nepekia Ha MHOXHHHICTD”,
MIPUCBSYEHO poOOTH Oararbox BiTuM3HsAHHX (A. A. IBaxHenko, 1O. JleBiH, A. ITonoBuy, P. A. Curap,
0. €. @enis, O. 1. YUepenanuenko) yuyenux. 3akopaoHHi ¢aximi (A. Berman, S. T. Giircaglar,
K. Koskinen) BUKopucToByIoTh TEpMiH “re-translation” (“rioBropHuii mepekian”’, abo “perpaHcisiiis’”).
[Min muM TepMiHOM PO3yMIEMO HAsIBHICTb Yy TEBHIN HAI[lOHAJBHIA KYIbTYpl KUIBKOX INEpPEKIIaIiB
TOr'0 CaMOTO IHIIIOMOBHOT'O JIITEPAaTypHOTO TBOPY, SIKMI B OPUTIHAJI Ma€ 37eOUTBIIONO OTHE TCKCTORE
Bristenns (O.B. Pe0Opiit).

Opnak Tpeba BH3HATH, IO B IMUTAHHI IIaXpOHHOI MHOXXUHHOCTI XyJOXXHIX MepeKialiB
3 ypaxyBaHHSIM MIpKyBaHb Pi3HHX TEOpil Ta TiNoTe3 Iie JaJeKo 0 OTHOCTAHHOCTI, OCKIIBKH
ICHY€ KOMIUIEKC YMHHUKIB, SIKUH 3yMOBIIOE KOHIENITYalIbHY BapiaHTHICTh BiITBOPEHHS )KaHPOBO-
CTUITICTUYHHX JIOMIHAHT OPUTIHATY: MK CTBOPEHHSIM OPHT'iHAITY 1 MK PI3HUMH TEPEKIIaIaMU TEKCTY
OpHTiHATy HasiBHA [I€BHA YacOBA JANCTaHIIisl, PO3BUTOK JiTEPaTypHOI MOBH 1 Xy/I0)KHBOT'O TIEPEKIIAY,
IHAMBITyadbHA CTHIIICTHKA ITEPEeKIIazada i MeTa mepeKiiay.

Orxe, mpo0OiemMa BiATBOPEHHSI CTHITICTHYHUX 0COOIMBOCTEH OpUTiHAITY, HOro KOHLETITIB, )KaHPOBO-
CTWJTICTUYHHX 0COOJIMBOCTEH, 30KpeMa MouGikalist 00pa3HuX 3ac00iB IIILOBOT MOBH,

y Tepekiajgax 3alie)kaTh BiJ TOETHKH IepeKiagada, 4acy CTBOPEHHsS IEpeKaay, alKe
KOHIIETITYaJIbHI KaTeropii, He3Ba)karour Ha TXHIO yHIBEPCANbHICTh, MAIOTh BIIACTHUBICTH 3MiHIOBATH
3MICT Ha pi3HHX eTanax iCTopii, BUIO3MIHIOIOUH iX BepOasizallio.

AHaJi3 ocTaHHiX gocaigxeHsp i myo ikamnii

[Ipobnema “MHOXMHHOCTI NepekaniB” BUHUKIIA 1ie y XX CT. Ta OyJa BHCBITJICHA B IpaIsixX
TaKUX BUJIATHUX BITYM3HSHUX Ta 3aKOPJOHHHUX TEOpETHKIB 3 epekiany: 0. Jlepina, A. [TomoBuy,
I1. Tonep Ta iH. J{oCHiIHUKH MOSICHIOIOTh MHOXXHHHICTD MEPEKIIay Pi3HUMH YNHHUKAMH, CEPE SKUX
aKIEHTYIOTh Ha p0301>KHOCTSIX Y MOBHUX CUCTEMax OpHUTIHAJY i MepeKiay, Ha Pi3HUX KOHTEKCTaX
KOMYHIKaIlii, Ha Pi3HOMaHITHOCTI €CTETUYHUX yIomo0ans nepeknanadis tompo. I1. Torep (2000)
00rpyHTOBY€E MH(EPEHITIAIlI0 “CHHXPOHHOI” Ta “miaXpoHHOI” MHOKMHHOCTI. ¥ XXI cT. muTaHHS
“IiepexsIaJHoi MHOXKMHHOCTI”, 30KpeMa “/1iaXpOHHOI MHO)KHHHOCTI”, BCE III€ aKTyalbHe Ta IPHBEPTAE
yBary cydacHux HaykoBmiB. Tak, O. €. ®eniB (2016) onucye sBuile AiaxpOHHOT MHOXXHHHOCTI
B nepekiazni. O. B. Peopiit (2009) nokiagHo BU3HAYAE 3arajibHi MOJI0KEHHs (PeHOMEHY MiaXpOHHOT
MHO>KHHHOCTI MEPEKIIaiB i MPUXOAUTH 10 BUCHOBKY, IO “KOKEH BHUCOKOXYIOXKHIHM TEKCT Halae
MOJKJIUBICTB PI3HOMAaHITHUX TIIyMadeHb, aJpKe KOKEeH MepeKiiagay 0aqyuTh y XyA0KHbOMY TEKCTI JIUIIe
SIKyCh YaCTHHY 3 YChOT'O CIICKTPY CMHUCJIOBUX IUTaHIB” (TaM camo, . 194 ). P. A. Curap (2014) naromnormrye
Ha JOIIJIBHOCTI 30€epexeHHs apXaidHOCTI MOBH, IO BKa3yBaja O Ha XPOHOJIOTIUHY BiJIaJIeHICTh
OpHTiHaJTy, OJIHAK BOJHOYAC aKIEHTYyE€ Ha YHHKHEHHI HaaMipHOi “icropm3amii” Ta MoiepHi3awii
nepekiany. O. M. Margiitms (2017) Big3Hadae, o iIi0JIeKT Mepekiiaaada € BaKIMBUM YHHHUKOM
y TBOPEHHI MHOXXUHHOCTI MIEPEKIIay.

®opMyJTIOBAHHS METH CTATTI Ta ii 3aBAaHb

Mema crarTi — BU3HAUUTH TepeKIalanbKi CTparerii i TaKTUKU JTOCSATHEHHS KOHIIETITYaJIbHOT
IHBapiaHTHOCTI 00pa3HUX 3ac00iB, 30KpeMa EMITETIB, Y YaCOBO BiIIaICHOMY MEPIIOTBOPI Ta HOTO
PETPaHCIALISIX YKPATHCHKOIO Ta POCiChKOI0 MOBaMu. JlOCSATHEHHsI METH Iepen0adyac BUKOHAHHS
TaKUX 3A60anb: CUCTEMATHU3yBaTH eniTeTHI KoHcTpykuii y Tparenii Y. llekcnipa “The Tragedy of
Hamlet” 3a ceMaHTHYHUM MTapaMeTpOM; BU3HAUYUTH JIEKCUKO-CEMaHTHYHI, TPaMaTU4HI Ta JIEKCHUKO-
rpaMaTHYHi CHOCOOM TpaHC(OPMAIIHOrO BIATBOPEHHS TOCHIIKYBaHHX OOpa3HHUX 3aco0iB
y PI3HOYACOBHX PETPAHCIAIIAX YKPATHCHKOO Ta POCIHCHKOI0 MOBaMU. Mamepianom TOCIiIKESHHS
cnyryBaym tparenis Y. Ilekcmipa “The Tragedy of Hamlet” (1899) Tta ii mepexiamu pociichkor0
(b. MacrepHak, 1942) i ykpaincekoro (FO. Anapyxosuu, 2008) MoBamu.

MeTonu Ta METOOJIOTisI MPOBETEHHS TOCTIKEHHS

OCHOBHI MeTOOHU, SKi BUKOPUCTOBYBAJIHCSI B XOJII IOCIIJDKCHHS, — MOPIBHSUIBHUN aHai3
Ta IHTPOCHEKIIis.
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Buxian ocHOBHOro MaTtepiajay A0C/IiKeHH.

Jlist mexomyBaHHS i€HHO-XYNOXKHBOTO 3MICTy TBOPY 1 3aayMy aBTOpa Mae€ 3iHCHIOBATHCS
peTpaHCIALisl B KOMIUIEKCI JIIHTBOIIOETUYHOTO 1 MOBHOCTHJIICTUYHOTO MMiJXOAIB, IO J03BOJISIE
JIOCITIIKYBATH CTHIIICTHYHI OCOOIMBOCTI JIIHI'BICTUYHHUX 3aCO0IB YCiX MOBHHX PiBHIB. MOBHI 3ac00M
BHCTYIIAIOTH SIK CIIOCOOW BUPAKEHHSI aBTOPCHKOT TOUKH 30pY 1 (hopMyBaHHs (pYHKIIT BIUIMBY Ha YMTa4a.
ExcripecuBHO-00pa3Hi 3ac00H, 3a JOMOMOTOIO SIKHX MHUCHMEHHHK MOJENIOE BepOaibHO-00pa3Hui
KOMILIEKC XY/I0’KHBOTO TBOPY, Y TepeKiiaax MOXKyTh MOIU(DIKyBaTHCS 3aJIeKHO BiJ| iHAUBITyalbHO-
aBTOPCHKOTO CTHIIIO TIEpeKyIaiada Ta HAllIOHAJBHUX OCOOJIMBOCTEH CTHIIICTUYHUX CHCTEM PI3HUX
MoB. J[is epekiiary o0pa3Horo 3aco0y, 30KpeMa ermitera, HeoOXiIHO BU3HAYMTH HOTO 1H()OpMaIiHHuHA
3MICT, HOTO CeMaHTH4HYy CTPYKTypy. B 00pasHomy 3aco0i Mae micuie akt: 1) omiHKH; 2) HOMiHAIIIT;
3) ecreruyHoi iHpopmaryi. Emiter Moxe sik KOHKPETU3YBAaTH OITUC, JOTIOBHIOIOYHM CTBOPIOBAHY YSBOIO
YuTaya KapTHHY HOBUMH JIETAISIMU, TaK 1 MOCUJIIOBATH €MOLIHHUN e€(eKT, CTBOPIOBAHUH TEKCTOM.

OCKIJIBKH €ITITEeTH sIK 00pa3Hi 3ac00H PO3KPHUBAIOTh CBiil CMUCIOBHIA TOTCHITIa JIUIIIC B KOHTEKCTI,
TXHE MOCIIKEHHS BUMarae KOHTEKCTYaJIbHOTO aHAJTi3y B TKAHHMHI XYJJOKHBOTO TBOPY, SIKHI HAJISKUTh
JIO JIITEpaTypHOro HampsMy MeBHOI ernoxu. [yt po3yMiHHS CMHUCIIOBOTO HAaBAaHT)KEHHS EIITETIB
NepeKIIaiadeBi MOTPiOHO HE JIMIIIE BU3HAYUTH €CTETHYHY (DYHKIIIIO EITETIB K CIIOBECHUX 00pa3iB
y XyAO)KHBOMY TEKCTi, a H 3pO3yMITH CBITOIISIHY IMO3MIII0 CaMOT0O aBTOpa, BTUIEHY B HOTO
IHAMBiTyanbpHIA MaHepi uchbMa. CaMe B KOHTEKCTI XYIOXKHBOTO TBOPY PO3KPUBAIOTHCS TIIMOWHHI
CMUCIIH [IMX CJIOBECHHX IIOSTHYHUX 00pa3iB. BinTBOpeHHS 11i€] BATOHYEHOT IPU IPSIMOTO 1 HEMPSIMOTO
3Ha4eHb EIITETiB, IIbOr0 XUTPOCIUIETIHHS AIHCHOTO 1 YSABHOTO B iXHHOMY CMHUCJIOBOMY HaBaHTa)KEHHI —
TOJIOBHE 3aBIaHHS NepeKIiagaya.

CemaHTHKa emiTeTHHX KOHCTpyKuid y tparenmii Y. llexcmipa “The Tragedy of Hamlet”
PO3KPHBAETHCS Uepe3 TEMATUYHI IPYIH EMITETiB, TOOTO, 00’€KTH Ta SBUIIA, 110 XapaKTePH3YIOTHCS
eIiTeTaMu, Ta Yepe3 CEMaHTHYHI PUCH EITITETIB 3 ypaxyBaHHSIM iX MICIIS B MOJIBOBIH CUCTEMI TPOMIB.
VY tparenii V. lllekcnipa MOXHa BUIUIMTH ABaHAIISATH TEMAaTHUYHUX TPYII €MITETHUX KOHCTPYKIIH:
JIIOMMHA Ta 1i 3arajibHa XapaKTePUCTHKA: the adventurous knight, barren spectators, outstretched
heroes; wacTuHm Tina: this cursed hand, bosom black as death, stubborn knees; 30BHilIHI
XapaKTepPUCTHKY Jonei: martial stalk hath, russet mantle clad; emoniitHi Ta MEHTATBHI AKOCTI
Jroneii: a noble mind, most pernicious woman; MOAyTTsI: disprized love, obsequious sorrow, an angry
parle; cninKyBaHHS Ta CTOCYHKHU MK JiloabMu: wild and whirling words, music vows, lightest word,
Iii ioneit. a fearful summons, heartily farewell, most unrighteous tears; ceHCOPHi BixayTTHA: your
ears... so fortified, healthful music; TBapunu: lofty and shrill-sounding throat, the fretful porpentine;
NPUPOIHi 00'€KTU Ta ABUINA: the moist star, the air, promise-crammed, a heaven-kissing hill,
HAXNPUPOIHI IBUIIA: the extravagant and erring spirit, radiant angel;, aacoBi poMixkku. The nights
are wholesome; thy sickly days.

BusiBiieHHS CITIBBITHOIICHHS TEMATHYHKX TPYII CIITETIB JO3BOJIIIO BUALUIMTH JOMIHAHTHI TPYIIH,
TOOTO 00’€KTH Ta SIBUINA, IO MPUBEPTATN HAWOLIBITY yBary aBTopa IiJx Yac CTBOPEHHs Tparemii.
KinpkicHMI aHami3 CBIAYUTH NMPO BUCOKHI PiBEHb aHTPOMOLEHTPUYHOCTI emiTeTiB. Haioinpm
Y)KMBaHUMH TEMaTHYHUMH IPYIIaMH €IIITETIB Y Tpareii IocTaroTh “eMouiiiHi Ta MeHTaJbHi AKOCTi
mionei” (18%), “nii moneii” (12%), “cnijikyBaHHs Ta cTOCYHKH Mix moabmu” (11%). 3Hauny
yBary aBTop MPHJIUISE TAKOXK Yacy, IO € MIPHIIOM JXHUTTS JIOAEH Ta IIOKa3HUKOM HOTo TUIMHHOCTI —
13% aHaJi30BaHMX EMITETHUX KOHCTPYKIIH HAJIEXKATh 10 TEMaTUYHOI IPYITH “4acoBi MPOMIKKH .

3a ceMaHTHYHOIO XapaKTePHCTHKOIO acoliaTuBHUX 3B’ s13KiB y Tpareii “The Tragedy of Hamlet”
PO3IUIAEMO SIITETH HA Y3y albHO-ACOYIamuei Ta okazionatvho-acoyiamueni (OHompienko, 2010,
¢. 90), 110 T03BOJIMIIO BU3HAYMTH MICLIE EMIiTETIB Y MOJIBOBIH CUCTEMI TPOIIiB, TOOTO MPOCTEXUTH
3B’SI3KM MiX €MIiTETaM¥ Ta IHIMUMH CTHIIICTHYHUMH PUHOMAaMU BiIOBIIHO /10 IXHBOI CEMaHTHKH.

Y3yaJjibHO-acol[iaTHBHI enmiTeTH 3HaXOMATHCS B LIEHTPI IIOJIS T BIIPI3HSIOTHCS YiTKO BUPAKEHUM
Cy0’€KTUBHO-OIIIHHIM XapaKTePOM 1 eKCITPECUBHICTIO. SHAYCHHSIM y3yaJIbHO-aCOI[IaTHBHUX CITITETIB

21



Bicnux KHJTY. Cepis @inonocis. Tom 23. Ne 2. 2020

TIepeIatoTHCsl He JIMIIE TIEBHI 03HAKK 00’€KTa, a i eMOLiiHe CTaBJICHHs 10 HOTO Y BiJIMOBIAHOMY
MOBHOMY COIIiyMi. Y3yaJIbHO-acoIliaThBHi emiTeTH, yeiia 3a T. M. OHompieHKo, TOIUIIEMO Ha TIOCTIikHI
Ta onmcoBo-ouiHHI. J[locmiiini enimemu niepeBaXxHO HaJIEKATh (OJIBKIOPY 200 MOXOIATH BiJl HHOTO
Ta BUKOPHCTOBYETHCS IS Tiepenadi J0OpOro CTaBIeHHS A0 JIOAWHHU 4epe3 MoBY: honour’d lord,
IO eTHKEeTHUX (GopMmyi: heartily farewell, Ta kiilie, BUCIOBH Ha 3pa30K: fierce events, fair hour.
Onucoso-oyinni enimemu BKa3yloTh Ha OyIb-AKy CYTTEBY O3HAKY MPEAMETA, sKa MIPUBEPTAE J10 cebe
yBary B IIeBHil CUTyalil: ouiHka cnocoOy Jiii (He Oepydn 10 yBaru MopaisHui Oik): martial stalk;
HETraTHBHA OIIHKA TAKUM SIKOCTSAM, SIK HEUECHICTh: malicious mockery; mimnicTh: foul deeds;
aMOPaJIBHICTD: most pernicious woman; eMOIIT IEPCOHAXIB, 30KpeMa, 3ITICTh: an angry parle; cTpax:
dreadful summit of the cliff; 30BHIIIHI XapaKTepPUCTUKK 00’ €KTa U JIIOMUHU: ponderous and marble
Jjaws abo Ti BHYTPIIIHIX CTaHIB: disprized love; MeHTaJIbHI 03HAKU 0COOKCTOCTI: turbulent and dangerous
lunacy; NpyUYUHY, IO CIIOHYKAIOTH 1i 0 Jiil: noble and most sovereign reason; XapaKTePUCTUKU
TOTO, 0 CIIPUHAMAIOTHCS Ha CITyX: music vows, lofty and shrill-sounding throat;, abo X 3araJIbHHI OMHUC
TOTO, ITI0 BiIOYBAETHCS HABKOJIO: nights are wholesome. Takox OIMTUCOBO-OLIHHUMH CIIITETAMU MOKYTh
HaJ[aBaTUCS ¥ 1HII XapaKTePUCTUKH: extravagant and erring spirit.

Oka3zioHaIbHO-acOIiaTUBHI eMiTeTH BUPAXKAIOTh YHIKAIBbHI CEMAaHTUYHI acolliallii, IKi MaroTh
OKazioHaNbHUI XapakTep. Taki emiTeTH pO3MOIIISIFOTECS Ha IBi TPYITH — TaKi, 10 3¢CHOBAHI HA O
nooibrocmi, Ta TaKi, MO 3ACHOBAHI HA NOJ CYMINCHOCTII.

Ha noni noodi6nocmi 3acHOBaHI HEYacCTOTHI Komnapamueni enimemu. Cepell aHATiI30BAHOTO
Marepiary BUIUIIEMO JIUIIE OMUH KOMITapaTUBHUH emiteT bosom black as death, 10 BAKOPUCTOBYETHCS
l'amiterom st Toro, o0 oXapakTepu3yBaTH CBil CyM 1 HEONTUMICTUYHI JYMKH IIOJI0 MaiOy THHOTO.
BukopucTraHHs 4OpHOTO KOJILOPY CTBOPIOE acoLiallii 31 CMEpTIO.

[H1I0T0 TPYTIOIO eMiTETIB, 3aCHOBAHHUX HA ITOJIi MOMIOHOCTI, € YaCTOTHI Memaghopuuni enimemu:
MepeHECEHHsI 03HAK KUBOT ICTOTH Ha HEXUBY: obsequious sorrow, jocund health, wild and whirling
words; TIepeHeCeHHsI 03HAK POCIIMHHOIO CBITY Ha MEHTaJbHI mpoliecu (palmy state of Rome)
a00 XapaKTepUCTUKU JIIONCH: green girl; IEPEHECCHHS CMAaKOBUX SKOCTEH Ha 00 ’€KTH a0 SBHIIA,
SIKi HE MOXYTh CIIPUIMATHCSI Ha CMaK, TAKAM YMHOM, 3/IiIHCHIOETHCS aBTOPChKA OIliHKA ITUX 00’ €KTIB
a0o s bitter cold, candied tongue; peniriiiHa JISKCHKa Ta JICKCUKA, TTOB’sI3aHa 13 CMEPTIO: [mpious
stubbornness , dead vast, celestial bed; XapakTepUCTHKa 30pPOBOTO CIIPUIHATTS 00 €KTIB: radiant angel,
pale cast of thought; TO3HAUCHHS €MOIIil Ta MCHTAJILHUX CTaHIB. Wisest SOrrow, 4aCoBUX MPOMIXKKIB:
weary life, sickly days, ocobmuBocTell criikyBaHHA: speak daggers Ta IHIIUX ABUNL: outstretched
heroes, the boisterous ruin, incorporal air.

Hacrynny rpymy emniTeTiB, 3aCHOBaHUX Ha IO MTOAIOHOCTI, CTAHOBIISATS JiimomHi / 2inepooniuni
enimemu, TOOTO 3iCTABJICHHS IBOX I'€TEPOreHHUX (Pi3HOPIIHKX ) TOHSTS, SIKi 3aCHOBaHI Ha Oy/Ib-sIKii
CHUTBHIN U1l HUX PUCI, TPUYOMY LIS prca MpeACTaBIeHa B 00 €KTI 3HAYHO OLIBIIOI YH MEHIIO0
Mipoto, HiXx y cy0’exTi (OHompienko, 2010, c. 52). V rinepOoniyHuX emiTeTax IHTeHCUBHICTB IIEBHOTO
SIBHIIIA TTePEOLIBIITYETHCS: f00 credent ear; a B IITOTHUX YKa3y€ThCS HA HECYTTEBICTh O3HAKH, OCOOIMBO
IHTCHCUBHOCTI: [ightest word, so airy and light a quality.

Ha noni cymiocnocmi 3acHOBaHI METOHIMIYHI Ta TepUbpa3Hi emiTeTu. Y MemoHIMIYHUX
enimemax Tax camo, 5K i B MeTahOpUYHHX, BiIOYBAETHCS “HAKIIAaHHs MPSMOTO 3HAYESHHS CJIOBa
Ha Horo IepeHOCHe, alie 3 Ti€K PI3HHUIICIO, 10 O3HAYAI0Ye i 03HAYYBaHE 3iCTABIAIOTHCS Ha OCHOBI
CYMIXHOCTI, a He noaioHocTi. Ile, 30kpeMa, emiTeTH, 110 XapaKTepHU3yIOTh KpaiHy uepes ii JTroIei:
the ambitious Norway < ambitious people of Norway; nmoauny depe3 ii po3yMoBi sikocTi: noble
mind < noble person’s mind; abo nroauHy Yepes YaCTHHH i Tina: offence s gilded hand < the reach
of the offenders.

Ilepugppazni enimemu BUpaxaroTh OyIb-sIKi BIACTUBOCTI 00’€KTa OIMUCOBO, BUAUIIIOUN HOTO
BU3HAYHI PUCH YacTO i3 3acTOCYBaHHAM eBhemizMiB. V. Illekcmip BUKOPUCTOBYE MeprbpasHi emireTu
JUTs HA3UBaHHS TPEIMETIB Pi3HOT pUpoau: npuBHa: dreaded sight Ha OCHOBI HOTO BIACTHUBOCTI
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JISIKATH JIFONIeH CBOTM BUIVISZIOM; MICSIISL: the moist Star Ha OCHOBI OTO BIACTUBOCTI BILIMBATH Ha PYyX
BOIIY Ha IUTAHETI; Mekia: sulphurous and tormenting flames Ha OCHOBI TOTO, IO 33 OIOMIHCHKUMU

CIOXKETaMH, TICKJTO TIEPEIIOBHEHE CIPKOIO Ta MOTyM’sIM; TOJIOBH: distracted globe Ha OCHOBI ii Bi3yaJTbHOT
CXOXOCTI 13 mapom.

3riiHO 3 TPOBEICHUM aHaJi30M, KUIbKICHE CIiBBIJHOUIEHHS CEMAaHTHYHUX TPYIl EHiTETiB
y tparenii Y. Hlekcrnipa “The Tragedy of Hamlet” (puc. 1.) nokasaio, 1o OUIbIIICTE €IITETIB —
e OKkazioHasbHO-acoliaThBHi emiretn (55%), Toxi SK y3yaJbHO-aCOIiaTHBHI CTaHOBIATH 45%
BiJl po3msiHYTHX emiTeTiB. Cepell 0Ka310HaJIbHO-aCOIIaTHBHUX €IITETIB HAWOLIBII ITOIIHMPEHUMHU
e metadopuuHi (43%), cepea y3yaabHO-acOIIaTHBHUX — OMMCOBO-OIIiHHI (36%).

miToTHI /
Timep&omitHi
3%

MEeTOHIMIUHL nepudpasai ocTiiHi \
3% 5%

OkasioHansHO-acoIiaTuBHi, 55%
VY3yanbHO-acoliatueHi, 45%

KOMIIapaTHBHI
k 1% -/
Puc. 1. CrpykTypHi THIM eniTeTHUX KOHCTpYyKUii y Tpareaii ¥. llexcnipa
“The Tragedy of Hamlet”

VY cTarTi NpeCTaBIeHO aHAI3 IeKCUKO-CEMANMUYHUX, SPAMAMUYHUX MA JIEKCUKO-2DAMAMUYHUX
nepexaadaybKux mparc@opmayiil, o0 BUKOPUCTOBYBAIMCS IPU PETPAHCIIALIT SMITETIB y Tparemii
V. lekcmipa “The Tragedy of Hamlet” B ykpaiHChKiii Ta pocifichKil iHTEprpeTartii, sKi BiI3epKaIOI0Th
IHIUBITyaJIbHICTh TIEpPEKIIaada, KOHLIENTYaIbHy BapiaHTHICTD BiITBOPEHHS KaHPOBO-CTUIIICTUYHOI
JIOMiHAHTU OpPHUTIHAITY.

Jlo JNeKkcHKO-TpaMaTHYHHX MepeKJaJanbKuX TpaHcdopMamiii, MO0 BHUKOPUCTOBYIOTHCS
TIPY PETPaHCIIALIT eMITEeTHUX KOHCTPYKIIIH aHIJIOMOBHOTO JpaMarypriyHOro JUCKYpCy B EpeKiIai,
HAJICXKATh AHMOHIMIMHULL NEePeKao, YLNiCHe NepemeopeHHsi Ta KOMNEeHCayisl.

3okpema, IPHUKIIaaMH BiITBOPEHHS EIITETIB 32 JOIIOMOTOI0 AHMOHIMIUHO020 nepekaady €: Rest,
rest, perturbed spirit! (Shakespeare, 1899, p. 53), ne B ykpainchKoMy BapiaHTi perturbed BiTTBOPEHO
SIK Hecnokiunuil: Cnoyuns, 3amuxuu, Hecnokitnuii ovxy! (AHIpyxoBuY, c. 59), y pociiCbKOMY TepeKiai
€MiTeT BiATBOPEHO IIULIXOM IpaMaTuydHoOI 3aMinu: Ycnokotics, / Mamexcnwiii Ovx! (IlacrepHak, 1942,
c. 49); Truly, and I hold ambition of so airy and light a quality that it is but a shadow's shadow
(Shakespeare, 1899, p. 75), ne airy BiATBOPIOETHCSI aHTOHIMIYHUM TIEPEKIIAJIOM SIK HeMamepiaibHe:
Tpasunvho, ane amoiuis — ye woCcb HACMILKU HeMamepiaibHe I NIUHHE, WO € 6CbO20 Jiule MIHHIO TIHI
(Anapyxosuu, 2008, c. 83), y pocificbkoMy BapiaHTi TaK0)X BUKOPUCTAHO aHTOHIMIYHHUI TIepeKIIal:
B mom-mo u deno. Taxum obpasom, vl suoume, Kax Heeecomo u becniomuo yecmomobue. Ono oadice
u He menb gewu, a sceeo quue menv menu (Ilacrepuak, 1942, c. 70).

Ilinicne nepemeopenns €NITCTHUX KOHCTPYKIH B OpHUTiHAI 3aco0aMH MOBH IEPEKIIaIy,
SIKi HE € CIIOBHMKOBUMH a00 KOHTEKCTYaJIbHIUMHU BifnoBinHukaMu: Most holy and religious fear it is /
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10 keep those many many bodies safe / That live and feed upon your majesty (Shakespeare, 1899,
p. 132) — Koponw, 60 came 6in y3a6 mseap / Bionosioanvnum o6ymu 3a besnexy / Ycix niodanyis,
bepeemu ix cnokii (Aapyxosud, 2008, c. 133) — Ceawenno 6 kopre s3mo noneuenve / O moicauax,
xomopswie dcusym / Jluww sauteeo senunecmesa sabomou (Ilactepuak, 1942, c. 112).

OCKUTbKY TIpY BiITBOPEHHI TBOPIB IpaMaTypridHOro AUCKYpCy MepeKiiaaad 00MeKeHH TpoCTOpoM,
KomneHcayis OCTaE AI€EBUM 3aCO00M PETPAHCIIALT EHITETIB, JO3BOJAIOUN IePEKIaadeBl BBECTU
iHmui npuiiom, Meradopy abo MOPIBHIHHS, B IHIIOMY MiCIi BHCJIOBIIOBaHHS, 1100 HepenaTu
CTHJIICTHUHE 3a0apBiIeHHs eniteta: Horatio says tis but our fantasy, / And will not let belief take hold
of him / Touching this dreaded sight, twice seen of us (Shakespeare, 1899, p. 5) — lopayio kazas,
wo ye oypruyi, / 1 6in Hizauo 6 ceimi ne nogipums / B omi cmpaxu, wio 06iui Hac mpsiciu (AHIPYXOBHY,
2008, c. 13) — I'opayuo cuumaem smo 6ce / Hepoil soobpadicenvs u ne eepum / B naw npuspak,
osavicovl sudennsiii noopso (IlactepHak, 1942, c. 6).

3acTOCYyBaHHS TpaMATHYHUX NepeKJaTanbKuX TpaHchopMmamii (epamamuuni 3aminu,
000asanHs Ta GUIydeHHs!) TIPH PETPAHCIALT eMTETHUX KOHCTPYKINH JpaMaTypriyHoro JUCKypCy
3YMOBJIIOETHCS 3ICOUIBIIOT0 TPAMATHYHUMH BiIMIHHOCTSMH MiX MOBOIO OpPHUTIHATYy Ta MOBOIO
MepeKany, a OCKIIbKH TMepekian aHIIiHChKOr0 TEKCTY YKPAlHCHKOK Ta POCIHCHKOI0 MOBaMH
TPaIUIiiHO BUXOOUTH JOBIINM, MEPEKIanau CTUKAETHCSA 3 MPOOJIEMOIO0 CKOPOYEHHS TEKCTY,
10 TOCATAETHCS IIITXOM I'PAMaTHYHKUX 3aMiH Ta BHITYYEHHS.

Tpancghopmauia 3aminu coBa, M0 HAICKUTD 10 OHIET YACTHHU MOBH, CIIOBOM, 110 HAJICKHUTH
JT0 1HIOT (MOPGOITOTTYHI 3aMiHHM), a00 % 3aMIHH OJTHI€T CHHTAKCUYHOT KOHCTPYKITii iHIIOF (CHHTAKCHUYHI
3aMiHH) MPEICTABICHI B TAKUX MpUKIanax: And then it started like a guilty thing / Upon a fearful
summons (Shakespeare, 1899, p. 12), ne npuKMeTHUK fearfill 3aMiHEHO IMEHHUKOM Y0y B YKPaiHCBKOMY
BapiauTi: I 6in 30pucrHyscs, Hibu mot, xmo pywue / Ha noxaux cydy (Aunpyxosud, 2008, c. 19),
Ta JIECTIOBOM Ooumcsi B pociicbkoMy: M mym on 630poehyi, mouro nposuruics / U omeeuams boumcs
(ITactepnak, 1942, c. 13); Yet so far hath discretion fought with nature / That we with wisest sorrow
think on him ... (Shakespeare, 1899, p. 14), 1e IPUKMETHHUK Wisest 3aMIHCHO CJIOBOCIIOIYYCHHIM
3 IMEHHHKOM 3 207106010, & IMEHHHK SOrrow — JIECTIOBOM Ccymytimo: 300posutl 2ny30 — wo 80icut? —
nepemie, / Omooic cymytimo, are 3 20106010... (Auapyxosud, 2008, c. 22); y pociiickkoMy BapiaHTi
BUKOPHCTOBYETRCS IUTICHE MEPETBOPEHHS: Ho ym Hacmonvko cnpasuics ¢ npupooot, / Ymo nado
6ydem coepocannee enpedv / Cropbems o nem, cebsi ne 3abwiéas (Ilacreprak, 1942, c. 14).

Tpancghopmauia 0ooasanns HEe € YACTOTHOIO TpaHC(OpPMAIIIEI0 TPH BiATBOPEHHI EIITETIB
JPaMaTypriyHoro JUCKYpPCY, OCKUIBKH TEePEKIIaaady CTUKAETHCSA 3 HEOOXIHICTIO 30€perTH BUXIIHY
JIOBXXHMHY TEKCTY, OHAK JOJABAHHS J03BOJISIE BHECTH SCHICTh Y 3HAYEHHS EITETIB, HAIPUKIIAI:
Affection ! pooh ! you speak like a green girl, / Unsifted in such perilous circumstance (Shakespeare,
1899, p. 34). B ykpaiHChKOMY BapiaHTi 3a3HAYCHUH SIITET BiATBOPEHO 3 JOMABAHHSAM MPUKMETHHKA
oypua: Lo, cumnamiu? / I'osopuwi, sax dypua 3enena dieka, / bez pozyminns cency écix obcmasun
(Anapyxosuu, 2008, c. 40), y pociiickkoMy 3 Mepekiagad BAa€TbCs [0 [iIiICHOTO MepeTBOPEHHSI:
Kaxkoso! / B 3an0e cepoeunoii opyacovl! Ymo mul cmovicruws / B makux sewax! (Ilacteprak, 1942,
¢. 32). JlonaBaHHS BUKOPUCTOBY€ETHCS TS ITOSICHEHHS 00pasy, 10 CTBOPIOETHCS EMITETOM: Forgive me
this my virtue, / For in the fatness of these pursy times / Virtue itself of vice must pardon beg, / Yea,
curb and woo for leave to do him good (Shakespeare, 1899, p. 145). Biaroprorouu emiteT pursy times,
nepeKiIanay B yKpaiHChbKOMY BapiaHTi J0/1a€ IMCHHUK 2pixom, IEPETBOPIOIOYH eIiTeT Ha MeTadopy:
Ipobaume 6cio yro npaedy. Hac nasxono / Ipixom nabpsx — i mpeba eubauamucsw, / I 6 nosic
noxnonumucs nogpynum / 3a me, wjo xouew sumsierymu ix (Auapyxosud, 2008, ¢. 145). Y pocificbkkomy
BapiaHTi IPUKMETHHK pursy BIITBOPEHO IUISIXOM TeHepatizauii sk xawe: [Ipouty npocmums meHs
3a npasomy, / Kak ¢ nawe spems npocum 0oopodemens / [Ipowenws y nopoxa 3a 0oopo, / Komopoe
ona emy npunocum (ITactepHak, 1942, c. 124).

Tpancgpopmayin eunyuennsn € BUNPaBIAHOIO 3 OIS €KBIBaJICHTHOCTI MEPEKIIaLy, 30KpeMa,
IIPY BiATBOPEHHI 3HAYHOT YACTHHH EINTETIB BUITYyYa€THCS O3HAUYBAIbHHUN €JIEMEHT — IPUKMETHHK,
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TIPUCITIBHUK, NIENPUKMETHHK Ta iH.: For this relief much thanks; tis bitter cold, / And I am sick at heart
(Shakespeare, 1899, p. 4), 10 B ykpaiHChKOMY BapiaHTi BiAITBOPEHO IMEHHUKOM X0.100Heya: Benbmu
eosunuii. Xonooneua / M na cepyi opuoicaxu (Anapyxosud, 2008, c. 11); y pociiicbkoMy — iecioBom
030: Cnacubo, umo cmenunu: st 0330, / M na cepoye mocka (Ilacrepuak, 1942, c. 4); This to me /
In dreadful secrecy impart they did; / And I with them the third night kept the watch (Shakespeare,
1899, p. 25); B ykpaiHCbKOMY BapiaHTi BHITy4YaeThCs NMPUKMETHUK dreadful: Ll]otino nuw meni /
Taemno poskazanu npo npumapy. / Ha mpemio niu s mesc niutog iz numu (Auapyxosud, 2008, c. 32);
y POCICBKOMY €HiTeT BiATBOPEHO MUISXOM BUKOPUCTAHHS TIpaMaTUYHUX 3aMiH: ...0 yem /
Paccrasviearom mue noo cmpawnon maiinou. / A cman na cmpasicy ¢ Humu 6 mpemwio Houws (ITacTepHak,
1942, c. 23). Iligsirati BUITy4EHHIO MOYKE TAKOXK CJIOBO, III0 BU3HAYAETHCA eriTeToM: And hath given
countenance to his speech, my lord, / With almost all the holy vows of heaven (Shakespeare, 1899,
p. 35), ie B yKpalHCHKOMY BapiaHTi BUITYYaeThCsl IMCHHUK Vows: I yi co6a 6ik CKpInitoeas y Kismeax, /
L]e 11 npucsicas na ceamoui nebecui (Aunpyxosud, 2008, c. 40), y pociiicbkoMy >k HOTo BiITBOPEHO
LUIIXOM BUKOPHUCTAHHSI TpaMaTH4YHOI 3aMiHU: M 6 noomeepoicoeHve cnog ceoux écezoa / Mue
Kasics wymo u He cesmuimu scemu (Ilacteprak, 1942, c. 32). BuityueHHs npH BIITBOPEHHI EMITETIB
YKPaiHCHKOI0 MOBOO TAKOK TIOJISATa€ B OMYIICHHI MiJCHIIOBANTLHAX MPHUCITIBHUKIB, SIK Y TAKOMY
bparmenti: Sit down awhile; / And let us once again assail your ears, / That are so fortified against
our story, What we two nights have seen (Shakespeare, 1899, p. 5), 1e BUITy4a€eThCsI IPUCITIBHUK SO:
He e6ipuw, / To ca0v — i cayxaii, mu erawmyem wmypm / Tsoim nozamypoeveanum evxam, /
1LJob mu, enyxapio, epewimi-pewm nosipug /'Y me, wo 0siui mpanunoco (Auapyxosud, 2008, c. 14)
Ta 30epiraeThcst B pociickkoMy BapiauTi: [lpucsoem, / U paspewume wmypmosams gaui ciyx, /
Cmonb ykpennennwiii npomue nac, pacckazom / O sudennom (Ilacrepnak, 1942, c. 7).

Jlekcuko-ceMaHTHUYHI TpaHchopmanii (Jugpepenyiayis, mooyasayis, eeneparizayis
Ta KOHKpemu3ayis), o BUKOPHUCTOBYIOTHCS IIPH PETPAHCIISLIT eMITETHUX KOHCTPYKIIiH, TO3BOJISIOTH
MepeKIIaladeBl MUITXOM BHECEHHS 3MiH 10 CEMAaHTHKH EHITETIB PO3KPUTH CYTHICTH EIITETiB
y TepeKIIai.

udghepenuyiayin no3Borsie 00paTH OfHE i3 3HAYCHD CJIO0BA — KOMITOHEHTA €IITeTa, MOsSCHIOKUH
cytHicTb emiteta: Till then sit still, my soul: foul deeds will rise, / Though all the earth o erwhelm them,
to men's eyes (Shakespeare, 1899, p. 28) — Moeuu i ocou. Tacmnux cnpas cniou / 1 3-nio zemui
noxasicymocs 3aexcou (Auapyxosud, 2008, c. 35). XapakrepucTuka HeoOpUX BUYMHKIB Y IIBOMY
(parMeHTi niepenaeTbes erniteToM foul deeds, KOMITOHEHT SIKOTO foul B yKpalHCBKOMY TepeKiiai
BiZITBOPIOETHCS SIK MAEMHI, O HE JOCUTh TOYHO NIepeia€ HETaTUBHY XapaKTEPUCTHKY, BUPAKECHY
eMiTeTOM. BiNbII MOMIIBHUM y IIBOMY BHUITAJKYy IMOCTA€ POCIHCHKHIA Mepekian: Jesnvs memnobie,
ux maunoi cieo / Ilozonei unv panvuie svicmynum na ceéem (Ilactepnak, 1942, c. 27),
ne audepeHmianii misraloTs 0OUIBa KOMIIOHEHTH, a EIITET Nepelac HeTaTHBHY XapaKTePUCTHUKY,
3aKJIaJICHy B IHTEPIIPETOBAaHOMY TeKCTi. Thus twice before, and jump at this dead hour,/ With martial
stalk hath he gone by our watch (Shakespeare, 1899, p. 7) — I 06iui max 6yno —/ B maky 200uny, 6 nopy
Mmepma'skis, / Bin mym ioe nogs nac sosyvkum kpokou (Auapyxosud, 2008, c. 17). B ykpaincbkomy
niepekiai martial stalk BITTBOPEHO 5K 605iybKUM KPOKOM, TOOTO, ArepeHITIaNii miiarae iIMCHHUKOBA
YacTHHA eriTera. Y poCifiChKOMY K BapiaHTI BUKOPHCTOBYETHCS MOMYIISALIISL, IO TTOJISITAe y BiATBOPEHHI
TIPUKMETHUKA martial K easicnvim: B makoil sce wac maxum dice sagichvim waeom / Ilpowen euepa
on 0sadicovt mumo Hac (IlactepHak, 1942, c. 9). 3 mporo nepekiany 0auuMo, IO 3aCTOCYBaHHS
nmudepeHIianii B yKkpaiHCbKOMY IepeKiiai € OLTbII TOUITBHIM, OCKUTBKH BOHA J03BOJIMIIA TOYHO
BIITBOPUTH OOpa3HICTh €IiTeTa, A€ XOoia JIIOAMHM MOPIBHIOBAJIACS 3 XOAOI0 BifICBKOBOTO, TO.I
SIK y pOCifiCbKOMY MepeKiiaji 00pa3HICTh emiTeTa BTpayaeThes, 1 BiH Nepe/iae JIUIIE OL[iHKY.

Cmucnosuii pozeumok, abo mooyasayis, TOJSITae B 3aMiHI CIIOBHUKOBOTO CKBIBaJCHTa
KOHTEKCTYaJIbHUM, SKHHA JIOTIYHO TOB’SI3aHUM 13 BUXIAHUM CJIOBOM. CMHCIIOBUH PO3BHTOK
BUKOPHCTOBYETHCS JUIsI Iiepe/iadi caMe Ti€i XapaKTepUCTHKU Oararo3HavqHoro CJIOBa, SIKa € HAWOLIbII
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BaKJIMBOIO, Uepe3 CyMikHI MOHATTS: The nights are wholesome; then no planets strike (Shakespeare,
1899, p. 13). Y upomy bparmenrti emiter night are wholesome, e BUAIICHUNA TPUKMETHUK Mae
3HA4YEHH “OJIArOTBOPHUIA”, 1 3aJIEXKHO BiJl BIACHUX CY/PKEHB II[O/I0 IIPArMaTHKY eMiTeTa yKpaiHChKUA
nepekiianad o0upae MPUKMETHUK sicHi: | Houi sicHi, Ul scoona i3 naanem / He cie 31a (AHIpyxoBud,
2008, c. 19), a pociiicbkuii — MPUCTIBHUK muxo: Bce muxo nouvio, He epedsm nianemst (IlactepHak,
1942, c. 13). Enitet Ha no3Ha4eHHs 11aM’SITi green, 10 BUKIIMKAE acolliallii 3 pO3KBITOM POCIHMHHOTO
CBITY, 1, TAKUM YMHOM, IOKa3ye€, MO MaM'siTh yce IIe He 3racia, B YKpalHCHKOMY IepeKiaji
PETPaHCITIOETHCS IPUKMETHUKOM orcusa: Though yet of Hamlet our dear brother s death / The memory
be green, and that it us befitted ... (Shakespeare, 1899, p. 14) — Xou dopoeuit naw dpam nomep
HeoasHo, / [ nam'ams 6 nac scusa, i Heobxiono ... (Anapyxosud, 2008, c. 22). Y pocilicbkOMOBHOMY
XK TIepeKIIali OOMpaeThCs B3araii iHIIHMKA 00pa3 — He )KUBOI IaM’sITi, a Ay, CHOBHEHOI eMoiii: Xomb
cmepmoio bpama [amnema pooroeo / [omna oviua u cem nam naonexcum ... (Ilacrepuak, 1942, c. 14).

T'enepanizayia Tipu BINTBOPEHHI EMITETIB 3MEHIIYyE X EKCIIPECHUBHICTb, OIHAK CIIPOIIYE
iX cipuiHATTS uuTadeM: Then are our beggars bodies, and our monarchs and outstretched heroes
the beggars’ shadows (Shakespeare, 1899, p. 75) — 3 yvoco euxooumes, wo sncebpaxu 6e3 amoiyii
€ NOBHOKPOBHUMU THOObMU, Y MOLL YAC 51K UCOKL KOPOJIL HiL 2ePOi HACpagoi Jiuwe miHi Yux HeeOpaxie
(Arnpyxosud, 2008, c. 83). YV upomy ¢dparMeHTi emirteT outstretched BiITBOPIOETHCS K BHUCOKI,
TaKUM YMHOM, B YKPATHCHKOMY BapiaHTi BiOyBa€eThCs CTUITICTHYHA HeHTpaltizallis emitera. Pocifichkuii
TIepeKyIaaad BUKOPHCTOBYE THIIHI CITOCIO — BiH BiHAXOIMTH CJIOBO 3 aHAJIOTTYHUM, aJIe HE iCHTUIHIM
3HAUEHHSIM Y POCIHCBHKill MOBI, TAKMM YHHOM, 3aCTOCOBY€E MOIYJIAIIO Ta JOCSTaE aJAeKBaTHOCTI
BIITBOPEHHA emiTeTa: Mmak, Huujue peaivbhvl, a MOHApxu u pazoymoie eepou meru wuwyux (IlactepHax,
1942, ¢. 71). V HacTynHOMY (DparMeHTI aBTOp BUKOPHCTOBYE emiTeT disprized love (i1eThCs HE JUIIIS
PO Te, IO MOYYTTS HE MPUHHSB HOTo 00°€KT, a 1 BKa3yeThCsl, 0 3aKOXaHWI HEe OTPUMaB B3arai
HisIKOT BUHAropojn), KOMIOHEHT SIKOTO B YKPaiHCHKOMY ITepeKiIaji BiATBOPEHO OLIBII 3arabHIM
suesadicene: ... The pangs of disprized love, the law 5 delay, / The insolence of office (Shakespeare, 1899,
p- 100): ... L]i ymucku eepxis, aniomd nixuem, / 3neeaoicene koxanns, bezzaxonns (Auapyxosud, 2008,
c. 103). Y pociiicekomy nepekialii TakoX BUKOPUCTOBY€ETHCS TeHepaizauis: .../ 3anocuusocme,
ompunymoe yyecmso, / Hecrkoputit cyo (Ilacteprak, 1942, c. 87).

Konkpemu3zayin 3HadeHHs PO3yMI€ThCS K TepeKiaalbka TpaHcdopmallis, Mo mepeadadae
3aMiHy CJIOBA 3 OUIBII IMPOKUM 3HAYEHHSM y MOBI OPHTiHAITY CIIOBOM i3 BY’)KYMM 3HAUYEHHSIM Y MOBI
nepekiiany. Onucyroun te, sk Matu ['amiiera oruiaKyBajia CBOTO YOJIOBiKa, a IMOTIM Ofpa3y K BHUIILIA
3aMiK, 1 CIIbO3U aBTOP XapaKTEepU3YE EITETOM most unrighteous tears, ie IPUKMETHUK unrighteous
MTO3HAYa€ HEUCCTUBICTD JKIHKH, SIKa HEIIIMUPO OILUTAKYE YONIOBiKa: Ere yet the salt of most unrighteous
tears / Had left the flushing in her galled eyes, / She married (Shakespeare, 1899, p. 22). B ykpaiHchkoMy
BapiaHTi MPUKMETHUK BiTBOPEHO CIIOBOM (Parbiuu6ux, O BKA3y€E CaMe Ha L0 XapaKTEepUCTHUKY:
Hasimw coni / He smuna we 3 tuys 6io cuiz ganvwusux / I soce 0o uwmoby! (Aumpyxosud, 2008, . 27).
VY pociiickkoMy BapiaHTi €miTeT TAKOX BIATBOPEHO IUITXOM KOHKPETH3alii SIK JUYEMEPHbIX Cle3:
Ewe om conu puyemepnvix cnesz /' 'V ueil na éexax kpacnoma ue cnana! (Ilactepnak, 1942, c. 19).
[Mokazyroun Te, IO IIOK HE Aae HoMmy pyxarucs, [amieT BUKOPUCTOBYE emiTeT stubborn knees:
Bow, stubborn knees; and, heart with strings of steel... (Shakespeare, 1899, p. 135). B ykpaincbkomy
BapiaHTI BHKOPUCTOBYETHCS NPUKMETHUK MOJCHOGIAOHe, TaKUM YHMHOM, IEpeKiajad yKaszye
Ha BJI3/1y YaCTHHHU TiJla HaJl JIFOJMHOIO, IEPEIaloYy T€ CaMe MOYyTTs HIOKY, 110 B opuriHaii: Koaino
MOooicHo6naoHe, U 6u, 3anizHi / Bonokna cepys, am'saxnime, niou m'szu ... (Aaapyxosud, 2008, c. 135).
VY cBoO uepry, IpH BiITBOPEHHI LLOTO ()parMeHTa pOCIHCHKUH IMepeKaad MOBHICTIO BHIIydYa€e
MIPUKMETHHK, 1[0 3yMOBIIIOE MOBHY BTpary emitera: Ckopetl, konenu, enumecs! Cepoya cmans...
(ITactepHak, 1942, c. 114).

BucHOBKH i nepcrneKTUBH MOAAJIBLIINX J0CTiTKEeHb

[poBenene nocCiiHKEHHS HA OCHOBI MOPIBHSJIBHOTO aHAITI3Y celU(iKi peTpaHCIsIii ermiTeTHUX
koHcTpykuin y Tparexii Y. lekcnipa “The Tragedy of Hamlet” ykpaiHcbkoto Ta pocifichkoro MoBaMu
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BUSIBUJIO TIPUHIIAIIOBO Pi3HI ITIIXOIH MepekIaiadiB g0 nepenadi eniteris. OCHOBHUMU YHHHUKAMU
KOHIIETITYaJbHOI BapiaTUBHOCTI PETPAHCIAIN] 00pa3HMX 3acO0iB € rpaMaTHYHI Ta JICKCHYHI
PO30XKHOCTI MiX MOBOIO OpHTiHAJy Ta MOBaMM IepeKiaay B JiaXpOHHOMY BiTHONICHHI,
10 CIIPUYMHSE BIJIYYEHHSI ermiTeTiB 200 HeoOXiIHICTh IEPETBOPEHHS 1X Ha 1HIII CTHIIICTUYHI 3aCO0H.
B 000x nepexiiagax OCHOBHHUMH 3ac00aMH BiJTBOPEHHSI EIITETIB MOCTAIOTh JIEKCUKO-TpaMaTHYHi
niepeknaaneki Tpancgopmarii — 42% B pociiicbkoMy mepekinai ta 36% B ykpaincbkomy. HactymHoro
32 YaCTOTHICTIO IPYIIO0 MepeKIafanbKuX TpaHchopMallii B 000X mepekianax € rpamatiuydi — 38%
B pociiickkomy Ta 36% B ykpaiHChKOMY nepeknani. HaliMeHI 4acTOTHUMH MOCTAIOTh JIEKCHUKO-
ceManTHuHi TpaHchopmarii — 20% B pocificbkkomy Ta 27% — B yKpaiHCbkoMy Tiepekiai. OCHOBHUMHU
nepeKyiajalbKuMu  TpaHcopMallisiMH, IO BHUKOPHUCTOBYIOTHCS IpPH BIATBOPEHHI EMITETIB
JPaMaTypridHOTO0 TUCKYPCY POCIHCHKOI0 MOBOIO, € IIUTiCHE mepeTBOpeHHs (26%), rpaMaTuyHi
3aminu (25%) ta xommnencarris (14%), ykpaincbkoro — 1fiticHe neperBopeHHs (20%), BHITyYeHHS
(18%) Ta rpamaruuni 3aminu (16%).

Ilepcnexkmuea nOCHIKEHHS TOJsITa€ B JOKJIAIHIM po3poOui mpoOlieMH MHOXHHHOCTI
MepeKyIaiiB ApaMaTUYHUX TBOPIB, 30Kpema, Tparemii Illexcrmipa 3 ypaxyBaHHSIM iICOJIOTIYHHX,
KpeaTnBHHX i KOTHITUBHUX YMHHHKIB /IS BUSBJICHHS LIJIICHOT KAPTHHU PElerLii Ta Tpanchopmarii
MepeKI1alayaMy TEKCTIB BEIMKOTO JpamMaTypra.
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AKYCTHYHHUHN AHAJII3 MOJIUPIKALIIA
HEHAT'OJIOIIEHOTI'O BOKAJIIBMY
B AHILIIMCBKOMY MOBJIEHHI YKPATHIIIB

Abstract

The methodology of unstressed vocalism prosodic features research presupposes acoustic analysis of vowels
in weak positions, pronounced by the native speaker and Ukrainians with different levels of English were studied
for stating speech deviations in connected speech. At the stage of acoustic analysis in order to compare how
naturally the speech sounds and if it corresponds received pronunciation, the frequency diapason of rhythmic
groups and the words, selected for analysis was investigated. Also, indexes of unstressed vowels spectral
characteristics were analyzed in the speech of Ukrainians with different levels of English. As a result of phonetic
experimental research, it was proved that in foreign speech speakers without special education and enough
experience of speaking a foreign language, refer to phonetic rules of their native language, assimilating
the pronunciation of unstressed sounds to similar sounds of the native language. So, it can be stated, that native
speakers of Ukrainian will have common deviations in the system of unstressed vocalism. The received data
persuasively prove the assimilation of the pronunciation of unstressed vowel phoneme allophones in the English
speech of Ukrainians to their full variants of the native language. Such deviations, in their turn, influence
prosodic characteristics of speech, making the understanding of the content more difficult. During the research
the dependence of the number and level of speech deviations on the level of language acquisition, education and
the experience of communication was stated. Thus, the set of speech deviations on the segmental level specific
for Ukrainian speakers was identified and their influence on prosodic features of the English speech was proved.

Keywords: unstressed vocalism, prosodic features, speech deviations, acoustic analysis, fundamental
frequency, formants.

AHoTalis

MeTtonuka BUBYEHHS [IPOCOANYHUX O3HAK HEHATOIOUIEHOTO aHIIIMCHKOTO BOKaIi3My Tepefi0adae akyCTUUHUI
AHAaJII3 TOJIOCHUX Y CJIA0KMX TMO3HUIIISX, peali30oBaHUX HOCIEM aHIIIHCHKOT MOBH Ta AMKTOPAMHU-YKPATHILIMU 3 PI3HUM
piBHEM BOJIOAIHHS MOBOIO [UIA 3'sICyBaHHS BUMOBHUX BIIXWJIEHb y 3B'I3HOMY MOBJIEHHI. Ha erani akycTudHOrO
aHaJli3y /I OPIBHSHHS MPUPOJHOCTI 3BYYaHHs Ta BIJMOBITHOCTI MOBJICHHS BUMOBHIH HOpPMI aHIIIHCHKOT
MOBH 0yJI0 POAHAJII30BaAHO YAaCTOTHUIA Jliaria30H PUTMOTPYII Ta BiAiOpaHUX I aHami3y ciiB. Takox 3iCTaBJICHHIO
MiATSrany MOKa3HUKH CIIEKTPalIbHUX XapaKTECPUCTUK HEHAroJOIICHUX TOJOCHUX B aHIIIHCHKOMY MOBICHHI
TPy YKpaiHCHKUX AUKTOPIB i3 pi3HUM PiBHEM BOJIOAIHHS aHINIHCHKOIO MOBOIO. Y pe3yibTaTi MPOBEAECHOTO
EKCIIePUMEHTAIbHO-(DOHETUYHOTO JOCTIHKCHHS MiATBEPAMIOCS HNPUIYIIEHHS PO T€, IO B iHIIOMOBHOMY
MOBJICHHI MOBIIi, HE MAaIOYH CIEIialbHOI OCBITH Ta AOCTATHBOTO JOCBIly CIIJIKYBaHHS iHO3EMHOIO MOBOIO,
OpI€EHTYIOThCA Ha ()OHETHYHI MPaBUIIa PLAHOI MOBH, YIIOAIOHIOIOYM BUMOBY 3BYKIB CXOKUM 3BYKaM PiJTHOI MOBH.
OTXe, MOKHAa CTBEpPIKYBaTH, L0 HOCISIM yKpaiHChKOi MOBU NPHTaMaHHI MEBHI CIIBbHI pucH Moaudikamii
Yy CHCTeMi HEHaroJouIeHOTro BokanizMy. OTpuMaHi AaHi IepEeKOHINBO CB19aTh NPO yNOoAiOHEHHS ano¢OHiB
HEHAroJIOIEHUX TOJIOCHUX (POHEM B aHIVIIMICbKOMY MOBJICHHI yKpaiHIiB IOBHO3BYYHUM (hOHEMaM PiTHOI MOBH.
3i cBOro OOKy Taki MOPYIIEHHs BIUIMBAIOTh HA IPOCOANYHE O(OPMIICHHS MOBJICHHS B LILIOMY, 1[0 YCKIIaJHIOE
CIOPUUAHATTS 3MICTYy BHUCJIOBIIOBAaHHS. Y XOIl JOCHIKCHHS TaKOX OyJ0 BCTAHOBJICHO 3aJISKHICTh KUIBKOCTI
Ta CTYINEHS BUMOBHMX BIAXWJICHb Bill PiBHS BOJIOAIHHS iHO3EMHOIO MOBOIO, 3700yTOi OCBITH Ta JOCBIAY
CIUIKYBaHHs. BU3Ha4eHO HU3KY crelU(iYHUX I YKpaiHIB NPOCOAUYHUX MOAU(IKAIii HA CETMECHTHOMY
PiBHI Ta ZOBECHO TXHil BIUIMB Ha 3By4aHHs aHIIilICHBKOIO MOBJICHHS.

Ki1r04oBi cj10Ba: HEHAroMIOIICHUI BOKAJII3M, TPOCOANYHI 03HAKH, BUMOBHI BIIXUJICHHSI, aKyCTUYHUH aHAJIi3,
4acTOTa OCHOBHOTO TOHY, () OPMaHTH.

30



Bapnakosa A. B. AxyctiudyHui aHaii3 Mogudikariii HEHaroJIOMEHOTO BOKATII3My B aHITIIHICEKOMY MOBJICHHI yKpaiHIiB

Beryn

VYcebiuHe qociimpKeHHsI peaizallii CHCTEMH HEHAroJIOEeHOTO BOKaJIi3My B MOBJICHHI 3YMOBJIIO€
HEOOXIHICTh 3aJIy4eHHs SIK CyO’ €KTUBHHUX, TaK 1 00’ €KTUBHUX METOAIB aHamizy. J{ns oTpumaHHs
JIAHUX TPO aKyCTUYHI XapaKTEePUCTHKH HEHAroJIOUIEHHX 3BYKIB MPOBEJICHO (POPMAHTHHH aHai3
MOBJICHHSI IMKTOPIB, LIO J03BOJISE ONTUMAJIbHO BUPIIIMTA BU3HAUEHI B JOCIHIIKEHHI 3aBIaHHS
(Bamirypa, 2011, c. 133).

1106 BUSABUTH BIUIMB MOJU(IKALid MPOCOJUYHUX O3HAK HEHAroJOIIEHOTO BOKaNi3My
Ha CTYNiHb (OHETHYHHX MOPYIIEHh HA CETMEHTHOMY PiBHI B I[JIOMY, IIPOBEJICHO €KCIIEPHUMEHT,
CHPSIMOBAHUI Ha MOPIBHSHHS TEMOpY, YaCTOTH OCHOBHOTO TOHY Ta ()OPMAaHTHUX XapaKTEPUCTUK
HEHAroJIOIEHNX 3BYKiB Y MOBJIEHHI HOCIs aHIIIiIChKOT MOBH Ha Matepiajli HAUMTaHUX HUM OIOBiIaHb
13 XapaKTepUCTUKAMH THX CAMHUX 3BYKiB, BAMOBIECHHX HOCISIMH YKPaTHCHKOI MOBH 3 BUCOKHM PiBHEM
BOJIOZIHHS aHDIIHCHKOI0. 32 OMOMOTOI0 aKyCTHYHOTO aHaNi3y BH3HAU€HO BUMOBHI BiIXWIJICHHS
y 3By4aHHI aHIJIIICHKUX HEHArOJIOMIEHNX TOJIOCHUX Ta BCTAHOBJICHO iXHI crierudidHi mpocoauyHi
O3HaKd B MOBJICHHI YKpaiHIIiB.

AHaJi3 oCTaHHIX JOCJTiIKeHb i myOsikamiil. BUBUeHHS OCcTaHHIX JOCHTIIHKEHb 1 MyOmiKamii
3a TEMOIO aKyCTHYHOTO aHalizy iHTep(epoBaHOr0 MOBJIEHHS YKPAiHIIB MOKa3aJlo, IO 3a3HaueHa
TEeMaTUKa € He JJOCTATHBO J0CIiKeHOr. OCTaHHIM YacoM OLbIIe yBard NPUIUISUIOCS BUCBITIICHHIO
poOJIeM MPOCOAUYIHOI IHTep(EpeHIlii Ta mpocoanaHoro odhopmiieHHs MoBieHH (AHapymeHko 1. O.,
2017; Pubina H. B., Komine H. €., 2012; IITayposceka JI. B., 2008; M. Wagner, D. Watson, 2015).
Y pobori JlaBpunuyka 5. FO. mocmimkeHo ophodoHiUHI 0COONMBOCTI AHMIIHCHKUX TOJOCHUX
y HaroJOHICHUX IMO3UIIAX 1 3[iHiCHEHO MOPIBHUIBHUX aHali3 OpUTAaHCHKOTO, aMEPUKaHCHKOTO
Ta KaHaJChKOro BapiaHTa BuMoBHU (JIaBpuHuyk, 2017). BusiBu BUMOBHUX BiJXWJIEHb Y peasti3alii
(oHeM B aHmIilickkoMy MOBIeHH] BuB4aina Kouyoeii B. 10., po3poOuBim cucreMy MporHo30BaHUX
BUMOBHUX BIJAXWIEHb, XapakTepHux came s ykpainuiB (KouyOeit, 2005 ). Y nocmimkeHHsIX
Jx. Jxenkinc ta k. Cerrep (Jenkins, 2013; Setter, 2009) 3acToCOBaHO KOMIUTCKCHHM ITiIX1[T
JI0 BUBYEHHS iHTEep]epeHIii Ha CErMEHTHOMY Ta CYyIEpCErMEHTHOMY piBHSX. 31 CBOro OOKy
O. P. Bartirypa, miATpUMYHO4H B IILJIOMY METOJIOJIOTIIO CBOIX iHO3EMHHUX KOJIET, PO3KPHBAE ITPOOIEMY
iHTepQepeHLii B MOBIEHHI ykpaiHCchkux OimiHrBiB (Bamirypa, 2011). Takum 4yuHOM, MOXHa
CTBEPIDKYBaTH, IO MpoOiieMa Moaudikaliii caMe HEHAroJIOIICHOTO BOKAi3My Ta iX BIUIUBY
Ha MpocoguyHe OQOPMIIEHHSI MOBJICHHSI YKpAiHIIB 3 PI3HUM piBHEM MOBJICHHEBOI KOMITETEHIIT
HE PO3KpHTa JOCTATHHO Ta MOTPeOy€e MOAANBIINX JTOCIIHKEHb.

Merta crarTi Ta ii 3aBAaHHsA. Mera CTarTi — NPEICTaBUTH PE3YJbTaTH EKCIIEPUMEHTAIBHO-
(DOHETUYHOTO JIOCII/KEHHS TPOCOANYHUX O3HAK HEHAroJIOUIEHOI'0 BOKANi3MY B aHIIiHCHKOMY
MOBJICHHI YKpaiHI[iB Ta Ha IX MiJCTaBi ONMUCATH BUMOBHI BIJIXMJICHHS HAa CETMEHTHOMY DiBHI,
npuTamMaHHi ykpaiHipsiM. Cepel 3aBaHb CTaTTi TAKOXK JOBEJCHHS 3aJIEKHOCTI CTYTIEHs Ta KUTBKOCTI
Moaudikamiid Bil IHIIOMOBHOI KOMIIETEHIIii MOBIIB, ONKC ()OPMAHTHUX XapaKTEPUCTUK OOpaHUX
CErMEHTIB Ta BU3HAYEHHS TEH[CHIIII MOPYIIEHb Y CUCTEMi HEHAroJIOMIEHOTO BOKAII3MY.

MeToau Ta MeTOHOJIOTiS TPOBEAEHHS TOCHiI:KeHHA. Bu3HaueHa MeTa Ta 3aBAaHHs
riependayaroTh 3aCTOCYBaHHs aKyCTHYHOTO aHai3y, TIOPIBHAHHS Ta y3arajJbHeHHs. Tak, 3a J0IoMOroro
aKyCTUYHOTO aHali3y BH3HaueHO (pOpMaHTHI Ta YacCTOTHI MOKa3HUKH 3BYKIB, IXHS TPHBAJICTh
Ta IHTEHCHUBHICTb, METO/IOM IIOPIBHSHHS BU3HAYE€HO BIJIMiHHI PUCH B XapaKTEPUCTHUKAaX 3BYKIB,
JIHIBICTUYHY 1HTEPIIPETAlilo 3/1iiCHEHO METOJIOM y3arajlbHEeHHSI.

Marepiajiom JOCITIPKEHHS CIIyTyBaJId 03BYy4YeHI KOPOTKI OTOBIAaHHS aHDIIHCHKOI XYIOXKHBOT
TPO3¥ OPUTAHCHKOI MUCHMEHHUIII-MoniepHicTKH B. By, 3arabHor0 TpUBaIicTIO 2 TOAMHY 28 XBUJIHH.
[Tpu npoBeneHHi excriepuMenTy Oyno pociimkeHo 6 HOE, 587 purmorpyn ta 50 ciiB. KinbkicTb
IpoaHaizoBaHuX anodoHiB GoHeMm craHoBUTH 5300 peanizamiii TOJIOCHHX.

Buknax ocHoBHOro Martepiajy AocHiIKeHHs. AKYCTHYHHMH aHai3 MPOCOAWYHUX O3HAK
HEHAroJIONEHOT0 aHIIIHCHKOrO BOKAaJi3My y BHUMOBI JHMKTOPIB-YKpaiHIIIB /JI03BOJHMB BUSBUTH
Ta OIMCATH BUMOBHI BiIXMJIEHHS B peatizalii anodoHiB ronocHux ¢poHeM. Ha 1ibomMy eTarti BUBUEHO
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YaCTOTHUH Jiana3oH CHHTarM, pUTMOTPYH Ta BimiOpaHux mis aHaiizy ciiB. CepelHi NOKa3HUKH
MaKCHUMaJIbHOTO Jlialla30Hy YaCTOTHUX 3MiH Y MOBJIEHHI KOXXHOTO THKTOpA YMOBHO ITOMUISITUCS
Ha 1Tk 30H (Pubina, 2012, ¢. 176): By3bky (0-20%), 3By)eHy (21-40%), cepennro (41-60%),
posumpeny (61-80%) i mmpoky (81-100%). BukopucTaHHs Ti€l Yd iHIIOT TOHATBHOCTI 3yMOBJIFOETHCS
PI3HMMH YHHHHKaMH, 30KpeMa 3MIiCTOM BUCIIOBJIEHHS a00 eMOILIHHUM HaBaHTAKEHHSIM CETMEHTa
noBigomiieHHsS. BuOip ToHaJIbHOrO Aiama3oHy OyB 3yMOBIEHHMH Pi3HUMH YMHHHUKAMH, 30KpeMa
3MICTOBMM HaIllOBHEHHSIM (parMeHTa ab0 eMOLIifHNM HaBaHTA)KEHHSM CETMEHTA MOBiIOMIICHHSI.

Ananizytoun YOT y moBnenHi Hocis moBu (HM), MU BCTaHOBHIIM, IIO NEpeBakae cepeqHin
1 po3mmpenuit aiama3zoH. Lle Xxapakrepu3sye MOBICHHS SK OiIbIl eMoliiiHe. BiTHOCHO 0qHAKOBHI
BiJICOTOK YaCTOTHOCTI 3BY>KEHOT'O Ta BY3bKOTO Jliarna3oHy. [Ioka3HUKH MIMPOKOTO Jliarna3oHy CHHTarMU
Oyniu BU3HAHI HE3HAYHUMH.

YacToTHi 3MiHU MOBJIEHHEBOTO CUTHAITY € aKyCTUYHHUM KOPEJISATOM MEIOJUKU Ta CIPUIAMAIOTHCS
SIK 3MIHM BHCOTH TOHY. 3 METOIO PO3KPHUTTS POJIi TOHAIBHHUX 3MiH Uil MIPUPOJHOCTI 3BYYaHHS
Ta JIETKOCTI CIIPUIHATTS MOBJICHHS! BU3HAYEHO JIOKATI3AIil0 TOHAJIBHUX MIHIMyMIB 1 MaKCUMYMIB
y PUTMIYHIH TpyIIi, CHHTArMi, Qpasi. PesynbraTu aHai3y cBiquarh Ipo Te, IO BCi BimiOpaHi Ciry»00Bi
CJIOBa XapaKTePU3YIOTHhCS MiHIMaJIbHUMH ITOKa3HUKaMH YacTOTH OcHOBHoro ToHy (HOT)
y dparmenTax, o3sydeHnx HM. ToHaabpHi MakcuMyMu OyIl0 BiZI3HAYEHO Ha CErMEHTax 3 eM(paTHYHuM
HaroJiocoM. TakuM YMHOM, 3Ha4YHa Pi3HMI MK MaKCUMaJIbHUMH Ta MiHIMAIbHHUMU 3HAYEHHSIMHU
YOT 3abesneuye eMoIliifHICTh Ta JOCTYHHICTh mepenadi indopmanii. Ha BigmiHy Bin HHX,
B YKpaiHCHKUX JHUKTOPIB YCiX TPYI CIIOCTEPIraeThCsl IiJBUIICHHS MiHIMAJIBHUX Ta 3HWKEHHS
MakcuMmaibHuX 3HadeHb YOT, 1o, y cBOIO 4epry, 3ByXKye Hiarna3oH, HaJal0ud MOBJIEHHIO OLIbII
MOHOTOHHOTO 3By4aHHs. Tak, /1 MOBJIeHHsI 4eTBepTol rpynu aukTopis (I'4), mo Oyno BU3HAUEHE
ayJJMTOpaMu SK HalMEHII MPHPOAHE Ta 3po3yMmise, MiHiManbHI 3HadeHHss UOT y cepeanbomy
cranoBmwu 150 T'm, Tomi sixk MakcumanbHi gopiBHIoBaM 280 I'm. OTke, MOXKHA CTBEpIKYBATH,
110 YaCTOTHMH Jiana3oH peaizalii pUTMOOAWHUL AUKTOpaMu ['4 € HaliBY)KUUM 13 IIPE/ICTABICHHX.
Takox Big3HAUEHO PO3LIUPEHHSI [iana3oHy B JIaJIOTIYHOMY MOBJIEHHI y BCIX TPyH JUKTODIB,
110 3yMOBJICHO O1JIBIIIOI0 €MOITIHHICTIO BUCJIOBIIOBAHHS.

MerToro 1ociKeHHS Mepe0adeHo 3iCTaBlIeHHsI TTOKa3HHUKIB YaCTOT T'OJIOCHUX 31 CHEKTPAIbHAMU
XapaKTepUCTUKAMH HEHArOJIOIICHUX TOJIOCHHUX B aHINIIHCHKOMY MOBJICHHI YKpATHIIIB i3 pi3HUM piBHEM
BOJIOZIHHS aHIIIIHCHKOIO0 MOBOIO. [IparMarnyHo HaCHUYEHUH XYy/IOXKHIH TEKCT CIPUATUME SICKPABOMY
BUSIBY SIKICHUX XapaKTEPUCTHK BOKAJII3My Ta IXHIX MOAU(IKaIlii HaBiTh y claOKuX mo3uiisx. Takuii
MOPIBHSUTBHUH aHaJI3 JI03BOJIUTD 3 SICYBAaTH THIIOBHH JJIsl YKPATHIIIB CTYIMiHb BaPiaTHBHOCTI BUSIBY
JepeHIIIHIX 03HAK HEHAroJIONIEHNX (hOHEM, SIKHH KOPEITIOE 3 MiABUILEHHSIM PiBHS CIIOHTAHHOCTI
MoBJeHHS. TaOUIs MICTUTD Pe3yJIbTaTh IHCTPYMEHTAIBHOTO aHajli3y CIIEKTPaIbHUX XapaKTEPHCTHK
TOJIOCHHX, PEai30BaHUX HOCIEM MOBH Ta YOTHPMa IPYIIaMH YKpPaiHIIiB.

Tabmums 1
Cepeouni snauenns gopmanm F1 i F2 nenaconowernozo /1/
6 NICAAHA2ONOMEHUX CKAAOAX 080CKNa0osux cuig (y I'y)
F1 F2
HM |I't 12 (I3 |4 HM |I'1 2 I3 4
Crosa 3 558 |550 |543 (522 |498 |1873 |1900 (1986 |2398 |2489
HEHArOJIOLIEHHM
3aKiHYCHHSIM

CnoBa i3 3aKpUTHM 675 668 [654 621 |618 [1633 |1768 |1948 (1997 |2081
HEHAroJIOIICHUM
CKJIAZIOM
CioBa 3 BIIKpUTUM 488 470 |454 |443 |433 1745 |1852 |1876 |1989 |2229
HEHAroJIOIICHUM
CKJIAZIOM
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BusiBneHHs B X0l aHali3y aKyCTUYHHMX MapaMeTpiB TOJIOCHUX CIIUIBHUX 3aKOHOMIpHOCTEH
JUISL TUKTOPIB-HOCITB YKpaiHCHKOI MOBH JIO3BOJISIE BU3HAYUTH CepeHi moka3Huku popmant F1 1 F2,
HaBeleHI B TaONHIl, SKi MiJCYMOBaHI JUIA BCIX JUKTOPIB KOXKHOI OCIIIKYBaHOI TPYIH MOBIIIB.
I3 MeToro OiBIIOT HAOYHOCTI BCTAHOBJICHA creludika peaizallii TOJIOCHOTO /1/, MO AOKIaTHO
OITUCYBAaTUMETHCS AaJi.

AHaJi3 CHeKTPATbHUX XapaKTePUCTHUK HEHATrOJIOMIEHOTO /1/ 1a€ 3MOT'Y BUSIBUTH TIEBHI TeMOpaJIbHi
PO30DKHOCTI Y BUMOBI 3BYKa, peatizoBaHoro HM Ta ykpalHISIMU 3 Pi3HUX eKCIIEPUMEHTAIbHUX TPy,
3yMOBJICHI SIK BIZIMIHHOCTSIMH 32 PSIIOM, TaK i 3a MmiJJHecCeHHsIM. Tak, atooHH HEHAroJIomeHoro /1/,
peaitizoBati B MOBJIeHHI HM, MaloTh criekTpasibHi XapaKTepUCTHKHU 3ByKa CEPEJHBOTO PSILY CEPEIHBOTO
IiTHECEHHSI, [0 MOXKHA BBakaTH eTajoHoM. {uktopu I'l HanOIwKdi 10 (OPMAHTHHUX TOKA3HUKIB
3Byka HM, xoua pisnuns F1 y cepennpomy 6 I'11 cBiTYMTH PO HE3HAUHE MIJHATTS 3BYKa BBEPX.
36u1bIeHHs 3HaueHb F2 Ha 66 'y xapakrepu3ye 3BYK sk Oubi 3aaHid. Ci1if] 3a3Ha4HTH, 10 TIOKA3HUKH
F1 HenarosomneHoro /1/ mocTymoBo 3MeHITYThCs Bia 556 I'my HM o 520 I'm y I'2, 1110 CBiT4uTH
npo OiNbII 3HaYHE MPOCYHEHHs TOJI0CHOrO Bropy. Takoxk pict 3HaueHb F2 na 114 T'm y I'2 Hanae
03HAK, XapaKTEepPHUX JUIS 3BYKiB 3aJHBbOTO psay. Haiibinbma pisHUIS (OpPMaHTHUX MOKAa3HUKIB
y HM crocrepiraerbest 3 I'3 114 B 060x opmanTax (F1 506 ' ta 503 I'y, F2 2207 ' a2 2394 T'n
BIMOBIAHO), X04a MK COOOIO IIi TIOKa3HHKHU Pi3HATHCSA HaiiMeHie. TakuM YUHOM, TUKTOPU
0e3 (ioNOriYHOT OCBITH HAONMKAIOTH /IO TOJIOCHHUX 33aJHBOTO PsIy BHUCOKOTO ITiTHECECHHS,
110 XapaKTepHO ISl YKPaiHCHKOTO /i/.

OTmxe, TaHi TOCIIPKEHHS CBITYaTh PO TE, 10 Y BUMOBI YKPATHIIB al0(OHH HEHAroJIOIMICHOTO
TOJIOCHOTO /1/ TSXKIIOTH JI0 BEPXY TpaIleloia Ta MpOCYBAIOThCS BIIEPE/I, BAPIFOIOYH 33 IIOKa3HUKAMU
000x QopmanT. OTpuMaHi pe3yJNbTaTH TAaKOXK JO03BOJISAIOTH CTBEPKYBAaTH, HIO aKyCTHYHI
XapaKTEPUCTUKH HEHATOJIONICHOTO /I/ y JBOCKJIAIOBHX CJOBaxX y MiCISHATOJIONICHIA MO3MITIT
B MOBJICHHI YKPATiHIIiB MAIOTh 3araJlbHy TCHJICHIIIO IO IPOCYHECHHS 3BYKa Harepe;] Ta OLIbIIT BUCOKOTO
miaHATTA. Taki XapakTepUCTUKH YIIOAIOHIOIOTH HOTO JI0 YKPaiHCHKOTo HeHaronouieHoro /i/. Haioubii
BizMiHHOCTI 3 HOociemM MoBH (HM) crocrepiratorbes y I'3 Ta ['4, Ge3 ¢inonoridyHoi miaroToBKH.
[Toka3HMKM ITMX TBOX TPYN MAKOTh MiX COOOK HE3HA4YHI BiMIHHOCTI, IO MiATBEPDKYE BIUIUB
(1I10JI0TIYHOT MIATOTOBKH HA CTYIiHb BUPAKEHOCTI (JOHETUYHHX ITOPYIIEHh BUMOBH.

3a maHUMH JOCTiKEHb YYEHHUX, HaW4vacTille B aHDIIHCHKOMY MOBJICHHI BXKHBA€THCS
HEHArOJIOIICHUH HEHTPaTbHUNA TOJIOCHUH /9/, III0 MOXKe OYyTH alio(pOoHOM Pi3HHUX (HOHEM, 30Kpema /0/,
/e/, /a/. Po3minMBIIM CIIOBA HA TPYITH 33 IIUM KPUTEPIEM, MA BUMIpSIH (DOPMAHTHI XapaKTEPUCTUKH
HEUTpaIbHOTO /d/ y JBOCKJIAJOBUX CIOBaX y Iepei- Ta ICISIHATOJOMIEHOMY CKiIajax. Y Xoji
JIOCITIJPKEHHS 0yJ10 BCTAHOBJIEHO, IO ()OPMAHTHI XapaKTEPUCTUKH B MOBJIEHHI YKPaiHIIB 3aJ1€XKaTh
BiJl TOTO, aJ10(hOHOM KO (POHEMH BHCTYIIAE /9/.

Tak, 10 mepioi rpymy BiJIHECEHO CIIOBA, Y SKUX /9/ — ajnodoH HeHarosomieHoi GpoHeMu /o/
B MEPEIHATONIOINICHOMY CKIIadi. ¥ HOCis MOBH (DOpMaHTHI XapaKTEpUCTHKUA TAKOTO BapiaHTa /o/
HaOJVDKAIUCST 10 HEWTpalbHUX. 3MEHIIeHHs 3HadeHb 00ox ¢(opmant F1 ta F2 y I'l Bkazye
Ha He3HayHe BiJICyHEHHS Ha3a]| Ta BHUINE MiAHATTS 3ByKa, BiApizHstounch Big HM y cepeanboMy
Ha 17 ta 16 T'n BimnoBigHo. BumoBi aukropis 2 Oynu npuraManHi MofiOHI 03HAKH, aJie PI3HULIS
y F2, mio mokasye BiICyHeHHs Ha3al, € OUThII CyTTE€BOIO Ta craHOBHTH 178 I'u. HaiiGinbie
BiJIXWJIGHHS BiJl IOKa3HHKIB HOCIS MOBHM Ta BiJl TPyH YKpAiHIIB i3 ()iJIOJOTIYHOIO OCBITOIO
nokazanu '3 ta I'4. 3nauenns F1 y ixupomy BapianTi BUMoBH Bijpisssuiucs Ha 11 'y ta 14 '
Bix ['2, mo Hagae 3ByKy OibIl HU3BKOTO 3By4YaHHs. PisHuus y 3HaueHHsX F2 y qukropis '3 ta ['4
3 morepeHiMu rpynamu ctanoBmina 319 ' ta 420 ' BiANOBiHO, M0 BKa3ye Ha XapaKTePUCTHKH
3aJIHBOTO PSTY.

33



Bicnux KHJTY. Cepis @inonocis. Tom 23. Ne 2. 2020

Tabnums 2
Bapiamusnicme gpopmanmmux noxaznuxis anogonis nenazonouernozo /o/
6 NepeoHazoNoULeHOMY CKAAOI

HM | Il 2 I3 r4 HM Il 2 I3 r4
Fl Fl Fl Fl1 Fl1 F2 F2 F2 F2 F2

Forget 412 | 443 | 474 | 482 | 498 | 1521 | 1505 | 1327 | 1008 907
Conceal 403 | 423 | 434 | 467 | 478 | 1835 | 1824 | 1421 | 1142 | 987
Content 398 | 403 | 412 | 423 | 438 | 1821 [ 1809 | 1496 | 1203 | 1106

TakuM YMHOM, pe3yJbTaTH JAOCHIPKEHHS IEPEKOHJIUBO CBiA4aTh Mpo Te, WO YKpaiHii
IHTYITUBHO HAOIIKAIOTh 3ByYaHHS HEHTPaIbHOTO TOJIOCHOTO 110 Horo rpadhidHOro 00pasy, y IboMy
BHUIIAJIKy TOJIOCHOTO 33IHBOTO PSIy HHU3BKOTO IiAHECSHHS /0/, HaAIISIO4M HOro BiIMOBITHUMU
(OpPMaHTHUMU XapaKTEPUCTHKAMH.

Taka cama (opMaHTHa KapTHHA CIIOCTEPIraeTbcs 3 ajo(OHOM HEHArOJIOMIEHOTO d, SKHA
3a nokasHukamu HM Tspkie 10 HEHTpaigbHOTO [9], 2 B MOBJICHHI YKpaiHIIB HAUICHUH O3HAKaMU
3BYKa 3aJ{HBOTO Psy HU3BKOTO MiJHATTS, IO XapaKTepHO JJIsl YKPATHCHKOrO HEHArOJIOUIEHOTO d.
Haiibinp1i po30i»HOCTI B 3HAYEHHSAX (POpMaHT porHo3oBanHo nokazanu HM ta I3 i I'4, pizaums F1
craHoBUTH 67 I'111 76 T'1y, a pisauus F2 305 'y Ta 488 I’ BigmoBiaHo. Taki BIAMIHHOCTI LTFOCTPYIOTH
PYX HEHaroJOIIEHOTO 3ByKa Ha3aJ Ta JI0 HU3Y, [I0 HaOIMKae HOro 3a 3ByU4aHHSIM JI0 YKPATHCHKOTO
HEHAaroJIoIIeHOTO /a/.

Tabnums 3
Bapiamusnicme gpopmanmmux noxaznuxis anogonis nenazonouenozo /a/
6 NepeoHaAzoNoULeHOMY CKAAOI

HM | Il 2 I3 r4 HM Il 2 I3 r4
Fl1 Fl1 Fl1 F1 F1 F2 F2 F2 F2 F2

Again 758 | 755 | 742 | 675 | 668 | 2567 | 2468 | 2342 | 2103 | 1960
Accept 734 | 728 | 719 | 654 | 648 | 2456 | 2409 | 2335 | 2297 | 2008
Among 745 | 731 | 728 | 706 | 692 | 2486 | 2425 | 2368 | 2194 | 2078

OmHUM 13 BHUIIAJKIB BKUBAaHHS HEHTPAJBLHOTO TOJOCHOTO [9], MpPOAaHATI30BAHOIO B HAIIOMY
JIOCIIIKCHHI, € PEeIYKOBaHI 3aKiHUCHHs B aHIIIMCHKiM MOBi. Bosiomitoun mpaBuiaMu 9YUTaHHs, yCi
TPYIH TUKTOPIB MPABMIIBHO BiTBOPUIIH 130JIb0BAHO MPOYUTAHUX CJIiB 3ByUaHHS. Y MOBJICHHEBOMY
MOTOIl 3BYK ITJIAETHCS SIKICHIM 1 KUTBKICHIM pemykiii, HaOyBaloul O3HAK LIEHTPAJIBHOTO PSY.
Takum ynHOM, okasHuku F1 ta F2 mixk HM 1a I'l pi3HATHCS HE 3HAYHO, a TUKTOPHU IpyIH 3 Ta 4,
JMIOTPUMYIOUUCH TOBHO3BYYHOI BUMOBH, 30UTbIIyI0Th BigMiHHICTF F1 Ha 130 I'm ta 190 I'u, F2
Ha 196 I'm ta 260 ' BigmOBiTHO.

Tabnuws 5
Bapiamuenicmo gpopmanmmuux noxasHuxis pedyKoeaHux 3aKiHueHb

HM | Tl 2 I3 r4 HM I'l 2 I3 r4

F1 F1 F1 F1 F1 F2 F2 F2 F2 F2
Hundred 550 | 542 | 502 | 420 | 360 | 1500 [ 1550 | 1604 | 1696 | 1750
Spotted 496 | 462 | 380 | 342 | 330 | 1704 | 1738 | 1846 | 1895 | 1917
Opened 548 | 541 | 500 | 418 | 386 | 980 996 1046 | 1397 | 1458
Added 458 | 447 | 432 | 410 | 414 | 1870 | 1950 | 1980 | 2004 | 2073
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OKpeMHUM BHITIAIKOM yXXKHBAaHHSI HEUTPAIILHOTO TOJIOCHOTO [3] € criabki opMu CiTykO0BUX CIiB,
SIKi HE BXKMBAIOTHCS 130JIbOBAHO 1032 ()OHETUYHOIO €HICTIO. BuKopucTaHHs pemykoBaHUX (Gopm
y MOBJICHHI MOTpedye TEOPETUYHHUX 3HAHb Ta C(POPMOBAHOCTI MEBHHUX CIYXOBHX 1 MOBJIEHHEBUX
HaBMYOK. ToMy B XOAi JOCHTIKEHHs Oyll0 MpOaHaJi30BaHO TEMIIOPAlbHI Ta CHEKTpajbHI
XapaKTepUCTUKH CITy>KOOBUX CIIIB y clIaOKOMY BapiaHTi HOCiSl aHIJIIHCBHKOI MOBH Ta YKPaiHCHKHX
JukTopiB. JlaHi miagpaxyHKiB HaBeI€HO B TaOJIHIII.

Tabmuusg 6
Bapiamusnicms ghopmanmuux nOKA3HUKI6 anroQonie HenazonoueHux 2010CHUX
V CAabKux ghopmax cysncoosux ciie

HM Il 2 I3 r4 HM Il 2 I3 r4
Fl1 Fl1 Fl1 Fl1 Fl1 F2 F2 F2 F2 F2

To 474 458 439 421 417 1998 | 1990 | 1636 | 1108 | 1010
of 705 703 685 600 524 1721 | 1646 | 1574 | 1004 | 989
From 493 487 479 470 466 1472 | 1380 | 1374 | 1109 | 1007
But 502 510 536 568 571 1321 | 1316 | 1245 | 1196 | 1157

Must 603 626 754 896 918 1890 | 1850 | 1743 | 1650 | 1603
Then 838 823 807 704 629 1495 | 1524 | 1546 | 1598 | 1614
Them 921 905 843 720 612 1412 | 1426 | 1643 | 1796 | 1830
Than 1023 | 1019 874 725 632 1702 | 1714 | 1749 | 1783 | 1797
That 804 815 841 884 896 1815 | 1823 | 1874 | 1897 | 1910

And 412 419 874 945 1118 | 1314 | 1363 | 1547 | 1763 | 1807
An 721 744 763 812 848 1473 | 1480 | 1496 | 1515 | 1523
Ago 485 490 584 674 718 1584 | 1600 | 1874 | 1982 | 2242
At 514 529 729 793 907 1921 | 1963 | 1978 | 2011 | 2042

Pe3yneraru gOCIiIKEHHS TIOKa3yloTh, IO B 3arajlbHOMY CIIY»KOOBI CJIOBa B CJIaOKii mo3uiii
y BUMOBI YKPaiHI[iB MalOTh O1JIbIITY TPUBAIICTb, HiXK Y HM, 110 CBITYHUTH PO IIOBHO3BYYHY BUMOBY
HEHAaroJIOIEeHUX TOJOCHHUX. YHACIIJIOK LHOTO MOPYIIYETHCS TEMIIOPALHO-PUTMIUHA CTPYKTYpa
BHUCJIOBJIIOBaHHSI, IOTiPIIY€THCS TPUPOAHICTD 3BYUaHHs. Takoxk pi3HUIS Y (POPMAHTHHUX MOKa3HUKAX
JIOBOJIUTB, 1110 y pe3yJIbTaTi iHTep(epeHIii HABUUOK apTUKYJIILi yKPaTHCHKUX T'OMIOCHHX 3 YCTAHOBKOIO
Ha yKpaiHChKI (poHEMH aHITIHCHKI roJI0CHI (POHEMU HaOKAFOTHCS 32 3ByYaHHSIM JI0 3BYKIB YKPaiHCHKOT
MOBH, a B I'3 Ta ['4 HaBiTh MOBHICTIO HUMHU 3aMiHSIOTHCS.

Tak, y cimy»k00BUX CIIOBaX, Jie HEUTpAILHUI [9] BKMBAETHCS SIK aI0(OH HEHATOJOIIEHOTO /0/,
Horo (opMaHTHI XapaKTEpPUCTUKU B MOBJIEHHI YKpAiHIIIB CBiJUaTh MpO BiJICYHEHHs 3ByKa Ha3aj,
TOJI SIK MITHATTS 3MIHIOETHCS HE 3HaYHO (MakcuManbHo Ha 176 'y I'4 ma 143 Ty I'3 Bix HM),
yIomiOHIOIYM B TakWi cHOCIO 3BYK yKpaiHCHKOMY HeHarojomeHomy /o/. TlokasHuku (opMaHT
3MIHIOIOTHCSI TOCTYIIOBO BiJl O/IHIET IpyNH O iHIIOI, TOMY MOXXHA 3pOOUTH BHCHOBOK, IO CTYITiHb
BUMOBHHX BIJIXWJIEHb 3aJIeHUTh BiJl JOCBIJy CITJIKYBaHHS Ta DPiBHS BOJIOJIHHS aHTNiHCHKOIO
MOBOIO, aJ[)kKe HalOUIbIIa pi3HULS B 3HaYeHHsx HM 3 ['4.

Hocii ykpaincbkoi MOBH, CIpuiiMarouu 3ByKH aHIIICBKOT MOBH Kpi3b IIPU3MY 3BYKIB PiIHOI,
y CIIOBaX, Ji¢ TOJIOCHHUH /0/ BKUBAETHCS SAK aJOPOH HEHATOJIOIICHOTO /¢/, BUMOBISIOTH 3BYK
3 IIPOCYHEHHSIM BIEpe]] i HE3HAYHUM IiJBUILEHHSIM HOro MiJHATTS, PO IO CBiI4aTh (GOpMaHTHI
xapakrepuctuku. 3HaueHHs F1 ta F2 y mukrtopis I'1 Bigpizustorses Bim HM Ha 10 'y ta Ha 180 I'nx
BiAmoBigHO. Ha BiaMiHy Bij momepeaHboi rpynu, JUKTopu ['4 MaroTh MakCHMalbHY pi3HUIIIO
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B nokasHukax i3 HM, mo nocsrae 243 I'u B F1 ta 247 't B F2. TakuMm 9uHOM, MiITBEPIKYIOUN
3arajbHy TEHJIEHIII0, CJiJ BiJ3HAYWUTH, HIO 3BYYaHHS HAOIMKAETHCSI IO YKpaiHCHKOTO
HEHAaroJIoIIeHOTO /e/.

[Tin yac mpoBeneHHs TOCIIKEHHS TaKoXK Oya0 3a(iKCOBaHO SBHIIE TiMEPKOPEKTHOI BUMOBU
B nukropiB [2, I'3, I'4. Tak, BUMOBIISAIOUN CTyKO0O0B1 CIIOBA, IO MICTATH MEPEIAHINA 3BYK HU3BKOTO
migioMy y 3B’3HOMY MOBJICHHI, BOHH 3JTUIIAIOTH HOTO BUMOBY MOBHO3BYYHOIO, TIPO 1[0 CBIT4aTh
¢dopmanTHi o3Haku. Hociit moBu Ta I'l, y cBOlo uepry, HaONMMKarOTh el 3BYK 3a 3BYYaHHSIM
JI0 HEMTpaJbHUX XapakTepucTuK. CXoxke SBUIIE BiOYBAETHCS 31 3ByKOM, SIKMI y ciaOKii mo3uiii
B HM 3a nokaznukamu F1 ta F2 Tsikie no HelirpanbHOro 3ByKa. 3i CBOro 00Ky B MOBJIEHHI YKPAiHIIIB
BiH He penykoBaHWH abo PEIyKOBaHWH YACTKOBO, NPO IO CBiYaTh TPUBAIICTH i (GOpMaHTHI
XapaKTePUCTHKH.

Takox BapTo BiJI3HAUMTH, L0 Yepe3 HE3HAYHY PI3HHUINIO B 3HAYEHHSIX (DOPMaHT 3BYKIB Y CJIOBaxX
y MoBienHi '3 ta ['4 1i j1ekciyHi oAMHUILI 3BydYars MOAI0OHO, 3aBayKatou KOPEKTHOMY CHPUIHSTTIO
3MICTY, SIK OyJIO BiJ3HAYE€HO NPH CIYXOBOMY aHaJli3i aylIuTOpaMU-EKCIIEPTaMH.

OoOroBopeHHs. Y pe3yibTaTi MPOBEACHOTO EKCICPUMEHTAIBHO-(DOHETUIHOTO J0CITiIHKECHHS
M ATBEPANIIOCS TIPUITYIIIEHHSI PO T€, IO B IHIIOMOBHOMY MOBIICHH] MOBIIi, HE MalO4H1 CHEIiaIbHOT
OCBITH Ta JIOCTAaTHBOTO JOCBi/y CITJIKYBaHHsS 1HO3EMHOIO MOBOIO, OPI€HTYIOThCS Ha (DOHETHYHI
MpaBWiIa PiHOT MOBH, YIIOAIOHIOIOYH BUMOBY 3BYKIiB CXO)KHUM 3BYKaM PiZJHOT MOBH. Y CBOIO Yepry,
Taki MofuQikaii BIUIMBAIOTh Ha MPOCOAMYHI O3HAKH HEHATOJOMICHOTO aHDIIHCHKOTO BOKATI3MY,
110 TTPU3BOJIUTB JI0 TIOPYLIEHHS] BAMOBH. ICHYIOTH TaKOX IIEBHI CITUIBHI 3aKOHOMIPHOCTI Y BIIXHJICHHSX
TIpH aKTyasli3amii pUTMIYHOT CTPYKTYpH TEKCTY Ta HOro IPOCOAMYHOI0 O(hOPMIICHHS, SIKa 3yMOBITIOETHCST
MoauQiKaIisIMU B CHCTEMI HEHAroJIOMEeHOTo BokaniaMy. CrienngiuHi IpOCOANYHI 03HAKHU ano(oHiB
HEHAroJIOMEHNX TOJOCHUX XapaKTepH3yIOTh iHTep(depoBaHe aHINIiHChKE MOBIICHHS YKpaiHIIiB
Ta JI03BOJISIFOTH BUUINTH MOAU(IKallii, pUTaMaHHi [Is IEBHOI IPYIIH MOBIIIB, CIIPOTHO3YBAaTH TXHIi
BIUIMB Ha PUTMIYHICTh 3BY4aHHS Ta PO3yMiHHS 3MICTy BHCJIOBIIIOBaHHSI.

TakuMm 4MHOM, Ha OCHOBI IPOAHAJII30BAaHUX 3AKOHOMIPHOCTEH HM3KM aKyCTHYHHX O3HaK OyJo
BUJILIEHO 3aKOHOMIPHOCTI aKTyauli3allii yCHOTO aHIIIIICKKOTO MOBIIEHHSI YKPaiHIIiB, (DYyHKIIOHYBaHHS
SIKHX € XapaKTEepHHUM U1 IEBHUX TPYI MOBIIB 1 PEJIEBAHTHOIO JUIS OMUCY BUMOBHHX BiJXHIICHb
y CUCTeMi HEHaroJIOIeHOTO BOKaIi3My. J[yist BUSIBIIEHHS 3arajibHUX 1 T epeHIiaIbHUX TPOCOANTHUX
03HAK HEHATOJIOIIEHOTO BOKAJIi3My B MOBJICHHI YKPATHIIB OyJI0 31iiICHEHO JIHTBICTHYHY 1HTEPIPETALIIIO
PE3yJbTaTiB BAKOHAHOTO EKCIIEPUMEHTAILHOTO IOCIIIKEHHSI, TIPoLeypa sikoro Oyina 3a0be3neueHa
MIPOBEACHHSIM aKyCTHYHOTO aHai3y.

Pesynbrary iHCTpYMEHTAIFHOTO aHaIi3y JIajId 3MOTY BUSIBUTH CTPYKTYPHI OCOOIMBOCTI pUTMOTPYTI
Ta cuHTarM. Kimacudikartist puTMOrpyT 3a IPUHIIMIIOM aKIIEHTHOTO PO3ITIOALTY TOBOAUTD, III0 OLTBIIICT
3arajbHOi KUTbKOCTI PUTMIYHHUX TPYTI, BUAUICHHX Y TEKCTaX, € CKJIaIHUMHU Ta HAIEKATh 10 MPOKIIITHYIHO-
SHKJTITHYHHX 1 MICTATh Y CBOEMY CKJIaJ[i OJMH HArOJIONICHUNA CKJIaJa Ta J1Ba (TPH) HEHATOJIOIICHUX.
JInst akiieHTHOT OyZIOBHM CMHTarMu B MoBjieHHI HM npuTamaHHa BIOpSIKOBaHA KUTbKICTh HArOJIOIMIEHUX
CKJIaJIiB, siKa repedyBae B MEKaxX BiJ OMHOIO JO IT'STH, ajie OUIBIIICTh BU3HAYAETHCS KOMITAKTHUM
Jiara3oHoM y 2 — 3 HaroJoIeHuX CKJIaIu, TOOTO CTAaHOBUTH 2 — 3 PUTMIYHHX TPYIIH.

Ha migcraBi 0OpoOku pe3ynbraTiB iHCTPYMEHTAIBHOTO aHa i3y TEMIIOPAIBLHIX XapaKTEePUCTHUK
(parMeHTIiB XyIOXXHIX TEKCTiB, HAUUTAHHX DPI3HHUMHU TPyNaMU TUKTOPiB, OyJ0 BCTaHOBIEHO,
IO 3araJlbHUM TEeMIT aKkTyaji3alii Ha MEepUeNTHBHOMY piBHI CIIBBIAHOCUTHCS 3 TPHUBAJIICTIO
Ta XapaKTepoM Iay3, a Ha IHCTPYMEHTaIbHOMY — i3 (DOHAIIITHOIO TPUBAJIICTIO PUTMIYHUX OIMHUILb.
Posmisinaroun crienuivHi XapaKTepUCTHKH TEMITYy B MeXaX OJHOTO (parMeHTa, MU BiJI3HAYMIIH,
[0 TEpPIENTHBHI 3MIHM MOMITHI MDK HOCiEM MoBU Ta muktopamu 12, I'3 ta I'4, Temn skux
PpIBHOMIpHHMIA, 6€3 MPUCKOPCHHS Ta CIIOBUIHEHHS, HEOOX1THOTO JUTsl BUIUICHHS BaKIMBOI iH(popMallii,
repeadi HacTPOro Ta aTMOC(HEpPH, 110 € BAXKIIMBUM IS XYIOXKHBOT IIPO3H.

AmHani3yloun XapakTepHi O3HaKW Nay3allil, y MOBJIEHHI YKpaiHIiB MU BUSIBWJIM TEHJECHIIIIO
JI0 i BiJNOBIAHOCTI MyHKTyallifHOMY O(QOPMIIEHHIO TEKCTIB Ta HOTO CHHTAKCHYHIA CTPYKTYpi,
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IO MOXKE TOSICHIOBAaTUCS BiZIIOBIHOIO OCOOJIMBICTIO YKpaiHChKOi MOBH. (DaKTHYHO IUKTOPH
['2-I'4 HamararoTbCs He BXKMBATH T1ay3, 10 He IO3HAYEeH] Ha MTUCHMI, TOOTO HAHOLIBII PEKYPEHTHUMHU
(YHKIIOHAJHPHUMH TUIIAMU T1ay3 B iX MOBJIEHHI € Nay3W CTPYKTYpHOro uieHyBaHHs. [losiBa may3
y pedeHHsIX 0e3 pO3IiJIOBHX 3HAKIB YACTO CIIOHTAHHA Ta TIOPYIIYE CIIPUHHSTTS 3MICTY BUCIIOBITIOBAaHHSI.

3a pe3ynbraraMy aKyCTUYHOI'O aHajli3y, TeKCTaM, HAaYMTaHUX yKpaiHCbKUMH JUKTOpamu 3 12,
I'3 Ta I'4, BnacTuBi mepeBayKHO OLITBII KOPOTKi 3a TPUBAJICTIO PUTMI4HI IPYyIH, a iXHS KUIBKICTH
y HOE€ 3HaunHo mepepwuirye mokasuuku HM. BykuBanus kopoTkux PI' 3ymoBicHE 301IbIICHHIM
KUTBKOCTI HaroJIoCiB y (pasi Ta MiATBEPIKY€E TCHICHIIIIO IO YIOBUIBHEHHS TEMITY, ITPO IO CBIIYMIIO
301IBIICHHS TPUBAJIOCTI CHHTarM. lle MOsICHIOEThCS, 30KpeMa, i MMOBHO3BYYHOIO BHMOBOIO
HEHAaroJIOIeHUX TOJOCHHUX Ta HEHAJEe)KHUM BXKMBAHHSIM pelyKoBaHMX TojocHux y I3 Tta I'4,
IO MiITBEPHKEHO aKyCTHYHMM aHaii3oM. TakoX CIiji 3a3Ha4uTH, IO TEMI y IUX Ipynax OyB
HAWTIOBITBHIMIN.

HesBakaroun Ha JesiKy BapiaTUBHICTB Y po3moiii ¢oHaniiiHoi TpuBanocti PI, y koxHi# rpymi
MOBIIIB CIIOCTEpirajiacs KOMIIAKTHICT Jlialla30Hy BapitOBaHHS IIbOTO [TapaMeTpa B IOCTIIKYBAaHOMY
Martepiani. Cepents Tpuaiicth purMmorpynu y HM cranoButh 300-500 Mcek, CHHTarMu —
10001200 mcexk. Haii6inpm Onmsbka 1o mokasuukis HM I'1, B sikiid cepenHs TpUBAIICTh pUTMOTPYIIH
Ta cuHTarMu cranoBuTh 280-550 Mcex Ta 980-1000 mcek BiamosigHo. Bin3HaueHo 30ibIIeHHS
TPHUBAJIOCTI CEPEIHIX CHHTArM, ajie 3MeHIIeHHs TpuBaocTi PI” y KoxKHiH HACTYITHIH Ipymi MOBIIIB.
Tak, MakcuMasbHa Pi3HUI B IOKa3HHUKaX crioctepiractecs y ['4, ne PI' y cepeiHbOMy TpHBAIOTH
120-200 mcexk, a cuararmu 1450—-1700 mcek. Tpusanicts HOE y Hm ta I'l 1 ['2 maibke oqHakoBa,
Ha BimMmiHy Big '3 Ta ['4, ne IXHS TpUBAIICTh 3HAYHO J0BIIA. HeomHOPI HICT JaHUX CIOCTEPIraeThCs
NIpY BUBYEHHI CcTPyKTypHHX THIIIB ['P. 3HauHa yacTka enkiitnunux PI"y moBnenni I3 ta I'4 (18%)
nopiBasiHO 3 HM (5%) mopy1rye puTMiKy MOBJIEHHS, 3MEHIITYIOUH MIXKHATOJIOIIEH] 1HTEPBAJIH.

BuBueHHs 3aKOHOMIPHOCTEH aKTyasti3amii JOCIiI)KyBaHUX TEKCTOBUX (PparMeHTIB 3aCBiqUUIIO,
10 CTPYKTYpHI TUIH Ta KibKicTh PI" y HOE BinirparoTh BaXXIMBY poiib Y IPOCOIMIHOMY OQOpPMIIEHHI
MOBJIEHHSI Ta POOJISITH HOTO 3BYYaHHS JIETTIIMM JIJIsl COPUHHSATTSI.

BucHoBKH i mepcneKTHBY MOAANBIINX JOCITI/IZKeHb. [HTEpIPETYIOUN pe3ylITaTH I0CIiIKEHHS,
BapTO BiA3HAYUTH, IO CaMe Ha PiBHI HEKOPEKTHOI BUMOBH aJO(OHIB Y Pi3HOMY (OHETHIHOMY
OTOYEHHI BHSBJISIOTHCS BUMOBHI BIJIXHJICHHS B CHCTEMi TOJIOCHMX B aQHIIIHCHKOMY MOBIICHHI
yKpaiHLiB. 30KpeMa, XapaKTepHOI0 O3HAKOIO € HEJOTPUMAHHS MPAaBHI NO3UIIHHOTO BapitOBaHHS
JIOBTOTH TOJIOCHUX, BIJICYTHICTh PEAYKIii Ta emi3ii B HEHAroJIOMEHWX CKIIalaX, HaJJTHIIKOBE
HaroJIOLIEHHs CITy)KOOBHX CJIiB. 3a JIOIIOMOT'0I0 aKyCTUYHOTO aHallizy OyJio BCTAHOBJIEHO MOAM(IKaLlii
(hOpMaHTHHX MOKA3HUKIB Yy peati3allii TOJTOCHUX y CIa0KUX MO3UILSIX, IO MiATBSPAMIN 3a3HAYCHI
XapaKTEePHCTHKU aHIJTiIHCHKOTO MOBJIEHHSI yKpaiHI[iB. HaliOiibIa pi3HULIS B IIOKa3HUKAX CIIOCTEpiraiacst
y HM i3 nuxropamu rpynu ['4, ane ciif 3a3Ha4uTy, 1110 AuKTopu ['3 Masm HaOmmwkeHi 10 ['4 hopmaHTHI
XapaKTepUCTUKH 3BYKIB.

OTpuMaHi JaHi aKyCTHYHOTO aHalli3y YacTOTHHUX XapaKTEPUCTUK HEHArOJIOMEHUX TOJIOCHUX
ATBEPAMIIH BiZICyTHICTB SIKICHOI 1 KUTBKICHOT PEAYKIIii Ta eMi3ii 3ByKiB Y HEHAroJIOMIEHUX CKIIaIax
y mukropiB 2, I'3 Ta I'4 1 HeHaromomeHux ciryx00Bux cioBax y '3 ta I'4.

Pe3yneraru y3arajabHEHOI OI[IHKH aKyCTHYHOTO aHAi3y MPOCOANYHUX O3HAK HEHAroJIOIIEHOTO
BOKaJIi3My J03BOJISIOTH BUIUIMTH 3arajibHy TEHJICHIIII0 HAOIMKEHHS aHTIIIHCHKUX HEHATOJIOIIEHNX
3BYKIB /IO CXOXKHMX 32 3BY4aHHSIM 3BYKiB YKPaiHCHKOT MOBH, 1110 CIIPHYHMHSE NOPYIIEHHS PUTMIYHHX,
TEMITOPAITBHUX 1 TEMOPAIBHUX XapaKTEPUCTUK MOBJICHHS Ta YCKIIAJIHIOE HOTO CIIPUUAHSTTSI.

BuBueHHs1 Ta iHTepmperallisi pe3yJbTaTiB IHCTPYMEHTAJIbHOTO aHali3y MaKCUMyMy YacTOTH
OCHOBHOTO TOHY CBiJJYUTH IPO HOTO JIOKAJI3allil0 Ha SAEPHOMY CKIAJOHOCIT, IO JEMOHCTPYE
BUIUICHICTD Ii€1 NUITHKY CHHTArMH SIK CEMAaHTUYHO HalBaroMimnioi y ¢pasi.

[TincymoBytoun ckaszaHe BHIIE, 3a3HAYMMO, 1110 MPEICTaBIEHI PE3yJIbTaTu eKCIIePUMEHTAIBHO-
(hOHETHYHOTO JOCTi [PKEHHSI IIPOCOIMYHHUX 03HAK HEHAT0JIOIIEHOTO BOKaJIi3My B MOBJICHHI YKPaiHIIIB
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JIaJTy 3MOTY orrcary Moauikailii afooHIB HEHATrOJIOMICHNX aHITIHCHKHIX TOJIOCHUX HA CETMEHTHOMY
PpiBHI, MpUTaMaHHI YKpaiHIsaM. Takoxx OyJ10 JOBEACHO 3aJIe)KHICTh CTYICHS Ta KITbKOCTI BUMOBHHX
BiZIXWJICHD BiJl IHIIOMOBHOI KOMITETEHI[i1 MOBIiB. Onucani (OpMaHTHI XapaKTEePHUCTHKH OOpaHUX
CErMEHTIB J03BOJIMIIM BUSIBUTH TEHJICHIII0 MoAMQiKalili HEHaroJoleHUX 3BYKIB B aHIIIHCHKOMY
MOBJIEHHI YKpaiHIiB. Y0auaeMo 3a OLiIbHE B MOAAIBIIOMY JOCIIIUTH TEMIOPAIbHI Ta AMHAMIYHI
XapaKTEePUCTUKNA HEHAroJIOMIEHOTO BOKAJI3My Ta IXHIM BIUIMB Ha MPOCOAWYHE OQOPMIICHHS
aHITIICHKOTO MOBJIEHHSI YKPaTHIIIB.
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JEKCUKO-CEMAHTHWYHI 3ACOBH BEPBAJIIBAIIIL
HOHATTS “ANOMALIE” B HIMEIIBKII MOBI

Abstract

The article deals with the study of lexical and semantic means of verbalization of the concept “Anomalie”
in the German language. It has been determined that any anomaly is associated with the existence of the norm.
Each culture has its own ideas about the norm and anomaly. The terms “anomie” and “anomaly” have been
distinguished. The ontological, sociological and psychological aspect of studying the analyzed concept have
been examined. The semantic field “anomaly” in the German language has been described. The etymology
and semantic composition of the lexemes that form the core of the analyzed field have been studied. From
the given dictionary definitions, the key semes 'deviation', ‘phenomenon’, 'differ' have been selected. Synonymous
connection of the lexemes that define abnormalities have been established. The periphery of the semantic field
“Anomalie” has been determined. It has been pointed out that parametric adjectives play a significant role
in verbalization of anomalies in the German language, as they indicate the size of objects that deviate from
the mean. Adjectives that express positive or negative evaluation on the basis of “unusual, abnormal” have been
analyzed. Some adjectives with somatic meaning, used to denote an abnormal or noticeable features of a person,
have been described. Proper names in the form of compound nouns with somatic meaning that record pathological
attributes for the identification of objects, their selection from classes of similar ones have been analyzed.
Phraseological somatisms, which represent the anomalies of the human body, as well as their classification
by different types of corporal objects have been presented. Semantic analysis of the described lexemes has testified
to the existence of the concept of anomaly in German linguistic culture and revealed the national and cultural
features of its verbalization.

Keywords: anomaly, norm, semantic field, parametric adjectives, somatic meaning, corporal object.

AHoTalis

CraTTi0O TPUCBSIYCHO MOCIIHKCHHIO JICKCMKO-CEMAaHTHYHHUX 3ac00iB BepOasizauii MmoHATTA “‘aHomais’”
B HiMeIbKil MOBi. Bu3HaueHo, 110 Oyzb-sika aHOMaJIisl OB s13aHa 3 HAsIBHICTIO HOPMH, & Pa30M BOHH SIBIISIOTh
c00010 (heHOMEH JTIOACHKOI CBitoMOcTi. Po3MexxoBaHO CHHOHIMIYHI TepMiHHM aHOMII 1 aHOMaii. Po3misHyTO
OHTOJIOTTYHHUM, COIIOJIOTIYHUH 1 ICHXOJIOTTYHUI aCIIeKT BUBUCHHS aHAJI30BaHOTO MOHATTS. OMUCaHO JTCKCHUKO-
CeMaHTU4HE moje “Anomalie” B HIMELbKil MOBi, BU3HAYECHO SIIPO TIOJS, A0 SIKOTO HAJICKATh JIEKCEMH anomal,
Anomalie. IIpoCcTexKEHO €TUMOJIOTIIO 1 CEMAaHTUYHHUH CKJIa/l aHATII30BAHUX JICKCEM, 110 TO3BOJISIE BUIUTUTH TaKi
KIIFOUOB1 ceMHU: 'BiAXWICHHS', 'peHOMEH', 'BIAPI3HATUCS' . YCTAaHOBIICHO NPUAAEPHY 30HY MOJS 3 JIGKCHUHUMHU
ONIMHUISIMH, SIKI MO3HAYAIOTh BiIXHJICHHS Bill HOPMHU i BXOASATH Pa3oM i3 JIeKceMow Anomalie 10 OXHOTO
CHHOHIMIYHOTO psny, 00'€IHAHOTO CHIIBHOI CceMO. Bu3HaueHO mepudepito JEeKCUKO-CEMaHTHYHOTO OIS
“Anomalie”. 3'icoBaHo, 1110 TapaMeTPUIHI IPUKMETHUKH BiAITPAIOTh 3HAYHY pOJIb y BepOai3anii aHOMaJIbHOCTI
B HIMEIBKIH MOBi, aJe MO3HA4YalTh PO3MipH 00'€KTiB, IO BIAXUISIOTHCSA Bifl CEPEAHBOTO 3HAUYCHHSI.
[IpoananizoBaHO NPUKMETHHKH, SKi BUPAXKAIOTh IIO3UTHBHY 200 HEraTHBHY OLIIHKY 3a O3HAKOIO "He3BHUUYAMHUI,
HeHopManbHUH". [IpocTexeHO MPOTUCTABICHHS aHOMAJIil HOPMi Ha JIGKCHKO-TPaMaTHYHOMY PiBHI Ha IIPUKJIa]
JIEKCUYHUX OJUHHIB 13 cydikcoM -/os i BIANOBIAHMX aHTOHIMIB. PO3MISHYTO BiacHi Ha3BH y BHIVISII
CKJIaJICHUX IMEHHHKIB i3 COMaTUYHUM 3HAUCHHSAM, SKi (PiKCYIOTh aHOMAJIbHI SIBUIIIA i IATOJIOT14YH1 BIaCTUBOCTI
st ineHTrdikanii o0'ektiB. [IpencraBieHo (pa3eonoriudi coMaTu3Mu, sIKi BiJOOpaXKArOTh aHOMAJIIT JIFOICHKOTO
Tija, a TAKOXK TXHIO KiIacu(DiKaliio 32 pi3HUMHU THIIAMHU TUIECHUX 00'€KkTiB. KOMITOHEHTHHI aHai3 CEeMaHTUKU
OMMCAHUX JICKCUYHUX 1 (Pa3coOriYHUX OAMHMIIb 3aCBIAYMB HAsBHICTh MOHATTA “Anomalie” B HIMEUbKIH
JIHTBOKYJIBTYPI 1 BUSBUB HAIllOHAJIIBHO-KYJIBTYPHI OCOOIMBOCTI Horo BepbOamizamii.

KurouoBi cjioBa: anomaltisi, HopMa, JICKCHKO-CEMaHTUYHE TI0JIe, TapaMeTPHUUHI MPUKMETHUKH, COMAaTUYHE

3HAYEHHS, TUIECHUN 00'€KT.
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Beryn

Jluxoromist “aHOMaJiss — HOpMa” € OAHUM i3 (PyHAaMEHTAIFHUX ACIEKTIB, sIKI XapaKTepU3YIOTh
cydacHW# craH couiymMy. HopmanbHICTh 1 BigXWJIEHHS IT03HAYalOTh CUCTEMY KOOpPIUHAT
y TIOBCSKJIECHHOMY JKHUTTI, & TaKOXX PO3MEXOBYIOTh COILIaJbHO MPUUHATUN JOCBIA Ta MOBEAIHKY
y BiamoBigHux mpodeciiinux muckypcax (Keupp, 2007). ¥V ¢imocodhchkux mAOCTIIHKEHHIX
0e33aMepeyHO0 BUCTYIIAE CUCTEMHICTh OYb-sIKOT HOPMH 1 Ti 3MaTHICTh IO CHCTEMATH3allil OI[IHIOBAHMX
00’€eKTiB. Y mporieci 3MiH BUHUKAIOTh €JIEMEHTH, SIKi BCTYIIalOTh Y POTUPIYHs 3 iHIIIMMH KOMITIOHEHTaMU
cucreMd. MoBHa ¢ikcalisi TaKMX aHOMAaJbHHUX €JIEMEHTIB y CYCIIJIbCTBI CBIYHUTH HPO HOTO
Tparchopmariiro i nuHaMivHuA po3BUTOK (IT1axos, 1985). MexaHi3M yTBOpEHHS MOBHUX OIMHUIIb,
SIKI TIO3HAYAIOTh aHOMaJTii, € CKJIaJHAM, aJPKE BOHHU BiZIOOpa)karoTh HE TLBKHU BIJIXUIICHHS BiJl HOPMH,
aJie i colialbHi, KyJBTypHI, 0COOUCTICHI OLIIHKH, XapaKTepHi IJIst IEBHOTO €TaIly PO3BUTKY CyCIiIbCTBA
i mromuaM (/13100a, 2011, ¢. 45). Came ToMy BHBUEHHS 3ac00iB BepOaizalii moHsATTS “Anomalie”
MO)KE BUSIBUTH HalliOHAJBbHO-KYJIETYpPHI OCOOIMBOCTI HIMEIBKOI MOBH.

AHaJni3 ocTaHHIX AoCTiKeHb i myGuikamiii. [ToHsTTs aHoMasii Oys10 00’ €KTOM TOCITI PKEHHSI TAKHUX
BucHUX, K H. /1. ApytroHoBa (1987). Hero OyB pO3DIIIHYTHIA KOHIIETIT “HOpMA’ 1 IOJIC “aHTHHOpMA”.
H. Keupp (2007) mpocTeXuB 3MiHU MOHATT HOPMAJIBHOCTI 1 11 BIIXMJICHHS B HIMEI[KOMY COILIiyMi
B ictopuuHomy acriekTi. T. b. Pan6ins (Paxgouib, 2007) onmcas i kiacudikyBaB KOHIIENITYaJIbHI
aHomaii. Y po6oti A. b. JI3r06u (2011) po3misHyTO JTiHTBICTHYHE MTOHATTS “HOpMa”, 11 BepOaJti3arlis
1 BIIXWJICHHS BiJl HOpMH B aHIIIHCBHKiNA MOBi. 3acobu BepOamizanii HOpMH B POCIHCHKiil MOBI
11i mopy1eHHs npezcTasieHo B gociimkenHi J1. I €panoroi (Edanopa, 2010). HeoOximHum BUIAETHCS
oruc 3aco0iB BepOamizanii moHsTTs “Anomalie” B HIMEIbKil MOBI.

Merta cTarTi — OnMcaTH CEMaHTHKY JIEKCUYHHX 1 ()pa3eosIoTiYHUX OIMHHMIIb, IKI BEpOati3yoTh
noHATTs “Anomalie” B HiMelbKiii MoOBi. Peanizanis mocrtapieHoi Metu nependadae po3B’s3aHHS
TaKHMX 3aBJaHb: BUOKPEMJICHHS 3 JIEKCHKOTpagiuHHUX JHKepesT JIEKCHYHUX 1 ()pa3eoIoTriuHIX ONUHULID
Ta IHTEpIpeTalis IXHbOI CEeMaHTUKH.

MeTonu Ta MeTOI0JI0Tisl MPOBEIEHHSI TOCTI/ZKEHHSI 3yMOBIIEHI METOIO 1 3aBJJaHHSIMU pOOOTH
Ta IPYHTYIOTHCS Ha JIIHTBOKYJIBTYPOJIOTIHHOMY ITiIXOJIi IO BUBYEHH:I JIEKCHYHUX 1 (ppazeosoriynux
OJIMHUIIb, IO Mependavae 3acTOCYBaHHS MPUHOMIB ETUMOJIOTIYHOT PEKOHCTPYKIIIT JJIsl BU3HAYCHHS
BHYTPIIIHBO1 (DOPMU JIEKCEM; OIMCOBOTO METOAY JUIS OKPECJIEHHS! HApsSMiB BUBYCHHS ITOHSTTS
“aHoMaitisi — HOpMa” B TyMaHITapHUX JOCII/KEHHSX; KOMIOHEHTHOTO aHali3y CJIOBHHKOBHX
neiHimiA.

Bukisiag ocHoBHoro Mmatepiaay nociaigkenHs. TepMmiH “HopMa” BHKOPHUCTOBYETHCS
Ha MMO3Ha4YeHHs BCIX BHIIB 1 POPM HOPSAKY, BPAXOBYIOYH 1 HOPMU IPUPOIH, 1 CTBOPEHI JIFOHHOIO
MpaBWJIa Ta 3aKOHU. Y TIOBCSKAECHHOMY KUTTI JIFO[MHI JIETKO BU3HAYHTH, 10 € HOpMaJIbHUM. MeHII
3pO3YMIIIUM 1€ MOHSTTS CTAE TOMI, KOJHM HIEThCS MPO iHIITYy KyJabTypy. B icropuuHOMy amckypci
BIIOYJIMCSI XapaKTepHi 3pyIIeHHsI B IHTepIIpeTallii IIOHATh HOPMH 1 il BigxuiieHHs. PeniriiiHa qomiHaHTa
3yMOBHJIA TIIyMa4eHHs! BiJIXHJICHHS B/l HOPMH SIK OPYIICHHS COLIAIBHOTO TOPSIIIKY, IO IPYHTY€ETHCS
Ha OOKECTBEHHHX 3acajiaX TBOPIHHS. 3 PO3BUTKOM HayKH cepa aHOMaIBLHOTO OTpUMAalIa Pi3HOMAaHITHI
MOJEINI Ul MOSICHEHHSI BIXWJICHHS BiJl HOpMH. Taka KOHCTPYKTHBICTChKA IEPCIEKTHUBA JIOBENa
HEOOIPyHTOBaHICTh PENIriiHOI TOTMHU 1 Hajaja KareropisM aHOMaJbHOCTI CTaryc IparMaTu4HoO
sHauymux seun (Keupp, 2007).

Oxpemi HOpPMH 3/aTHI YTBOPIOBaTM OCOOMCTICHI MIKPOCHCTEMH — OIL[iHHI KOMIIJIEKCH,
SIKi JTO3BOJISIFOTH BU3HAUUTH CTYIiHb BiANOBIAHOCTI OLIHIOBAaHOTO 00’€kTa HOpMi. Po3GikHOCTI
MDK 3araJbHOCHCTEMHOIO i OCOOMCTICHUMH (YHKIISIMA HOPMH JIONIOMAraroTh BUSIBUTHU SBUIIE
anomautii. CHHOHIMIYHUM JI0 I[bOTO MOHATTS BHCTyIae TepMiH “anomis” (Edanora, 2010, c. 21).
VY JMHTBICTHYHMX JOCITIHKCHHIX MTOHITTSA aHOMAJIii W aHOMII 3a3BWYail HE PO3pi3HAIOTH. [IpoTe,
3 OIS JIOTIYHOTO aHaJli3y, TaKi MOHATTS MAIOTh CYTTEBI PO30DKHOCTI. AHOMIS — Lie TIepeayciM
BiZICyTHICTh 3aKOHY, OpraHizaiii, HOpM TOBEIIHKH, TXHS HEIOCTaTHICTb, a TAaKOX MPOTHPITUS
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Mmix Hopmami (Typrenesa & [ynxoBa, 2012, c. 71). Tepmin “anomaitis’” TeX Mo3HAYA€E BIIXUICHHS
BiJl HOpMH, ajie He B HampsMi aHowmil, a iHmoi Hopmu (Ilmaxos, 1985). s mo3HaueHHS HOPMH,
sIKa MIPOTHCTABJICHA aHOMAJIIT SIK CHCTeMHOMY BinxmienHto Bia uei, FO. JI. Anpecsa (2009, c. 519)
BUKOPHUCTOBY€ TepMiH “(iznuHa HopMma”. Taka HOpMa Mae HIOHaiiMeHIe TpU chepr BU3HAUYCHHSI:
Hopma, meHute, Oinvuie. Hampukiian, HOpMa pocTy MOKe OyTH BHpa)keHa B HIMEIbKii MOBI
MIPUKMETHUKaMU: mittelgrof, klein, grofs (Digitales Wérterbuch).

[MocriiiHe mOpylIeHHsT BCTAHOBJIEHUX MPABHJI i HOPMATHUBIB y CYCIUIBCTBI HE MEPELIKOIKAE
TIPOILIECY CITIBICHYBAaHH JIFOICH, TaKe TBEPDKCHHS UTFOCTPYE NPHUKIAN: unter anomalen Verhdltnissen
leben (Worterbuch der deutschen, 1978, S. 162). 3 OHTOJIOTIYHOTO MOTVISITY, aHOMAJTISI — 1€ BiIXUJICHHS
BiJl IPHPOAHOTO HOPSIKY pedeii, ToOTo MOpyILIeHHs BiIOMUX 3aKOHIB (izuuHoro cBity (Pagounb,
2007, c. 240), nanpuknan: ein anomaler Zustand (Worterbuch der deutschen, 1978, S. 162).

Y nicuxonorii HeHOPMaJTLHUM SIBUIIIEM BB)KAETHCS TaKe, 10 HE BiAMOBIIA€ I[IHHOCTSM, 3BUYKaM
1 yCTaHOBKaM JIIONeH y COIliyMi, HapUKIAI: ein geistig anomaler Mensch (Worterbuch der
deutschen, 1978, S. 162). Uum pijlie TparwisieTbest Ta 4M iHIIa popMa BiIXUIICHHS, TUM BipOTiHIIIE,
o ii OymyTh crpuiimatu sk anomaibHy (ITomoa, 2013, ¢. 108), Hanpuknan: eine scheufliche
Anomalie, die er in letzter Zeit an sich wahrgenommen hatte (Digitales Waorterbuch).

Jlo ckialy KOHLENTYalbHOTO TN HEHOPMATUBHOCTI BXOAATH HA3BH [l Ta iXHI pe3yJabTaTu.
e moste Mexye, 3 OMHOTO OOKY, 3 TAKMMH KOHIICTITAMH, SIK “‘HOBOBBEICHHS ’, “BUHAXIM”’, @ 3 IHIIIOTO —
3 TaKUMHU, K “pimkicHe”, “BumamkoBe”. OMO3HUIliss HOPMHU 1 BiAXWICHHS Bif Hel (QyHKIIIOHAIBHO
OJK3bKa 10 OMO3MIIIT cUMeTpis 1 acumetpis (ApyTioHoBa, 1987, c. 4).

3 METOI0 BHSIBICHHS HAIlIOHAIBHO-KYJIBTYpPHOI ClielM(iKM KOHIIENTYaIbHOTO MO “‘aHoMalris’”
BapTO PO3IISIHYTU JIEKCHYHI OJWHHII KOHKpETHOT MOBH. L[ikaBUM BUJAETHCS OMUC JIEKCHKO-
CEMaHTUYHOTO 1ot Anomalie B HiMENbKild MOBi. Po3missHEMO sIpo OIS, O SIKOTO HAJISKUTh
IMEHHUK Anomalie Ta CNUILHOKOPCHEBUI MPUKMETHUK anomal, MO TO3HAYAIOTh BiIXUJICHHS
BiJ[ TPaBUJI, BUHATOK.

3a manumu etuMmorioriunoro ciosHuka Kluge (1999), npukvetHuk anomal, abo anomalisch
y 3HaYEHHI ‘HeperyJSIpHHIL’, 3aTI03UMUSHHUH 13 JIaT. anomale 31 3HaYSHHSIM ‘HeoHaKoBUi' . [IpHIyckaroTh
TaKOXK, IO IIeH MPUKMETHUK TOXOIHUTH BiJI I'P. 10MOs SIK ‘3aKOH, 3BUYAl’, KU Mi3HIIIE aCUMLTFOBABCS
3 J1at. abnormis y 3Ha4eHHi ‘Toi, mo Bimxmiserbes Bin Hopmu® (Kluge, 1999, S. 42).

Imennuk Anomalie, 3an103U4EHNH 13 TATUHCHKOT MOBH, CIIOYaTKy BUKOPHCTOBYBABCS B TpPaMaTHIli
Ha TIO3HAYEHHSI HEPETYIISIPHOCTI BiIMIHIOBaHHS JIIECITIB. 3T0IOM JIEKCEMa BKMBAJIACS B 3araJIbHOMY
3HaueHHI ‘HeNPaBUJIBHICTh, BpKAaIOUHi BUHATOK, TUBHA HEPETYJIPHICTh, IIOPYLIEHHS! BCTAHOBJICHOTO
MOPSIKY, CBOEPITHICTE, 3004EHHS, XBOPOOJIUBA CXUIIBHICTH’ HacaMIIepel 00 MOBEAIHKH, CTaHY,
30BHIIIHBOTO BHIVISIAY JIIOAWHU Ha IPOTHBAry HOPMaJbHOMY, CEpPEIHBOMY, 3BHYAHHOMY,
0YiKYyBaHOMY, PETYIIPHOMY, 310poBoMy (Online-Wortschatz-Informationssystem).

CeMaHTUYHMIA CKIan JiekceMu Anomalie pO3KPUBAETHCS 3aBIAKUA aHAMI3y il BHU3HAUCHB!
1) BigxwneHHs Bif 3aransHoro; 2) y teopii T. Kyna ¢enomen, skuii He Moxe OyTH IMOSICHEHHIA
TEOPETUYHOK IMapaJurMoI0; 3) sBHINE, SKE BiIPI3HAETbCS Bin ouikyBaHoro (Langenscheidts
Grofiwérterbuch). OcraHHe BH3HAYE€HHsSI OTPUMYE PO3JIOTe€ TIYMauyeHHS B IHIIOMY CIIOBHUKY
(Metzler-Lexikon Sprache, 1993, S. 42), ne nekcema Anomalie ipeicTaBICHA K HAyKOBO-ICTOPHUYHHUI
TepMiH Ha MO3HAYEHHS! BUIT4JIKy, KOJIM Ha OCHOBI IHCTPYMEHTAJIBHOT'O 1 IIOHATIHHOTO BIOCKOHAJICHHS
BUSIBISIIOTB BIZIKDUTTSL, SIKi HE Y3TOIDKYIOTHCS 3 BU3HAHMMH TEOPISIMH 1 BIPI3HSIOTHCS Bijl OOTPYHTOBaHHX
OUiKyBaHb, HANIPUKIIANA, semantische Anomalie. 3 TONaHUX BU3HAYCHb BUIUIAIOTHCS TaKi CIUIbHI
KJIIOUOBI CeMU: ‘BIAXWICHHS , ‘GEHOMEH’, ‘BiAPI3ZHATHUCS .

Jlo npusiiepHOT 30HHM aHAII30BaHOTO MOJS HaJleXKaTh CHHOHIMH, Ha Hally TyMKY, sIKi BKITIOYEHI
3 JISKCEeMOIO Anomalie 1O OHOTO CHHOHIMIYHOTO PSIy, 00’ €THAHOTO CITIJIBHOI CEMOIO:

1) nedopmantis — Deformierung, Missbildung, Verstiimmelung, Verunstaltung, Missgebilde,
Missgeburt, Anomalie, Abnormitdt;
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2) Bajga po3ButTKy — Deformierung, Deformation, Missgebilde, Missform, Misswuchs, Missartung,
Verunstaltung, Anomalie, Abnormitdt, Abweichung, Abirrung, Irregularitit, Normfehler, Fehler,

3) BimxwiieHns — Abart, Spielart, Variante, abweichende Form, Sonderart, Sonderfall, Ausnahme,
Variation, Abwandlung, Verdnderung, Modifikation, Unterschied;... (Wahrig Synonymwdérterbuch).

Cepen nexcuuHHX 3aco0iB BepOamizallii aHOMaJILHOCTI, SIKi 3HAXOAATHCS Ha mepudepii mos,
penpe3eHTaTUBHIMU BHJIAIOTHCS MapaMeTpudHi npukmernuku. H. JI. ApytioHosa (1987, c. 9)
3a3Havae, M0 TaKi JEKCHYHi OMHUIT (DiKCYFOTh BiIXMICHHS Bifl HOPMHU. IXHS ceMaHTHKa BU3HAYAETHCS
CTaBJICHHSIM JI0 HOPMH, a He 1 yrouHeHHsM. [lapamMeTpuyHi MPUKMETHUKH BUPa)KatoTh (hakT HasIBHOCTI
HOpPMH 200 HEHOPMATHBHOCTI, siKa BiOOpaXkae BIACTUBICTh JIFOAMHHU CIPUAMArH IiicHICTh. Taki
MPUKMETHHKY TTO03HAYAI0Th ICBIAHTHI PO3MIpH, TOOTO Ti, III0 BiIXWISIOTHCS Bijl CEPEIHBOTO 3HAUCHHS,
HaNpukian: klein, winzig, knirpsig, niedlich, Binkel, Kérnchen — 3MeHIIeHHs pO3MIpy, 3 OHOTO OOKY,
1 Taki, K grofs, riesig, enorm, kolossal, gigantisch, grandios, Gigant (Digitales Worterbuch) —
301IIBIIEHHST PO3MIpY, 3 1HIIOTO.

3 yaciB aHTUYHOCTI BUEHI 3BEpTaM yBary Ha Te, 10 MOBHI OMUHHII (PIKCYIOTh BIAXHJICHHS
BiJl HOPMHU Kpi3b MPU3MY CTEPEOTHUIIB HOCIIB MOBU. AHOMaJIl NPUBEPTAIOTh HE TUIBKH YBary,
a i BUKJIMKaroTh eMolii (ApyTtioHoBa, 1987, c. 10). I1po ue cBig4ars NPUKMETHUKY, SIKi BUPAXKAIOTh
MO3UTHBHY a00 HETaTUBHY OLIIHKY 32 O3HAKOIO ‘“‘He3BHYAWHMWHA, HCHOPMAJIbHUI, HAIPUKIIAN: eine
schreckliche Kdilte, ein wunderschoner Film. Jlesiki IPUKMETHHUKH OITUCYIOTH BiIXUJIEHHS BiJI €CTETHIHOL
HOPMH, TOOTO OIIHKY BiJXHJICHHS BiJl HOPMH 32 €CTCTUYHUMH NapaMeTpaMu, HAPUKIaL: ekelhaft,
héisslich, unangenehm. BinxuieHHs BiJ aKCIOJIOTTYHOT HOPMH BUPQYKAFOTh MPUKMETHUKH 3 OLIIHKOIO
3a O3HAKOIO “XOPOIINI’, HAIPUKIIAN: ausgezeichnet, perfekt, grofiartig, préchtig (Digitales Worterbuch).

[NporucrasneHHs aHOMaJIii HOPMi peaTi3y€eThesl B MOBI HE TUJIBKH Ha JIEBKCHYHOMY, aJle i Ha JIEKCHKO-
rpamMarnyHoMy piBHi. OTXe, TEHJICHIIis T03HAYaTH aHOMaJIii XapaKTepHa 1 JUIsl CJIOBOTBIPHUX 3aCO0IB.
JloKa30M Takoro TBEPDKEHHS CIIyTye CY(]IKC -/os 13 TPUBATUBHUM 3HAYEHHSIM, SIKUH CTBOPIOE HA3BH
“HEKOMIUIEKTHHUX’ 00’ €KTIB Y CKJIafli NPUKMETHHKA 13 COMATUYHUM 3HAYEHHSIM, HaPUKIa: zahnlos,
haarlos. AHTOHIMY IPUBATUBHUX IIPUKMETHHUKIB MOXKYTh OTPUMAaTH 3HaUYCHHS HEe HAsBHOCTI O3HAKH,
a 1i rimeptpogii — aHoMaJIbHOCTI BUSIBY O3HaKH. Jlekcema behaart BUpakae HaMIPHICTh BOJIOCSIHOTO
MIOKPUBY, a zahnbewehrt (Digitales Worterbuch) — po3mipy 3y0iB.

CkJ1a1H1 MPUKMETHUKH 13 COMaTHYHUM KOMITOHEHTOM TaKOXK, Ha HAIITy TyMKY, MOXYTh HaJIeXKaTH
JIo Tiepudepii JTEKCUKO-CEMaHTUIHOTO MO “Anomalie”, SKIIO MO3HAYal0Th aHOMAJIBHY a00 TIOMITHY
O3HaKYy JIFOJMHU, HaNpHUKIa: Eine schieliiugige, raffgierige Film-Mafia-Gestalt von Restaurantbesitzer
briillte mich an, ... (Digitales Worterbuch). HenepeciuHa nocrarhb BJaCHUKa PECTOPAHY IiIKPECITIOETHCS
HOT0 HEIIOJIIKOM — KOCOOKICTIO 3aBISIKH JIeKceMi schielougig.

Cepen nexcuuHHX 3aco0iB BepOamizallii aHOMaJILHOCTI, SIKi 3HAXOAATHCS Ha mepudepii mos,
penpe3eHTaTUBHUMH BHJIAIOTHCS BIAacHI Ha3BH, SIKi (DIKCYIOTh aHOMaJbHI SIBHINA 1 MATOJOTiYHI
BJIACTUBOCTI JUIs1 ileHTH(iKallil 00 €KTiB, IXHROTO BUAIIEHH i3 KJIaciB iM mofioHux. [1pu no3HayeHHi
JIFOZIMHY 3BEPTAETHCS yBara He Ha HOPMAaTHBHI SIKOCTI, a 0OMeXeHY KiIBKICTh iHIUBITyaJIbHUX O3HAK.
[NepeBaxxHo 17151 BITaCHOT HA3BM OOMPAETHCS HAMOIIBIN PO3pi3HIOBAJIbHE 200 rinmeprpodosane. Taki
BJIACHI Ha3BM HaJIeXaTb JO CKJIAJCHUX IMEHHUKIB i3 COMAaTWYHUM KOMIIOHEHTOM, HAIPHKIIAJI:
Haupt, Kopf, Bein. Jlocuth 4acTO BOHM BUHUKAIOTB i3 TIO3HAYEHHSI TIJIECHUX aHOMAITiH, HAPUKIIAI:
Breithaupt (wupoka conosa), Grofkopf (senuxa eonoea), Einbein (oowonoecuir), Krummbein
(kpusonoeuit) (Heintze, 1903).

®pazeonoriydi coMaTU3MU TaKOX BiJOOpaXKaroTh aHOMauli JIIOACHKOro Tijla. OcoOnuBicTh
(pa3eoNoriuyHUX OJMHUIIb TIOJISATAE B TOMY, III0 BOHU CBOEIO €KCIIPECHBHOIO ()OPMOIO IIPUBEPTAIOTH
yBary ajpecara JIo eBHoro 00’ exra abo sxocti (Kpeitmmn, Apkanses, Jleryuuii, [Tepesep3epa, &
Xecen, 2020). CoMaTHYHUI KOMITOHEHT € HAHOLIBII 3HATYIIOO 1 POAYKTUBHOIO YaCTHHOIO y CKJIa i
(paseosorizmi. Ppa3eosIOriyHI OMUHUII 13 COMATUIHUM KOMIIOHCHTOM IMMPOKOBKUBAHI B MOBJICHHI
Ta HasIBHI B 3HAYHII KUIBKOCTI Y (pazeosioriuHoMy oni Oyab-skoi MoBu (Ababinosa, 2015, c. 8).
Jlo Takoi rpynu MOXYTh HaJIe)KaTH B HIMEIbKiH MOBI:
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— (hpazeosoriamy, y SIKHX 1IEThCS PO BTPATy COMATUYHOTO 00’ €KTa, O¢3 SKOro iCHYBaHHS JTFOIUHA
HE MOXKJIUBE, HATPUKIIAL; j-m hat man das Gehirn geklaut — 6e3vo3ka mo0uHa (00C.: y Ko2oCb 6Kpaiu
Mo30K); jemanden kopflos machen — samypkamu 20108y (00Ca.: 3p06umu K020Cb 6e320106UM),

— (hpa3eosIori3mMu, sIKi XapaKTepU3yIOTh JTIONUHY, HAIUICHY TICBHUM TUIECHUM 00’ €KTOM Y KITBKOCTI,
sIKa TIEPEBHIIY€ HOPMY, HAIPUKITAT: auf seinen fiinf Augen sitzen bleiben — ynepmo obcmorosamu ceoe
(Ooca.: cudimu na n’smu ouax), neun Hdute haben — Oymu Oyscum (Oocn.: mamu 0es ’simob WKIp);

— (paseonorizmu, sIKi MOB’s3aHI 3 MOPYNIEHHSIM HOPM IPOSIBY TIIECHUX O3HAK, HANPUKIIAI:
Haare auf den Zihnen haben — 6ymu cocmpum na si3ux (0oci.: mamu 6010ccs Ha 3yoax); die Augen
treten j-m aus dem Kopf— y xoeocwo oui nizyme na 106 (I'aBpuck & IIpopouenko, 1981).

3Ha4yHa KUIBKICTh ()pa3eosIOTiYHUX OAMHUIIb, SKi OIMUCYIOTh TIJIECHI aHOMaii, 03BOJISIE
KiacuQikyBary iX TakoX 3a pi3HUMH TUNaMu TinecHux 00’ektiB (Kpeiimmn u ap., 2020):

— ycworo Tina: ein lebender Leichnam — sicusuti mpyn,; am ganzen Korper fliegen — mpemmimu
6CIM MINOM,;

— YacTUH TiJa, HANPUKIAA, pyka, Hora: die Augen in die Hand nehmen — nanpyscumu 3ip
(Ooca.: e3simu oui 6 pyKy; sich ein Bein ausreifsen — i3 wkipu aizmu (Ooci.. eupsamu cobi HoOz2Y);,

— OprasiB, HalIPUKJIAJ, CepIie, CUiHKa: ein hartes Herz haben — mamu xam sne cepye; j-d hat
eine trockene Leber — xmoco mobume sunumu (00CIL.. Y KO20Cb CyXa NEYIHKA);

— KICTOK: einen hohlen Schédel haben — mamu nopooicuio econosy, j-m alle Knochen zu Brei
schlagen — i0dybacumu k02ock (00C.: NOOUMU KOMYCb 6CL KICMKU HA KAULY),

— TUTCCHUX PIJWH, HANIPUKIA, KPOB, HIT: j-d hat Musik im Blut — 6ymu Oyoice my3ukanoHum
810 npupoou (00CiL.: Xmocb Mae My3uky 8 kpoei); in Schweifl gebadet sein — obrueamucs nomom;

— aHOMaJil TIJIECHUX TMOKPUBIB, HaNpUKIaJ, WIKipa, HIrTi: eine Gdnsehaut bekommen —
BKpUBAMUCS 2yCcsA40I0 wiKipoio,; j-m brennen die Négel — ne mepnumuvcsi (00Ca.: y K020Ch 20psimb
niemi) (FaBpuck & IIpopouenko, 1981).

ObroBopenns. byip-sika aHoMaJtist OB’ s13aHa 3 HAsBHICTIO MIEBHOT HOPMH, sika Oylia CTBOpeHa
B colianbHiId a00 iHTeNeKTyalbHIH mpakTuli Jroaed. KokHa Kyasrypa Mae cBOi YsIBICHHS
PO HOPMY 1 aHOMAaJIBHICTB. J[0 TOTO K YSBJICHHS PO HOPMY 3MIiHIOEThCs i3 yacoM. KokHa HOpMa
Ma€ 3araJlbHOCHCTEMHUM XapaKTep, OCKUIBKHM iCHY€ HE i30JIbOBAHO, a € CKJIAJHUKOM IIHHICHOT
KapTUHH CBITYy iHAuMBima. Hopma Ta BiaxXwiieHHs Bifg Hei SBJISIOTH COOOK0 aHTPOIMOICHTPHYHHUN
(heHOMEH JIIONICHKOT CBIJIOMOCTI, SIKWH 3aJIEXKHUTh BiJl KYJBTYpHO-ETHIYHOTO Ta 1HIMBIyaIbHOTO
ominHoro cupuitaaTTa. Jocaimkenns H. 1. ApytionoBoi (1987) moBenu, 110 KOHIENITya IbHE TOJIE
HEHOPMAaTHUBHOCTI BUKJIMKAE 3HAYHU IHTEepeC JIHTBiCTIB. DiKcallisi MOBHUX OIMHUIb, SIKI BKA3YIOTh
Ha BIJXWIEHHS BiJl HOPMHU, € CBIJUEHHSIM Cy0 €KTHBHOCTI Ta KOHOTaTUBHOCTI MOBH SK 3acO0y
B3a€MOJIi1 3 HaBKOJUIIHIM cBiTOM (/[3t00a, 2011, c. 46). OueBUAHUM € TOW (PaKT, O HE ICHYE
00’€KTUBHOT HOPMH 1 HEHOPMATHBHOCTI, 8/PKE B KOXKHIH MOBI ITIOHSITTSI aHOMAJILHOCTI IETaJi3YFOThCS
1 KOHKPETH3YIOTBCSI PI3HUMH JIEKCEMaMHU.

BucnoBku. Himerpka MoBa akTHBHO (hiKCy€e aHOMaITii HABKOJIUIIIHBOTO CBiTY, BAKOPHUCTOBYIOUH
JUIs IbOTO Pi3Hi 3acobu. Hacammepen 10 HUX Hajexarh JIEKCEMHU 13 3HAUEHHSIM ‘BiIXWIJICHHS ,
‘(benomen’, ‘nedopmartis’, ‘BiapizHsTHCS . BupakeHHs: aHOMaJIbHOCTI IIPUTAMaHHE TTapaMeTPHYHAM
MPUKMETHHUKAM, JIeKceMaM 1 ¢pa3eosiorizaMaM i3 COMaTUYHMM 3HadeHHSIM. OIHCcaHi JIEKCHYHI
i (paseosoriuHi OJMHUII 3aCBIMYMIN HE JIMIIE ICHyBaHHS NMOHATTS “Anomalie” B HIMEILKOMY
JIIHTBOKYJIETYPHOMY TIPOCTOPI, a i HallIOHAJIBHY CBOEPIAHICTh BUPAYKCHHS aHATI30BaHOTO IMOHSTT.
[epcrieKTHBHUM BHIA€THCS MOAAJBINE TOCTIHKEHHSI COMAaTUYHHUX (Ppa3eolIori3MiB, SKi OMHUCYIOTH
aHoMaJlii B HIMEIbKil MOBI, 1100 BU3HAYNTH HAHYKUBAHIII TIJICCHI 00’ €KTH.
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JIIHI'BOHAPATOJIOI'TA ITPOBUX XYAOKHIX ®OPM:
III0KAHPOBHI ACHIEKT

Abstract

This article provides theoretical and methodological foundation for linguistic narratology of ludic literary
forms. This new area of research is aimed to (i) characterize ludic models of fictional narrative from a linguistic
perspective; (ii) ascertain the specificity of ludic techniques in contemporary literary narratives; (iii) define a range
of linguistic means producing ludic effects with regard to ludic text- and sense-making in literary text. The paper
clams that ludic literary forms are the result of various fictional games. The research views ludic literary forms
within the bounds of the intentional, immanent, and receptive perspectives of literary text study. In terms
of the intentional viewpoint, ludic literary forms are considered as deconventionalized literary structures which
originate due to breaking-up conventional genre-bound narrative patterns with further elaboration of new ones
through their numerous transformations. According to the immanent approach, ludic literary forms are distinguished
by structural and semantic emergency. From the receptive standpoint, such literary forms are defined by the non-
prototypical interpretation, which results in the reconstruction of new, emergent senses and inferences. In Coetzee's
novels, ludic literary forms are created due to the manifestation of psychofictional, metafictional, and autofictional
games. Narrative gaming reveals itself via two facets — text- and sense-making. Accordingly, in Coetzee's fiction
three types of ludic literary forms were singled out: psychonarrative, metafictional, and autofictional. The paper
performs a linguistic and poetic analysis of such literary forms in terms of the "nodal points" technique and
with reference to a system of linguistic signals of psychofictional, metafictional, and autofictional games.

Keywords: linguistic narratology, narrative game, ludic literary form, ludic sense-making, ludic text-formation.

AHoTalis

CrarTs mpucBsiueHa OOTPYHTYBAaHHIO TEOPETHKO-METONOJOTIYHHUX 3acaj JIIHrBOHAPATOJIOTIi IrpOoBUX
XyAOXKHIX OpM SIK HOBOTO HAIPSIMY JIIHTBICTUMHUX PO3BIJIOK, 1[0 CIIPSIMOBAaHHUH HAa BCTAHOBJICHHS JIIHMBAJIbHUX
BUSBIB IrpOBUX MOJEJICH XyI0KHBOTO HAPATHBY Pi3HUX THIIIB, 30KpEMa B 11i0)KaHPOBOMY ACIEKTi; POSKPUTTA
CBOEPIAHOCTI peamizamii irpoBUX NPUHOMIB B ONOBIAHOMY XyAO)KHBOMY TEKCTIi; BHSBICHHS JIIHI'BaJIBHUX
MEXaHi3MiB TOPODKEHHS irpoBUX e(heKTiB y paKypci irpoBOro TeKCTO- i CMUCIOTBOPEHHS B XyHLOKHBOMY TEKCTI.
IrpoBi XymoxHi GopMH BH3HAYEHI 3 ONIAAY Ha TPU PAKypCH BUBYEHHS XYIOXKHBOTO TEKCTY — aBTOPCHKHM
(iHTeHUi{HUI), IMAaHEHTHUH Ta peLenTUBHUNA. B aBTOpPCHKil nepcrnekTBi irpoBi XyaoxkHi GopmMu mocTaroTh
K JICKOHBEHIIIOHAII30BaH1 XyIO)KHI CTPYKTYPH, SIKi BUHUKAIOTh YHACTIZOK PyHHYBaHHSA KOHBEHIIIMHIX XKaHPOBO
crenuGivHUX XyT0XKHIX ONOBIIHUX (HOPM i3 MOJANIBIINM CTBOPCHHSAM HOBHUX XYIOXHIX (OPM 32 TOIOMOTOIO
LIMPOKOTO KOJIa irpOBUX NMPHUHOMIB. 3 MO3HUIIIM IMAHEHTHOTO MiAXOAY IrpoBi XyZOXKHI (GOPMH BiA3HAYAIOTHCA
CTPYKTYPHO-CMHCIIOBOIO €MEPDKCHTHICTIO. Y PELIENTHBHOMY KITIOYi TaKUM (pOpMaM BIACTHBA HEMPOTOTUITHICTh
MOTEHLIITHOTO CIIPUHHATTS, 10 BUPAXA€ThCA B PEKOHCTPYIOBAaHHI YNTa4eM HOBHX, EMEPUKEHTHUX CMUCIIB
Ta iHdepeHUid. 3’gacoBaHO, MO0 B gociimkyBaHux TBopax Jx. M. Kyr3ee 3aBasku ncUXOHApaTUBHIM,
MeTadiKI[iOHAIbHIM Ta aBTOQIKLIOHANBHIM irpaM, IO PO3rOPTAIOTHCS B CMUCIOBIHl Ta TEKCTOTBIpHIiH
IUTOILIIMHAX, BiIOYBAa€ThCS KOHCTPYIOBAHHS 1110)KaHPOBO CrIeU(IYHNX ICUXOHAPATUBHUX, MeTa(iKIII0HATBHUX
1 aBTO(IKIIOHAIBHUX ITPOBUX XYAOXKHIX (opM. JIIHrBOIOeTONOriYHUI aHaNi3 3a3HaYeHUX XyNOXKHIX (HOopM
37AiICHEHO B TepMiHaX METOMY “‘By3/IOBHX TOUOK™ 3 ONEPTSIM Ha CyKyITHICTb JIHIBAJIbHUX CHTHAIIB IICHXOHAPATUBHOI,
MeTadiKIioOHAIBHOI Ta aBTO(DIKIIIOHANBHOT irop, 110 3HAXOAATh CBOIO MaHi(ecTalliio y TBOpax aBTopa.

KirouoBi cjioBa: miHrBOHapaToNoris, rpa, irpoBa XymOXHS (opMa, irpoBe TEKCTOTBOPEHHS, IrpoBe
CMHCIOTBOPEHHS.
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Beryn. IlpioputeTHi 3aBHaHHS HOBITHIX JIIHTBOHAPATOJNOTIYHUX, JIHTBOCTHIIICTHYHHUX
1 JIHTBOTIOETONOT IYHUX PO3BIIOK MOJIITAI0Th Y PO3KPHTTI MEXaHi3MiB TBOPEHHS XyA0)KHBOIO OIOBITHOTO
TEKCTY Ta 3’SICYyBaHHI Xy/I0XHBO-CTUIILOBOI CBOEPIIHOCTI CYy4acHOTO MUChbMEHHUKA. Taki BEKTOpH
HAyKOBHX ITOIIYKIB ITOSICHIOIOTBCS JIBOMA B3aEMOIIOB’ I3aHUMH MOTY>KHUMH IIPOLIECAMH, SIKI BU3HAYAIOTh
PO3BUTOK aHIJIOMOBHOI XyHOXHBOI JiTeparypu KiHisg XX — moyatky XXI CTONITTS — CTHIbOBa
IHAUBITyasi3allis XymoxKHiX (GopM i iX TeKOHBEHIlIOHaI3aisA Ta / a00 mepedynora. SIBuIieM, 3MaTHIM
JI0 PO3KPHUTTSI €BPUCTUYHOIO MOTEHIIANY XYIOKHBOTO TEKCTY 1 TBOPUMX MOXKIMBOCTEH MOBHOL
0COOMCTOCTI MUCHMEHHHKA, € TPa, 1110 BU3HAECTHCS KITFOUOBUM TSI TIApaMr MU JIyIMYHHUX CTY/AIH. Y napuHi
JIHTBOHAPATHBHOI “ITYTUCTUKHN JIAKYHOIO 3aJIUIIAETHCS] BUBYEHHS XY/IOKHBOT OITOBIII 3 MO3UIIIH T'PH.
Hapa3i BincyTHI JIHIBICTHYHI Mpalli, CIPSIMOBaHI Ha BCTaHOBJIEHHS 3B’ 513Ky MK THIIOM HaparHBY,
i7110/5kaHPOBO crienM(piYHINMHU ONOBITHUMHE (POpMaMH 30KpeMa, Ta BTUIEHOIO B HbOMY TI'POIO.

AKTYaJIbHICTB I1i€] HayKOBOI PO3BIIKH 3yMOBJICHa HEOOXITHICTIO BCEOIYHOTO OCHiIKCHHS
JyIMYHOT TpoOJIeMaTuKy B ii MOBHO-HApaTHBHOMY BUMIpI, 1, BIIMOBIIHO, TOTPEOOIO HAYKOBOTO
0OTPYHTYBaHHsI HOBOTO HaNpsMy JIHI'BICTHYHUX PO3BIJIOK — IH2GOHAPAMONO2IL i2POBUX XYOOIUCHIX
¢opm. AKTyanbHUMU 3aJIMIIAIOTHCS MHUTAHHS, MMOB’S3aHI 3 pO30YyJOBOI0 METOAOJOTIUHHX 3acaj
BUBYEHHS XyJAOXKHBOTO TEKCTY 3 MO3WIIH TpH, 30KpeMa 3 OIJISIIy Ha HEPO3PUBHUM 3B’S30K
MIX 11I0)KaHPOM Ta CTHJIEM XyAOKHBOTO OIMOBITHOTO TEKCTY.

AHaji3 ocTtaHHiX mocaimxkeHb i myOJikaumiii. JliHrBicTHYHA “TymucTHKA” (IMB., HAIp.,
ApyTioHoBa, 2006; I'puauna, 2008; I30ToBa, 2019; Hopman, 2006; PansieBcbka, 2014; CaHHHUKOB,
2002; Chrzanowska-Kluczewska, 2004) sik HOBa 1oCTi JHUIbKA IIAPUHA, 3 OHOTO OOKY, CIIUPAETHCS
Ha OararoacrnekTHi YsIBJICHHS PO TPy, COPMOBaHi B Pi3HHUX Tay3sX 3HAHb, a 3 IHIIIOTO — BPaXOBYE
ii cynepewmBy OHTO- 1 €MCTEMOJIOTTYHY CYTbh. Y JIIHTBICTUYHOMY KIIIOUi TPy CIIPHUMAIOThH SIK BUSIB
nynuunoi ¢yHkuii MmoH (Iak, 1998, c. 371) 1 Hali4acTIIIIe aCOIIIOIOTH 13 TBOPYUM, HECTAHAAPTHUM,
HEKaHOHIYHHUM IMHCHMOM, TOOTO TaKHMM, IO € HACTIAKOM BIIXHJICHHS BiJ MOBHOI / CTHIICTHYHOT /
MOBJICHHEBO-TIOBEIIHKOBOI / JIOT14HOT HOpMHU a00 €KCIIEPUMEHTAILHOTO BUKOPHCTAHHS Pi3HUX
MOBHUX YH MOBJIEHHEBHX ofuHUI (CkoBopomHHKOB, 2003, c. 79-80). 3 1iux nmo3uii rpa HaiieHa
Ha OararorpaHHille po3KpUTTs EBPUCTHYHOTIO OTeHHiay MoBH 1 Tekcty (babemtok, 2009; ['pununa,
2008; JIuzmoea, 2003; Chrzanowska-Kluczewska, 2004; Ryan, 2015) Ta kpeaTHBHUX MOXITHBOCTEH
MOBHOI ocoOuctocTi nmuchMeHHUKa (I3oToBa, 2019; KoporkoBa, 2015; PansieBcbka, 2014;
Yemonayposa, 2014).

Komo mpobGniem, moB’si3aHUX 13 JOCHIDKEHHSM cHenu@iky peaiizalii irop y XyaoKHbOMY
TEKCTi, € JOCUTH MUPOKUM. Hapasi rpyHTOBHO 3’sicoBaHo JiHrBonoetosnoriuny (Kopnienko, 2017;
JIuznoga, 2003; JTrokcemOypr, 1999; Crpenshukosa, 2017; Chrzanowska-Kluczewska, 2004; Ryan,
2015), minrsoctrmictiuuny (babemnrok, 2009; Paxumkynosa, 2004), minrsokpearusny (I'puauna, 2008;
KopotkoBa, 2015), ninrsonparmaruyny (Pan3zieBcbka, 2014), cemanTuko-nparmatnany (Yemomyposa,
2014) Ta niareocouiokynsryponoriyny (Kapranomnosa, 2007) cyts rpu. Po3kpurtst norpedye BiacHe
MOBHO-HapaTHBHUI BUMIp (DYHKI[IOHYBaHHS I'pH, 30KpeMa BCTAHOBIICHHS JIIHI'BaJIbHUX MEXaHI13MiB
KOHCTPYIOBAaHHSI IrPOBHX XYAOXKHIX OMOBIAHUX (DOPM B i710’KAaHPOBOMY aCIIEKTi.

Merta crartTi Ta ii 3aB1anHs. MeTa bOT0 JOCITIHKEHH MOJIATa€e B O0IPYHTYBaHHI TECOPETHKO-
METOOJIOTIUHUX 3acajl JIIHZBOHAPAMONIOZIL i2P0osUX XY0O0MCHIX ¢hopm SK HOBOTO HANPSAMY
JHHIBICTUYHHUX PO3BIJIOK.

[ocraBnena mMeTa 3yMOBMIIa HEOOXITHICTh PO3B’SI3aHHS TaKUX 3aBIaHb: 1) cUCTEMaTH3yBaTH
1 omMcaTH MiJXoH 10 pO3yMiHHS (DEHOMEHY I'pH B XYJIO)KHBOMY TEKCTi; 2) YTOUHUTH 3MiCT HOHSTTS
XyIoXHBO1 POPMH B paKypci HOBITHIX JIIHI'BOIIOETOJIOTIYHUX T4 HAPATUBHO-CTHIIICTUYHUX CTYIIN
1 BU3HAYUTU CBOEPIJHICTH ITPOBOi XyIOXKHBOI (popmHu; 3) HOSCHUTH CYTh 11110’)KaHPOBOTO aCHEKTY
BUBYEHHSI IrPOBHUX XYJOKHIX (OpM; 4) OKPECITUTH ClIelM(piKy ICUXOHAPATUBHOT, MeTa(iKIliOHAIBHOT
Ta aBTOQIKI[IOHAJIBHOT iTOp, 3aBASKU SIKMM BiJIOyBa€ThCSl KOHCTPYIOBAHHS IrPOBHX XyIOXKHIX (hopm
y pomanax J[x. M. KyT3ee; 5) ommcaru JHTBaJbHI BHSBH iI0KaHPOBO CHEIM(IYHUX irpoOBUX
XyIOXHIX (popM y ITOCIIKYBaHUX TBOPaX 3 OISy HA IrpOBE TEKCTO- T4 CMUCIOTBOPEHHSI.
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Marepianiom [uist i€l po3BiJKH CTajal BUOpPaHi pOMaHU BH3HAYHOTO MiBIEHHOA(PPUKAHCHKOTO
nmucbMennuka J[x. M. Kyrzee “Boyhood” (“JutuncrBo”), “The Master of Petersburg” (“Ociub
y IerepOyp3i”), “Foe” (“Mictep ®0”) Ta “Slow Man” (“IloBinbHa jronuHa”), 3 AKUX OYII0 BUIYYECHO
irpOBi KOHTEKCTH SIK OTlepalliiHi OMUHHUL JOCIIKEHHS IrPOBUX XyNOXKHIX (popMm.

MeTonu Ta MeTONO0JIOTisI MPOBedeHHSI TOCJTizKeHHs. [ JIHTBOMOETONOTIYHOTO aHAJI3y
i10KaHPOBO MapKOBAaHHX ITPOBHX XYAOXKHIX )OPM y pOoOOTI 3aCTOCOBYETHCSI KOMILIEKCHA METOAMKA,
110 Oa3yeThest Ha KOTHITHBHIHN Teopil po3no/iTy yBaru B MoBi i Tekcri (KyOpsikosa, 2012; Tanmu, 2006;
Schmid, 2007) Ta iHTerpye sk MpoBiAHUMN MeTox 8y31068ux mouok (I3otoBa, 2019, ¢. 13-15) i MeTomu
CeMAHMUKO-CIMUTICIUYHO20, KOMIOHEHMHO20 Ta KOHMEKCHIY albHO-IHMePnpemamugHo2o aHaizy.

Bukaan ocHoBHOro marepiaay amociimkennsi. [ToHsTTs rpu, mo moyano QopmyBarucs
11e 3a 1001 aHTHYHOCTI, NPOUIILIO JOBTHH NIJISIX CBOTO CTAHOBIICHHS 1 B HAIll Yac HAa0YJIo cTarycy
YHIBEpPCAJILHOI OHTOJIOTIYHOI Ta THOCEOJIOTIYHOT KaTeropii, ska 3aCTOCOBYETHCSI B PO3KPHUTTI
PI3HOMAaHITHUX SIBHII JIFOACHKOTO JXHUTTS. 3aBISKU CBOIH ‘“BCIONMCYIIHOCTI”, Tpa CTa€ KIIOUOBUM
KOHIENTOM JUIsl JIO1 HU3KM T'yMaHiTapHUX MUCHHMIUTIH (aHTpormoorii, ¢inocodii, corionorii,
TICHXOJIOT1, JIITepaTypO3HABCTBA TOIIO) 1 BU3HAETHCS OIHUM 13 (DyHIAMEHTAIBHUX IPHHIMITIB Oy TTS
JronMHY 1 cycninberBa (Punk, 2017, ¢. 350); iIHCTPYMEHTOM COLIAIBHOTO 1 ICUXOJIOTYHOTO PO3BUTKY
ocobucrocti (Beirorckmii, 2004, c. 200-201; OnpkonuH, 1999, c. 20) Ta YUHHUKOM ICTOPUIHOTO
1 KyJIBTYpHOTO PO3BHUTKY JrozcTBa (Xelsunra, 2011, c. 10).

Y XymOKHBOMY TEKCTI MH PO3IIIAEMO TPy B OHHIOMEMOOERICMEeMOa02IUHOMY PAKYpPCI,
110 MTO€THYE OHTOJIOTIYHE, METO/IOJIOTIYHE Ta eIiCTEMOIIOTYHE Oa4eHHs I'pH 1 0a3yeThCs HA TPOICTOMY
ii po3yMiHHI — a00 SIK OHTOJIOTIYHOT CYTHOCTI, 200 SIK €TTiCTEMOJIOTTYHOTO KOHCTPYKTY, 200 K SIK TIEBHOTO
JIOCITI THHIBKOTO TipHriioMy. TakuMm YUHOM, Tpa, TTO-TIepIlie, BU3HAETHCS IMAaHEHTHOIO XapaKTEPHCTUKOIO
XyIO)KHBOT'O TEKCTY, CIIOCOOOM HOT0 OyTTSI 3 OISy Ha BIaCTHBUI 000M npuHIMI ymMoBHOCTI (KaHT,
1994, c. 342) Ta HasBHICTH (iHOAI TX HABMKCHA Bi/ICYTHICTH) B 000X MEBHOT CTPYKTYPH Ta MPaBUII
pizHOTO cTymeHs rHy4ykocti. [lo-gpyre, rpa B XyI0KHBOMY TEKCTI PO3IIISIA€THCS SK MEBHUM
JIHIBOMOETOJIOTIYHHUH MPHUHAOM, IO TOJISITAE B CTUIIICTUYHO BMOTHBOBAaHOMY ITOPYIIEHHI MOBHHUX
Ta / abo moBneHHeBux HopMm (Hopman, 2006, c. 168; CroBopoanukos, 2003, c. 802). ITo-Tpere,
rpa € OIHUM i3 NPUHIIUIIIB XyJI0XKHBOTO TEKCTOTBOPEHHS 1 XyI0XKHBOTO cBiToMozemoBanHs (Ryan,
2015, p. 118). ITo-yeTBepTe, Ipa TIIYMAYUTHCS SAK [TEBHA KOMYHIKaTHBHA CTPATETisl, 110 3HAXOIHUTH
CBI BUSIB y TEKCTOBI/l HACTAHOBI Ha aKTHBHY B3a€EMOJIII0 3 UUTAYEM, ITiJT Yac SIKOi YUTay BUMYIICHUH
HAIpy>KeHO PO3ILTYTYBaTH irpoBi 1a0ipuHTH aBTOpchkoi po3noBiai (JltokcemOypr, 1999). HapemTi,
rpa MOCTae SIK OKPEeMHH aHAJNITUYHUHA 1HCTPYMEHTapii, 10 3aCTOCOBYETHCS JUISl TOCIIHKEHHS
XyOXKHBOTO TEKCTY.

BuBuUEeHHS CBOEPIAHOCTI BTIJICHHS TPU B PI3HOXKAHPOBUX XyNOXKHIX OIOBIAHUX TEKCTaxX
MOTHUBYBAJIO ITOSIBY HOBOT I'ajTy3i JIIHIBICTHYHUX PO3BIIOK — IEHZB6OHAPAMOIOZIT I2D0BUX XYOO0IHCHIX
¢hopm, TeOpPETHUKO-METOMAOIOTIYHUI TOTEHITIAN SKOT CIIPSIMOBAHUM Ha: 1) BCTAHOBJICHHS JIIHIBAJIBHUX
BUSIBIB iIrpOBUX MOJIENIEH XyJ0)KHBOTO HAPaTHBY Pi3HUX THIIIB, 30KpeMa B i7i0KaHPOBOMY acCIeKTi;
2) PO3KPUTTSA CBOEPITHOCTI peaizallii B OMOBIHOMY TEKCTi ITPOBHX MPHUHOMIB; 3) BUABICHHS
CYKYITHOCTI JIIHTBaJIbHUX 3ac00iB TOPO/DKEHHS irpoBHX e(]eKTiB y pakypci irpoBOro TEKCTO-
W CMUCIIOTBOPEHHS B Xy/l0XKHBbOMY TekcTi (I3oToBa 2019, c. 5).

[Minkpecnroroun JUHAMIYHAN XapakTep XyIoXKHBOI (OpMH, pO3yMieMO 1i SIK NEBHY XYIOXHIO
CTPYKTYDY, B SIKii 3aKJIaIeHO MPUHIWT / TPUHIWIIH BTUICHHS XYA0KHBOTO 3MICTY. XyI0XKHi (hOpMH,
JIe 3MiCT KOHCTPYIOETBCS 3a IIPUHIMIIAMU TPH, HA3BEMO i2posumu. Y BU3HAUCHH] iIrPOBUX XyTOXKHIX
(hopM MU BpaxoByeEMO TPH PaKypCH BUBYEHHS XYJO)KHBOTO TEKCTY — aBTOPCHKUI 200 iHTEHIIIHUA,
PELeNTHBHIH Ta iMaHEHTHUI. B asémopcukiii nepcnexmugi irpoBi XynoxHi ()OpPMHU TTyMauHMO SIK TaKi,
IO IPYHTYIOThCS Ha MPUHIIMII JIEKOHBEHI[IOHAJI3allii, IHITMMU CJI0BaMH, pyHHYBaHHI MOTEPEaHIX
KaHOHIB Xy/I0)KHBOI OTIOBi/Ii T2 CTBOPEHHI HOBHX. 3 MO3ULI IMAHeHMH020 ni0X00y ITPOBi XyNOXKHI
(OpMH BiI3HAYAIOTHCS CTPYKTYPHO-CMHCIIOBOIO €MEpKEHTHICTIO, TOOTO BUHHKHEHHSM HOBHUX
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CTPYKTYp 1 CMHCITOBHX KOMIUICKCIB. Y peuenmugnomy Karoui irpOBUM XyJI0KHIM (hopMaM BIacTHBA
HETIPOTOTHUITHICTh OTEHIII THOTO CIIPUIHSATTS, 0 BUPAKAETHCS B PEKOHCTPYIOBAHHI YUTa4eM HOBHX,
€MEpP/PKEHTHUX CMHCIIB Ta iHQEpEHIIiH.

[rpoBi MPUHLMITY BTUTIOIOTHCS B XyI0)KHBOMY TEKCTI HU3KOIO i2p06UX npuiiomia, 110 BU3HAYAEMO
sIK 00paHHit aBTOpoM crioci6 / criocodu TpaHchopmartii (repeOynoBH) XyIoKHIX (HOpM, SKi OKPECITIOIOTh
LUISIX / NUISIXY IEKOHBEHIIIOHAMI3a1lii XYJ0’)KHBOTO HApaTHBY 3a MPUHIUMNAMH I'pu. EXcIumikyroun
CBOEPIAHICTD peauizallii Tiei abo iHIIOT I'pU B XyAOKHBOMY OIOBIIHOMY TEKCTi, irpOBi IPUHOMH,
31 CBOTO OOKYy, TMpECTABIICHI IEBHUMHU i2posumu 3acodamu. OCTaHHI CTAHOBIIATH CYKYITHICTH
PI3HOPIBHEBHX JIIHTBAIBHUX OJMHUIID (JEKCUYHHX, JIEKCUKO-CUHTAKCHYHHX, CJIOBECHO-00pa3HHUX,
CIO)KETHO-KOMITO3HUIIMHUX, OTOBIAHUX) y 1X HEKOHBEHIIHHOMY BHKOPUCTaHHI, 3aBASKH SKHM
BUHHKAIOTh IEBHUH irpoBuii eekt / eekru (mpo irpoBuii edekr aus.: [30ToBa, 2019, c. 11).

VY pomanax J[x. M. Kyt3ee BHOKpeMIIeHHS i1 OIIMC irpOBHX MIPUHIIHIIIB K TIATIPYHTS (JOPMYBaHHS
IrPOBHX XyNOXKHIX (POPM 3/IHCHIOEMO 3 ypaxyBaHHsIM JBOX BUMIpiB PO3rOPTaHHS I'PH — CMUCIIOTBIPHOTO
Ta TeKcTOTBipHOTO. [lepmuii OB’ s13aHui 31 CMHUCTIONIOOYIOBOIO TEKCTY, OPIEHTOBAHOIO Ha PYHHYBaHHS
KOHBEHIIIHUX 1 CTBOPEHHSI HOBHX, EMEPIPKEHTHUX CMHCIIIB. J[pyruii — 3 MOBHIMH 3aCO0aMH TEKCTOBOT
OMOBIl i CIOKETHO-KOMITO3HUIIHOIO MOOYI0BOIO TEKCTY.

OTXe, B OCHOBI KOHCTPYIOBaHHS IrpOBUX XYIOXHIX (OpM y HOCIIDKyBaHHX pOMaHax
JIx. M. KyT3ee nexxars Tpy NPUHIMITH (IBa 3 HUX MalOTh CTOCYHOK JI0 irpOBOTO TEKCTOTBOPEHHS,
TPETIiif — IrpOBOTO CMUCIIOTBOPEHHS): 1) TpaHCchopMalii XyJoKHIX ONOBIIHUX (OpM, 110 OB’ s13aHi
3 MOPYIICHHSM MpPaBHJI X MOOYA0BH; 2) CTBOPEHHS HOBUX (irpOBHUX) XYJOXKHIX (hOPM 3a JI0ITOMOT 00
LIMPOKOTO KoJia irpOBUX MPUHOMIB; 3) MepecTpyKTYpyBaHHS CMHCIOBOTO IIPOCTOPY XYAOKHBOTO
TEKCTY il BIULTMBOM TP 3aB/ISIKH CMHCIIOBIi BApiaTUBHOCTI, ()parMEHTapHOCTI, CXODKEHHIO CMHUCIIIB,
ixHill aMOi1BaJIEHTHOCTI, HEBU3HAYEHOCTI Ta / a00 BUKPUBJIEHOCTI CMUCIIIB, 10 BUHUKAIOTH i1 4ac
peadizauii oroBinHux irop (I3otosa, 2019, c. 11).

YpaxoBylouH CIIPSIMOBaHICTh TPH HA iHAWBINYaIbHUI TBOPUMH MOLIYK, MOXKHA CTBEPIKYBATH,
IO irpoBi XyJOKHI ()OPMHU CTAHOBJIITH SICKPaBUH MPHKIIAJA 1HAWBIAyatizamii CTHIIO U KaHPY
3a MPUHIMIIAMH TPU, TOOTO MOXKYTh PO3IISAATHCS SK 1110)KaHPOBO crenudiuHi XynoxHi HOpMH.
Imioxxanp, abo iHIUBIAYyaIbHO-aBTOPChKe BHKOHaHHs meBHOro sxaHpy (FKOdepera, 2014, c. 58)
yn “BapiaHT xaHpy~ (BoBcyHiBchka, 2015, ¢.5), OXOIUIIOE iHIWBIMYaTbHO-aBTOPCHKI TBOPUI
TpaHcpopmarlii OKPeMOTo JKaHPY, 3aBIJKH SKHM IOCATAEThCS YHIKAJIBHICTh (HEMOBTOPHICTH,
CBOEPITHICTH) XyA0XKHIX TBOPIB, JIe YHIKaJIbHICTh BU3HAYAETHCS HE JIMIIE X BiAMIHHICTIO Bifl peIITH
TEKCTIB Y IUIaHi XyIOXKHBOT (POpMH, a i IEpPCIIEKTUBOIO HaJaHHsI IIMCbMEHHUKOM HOBHUX €BPUCTUYHUX
MOXKJIMBOCTEH JUIsl PO3BUTKY JKAHPOBO CHELU(IYHUX OMOBIAHUX (HOPM.

ObroBopenns. Y pomanax /Ix. M. Kyt3ee rpa BUcCTynae ixHp0r0 iMaHEHTHOIO XapaKTEPUCTHKOIO
1 aKIeHTy€e NUIIXY 1HIUBIAyaJbHO-aBTOPCHKUX IHHOBaNiWHUX TpaHchopmariii (i1io)kaHpOBO
crenudiuHUX XyT0XKHIX (opM. 3 Oy Ha Te, IO B JOCIIIKYBaHHX TBOPaxX 3HaXOISATHh CBOIO
MaHi(ecrTanito Tpu TUIH irop (IcuxoHapaTtiBHA, MeTagiKI[iOHATbHA, aBTO(IKIIOHATIbHA), MOXKHA
BUJIUIMTH, BiIIOBIHO, IICUXOHAPATHBHI, MeTa(iKIiOHAIBHI Ta aBTO(DIKIIIOHANIBHI ITPOBI XyIO0XKHI
¢dbopmu. PosrmissHeMO 1X MOKIIaHIIIE,

[cuxonapaTuBHi XymnoxHI (OPMH CTBOPIOIOTHCS 3aBISKH IICHXOHAPAaTHUBHIM Tpi, 4us CyTh
TOJIATA€E B NMEPETBOPEHHI 32 JOMOMOTOI0 HU3KH JIIHTBaJbHUX 3aCO0IB XY/I0)KHBOI OIOBIJII 3 TIOi€-
LIEHTPOBAHOI Ha TaKy, 10 CPOKyCOBAaHA HA JOCBI/II BHYTPIIIHIX [TEPEKUBAHb [IEPCOHAKEM / HAPaTOPOM
TICUXOTpaBMaTHYHUX noAid. [IcuxoHaparuBHa rpa BiJI3epKaIloe ICUXOEMOIiHI TpaHchopMmartii
0COOHMCTOCTI OMOBiaYa / epcoHaka B OIO3UIIIT “BHYTPIIIHIHN VS. 30BHIMIHIH CBIT”. TekcTOTBIpHUIA
PIBEHb TCHXOHAPAaTUBHOI TPH TIOB’S3aHUH 13 KOHCTPYIOBAHHSM IICHUXOJIOTIYHO AKIEHTOBaHUX
IrPOBHX XYHOXKHIX (POPM; CMHUCIIOTBIPHUIT — i3 pETIPe3eHTALIIEI0 TepTPOPOBAHUX IICUXOJIOT130BaHUX
XYJOXKHIX CMUCJIIB, IO TIPE/ICTABIIEH] 30HAMU CEMaHTHUKO-CMHCIIOBOI iHTPY3HBHOCTI, Jie IHTPY3UBHICTb
OIPEIMETHIOE JIECTPYKTUBHE BTPYUYaHHs 30BHIIIHIX TOIH Y BHYTPILIHIH CBIT ONOBifa4a / mepcoHaxa
1 penpe3eHTye eMpaTu30BaHi OXyI0KHEHI TICHXO0JIOTi30BaHi cMUCIH. Hampukiam:
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Sick at heart, sick in the head, sick to the bone, and, if the truth be told, sick of himself —
sick even before the wrath of God, transmitted through his angel Wayne Blight, struck him down.
He would never want to diminish that event, that blow. It was nothing less than a calamity. It has
shrunk his world, turned him into a prisoner. But escaping death ought to have shaken him up,
opened windows inside him, renewed his sense of the preciousness of life. It has done nothing
of the sort. He is trapped with the same old self as before, only greyer and drearier. Enough to drive
one to drink (Coetzee, 2003, p. 54).

dopmoto penpeserTailii HaBezeHoro GparMenTa 3 pomany “Slow Man” (“IloBinbHa aroauHa”)
€ HEeBJIaCHE-IpsIME MOBJICHHSI, SIKOMY BJIACTUBA TPAHCIIALIS AYMOK MEPCOHaXKa Yepe3 KOHTaMiHAIIifo
TOJIOCIB OITOBIIa4a 1 MepCOHaka. YPHUBOK 300paKye CTaH BiUaro JIFOMHH, K4 HAMAraeThCsl MPUHTH
JI0 TIaM’sITi ITicIIst aBapii, YacTKOBOI aMITyTallii HOTM Ta BUMYIIEHOro ycamiTHeHHs. CeMaHTHKO-
CMHCIIOBE HAIPY)KEHHS SIK O3HaKa IICUXOHAPATHBHOI irpOBOi XyI0XKHBOT (OPMH TYT CTBOPIOETHCS
KOHBEPIeHIII€I0 eMOLIIHO-3a0apBIICHOT JIEKCUKH 1 CIIOBECHOI 00pa3HocTi. Tak, IEKCHYHUI TOBTOP
MIPUKMETHUKA sick (CTpaJHULIbKHUIT), CEMAaHTUYHA CTPYKTYpa SIKOTO BKJIFOYAa€ KOMIIOHEHTH ‘suffer’
(‘empasicoamu’), ‘feel pain’ (‘siouyeamu 6inv’), ‘worry to death’ (‘6oxcesonimu 6i0 xeunoeants’)
(Rogets Thesaurus ...,2005, p. 515), inTeHCU(}iKye CTYMiHB OO0 Ta MYK, SKi IPOHU3YIOTh YCHOTO
YoJoBika — ¥Horo cepiie (heart), nymxu (head), Tino (bone). Honosik cam Bix cebe THITUTHCA (sick
of himself). HeraTuBHO MapKOBaHi CKIaAHUKU ‘misfortune’( ‘newacms’), failure’ (‘nesoaua’), ‘evil’
('6ioa’) y ceMaHTUYHIN CTPYKTYpi iIMeHHUKA calamity (7uxo) (op. cit., p. 315) moka3yroTs, mo ITon
CHPHUIHSB IO MOAII0 Y CBOEMY JKUTTI SIK CTpAIIHy Oimy.

HeraruBHuii BIUIMB aBapii Ha TNCHXOEMOLIWHHMH CTaH YOJOBIKa INEPENAETHCS CIOBECHUMHU
Metadopamu ctuckanus (It has shrunk his world) Ta yB’s3uenss (turned him into a prisoner).
Po3ymoM rosioBHUIA repoi yCBIOMITIOE, IO MIACIMBE YHUKHEHHSI CMEpTI B aBapii Majio 0 BIUXHYTH
B HBOTO HOBE, CIIOBHEHE HaMil, ®UTTA (ought to have shaken him up, opened windows inside him,
renewed his sense of the preciousness of life). Onnax ITon He B 3M031 BIIOPATUCS 31 CBOIMH €MOITISIMA
(It has done nothing of the sort), mo nepenaeTbcs Metadoporo nojony (He is trapped with the same
old self as before) Ta eniTeTaMu — NPUKMETHUKAMH BHIIOTO CTYIICHS IMOPIBHAHHS 3 HErAaTUBHUMU
KOHOTaUisIMK greyer (cipimuii) Ta drearier (CyXimmii).

MertadikuioHanpHi IirpoBi XyAokHI (OpPMH KOHCTPYIOIOTBHCS IIiJi 4Yac pPO3TOPTaHHS
MeTadiKI[ioHAIBHOI TPH, 10 0a3yEThCs Ha “‘OrOJIeHHI MTPUHOMY”’, TOOTO HABMHUCHOMY IPOTHCTABIICHHI
BuMuciTy peanbHocti (LkmoBekuit, 1925). Ti MeToto € “oroneHHs aBTOPCHKOTO CBABIIIS, BUITHHAHHS
apTe(aKkTHOT IPUPOIM TEKCTY, KUH JIUIIIC CUMYJTIOE TIHCHICTD, pEPE3eHTAIliS TBOPYOI “TPH pO3yMy”
cBoro TBopIt” (AnapeeBa, 2006, c. 97). MeTadikIlioHaIbHA I'pa HAIJICHA Ha aKIICHTOBAHE PO3MUBAHHS
pedepeHIiHHOT0 cTaTyCy XyN0KHBOTO TEKCTY, 1110 MOPOPKYE MPUHIMIIOBO HEOAHO3HAYHE CIIPUIHSTTS
XyAOKHBOT TIHCHOCTI, 3MOMIEIbOBAHOT B TEPMiHAX TPH.

TexcToTBipHUI BekTOp MeTadiKI[IOHAJIBHOI TPH CHPSIMOBAHO Ha DPI3HOMAHITHI IHHOBAILilHI
TpaHcopMmanii XyJZoXHIX OHOBITHUX (OpM, sIKi NecTabuli3yIOTh OIOBIIHY Ta CIKETHO-
KOMITO3UILIHHY CTPYKTYpH XYIOXKHBOTO TeKCTy. MeTadikiioHaibHa CMHCIONO0yI0Ba Miependadae
CTBOPEHHSI CEMaHTHKO-CMHUCIIOBOI HEOJHO3HAYHOCTI, 5IKa, 3 OHOTO OOKY, CHTHAJI3Y€ PO TIOCTa0IeHHS
pedepeHIIiiHOro CTaTycy XyI0KHBOTO TBOPY, @ 3 HIIIOTO — IMTiIKPECITIOE CKOHCTPYHOBAHICTh XYTOMKHIX
onoBimHUX (Gopm. JIIHTBATLHUMU CUTHAJIAMU CHOXKETHO-KOMIIO3HUIIIHOI i OTIOBIHOT HECTAOUTHLHOCTI
CIIyTy€e cUcTeMa JISMKTUYHMX 3MilleHb 1 nepekirodens (Stockwell, 2002, p. 47). Hanpuknaz:

‘There I lay sprawled on the hot sand, my head filled with the orange blaze of the sun, my petticoat
(which was all I had escaped with) baking dry upon me, tired, grateful, like all the saved

[...] “Castaway,” I said with my thick dry tongue. “I am cast away. I am all alone.” And I held
out my sore hands (Coetzee, 2014b, p. 5).

‘April 15th

‘We are now settled in lodgings in Clock Lane off Long Acre. I go by the name Mrs Cruso,
which you should bear in mind. I have a room on the second floor. (op. cit., p. 47).
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The staircase was dark and mean. My knock echoed as if on emptiness. But I knocked a second
time, and heard a shuffling, and from behind the door a voice, his voice, low and cautious. ‘It is I, Susan
Barton,’ I announced — ‘I am alone, with Friday.’ (op. cit., p. 113).

The staircase is dark and mean. On the landing I stumble over a body. It does not stir, it makes
no sound. By the light of a match I make out a woman or a girl, her feet drawn up inside a long grey
dress, her hands folded under her armpits; or is it that her limbs are unnaturally short, the stunted
limbs of a cripple? (op. cit., p. 153).

HaBeneni irpoBi koHTeKCTH BHOKpemiieHO 3 pomany J[x. M. Kytsee “Foe” (“Mictep ®o”),
OITOBIJIHIH CTPYKTYpi SIKOTO BIacTUBHi abipunTaM (Al-Majnouni, 2016, p. 29). Komno3utiiiiao
TBip MOOYMOBaHMUI K Cepisi PAMKOBUX HapaTUBIB, TPHU 3 KUX PEMPE3CHTOBAHO 3 MOIISTY TOJIOBHOT
repoini Cplo3eH bapToH, Tozi SIK OMOBiIau YE€TBEPTOTO JIUIIAETHCS HEBIIOMHM.

OrnoBinHa HeCcTaOlIBHICTb, 0 MaPKY€E B IbOMY pOMaHi MeTa(iKIiOHAIBHY TPY, IIPOCTEXKY€EThHCS
BHACJIIJJOK 3MIHU CHCTEMH KOOP/IMHAT OTOBIIauKy (Cy0’€KTHHX 1 IPOCTOPOBO-YacoBHX). Tak, y mepmmx
TPHOX HaBEJICHNX YPUBKaX Cy0’€KT MOBJICHHsI Toi camuii — Cbro3eH bapToH, i oco0a ineHTudikyeTsest
HU3KOI0 MOBHHUX OIUHHIIL Cy0’ €KTHOI ceMaHTHKU (I, my, me, Susan Barton). OnHak IpocTOpoBa
JIOKaJTi3allisl ONoBiavyKy Bapitoe (Bix ocTposa a0 OynnHKy Ha Kitok-neiiH, Heroaaik Bix JIoHr-akp,
i mani 1o momenkanHs Micrepa ®o), Ha M0 BKa3yIOTh JIEKCHYHI 3aCO0M MPOCTOPOBOI CEMaHTHKH
(There, the hot sand, lodgings in Clock Lane off Long Acre, a room on the second floor, the staircase).
YacoBi MOKa3HUKH B HABESACHUX YPUBKAX TAKOK € HECTATMMHU — BiJl HEeBU3HAYECHOTO (TIEPIIHI YPHBOK)
JI0 XpPOHOJIOTIYHO OKPECIIEHOTO B JpyromMy (April 15th) 1 3HOBY HeBH3Ha4YeHOTO (TpeTiii hparMeHT).

VY 4erBepTOMY IrpOBOMY KOHTEKCTI JIOKai3allisl OMOBiga4a HeBHW3HAa4YeHa il amMOiBaJieHTHa,
1[0 BUIUIMBAE 3 Cy0’ €KTHOI HEBM3HAYEHOCTI Ta YacoOmpocTOopoBoi ambiBajeHTHOCTI. Ocoba,
SIKa € Cy0’€KTOM OTIOBIiIi, PO IO CBIAYUTH Y)KUTHH TYT 3afMEHHUK [, 3a/TUIIAETHCS HEBU3HAYCHOIO
BITPOJIOBXK YCI€l OIOBIJII, ajie XTO Iek ormoBigau — HeBigoMo. [IpocTOpoBi KOOpAUHATH, SIKi MapKye€
IMEHHUK Staircase (CXOIM), OYEBUIHO, BKA3yIOTh Ha OYAMHOK, ajie¢ YMi BiH, HE PO3KPUBAETHCS.
IIpocTopoBa aMOiBaJICHTHICTh CTBOPIOETHCS BHACIIIOK TOTO, 1[0 TPETS Ta YUSTBEPTA YACTHHU IIHOTO
pOMaHy MaloTh OJTHAKOBY ITPOCTOPOBY JIoKaiizaito (7The staircase). lle nae mincTaBu NpHITyCKaTH,
110 MOfiT 3aBepUIyIOThCs B OynuHKy Mictepa ®o.

CMuCIIoBa HECTaOUTBHICTD SIK 03HaKa MeTa(iKIIOHAIBHIX ITPOBHX XYJIOKHIX (DOPM IMTPOCTEKYETHCS
B 30HaX CEMaHTHKO-CMHCIIOBOI HEBU3HAYEHOCTI, aMO1BaJIEHTHOCTI, BUKPHUBJICHOCTI. TaKi JUISTHKU TEKCTY
(OpMYIOTHCSI 3aBIISIKH iX CYO’ €KTHHM, IIPOCTOPOBO-YACOBHM, JIOTIKO-CEMAaHTHYHHUM Ta peepeHIiHIM
BusiBaM (Alber, 2014, p. 887; Marina, 2018, pp. 180-181; Richardson, 2006). Hanpukan:

I have lost my place in my soul, he thinks.

He picks up his hat and leaves the lodging. He doesn’t recognize the hat, has no idea whose
shoes he is wearing. In fact, he recognizes nothing of himself. If he were to look in the mirror now,
he would not be surprised if another face were to loom up, staring back blindly at him.

He had betrayed everyone; nor does he see that his betrayal could go deeper. If he ever wanted
to know whether betrayal tasted more like vinegar or like a gall, now it is the time.

But there is no taste at all in his mouth, as there is no weight on his heart. His heart, in fact,
feels quite empty. He had not known beforehand it would be like this. But how could he have known?
Not torment but a dull absence of torment. Like a soldier shot on the battle-field, bleeding, seeing
the blood, feeling no pain, wondering: Am I dead already?

It seems to him a great price to pay. They pay him lots of money for writing books, said the child,
repeating the dead child. What they failed to say was that he had to give up his soul in return. Now
he begins to taste it. It tastes like gall (Coetzee, 2011, p. 250).

Hageneni ypuBku BuityueHi 3 pomany JIx. M. Kyrsee “The Master of Petersburg” (“Ocinb
y [letepOyp3i”), A€ MPOBIJHUM € MOTUB HPOLIEHHS. Y TBOPi PO3NOBIAAETHCS PO CTPALIHY BTpary
OMU3BKOT JTFOMUHY 1 CIPHYMHEHE UM TOpe 1 KasTTs Ta MPO MUChbMEHHUKA, KU 3apajii TBOPUOCTI
0e3 Barasb izie Ha 3paay Haommkunx (Kannemeyer, 2012, p. 468).
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CeMaHTHKO-CMHCIIOBa HEBU3HAUECHICTh (DIHAIBHOTO (pparMeHTa poMaHy eKCILTIKYEThCS 3 OIS Y
Ha TNICUXOJIOTIYHHH CTaH TOJOBHOTO repos — ¢ikiioHanizoBanoro ®. JfocroeBchkoro. BepbaibpHo
Horo AyIIeBHUM CTaH nepenarots Metadopu Brpatu (I have lost my place in my soul), Taraps Ha cepiii
(there is no weight on his heart), nopoxuedi (His heart, in fact, feels quite empty); e CynpOBOTUTHCS
MePIENITHBHUMY 3MiHAMU — BTPATOIO YYTIMBOCTI CMaKOBUMH PELENTOPAMHU aX JI0 TOBHOTO Opaky
BOTO uyTTs (But there is no taste at all in his mouth), a TaKOX BITIyTTIM CHIIBHOTO 000 (Not torment
but a dull absence of torment).

CeMaHTHKO-CMHUCIIOBA HEBU3HAYEHICTh IOCHJIIOETHCS 3 ONISAY HAa HE3NaTHICTh YOJIOBIKa
posmi3HaBaTH BiacHi pedi (He doesn't recognize the hat, has no idea whose shoes he is wearing)
1 HaBiTh caMoro cebe (In fact, he recognizes nothing of himself; Am I dead already?). Ilepconax
BiuyBae ceOc MOpaHCHUM Ha T0JTi 000 COJIIATOM, IKHM CTIKA€e KPOB 10, OAUUTH ii, ajie He BiquyBae
6omto (Like a soldier shot on the battle-field, bleeding, seeing the blood, feeling no pain). Y takuii
Croci0 IMILTIKYEThCSI HeBU3HAYEHICTD (DiHATY [[LOTO TBOPY — 3 OIHOTO OOKY, OOCTOIOETHCS TBEPPKEHHS,
110 He MO)ke OyTH MPOILEHHS JIIONUHI, 3AaTHIN Ha 3pany (Kannemeyer, 2012, p. 468; Wilm, 2016,
p. 194), a 3 iHIIOTO — HE BUKITIOYAETHCSI UMOBIPHICTH 1i MOpATYHKY (ibid.).

ABTOQIKIIIOHANBHI iIrPOBI XyI0XHI ()OPMHU CTBOPIOIOTHCS ITiJI YaC PO3TOPTaHHs aBTO(IKI[IOHATBHOT
TpH, siKa B JociipKyBaHux TBopax [x.M. KyT3ee HallisieHa Ha JOCSATHEHHS KaHPOBOI 3MIIIEHOCTI
aBToOi0rpadhiuHOro TBOPY Ta PO3LICIVICHOCTI aBT0010rpadhiuHOro Cyd’ekra. Y TeKCTOTBIPHIH IIONIUHI
BiZIOyBaeThCsl KOHCTPYIOBaHHS aKIEHTOBAHO (DiKIIOHATI30BAHUX iHu00i0rpadiuHUX XyIOXKHIX
OIOBITHUX (OPM; Y CMHCIOTBIpHIH — CEeMaHTH4YHE PO3MUBaHHs aBroOiorpadiynoro “S-obpazy”
3a opmyno “S-Inmmit / [ami”. Hanpuxknan:

He loves to listen to his mother and his uncles going for the thousandth time over the events of their
childhood on the farm. He is never happier than when listening to these stories, to the teasing and
the laughter that go with them. His friends in Worcester do not come from families with stories like
these. That is what sets him apart: the two farms behind him, his mother s farm, his father s farm,
and the stories of those farms. Through the farms he is rooted in the past; through the farms he has
substance (Coetzee, 2014a, p. 19).

IrpoBuit edexT po3uIeIUIeHOCTI aBTOOIOrpadiuHOTO Cy0’ €KTa K O3HAKa aBTO(IKIIIOHAIBHOI IrPOBOT
XynoXHbO1 (POPMH 1IeHTUPIKYETHCSI B HaBeeHOMY YpUBKY 3 pomany Jlx.M. Kytszee “Boyhood”
(“InTHHCTBO”) 3aBASKH HENpsIMid eropeQepeHiii, IoKa3HUKaMu SKOi € TyT 0coOOBHH AeHKCcHC
(he, his, him), sKWii cUTHAJII3ye PO 3MiHY MPUTaMaHHOI aBToOiorpadivHii Mpo3i ormoBii Bij nepuoi
0co0u ONOBIIIIO BiJl TpeThOi 0coOu. TpeTst ocoba B HeBIacHe-NPSIMOMY MOBJIEHHI BXKE HE Ma€ TyT
BKa3iBHOI yHK1Ii1, a 03Hauae 0coOy, 0 € cy0’eKTOM BUCIIOBIEHHS — aBroOiorpadiune “S”, mpore
nio3uiionoBane uepe3 “Iumoro” (He, his, him). Y Takuii crioci6 cy0’eKTUBHICTH aBTOOI0TpadhiuHOTO
TBODY, IIO € 3a3BUYaii eKCILTIKOBAHOIO, IMILTIKYEThCsl. PO3MUBaHHS Cy0’ €KTUBHOI OpraHizalii 4acoBHX
KOOPJIMHAT 3MIHCHIOETHCS Yepe3 Mepexisl 3 PETPOCIIEKTUBHOTO BUKIIAMY aBTOOIOrpadpiuHuX MOmin
Ha CUMYJIBTaHHY aBTOOIOrpadivuHy OIOBI/Ib, CIIOBECHUM CHI'HAJIOM YOTO BUCTYIIA€ YaCOBHUI AEHKCHC
(loves, is, do not come, is rooted), BuUpakeHHA JiecI0oBaMHu Y (OpMi TETIEPITHHOTO Yacy.

BucnoBku. [IpoBeeHuit anaii3 nokasas, 1o irpoBi XyAoxHi (OpMH — 1€ IEKOHBEHIIIOHAJII30BaHi
iiokaHpoBo crienudivdHi XyaoxkHi Gopmu, MOOYI0BaHi 38 MPUHIUIOM TpU. TakuM XymIoxkHIM GopMam
BJIACTUBA CTPYKTYPHO-CMHCIIOBA €MEPIHKEHTHICTh Ta HEPOTOTHUITHICTh MOTEHI[IHHOTO CIPUHHSTTSL.
JIiHrBOHapaTOIIOTis IrpOBUX XyTOXHIX ()OPM SIK HOBa raty3b JIHIBICTHYHHX PO3BiZIOK c(hoKycoBaHa
Ha BUBYEHHI JIIHTBAIILHUX aCHEKTIB CTBOPEHHS W PO3YyMIiHHS IFPOBUX XYAOXKHIX (OpPM, 30Kpema
PO3KPUTTI CBOEPITHOCTI pealtizaliii B OIIOBITHOMY TEKCTI IrpOBUX HPHHOMIB Ta BUSBIEHHS CYKYITHOCTI
JIHTBAJILHUX 3aC001B MOPOKEHHSI IrpoBUX €(hEKTIB y paKypci irpOBOT0O TEKCTO- Ta CMUCIIOTBOPEHHSI.
VY nocmimxyBannx pomanax JIx. M. Kyrsee irpoBi XymoxHi (GpopMH KOHCTPYIOIOTHCS 3aBISKH
peasizarii TphOX THITIB OMOBIJHHX irOp — IICHXOHAPATUBHOL, METa(iKI[IOHATIFHOI Ta aBTO(IKIIOHAIBHOI.
IepcriekTrBY OAAIBIINX PO3BIIOK Y IIHOMY KITFO4i BOAYaeMO B IOCITIIKEHHI KOTHITUBHO-PEIIEIITHBHOTO
paKypcy BUBUEHHS iIrPOBHX XYHAOXKHIX (OpM.

53



Bicnux KHJTY. Cepis @inonocis. Tom 23. Ne 2. 2020

JIITEPATYPA

Anpapeesa, B. A. (2006). Jlumepamypuoii nappamug: mexkcm u ouckypc [Mounorpadus].
Canxkr-ITerepOypr: Hopma.

Apyrtionosa, H. /1. (2006). Buasr urpossix aevicteuii. B H. 1. Apyrionosa (OTB. pen.), Jlocuueckuii
ananus szvika. Konyenmyanvuoie nonst uepol (cc. 5-16). Mocksa: Unapuk.

Batemtok, O. A. (2009). [lpunyunu nocmmooepHicmcbko2o MeKCMOmMEOPEHHs CYHACHOT AMEPUKAHCHKOT
npo3u manoi popmu [MoHorpadis]. Iporoouu: T30B “Bumip”.

Boecynieebka, T. B. (2015). JKawmposi moougpixayii cyuacnoeo pomarny [MoHorpadis]. Xapkis:
Jlika mutroc.

Beirorckuii, JI. C. (2004). Urpa u ee poib B IcUxuyeckoM pa3Butuu pedenka. B JI. C. Beirorckuii,
Tcuxonoeus pazsumus pebenra (cc. 200-223). Mocksa: CMBICI.

lak, B. T (1998). JIronnueckast pyHKIms sA3bIKa Kak UCTOYHUK BapuatuBHocTH. B B. I T'ak, S3wvixosble
npeobpazosanus (cc. 371-373). Mocksa: 1llkoma “S3bIku PyCCKO# KYIBTYpBI”.

I'pununa, T. A. (2008). Azsixosas uepa 6 xyoosicecmeennom mexkcme [Monorpadusi]. ExarepuHOypr:
VYpanbckuii rocy1apCTBEHHBIHN MeIarornueCcKuii YHUBEPCUTET.

IzoroBa, H. II. (2019). leoposa cmunicmuka cywacnozo aneiomoHO20 XYOOICHbO20 HAPANUBY
6 JNiHesiCMuUYHOMY euceimaenni (Ha mamepiani pomanis [oc. M. Kymsee) (ABropedepar
JIOKTOPCHKOI Auceprarii). KuiBcbkuit HallioHaIbHUHN JHTBICTUYHUN yHiBepcuTeT, KuiB, Ykpaina.

Kant, U. (1994). Kpumuxa cnocobrnocmu cysicoenusi. Mocksa: ckyccTBo.

Kapranomnosa, 1. A. (2007). Jlunesucmuueckue u coyuoxyismypHoie paxmopul 1yOUdecKo20 peuesozo
nosedenus (Joxropckas auccepranus). Poccuickuii rocymapCTBEHHBIH I€JarorudecKuii
yauBepcutet umenu A. U. I'epuena, Cankr-IletepOypr, Poccuiickas ®eneparsi.

Kopuuenko, O. A. (2017). Heposass nosmuxa ¢ aumepamype. Kues: Bumasuunrso HITY
iM. M. I1. JIparomanoga.

Kopotkoga, JI. B. (2015). Anenomosna kpeamusna kapmuna ceimy y OUCKYPCUBHO-KOMYHIKAMUGHOMY
suceimnenni [MoHorpadis]. Xepcon: I'pins 1. C.

KyOpsixoBa, E. C. (2012). B nouckax cywnocmu szvixa: Koenumuenwie uccneoosanus. Mockpa: 3Hak.

JIuznosa, C. M. (2003). I pa ¢ nocmmooepricmcokomy meopi. na mamepiani meopuocmi FO. Anopyxosuua
(Kanmunmatcbka qucepTaiis). JoHeIbKui HallioHAIBHUN yHiBepcHuTeT, JJoHelbK, Ykpaina.

JIroxcemOypr, A. M. (1999). AMOUBAaJICHTHOCTh KaK CBOWCTBO HAOOKOBCKOM HIPOBOM IMOITHKHU.
Hayuno-xynomyponozuuecxkuii orcypnan, 15(21). Bssrto u3 http://www.relga.ru/Environ/
WebObjects/ tgu-www.woa/wa/ Main?textid=1694&level l=main&level2= articles

Hopwman, B. 10. (2006). Hepa na epansix sizvika. Mockpa: ®uHTa.

PanzieBcrka, T. B. (2014). MoBHa 0coOHCTICT, MOBHA I'pa, JIIHTBICTUYHI KOHIIENTH KPi3b MPU3MY
pomany B. B. HabokoBa “The Real Life of Sebastian Knight”. Bicnux Kuiscbrkozo nayionansnozo
ninesicmuunoeo yuisepcumemy, 17(1), 146-155.

Cannnkos, B. 3. (2002). Pycckuii 51361k 8 3eprajie s3u1k0801 uepbl (2-¢ u31I., UCIp. ¥ J011.). MockBa:
SI3bIKK CTaBSIHCKOW KYJIBTYDBHI.

CkoBopoaunkos, A. I1. (2003). O noHsTHH ¥ TepMUHE “SI3bIKOBast Urpa’”. Quionocuueckue HAyKu,
2, 79-87.

CrpensauxoBa, JI. FO. (2017). Uzpa xax xyoooicecmeenuviti Memoo 6 pyCCKOS3bIYHbIX POMAHAX
B. B. Haboxoea 6 konmexcme 3anadHoesponeiicKol 3CmemuKu MOOepHU3Ma U NOCMMOOePHU3MA
[Mounorpadwust]. Apmasup: PO AJICH.

Tammu, JI. (2006). denomensl BHUMaHUS. Bonpocet koeHumusHou auneeucmuku, 2(7), 23-44.

®Ounk, E. (2017). Ocnosuvie ¢hernomenvr uenoseueckoco owvimus (nep. ¢ Hem. A. B. Iapamka;
JI. 1O. ®ykcon). Mocksa: Kanou+POOU “Peabumurarnms’”.

Xeitsunra, 1. (2011). Homo ludens. Yenosex ueparowuii. Caukr-TlerepGypr: U3narensctso MBama
Jlumbaxa.

54



I3omosa H. I1. JIIHrBOHApaToIOTIs irPOBUX XYZOXKHIX (GOPM: 11i0)KaHPOBHI acTeKT

Yemonyposa, 3. M. (2014). [IparMaTnyecKue U CEMAaHTHYCCKHE acIEeKThl (PUKITHOHAIBHOU UIPHIL.
Hzeecmust Poccutickozo 2ocydapcmeentoeo nedazoeuyeckozo ynusepcumema um. A. U. Iepyena,
1, 100-107.

IxmnoBekuit, B. (1925). UckycerBo kak npueM. B B. Ilknosckuit O meopuu nposet (cc. 7-20).
Mockga: Kpyr.

OnekonuH, J. B. (1999). Ilcuxonozus uepvi. Mocksa: Biamoc.

IOdepera, E. B. (2014). Junamuxa nepugeputinbix #canpos 6 pycckoll noI3uu 6Mmopoll NoL0SUHb
XIX 6exa [Monorpadis]. Kuis: Bunasanunii nim Jmurpa Byparo.

Alber, J. (2014). Unnatural Narrative. In P. Hiihn, J. Ch. Meiater, J. Pier & W. Schmid (Eds.),
Handbook of Narratology (2nd ed.) (pp. 887-895). Berlin: Walter de Gruyter.

Al-Majnouni, A. (2016). The theory of meta-narrative on J. M. Coetzee s Foe. Middletown, De.

Chrzanowska-Kluczewska, E. (2004). Language games: pro and against. Krakow: Universitas.

Marina, O. (2018). Cognitive and semiotic dimensions of paradoxicality in contemporary American
poetic discourse. Lege artis. Language yesterday, today, tomorrow. The journal of University of
SS Cyril and Methodius in Trnava, I11(1), 179-222.

Kannemeyer, J. C. (2012). J. M. Coetzee: a life in writing. Melbourne: Scribe.

Richardson, B. (2006). Unnatural voices: Extreme narration in modern contemporary fiction.
Columbus: Ohio State University Press.

Rogets Thesaurus of English Words and Phrases. (2005). Harlow: Longman.

Ryan, M.-L. (2015). The Text as world versus the text as game. In Ryan M.-L. Narrative as virtual
reality 2: revisiting immersion and interactivity in literature and electronic media (pp. 117-136).
Baltimore: John Hopkins University Press.

Schmid, H. (2007). Entrenchment, salience, and basic level. In D. Geeraerts & H. Cuyckends (Eds.),
The Oxford Handbook of Cognitive Linguistics (pp. 117-138). Oxford: Oxford University Press.

Stockwell, P. (2002). Cognitive Poetics: An Introduction. London; New York: Routledge.

Wilm, J. (2016). The Slow Philosophy of J. M. Coetzee. London: Bloomsbury.

JUKEPEJIA NITIOCTPATUBHOI'O MATEPIAJTY

Coetzee, J. M. (2003). Slow Man. New York: Viking Penguin.

Coetzee, J. M. (2011). The Master of Petersburg. New York: Penguin Books.

Coetzee, J. M. (2014a). Boyhood. In Coetzee J. M. Scenes from Provincial Life (pp. 1-140). New York:
Penguin Books.

Coetzee, J. M. (2014b). Foe. New York: Penguin Books.

REFERENCES

Andreeva, V. A. (2000). Literaturnyj narrativ: tekst i diskurs [Monografiya]. Sankt-Peterburg: Norma.

Arutyunova, N. D. (2006). Vidy igrovyh dejstvij. V N. D. Arutyunova (Otv. red.), Logicheskij analiz
yvazyka. Konceptual'nye polya igry (ss. 5-16). Moskva: Indrik.

Babeliuk, O. A. (2009). Pryntsypy postmodernists'koho tekstotvorennia suchasnoi amerykans'koi
prozy maloi formy [Monohrafiia]. Drohobych: TzOV "Vymir".

Bovsunivs'ka, T. V. (2015). Zhanrovi modyfikatsii suchasnoho romanu [Monohrafiia]. Kharkiv:
Dika plius.

Vygotskij, L. S. (2004). Igra i ee rol' v psihicheskom razvitii rebenka. V L. S. Vygotskij, Psihologiya
razvitiya rebenka (ss. 200-223). Moskva: Smysl.

Gak, V. G. (1998). Lyudicheskaya funkciya yazyka kak istochnik variativnosti. V V. G. Gak, Yazykovye
preobrazovaniya (ss. 371-373). Moskva: Shkola "Yazyki russkoj kul'tury".

Gridina, T. A. (2008). Yazykovaya igra v hudozhestvennom tekste [Monografiya]. Ekaterinburg:
Ural'skij gosudarstvennyj pedagogicheskij universitet.

55



Bicnux KHJTY. Cepis @inonocis. Tom 23. Ne 2. 2020

Izotova, N. P. (2019). lhorova stylistyka suchasnoho anhlomovnoho khudozhn'oho naratyvu
v linhvistychnomu vysvitlenni (na materiali romaniv Dzh.M. Kutzee) (Avtoreferat doktors'koi
dysertatsii). Kyivs'kyj natsional'nyj linhvistychnyj universytet, Kyiv, Ukraina.

Kant, 1. (1994). Kritika sposobnosti suzhdeniya. Moskva: Iskusstvo.

Kargapolova, 1. A. (2007). Lingvisticheskie i sociokul'turnye faktory ludicheskogo rechevogo
povedeniya (Doktorskaya dissertaciya). Rossijskij gosudarstvennyj pedagogicheskij universitet
imeni A. I. Gercena, Sankt-Peterburg, Rossijskaya Federaciya.

Kornienko, O. A. (2017). Igrovaya poetika v literature. Kiev: Vidavnictvo NPU im. M. P. Dragomanova.

Korotkova, L. V. (2015). Anhlomovna kreatyvna kartyna svitu u dyskursyvno-komunikatyvnomu
vysvitlenni [Monohrafiia]. Kherson: Hrin' D. S.

Kubryakova, E. S. (2012). V poiskah sushchnosti yazyka: Kognitivnye issledovaniya. Moskva: Znak.

Lyzlova, S. M. (2003a). Hra v postmodernists'komu tvori: na materiali tvorchosti Yu. Andrukhovycha
(Kandydats'ka dysertatsiia). Donets'kyj natsional'nyj universytet, Donets'k, Ukraina.

Lyuksemburg, A. M. (1999). Ambivalentnost' kak svojstvo nabokovskoj igrovoj poetiki. Nauchno-
kul'turologicheskij zhurnal, 15(21). Vzyato iz http://www.relga.ru/Environ/WebObjects/
tgu-www.woa/wa/ Main?textid=1694&level |=main&level2= articles

Norman, B. YU. (2006). Igra na granyah yazyka. Moskva: Flinta.

Radziievs'ka, T. V. (2014). Movna osobystist', movna hra, linhvistychni kontsepty kriz' pryzmu romanu
V. V. Nabokova "The Real Life of Sebastian Knight". Visnyk Kyivs'koho natsional’noho
linhvistychnoho universytetu,17(1), 146-155.

Sannikov, V. Z. (2002). Russkij yazyk v zerkale yazykovoj igry (2-¢ izd., ispr. i dop.). Moskva: Yazyki
slavyanskoj kul'tury.

Skovorodnikov, A. P. (2003). O ponyatii i termine "yazykovaya igra". Filologicheskie nauki,
2, 79-87.

Strel'nikova, L. YU. (2017). Igra kak hudozhestvennyj metod v russkoyazychnyh romanah
V. V. Nabokova v kontekste zapadnoevropejskoj estetiki modernizma i postmodernizma
[Monografiya]. Armavir: RIO ALSI.

Talmi, L. (2006). Fenomeny vnimaniya. Voprosy kognitivnoj lingvistiki, 2(7), 23-44.

Fink, E. (2017). Osnovnye fenomeny chelovecheskogo bytiya (per. s nem. A. V. Garadzha;
L. YU. Fukson). Moskva: Kanon+ROOI "Reabilitaciya".

Hejzinga, J. (2011). Homo ludens. CHelovek igrayushchij. Sankt-Peterburg: Izd. Ivana Limbaha.

Chemodurova, Z. M. (2014). Pragmaticheskie i semanticheskie aspekty fikcional'noj igry. Izvestiya
Rossijskogo gosudarstvennogo pedagogicheskogo universiteta im. A. I. Gercena, 1, 100-107.

Shklovskij, V. (1925). Iskusstvo kak priem. V V. Shklovskij, O teorii prozy (ss. 7-20). Moskva: Krug.

El'konin, D. B. (1999). Psihologiya igry. Moskva: Vlados.

Yufereva, E. V. (2014). Dinamika periferijnyh zhanrov v russkoj poezii vtoroj poloviny XIX veka
[Monografiya]. Kiiv: Vidavnichij dim Dmitra Burago.

Alber, J. (2014). Unnatural Narrative. In P. Huhn, J. Ch. Meiater, J. Pier & W. Schmid (Eds.),
Handbook of Narratology (2nd ed.) (pp. 887-895). Berlin: Walter de Gruyter.

Al-Majnouni, A. (2016). The theory of meta-narrative on J. M. Coetzee's Foe. Middletown, De.

Chrzanowska-Kluczewska, E. (2004). Language games: pro and against. Krakow: Universitas.

Marina, O. (2018). Cognitive and semiotic dimensions of paradoxicality in contemporary American
poetic discourse. In Lege artis. Language yesterday, today, tomorrow. The journal of University
of SS Cyril and Methodius in Trnava, I11(1) 179-222.

Kannemeyer, J. C. (2012). J. M. Coetzee: a life in writing. Melbourne: Scribe.

Richardson, B. (2006). Unnatural voices: Extreme narration in modern contemporary fiction.
Columbus: Ohio State University Press.

Roget's Thesaurus of English Words and Phrases. (2005). Harlow: Longman.

56



I3omosa H. I1. JIIHrBOHApaToIOTIs irPOBUX XYZOXKHIX (GOPM: 11i0)KaHPOBHI acTeKT

Ryan, M.-L. (2015). The Text as world versus the text as game. In Ryan M.-L. Narrative as virtual
reality 2: revisiting immersion and interactivity in literature and electronic media (pp. 117-136).
Baltimore: John Hopkins University Press.

Schmid, H. (2007). Entrenchment, salience, and basic level. In D. Geeraerts & H. Cuyckends (Eds.),
The Oxford Handbook of Cognitive Linguistics (pp. 117-138). Oxford: Oxford University Press.

Stockwell, P. (2002). Cognitive Poetics: An Introduction. London; New York: Routledge.

Wilm, J. (2016). The Slow Philosophy of J. M. Coetzee. London: Bloomsbury.

DZHERELA ILYUSTRATYVNOHO MATERIALU
Coetzee, J. M. (2003). Slow Man. New York: Viking Penguin.
Coetzee, J. M. (2011). The Master of Petersburg. New York: Penguin Books.
Coetzee, J. M. (2014a). Boyhood. In Coetzee J. M. Scenes from Provincial Life (pp. 1-140). New York:

Penguin Books.
Coetzee, J. M. (2014b). Foe. New York: Penguin Books.

Jlama naoxoooxcennsi 0o pedaxyii 03.12.2020
Yxeaneno oo opyxy 10.12.2020

57



KanpaHos #. B. NMpe3eHTaLis HayKOBUX pe3ynbTaTiB KBAHTUTATUBHOI HOCTPATUYHOT BepudiKaLii CTyneHiB CropigHeHHSs
apasilicbKoi, iHA0EBPONECbKO | KapTBENbCbKOI MOBHMX CiMeit

YAK 81°374.4
DOI: https://doi.org/10.32589/2311-0821.2.2020.223248

A. B. KanpaHoB

KWiBCbKMIA HaLiOHaNbHWIA NIHFBICTUYHWIA YHIBEPCUTET, YKpaiHa
e-mail: skinner@ukr.net
https://orcid.org/0000-0003-2915-038X

MPESEHTALIA HAYKOBUX PE3YJIBTATIB
KBAHTUTATUBHOI HOCTPATUYHOT BEPUDIKALLIT
CTYMEHIB CMNOPIAHEHHA A®PA3INCHKOT, IHAOEBPOMENCHLKOT
| KAPTBE/IbCbKOT MOBHIWX CIMEN

Abstract

The article represents the quantitative Nostratic verification scientific results of the degrees of affinity
of the Afro-Asiatic, Indo-European and Kartvelian language families, which was carried out based on the
procedural steps of diachronic interpretation of the Afrasian *f[aJh-, Indo-European *p"éhh-ur- [*p"ahh-ur-],
*pahh-wor- and Kartvelian *px- that reach the Nostratic *p"ah- (~ * p"sh-). The methodological algorithm
has been conducted, on the one hand, for the procedure of diachronic interpretation, which involves three
stages: 1) morphological level (general morphonemic structure, quality of syllables, shifts (transitions) and
coincidences), 2) phonological level (vocal and / or consonant phonemes), alternations, modifications /
mutations of vocal and / or consonant phonemes, ictus(‘) (if any), shifts (transitions) and coincidences),
3) semantic level (content plan, archiseme(s), shifts (transitions) and coincidences), and on the other hand, for
the procedure of quantitative verification, which involves two stages: 1) matrix verification of indicators —
building a matrix of phonological, morphological and semantic shifts (transitions) and coincidences,
2) verification of degrees of affinity of Nostratic languages, i.e. establishing the degrees of affinity
of Nostratic languages in the triad 'type — metric — relationship’. As a result, it was possible to register a close
degree of affinity, corresponding to divergent-convergent development, between Afrasian *f[a]h- and
Kartvelian *px-, a distant degree of affinity, corresponding to convergent-divergent development, between
Afro-Asiatic *f[a]h- and Indo-European *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-.

Keywords: diachronic interpretation, quantitative verification, Nostratic etymon, Afro-Asiatic,
Indo-European and Kartvelian language families.

AHoTauiga

Y cTaTTi npeAcTaBfeHO HayKOBi pe3ynbTaTM KBaHTUTATMBHOI HOCTPATMYHOT Bepudikauii cTyneHis
CropigHeHHs apasiiicbKoi, iHA0EBPOMECHKOT | KapTBebCbKOI MOBHUX CiMeld, Lo 6Gyna npoBefeHa Ha OCHOBI
NpoLefypHNX KPOKIiB AiaxpoHiuHOl iHTepnpeTaui adpasilickkoro *f[aJh-, iHgoesponelickkoro *p"éhh-ur-
[*p"ahh-ur-], *p"shh-wor- i KapTBeNbCLKOrO *pX- €TUMOHIB, AIKi CAratoTb HOCTPATWYHOrO eTuMoHa *pMah-
(~ *psh-); 3aNPOMOHOBAHO METOAOMOIUHNI ANrOPUTM MPOBEAEHHS, 3 0AHOTO GOKY, NPOLEAYPN AiaXPOHIYHOT
iHTepnpeTaLii, Ska nepefdayac 3alydeHHs TPbOX CTafiid: 1) MOpPOHOMOriYHWIA piBeHb (3aralbHa MOPgOHEMHA
CTPYKTYpW, SKICTb CKNagiB, 3cyBU (nepexogw) i 36irn), 2) hoHoNoriuHui piBeHb (BOKaniyHi i / ab0 KOHCOHaHTHi
(hoHemMK, anbTepHaLii (4eprysaHHs), Mogudikauii / mMyTauii BOKaniyHMX i / ab0 KOHCOHAHTHUX (HOHEM,
ikTyc(-n) (y pasi HasiBHOCTI), 3cyBu (nepexoau) i 36iru), 3) cemaHTUYHil piBeHb (MnaH 3MicTy, apxicema(-u),
3cyBu (nepexoam) i 36iru), a 3 iHWOro 60Ky, MPOLEAYPVN KBaHTMTATWMBHOI Bepudikauii, ska nepeadavae
3a/1y4eHHs ABOX CTagii: 1) maTpuyHa Bepudikayisa nokasHWKIB — MobygoBa MaTpuui (HOHOMOTiYHKMX,
MOP(OHOMOTIYHMX | CeMaHTMYHUX 3CyBiB (MepexoaiB) i 36irie, 2) Bepudikauis CTyneHiB CMOPigHEHHS
HOCTPATUYHWX MOB — YCTaHOB/IEHHS CTYMNEHIB CrOPiAHEHHA HOCTPATUYHMX MOB 3a TPiafioro 'TUM — METPUKa —
BiJHOLIEHHS'. Y pe3ynbTaTi BAANOCA 3apeecTpyBaTu 6GAM3bKUIA CTyMiHb CMOPIAHEHHS, WO BigMoBifae
[VBEPreHTHO-KOHBEPreHTHOMY PO3BUTKY, M Adp *f[aJh- “rpitw, HarpiBatu, ropitu; BOroHb, Byrinns”
i KapT *px- “Tennnii (npo norogy)”, AaneKkwil CTymMiHb CMOPigHEHHS, WO BiANOBIAaE KOHBEPreHTHO-
[AMBEPreHTHOMY po3BUTKY, Mix Adp *f[a]h- “"rpitw, Harpisati, ropiti; BoroHb, Byrinna" i 1€ *p"éhh-ur-
[*p"ahh-ur-], *p"shh-wor- “BoroHb".

KnoyoBi cnoBa: fiaxpoHiyHa iHTepnpeTalis, KBaHTMTaTWBHa Bepudikalis, HOCTPaTUYHWUIA E€TUMOH,
ahpasiiicbKa, iHA0EBPOMECHKA | KapTBEIbCbKa MOBHI CiM’T.
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Bctyn

CbOrofieHHWA CTaTyc HOCTPATMYHOI Teopil MOXOMKEHHS MOB MOXe BYTV 0XapaKTepu3oBaHuii
Yy Mexax KOFHITMBHOT MakpokomnapatuBicTuku (B. A. An6o, A. B. [JonrononbCbKui,
B. M. Inniy-CgiTny, C. A. CtapocTiH, B. A. TepeHTbeB, C. €. fxoHTOB, A. R. Bomhard,
H. Pedersen Ta iH.) SiK TakuiA, LLO Mae CBOK Teopito i MeTogonorito. Cnpasai, MeToA0MOris
[OCAIMKEHHS HOCTPATUYHOro Matepiany opmyBasaca NPOTArOM OAHOIO CTOAITTA, MOYMHAKYM
we Big npaub X. MegepceHa i 3akiHuytoun npauyamm A. P. bomxapaa Ta iH., e OCHOBHY yBary
6yno 3ocepemkeHo Ha ABOX nigxofax: 1) meTon AiaxpoHiuHoi iHTepnpeTauii O. CemepeHbi,
2) MeTo/, MacoBOro nopiBHAHHS K. [piHbepra. MepLunii i gpyruit MeToan AoTenep € Takumu,
AKi BUMaratoTb J0AaTKOBOT apryMeHTaLii i MOACHEHHS OKPeMUX TXHIX NOMIOXKEeHb, 30KpemMa B nnaHi
BCTAHOB/IEHHS 3aKOHOMIPHUX MOMEHTIB (Hanpuknag, oHONOrYHMX ((DOHETUYHKX) Ta iH. 3aKOHIB),
AKi 3MOr/IM 61 3acBigYMTK NPO BIAMOBIAHMIA CTyMiHb (6M3bKUIA 260 Aanekuii) cropigHEeHHs
HOCTPaTUYHMX MOB i He TiNIbKW.

Taka noctaHoBKa Npo6siemMu NpuBena f0 NPeAcTaB/ieHHs BMACHOT (ABTOPCLKOI) METOAO0/OrivHOT
YCTaHOBKM A0 peecTpauii 6/13bKOro i [Janekoro CTYMeHiB CMOPIAHEHHS HOCTPATUYHUX MOB,
[ K/UY0BOK O6yn0 BM3HA4YeHO MNpouefypy KBaHTUTATMBHOT Bepudikauii SK Takoi, Lo [gae
3MOry MpefcTaBUTW HayKOBi pe3ynbTaTh CMopigHEHHS MiXX adpasiicbkoto, iHA0EBPOMNENCHKO
i KapPTBE/bCbKOT MOBHUMU CiM’SIMU.

MeTa i 3aBaHHs. MeTa cTaTTi — 34iCHATM NpoLeaypY KBaHTUTATMBHOI BepudikaLlii 6/1M3bK0ro
i JaNeKoro CTyneHs CrnopigHeHHs MiX adpasificbKoto, iHA0EBPONENCbKOK i KapTBeNbCbKOT MOBHUMM
CIM’IMM Ha OCHOBI MpeACTaBfEHNX HAYKOBMX pe3ynbTaTiB Bif AiaxpoHiYHOI iHTepnpeTauii
HOCTPaTUYHOTO eTUMoHa *p"ah- (~ *p"sh-) “BOroHb Ta iH.”.

3aBaHHSA:

— 3anponoHyBaTV MeTOAO0/OTIYHUIA a/IrOPUTM NPOBEAEHHS NMPOLEAYPY AiaxPOHIYHOT iHTeprpeTawii
i KBAHTUTATMBHOT BepUDiKaLLiT;

— 34IACHMTN Mpoueaypy AiaxpoHiYHOT iHTepnpeTayii (QOHONOTIYHUX (POHETMYHMX),
MOPMOHONOTYHUX | CEMaHTUYHMX NPOLIECIB Y HOCTPATUUHOMY MaTepiani;

— 3[iACHUTY NpouUeaypy KBaHTUTATMBHOI Bepudikauii CTyneHiB CnopigHeHHs adpasilficbKoi,
iHA0EBPONECHKOT | KapTBEbCbKOI MOBHUX CiMEN.

MeTogonoris. KomnnekcHa MeToAMKa BUMIPHOBaHHS CTYMEHIB CMOPIAHEHHS HOCTPATUYHMX
MOB Y NpoekLUii go Hoctp *HuKa “oko, 6auntin”, Hoctp *wol[a] “Benunknii”, Hoctp *wete “Boga”,
Hoctp *p"ah- (~ *p"ah-) “BoroHb”, HocTp *marV “nepeBo” cKnajaeTbest 3 4BOX (2) MOCNiA0BHNX
TEXHIK aHani3y HOCTpaTMYHOrO MaTepiany Ha ABOX (2) TpaekTopisx pyxy: 1) BepTuMKanbHa —
3B’30K HOCTPATUYHOIO €TUMOHAa i eTUMOHa(-iB) Ha piBHI CiM’T; 2) ropu3oHTa/lbHa — 3B’A30K
eTUMOHIB Ha piBHi CiM’T.

MepLumniA METOAO/ONIYHWIA anropuTM — TEXHIKY AiaXpPOHIYHOI iHTeprnpeTawii 3cyBiB (Mepexofis)
i 36iriB Ha (DOHONOriYHOMY, MOP(OHOMOrIYHOMY | CEMAHTUYHOMY PIBHSAX Y HOCTPATUYHOMY
martepiasnit 6yn10 BUKOHAHO B Tpu (3) NocnifoBHi cTagii.

MepLua cTagist — MOPGOHONOTIYHWMIA piBEHb — CKNAAAETLCA 3 TPLOX (3) NPOLEAYP AiaxpPoHiYHOT
MOPMOHONOriYHOT iHTepnpeTauii (AM®I) topmanbHOro acnekTy HOCTPaTMYHOrO MaTepiany:
nepLa npoueaypa nepLoi cTagii — AM®I 3aranbHoi mophoHeMHoT CTpyKTypr (3M®PC), 30Kpema
MOpP(OHEMHOI BY10BM OCHOBHOT (hopMaibHOT KaTeropii — KopeHs (Mopd / npamopd) | 4oAaTKOBOI(-1X)
thopmanbHOi(-nx) KaTteropii(-i) — npedopmaHTa i / abo nocthopmaHTa (Cyémopd) / npacyomopd)
i T. iH. AN BCTaHOBMEHHS AiT OAHOro i3 3aKOHIB Yy Mexax 3M®C: 3akKOH Npo ABOX-, TPbOX-
i GinblleeneMeHTHI CTPYKTypW; apyra npouefypa nepwoi cTagii — AM®I sakocTi cknagis
[N BCTAHOB/MEHHA AiT 04HOro i3 ABoX (2) 3akoHIB y Mexax 3M®C: 3aKoH Npo BigKpuUTUiA
i / abo 3aKpUTWi1 CKNagw; TPeT#A npouedypa nepwoi cTagii — AM®1 AK i K4, / K4 i AK 3cysiB
(nepexogiB) i 36iris Ha MOP(OHONOTiYHOMY PiBHI Ha BOX (2) TPAEKTOPIAX pPyXY.

! 3 opHoro 6oKy, MpPaMOBHOro(-ux) BiANOBiAHMKA(-iB), MOYMHAKOYW Bif, HOCTPATMYHOrO ETUMOHA i 3aKiHuylun
eTUMOHOM(-aMu) Ha piBHi rpyn(-1), a 3 iHLWOro 60Ky, MOBHOTO(-1X) BiANOBIAHMKA(-iB) Y MEXax KOXHOI OKPeMOT MOBU.
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[pyra cTtagis — (oHonoriyHniA piBeHb — cknagaeTbcs 3 M’AT (5) nNpouedyp AlaxpoHiyHOT
(hoHonoriyHoi iHTepnpetayii (4P1): nepwa npouesypa apyroi cTagii — AP BoKanivyHMX
i / 260 KOHCOHAHTHMX (POHEM Y HOCTpaTUYHOMY MaTepiani Ans HafgaHHA (POHETUKO-(POHONOT IYHNX
XapaKTepUCTUK BOKaNiYHKX i / ab0 KOHCOHAHTHUX (HOHEM, a TaKOX MO3WLiAHOT i ANCTPMOYLiHOI /
KOMOGIHaTOPHOI XapaKTepUCTUKK; apyra npoueaypa apyroi cTagii — APl anbTepHauili (YeprysaHb)
(y pasi HasiBHOCTI) y HOCTpaTUYHOMY MaTepiai ans qikcauii moangikauii / MyTauiil BOKaivHMX
i / ab0 KOHCOHaHTHMX (hoHeM; TPeTA npouedypa apyroi cTagii — APl mogudikauin / myTauii
BOKa/liYHMX | / ab0 KOHCOHAHTHWX (JOHEM AN BCTAHOB/EHHA (DOHOMOTIYHUX (DOHETUYHMX)
3aKOHOMIPHOCTE Yy BOKafi3Mi i KOHCOHaHTWM3Mi; yeTBepTa npoueaypa Apyroi cragii —
Ad1 iktyca(-iB) (y pasi HasBHOCTI) /11 BCTAHOBNEHHS MPOCOAMYHO-aKLEHTYaLiiHMX NPOLECIB;
n’aTa npoueaypa gpyroi ctagii — APl AK i KA / K4 i AK 3cysiB (nepexogis) i 36iris
Ha (hOHONOriYHOMY PiBHI Ha ABOX (2) TPAEKTOPIAX PyXy.

TpeTa cTagis — ceMaHTWYHUIA PiBEHb — CKNAJaeTbCsl 3 TPbOX (3) mpoueayp AiaxpoHiyHOT
cemMaHTM4HoiI iHTepnpeTayii (ACI): nepwa npouesypa TpeTboi cTagdii — ACI nnaHy 3micty
ONs BCTaHOBNeHHA apxicem(-u); gpyra npouegypa TpeTbol cTagii — ACI apxicem(-u)
[N BCTAaHOBMIEHHS OAHOIO 3i CTYMEHIB iX 3iTKHEHHS: 61M3bKe, Aaneke, HOBe; TPeTS npouedypa
TpeTboi cTagii — ACI AK i K4,/ K4 i AK 3cysiB (nepexoaiB) i 36irie Ha ceMaHTUYHOMY PiBHi
Ha ABOX (2) TpaeKTopisx pyxy.

Opyruii MeToAoNoriYHMA anroputm — TEXHIKY KBaHTUTATMBHOI Bepudikauii CTyneHis
CMOpiAHEHHS HOCTPATUYHMX MOB O6Y/10 BUKOHAHO B ABi (2) nocnifgoBHi cTagii.

Meplia cTagia — maTpuyHa Bepudikalis NOKasHUKIB — NobyaoBa MaTpuui OHOMOMIYHKX,
MOP(OHO/OTIYHUX | CEMaHTUYHKX MEPEXOAIB, WO MICTUTL Tpu (3) NpoUeAypw: AKLLO Ha nepulii
npoueaypi nepLioi cTagil 6yayemo MaTpuLo A1 HOCTPATUYHOT CTaTTi (HOCTPATUYHOrO Matepiany)
3 NOPOXHIMU KNiTMHAMK; Ha ApYrii npoueaypi NepLuoi cTagii 3aHOCMMO MO FOPU30HTaTI (POHETUYHI,
MOP(OHO/OTIYHI Ta CEMaHTUYHI Mepexofun; TO Ha TPeTiil npouedypi neplioi cTagii 3aHoCKMO
Mo BepTWKaJli MOBHi 11 / a0 MpaMOBHI BigNOBIgHMKMN.

[pyra cTtagia — Bepudikayis CTyneHiB CNOpPiAHEHH HOCTPATUYHUX MOB — YCTAHOBJ/IEHHS
CTYNEHIB CMOPIAHEHHS HOCTPATUYHMX MOB 3a TPiafoH 'BifAHOLLEHHS — METPMKA — TUM', WO MICTUTb
Tpu (3) Npoueaypw.

Ha nepuwiii npoueaypi Agpyroi cTagii 6yn0 BCTAHOBMEHO BIAHOLIEHHS — TpMBIa/bHI
i / ab0 KOHBEHLiOHa/bHI — | METPUKY — 6/IM3bKY i / abo AaneKy — CMopigHEHHS HOCTPaTUYHNX
MOB 3a MaTeMaTn4Ho (opmynoto I'. B. PayweH6axa (1985):

>

a+b+c,

ne a (abo b) — Habip npouecis, wWo ¢ikcytoTbcd B X (MoBa i / abo npamoBa Ne 1),
ane He qikcytoTbcst B Y (MoBa i / abo npamoBa Ne 2) (abo HaBmaku), ¢ — Habip npouecis,
Lo 36iratotbes B X i Y. CyMa (a + b + ¢) fopiBHIOE 3araibHOMY Habopy NPOLECiB .

Ha pgpyriii npoueaypi Apyroi cTagii 6yno BCTaHOPBAEHO TWUM CMOPIAHEHHS HOCTPATUYHMX
MOB — nepeBaxaHHA AK (cybcTpaTHuin nposB) Hag K[, (cynepcTpaTHuii NposiB) / nepeBaKaHHS
KA, (cynepcTpaTtHuii nposB) Hag AK (cybcTpaTHWiA NposB) — 3a 4ONOMOTOH ABOX (2) afropuTMmiB:
1) enekTpoHHMIn KanbkynsTop B. I. SleeHwTeliHa (URL: https://calculatorium.ru/text/levenshtein-
distance) — ang 064YMCNEHHA (POHOMOTIYHUX | MOPQOHOMOTIYHNX MOKa3HWKIB; 2) MaTeMaTuyHa
topmyna T. CopeHceHa — Anst 06YMCNEHHSI CEMAHTUYHMX MOKa3HMKIB (CeMaHTWYHOI BiAcTaHi /
aucTaHuiv):

p=1-E4
A+B ,

[e ¢ no3Hayae CnifbHi 3Ha4YeHHA, a A (MoBa i / abo npamosa Ne 1) + B (moBa i / abo npamoBa
Ne 2) — cymy fgediHiLii 3icTaBNtOBaHMX 3HaYeHb KOMMNAPaHTIB Y 3aaHiil KiflbKOCTI.

Ha TpeTill npoueaypi apyroi cTagii 3aiicHeHO peecTpauito ABOX (2) CTyneHiB CropigHeHHS
HOCTPaTUUYHMUX MOB Ha OCHOBI OTPUMAaHWX Pe3ynbTaTiB Nif Yac ABOX (2) nonepeaHix npouesyp:
1) TpuBiasibHI BifHOLWIEHHS i3 (ikcauielo 65M3bKOT MeTpuku: 3a [. B. PaylueH6axom,
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i3 pediepeHTHUM iHTepBasloM = Hmkde 0,30, cyma MOKasHWKIB 3a B. l. JleBeHLITEAHOM
i T. CopeHceHOM i3 pepepeHTHUM iHTepBasioM = BuLle 3,20; 2) KOHBeHUioHa/bHI BijHOLLEHHS
3 (pikcaLieto fganekoi MeTpuku: 3a . B. PayweH6axom, i3 pedepeHTHUM iHTepBasiOM = BuLLe
0,30, cyma nokasHukiB, 3a B. I. JleBeHwwTeHOM i T. CopeHCeHOM, i3 pehepeHTHUM iHTepBasiOM =
Huxye 3,20.

Pesynbtartu.

JliaxpoHiuHa iHTeprpeTaLis HocTpaTUYHOro apxetuny *p"ah- (~ *p"sh-) “BoroHb Ta iH.”
(3a Bepcieto A. P. bomxapaa)

HocTtpatnuHa Adpasilicbka IHaoEBpONecbKa KapTBesbcbka
MaKpocim’s (ceMiTO-XamMiTCHKA) CiM st cim’s cim’s
nB M3 nB M3 nB ns3 nB M3
*pah - “rpitu, *f[a]h- “rpitu, *p"éhh-ur- |“BoroHb”| *px- | “Tennuii
(~ *p"sh-) | HarpiBaTy, Harpisaty, |[*p"&hh-ur-], (npo
ropiTu; ropitn”, | *p"shh-wor- norogy)”
BOTOHb, “BOrOHb,
nonym’s, Byrinns”
ickpa”
*ph *f *ph *p
*al* *a *al*el*s
*‘h *‘h *h *X

(Bomhard, 2018, Vol. 3, pp. 158-159)

MopdoHoorivHi npoecu.

3MC Hoctp *p"ah- (~ *p"sh-) Bignosigae cTpykTypi HocTp *CVC- (~ *CVC-), fe OPK — Hoctp
*p"ah- (~ *p"sh-) — HocTp *CVC- (~ *CVC-), 3acBifuytoum Npo Ait0 3aKOHY NPO TPbOXENEMEHTHY
CTPYKTYPY, & TaKOX 3aKOHY NP0 3aKPUTUIA CKIag,

3MC Adp *f[a]h- BignoBsigae cTpykTypi Adp *CVC-, ge OPK — Adp *f[a]h- — Adp *CVC-,
3aCBifuytoun Npo Ait0 3aKOHY NPO TPbOXENIEMEHTHY CTPYKTYPY, a TaKOX 3aKOHY Mpo 3aKpuTwit
cknag. Mpu upomy 3MC npamoBHMX BignoBigHMKiB — Cem *pah-am, LleHTpYag *?a-flwa]- —
BiANOBifaloTb CTPyKTypam Cem *CVCVC, ge O®K - Cem *pah- — Cem *CVC-, LleHTpYag
*CVCCV-, ge OPK - UeHtpYan *?a-f- — LleHTpYag *CVC-, 3acBifuyroun npo [it0 3aKOHY
MPOo TPbOXENEMEHTHY CTPYKTYPY, & TaK0oX 3aKOHY NpOo 3aKpUTUIA CKNag.

BapTo 3a3HauuTy, Wo *Va y LleHTpYan *7a-f[wa]-, iMoBipHO, MOXe BifnoOBigaTu npouecy
npotesu (Big rpeu. mPObeolc, BYKB. — nocTaHoBKa norepefy) — MosiBa [0JATKOBOrO 3BYKY
Ha no4yaTky cnosa. Lito nosuuito Takox nigtpumye B A. P. Bomxapg (2014).

3MC 1€ *p"éhh-ur- [*p"&hh-ur-], *p"shh-woér- Bignosigae cTpykTypi 1€ *CVCCVC-
[*CVCCVC-], *CVCCCVC-, ge OPK — IE *p"éhh- [*p"ahh-], *p"shh- — 1€ *CVCC- [*CVCC-],
*CVCC-, 3acBifuytoun npo Ait0 3aKOHY NP0 YOTMPbOXENEMEHTHY CTPYKTYPY, a TakOoX 3aKOHY
Npo 3aKpWUTWIA CKNag.

3MC Kapt *px- Bignosigae cTpykTypi Kapt *CC-, ge OPK - KapT *px- — Kapt *CC-,
3acBifuytoumn Mpo [Ait0 3aKOHY MPO ABOXENIEMEHTHY CTPYKTYPY, & TakoX 3aKOHY Npo 3akpuTwuii
cKnag.

YcraHoBneHi OPK ana HOCTE *p"ah- (~ *p"ah-) i loro npamoBHMX BianoBiAHNKIB Adp *f[a]h-,
I€ *p"éhh-ur- [*p"4hh-ur-], *p"shh-wor-, KapT *px- fatoTb 3MOry MPOCTEXWUTU AiaxXpoHiuHi
AMBEPreHTHO-KOHBEPreH THI MOPOHONOriUHI NEPeXoau: 3aKOH MPO TPbOXENEMEHTHY CTPYKTYPY:
Hoctp *p"ah- (~ *p"ah-) — HocTp *CVC- (~ *CVC-) > 3aKOH NpO ABOXENEMEHTHY CTPYKTYPY:
KapT *px- — KapT *CC- / 3aKOH MpO YOTUPbLOXeNeMeHTHy cTpykTypy: I€ *p"éhh- [*p"ahh-],
*pahh- — 1€ *CVCC- [*CVCC-], *CVCC-; fjiaxpOHi4Hi KOHBEPreHTHO-A1BEPreHTHi MOP(POHONOTiUH
36irn: 1) 3aKOH MPO TPbOXENEMEHTHY CTPYKTYPY, 2) 3aKOH MpO 3akpuTuiA cknag: Hoctp *L:)hah-
(~ *p"ah-) — HocTp *CVC- (~ *CVC-) (1, 2) > Adp *fla]h- — Adp *CVC- (1, 2) / 1€ *p"éhh-
[*p"ahh-], *p"shh- — IE *CVCC- [*CVCC-], *CVCC- (2) / KapT *px- — KapT *CC- (2).
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YctaHoBneHi O®K gna Adgp *f[aJh- | oro npamoBHMX BignosigHukiB Cem *pah-am,
LleHTpUap *7a-flwa]- paoTb 3MOry npoCTeXXUTW [iaxpoHiYHi KOHBEPreHTHO-AMBEPreHTHi
MOPOHONOTiYHI 36iry; 1) 3aKOH MPO TPbOXENEMEHTHY CTPYKTYPY, 2) 3aKOH NP0 3aKpUTWIA CKNag;
Adp *f[a]h- — Adp *CVC- (1, 2) > Cem *pah- — Cem *CVC- (1, 2) / LleHtpYag *?a-f- —
LleHTpYag *CVC- (1, 2).

(DOHOI'IOI'ILIHI (OpOHequHl) npoLecy y BOKaniaMi i KOHCOHaHTU3MI.

Hoctp *p"ah- (~ *p"sh-) Bino6paxae hoHonoriuHi (OpOHequHl) npou,ecm y BOKasli3mi: 1) npou,ecm
3a pﬂp,om (hiKCYEMO LieHTpasIbHUiA 3CYB ANs *a (HOCTp p"ah- (~ *p"sh-)), *a (HOCTp p aﬁ (-~

*p"ah- )) 2) npouecu 3a I'II,CI,HeCEHHFIM qamcyemo HWXKHIl 3cyB ans *a (Hoctp *p"ah- (~ *p"ah-)),
cepepHiii 3cyB ana *s (Hoctp *pah- (~ *p"oh- Z) 3) npouecu na6|an|3au,|| / nenabianizaLii:
hikcyemo fenabianisosaHy *a (Hoctp *p"ah- (~ p'ah-)), *a (HOCTp p ah (=™ P "ah-)).

MpamoBHi BignoigHnku Adp *f[a]h-, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- Blp,06pa)KaIOTb
thoHonoriyHi (hoHeTUYHI) npou,ecm y BOKaJ'II3MI 1) npouecm 3a pFI,CI,OM (hikcyemo Ll,eHTpaI'IbHI/IVI
3CyB Ans *a (Aqu *flaJh-; 1€ *p"éhh-ur- [*p"ahh-ur-]), *s (1€ *p"shh-wér-) / nepepgHiit 3cys
ans *e (1€ *p" ehh -ur-); 2) npoec 3a NiJHeCeHHAM: tbchyelvlo HWKHIT 3cyB ans *a (Adp *f[aJh-;
I€ *p"éhh-ur- [*p"ahh-ur-]) / cepegniii 3cys ans *e (I€ *p"éhh-ur-), *a (IE€ *p ahh—wor) 32 npoLecu
naGianisaLjii / aenaGianisayji: dhikcyemo aenabianizoaHi *a (Adp *f[a]h-; 1€ *p"éhh-ur- [*p"ahh-ur-]),
*e (1€ *p"éhh-ur-), *s (1€ *p"shh-wor-).

YCTaHOB/EHI BULLE (POHOMOTiYHI ((DOHETMYHI) MPOLIECU Y BOKaNi3Mi Jat0Tb 3MOTY MPOCTEXNUTU
[iaxpoHiYHi AMBEPreHTHO- KOHBepI'EHTHI chHonorNHl (choHeTMYHI) nepexo,uH npoLecK 3a psagom:
LeHTpaNbHWiA 3cyB ans *a: Hoctp *p"ah- (~ *p"ah-); *a: HocTp *p"ah- (~ *p"sh-) > nepeaHiii cys
Ana *e: 1€ *p"éhh-ur-; giaxpoHiuHi KOHBEpreHTHo- QVBEPreHTHI (pOHonorqul (hoHeTUYHI) 306iru:
1) npou,ecm 3a pFI,qOM LeHTpa/IbHWiA 3CyB Ans *a > *a: HOCTp p'ah- (~ * p "sh-) > Adp *fa]h-;
I€ *p"éhh-ur- [*p"ahh- ur] / *a > *3: HocTp paﬁ ~* p "ah-) > 1€ *p"shh-wor-; 2) npou,ecm
3a nl,u,HeceHHﬂM HWDKHIV 3cyB gns *a: HocTp * p ah (~*p eh -) > *a: Adp *f[a]h-; 1€ *p"éhh-ur-
[*p ahh-ur-]) / cepegHiit scyB ana *a: Hoctp *p"ah- (~ *p"sh-) > *e: 1€ *p ehh -ur- / *3: 1€

pahh wor-; 3) npouecu na6|an|3au,|| / ,qena6|an|3au,|| ,u,ena6|an|303aHa *a: HOCTp *p"ah-
(~ p'ah-) > *a: Aq)p *f[a]h-; 1€ *p"éhh-ur- [*p"ahh-ur-] / *a: Hoctp *p"ah- (~ *p"sh-) > *e: 1€
*p"éhh-ur- / *a: 1€ *p"ahh-wor-.

HasiBHICTb BOKaNiuHOi LEHTPaIbHOro psifly HWKHBOTO NigHeceHHs*a y HocTp *p"ah- (~ *p"ah-
) i / abo cepegHLOro I'Ii,qHGCEHHH *3 y Hoctp *p"ah- (~ *p"ah-) NOACHIOETLCA ANCTPUBYTUBHOO
XapaKTEPUCTUKOKD (DOHEM, fKi iT OTOYYHOTb: NOYaTKOBA KOHCOHaHTHa *p" 3a cNOCO6OM TBOPEHHS
€ MPOPMBHOI, TOMY nepexw, 3rafaHux (oHem y *e B I€ *p"éhh-ur- cnpuuMHeHo BNAVBOM
Nno4aTKoBOro 6|na6|aan0ro* (Fortson, 2004, 61-62).

Hoctp *p"ah- (~ *p"sh-) Bl,u,o6pa>|<ae thoHonoriyHi (POHETNYHI) NpoLecH B KOHCOHAHTU3MI:
1) npou,ecm 3a Micuem i cnocobom TBOPeHHS: AKWO Ha noyatky 3MC ikcyemo binabianibHy
npopuBHY *p, T0 B KiHUi 3MC — thapuHransHy quMKaTMBHy *h; 2) npoLecn 3a y4acTro rosiocy
n wymy: qukcyeMO rnyX| AK Ha noyatky 3MC ,qnﬂ p TaK i B KiHUi 3MC ans *h (nouatok 3MC:
HocTp *p"ah- (~ p eh) KiHeup 3MC: Hoctp *p a’h (~ *p"ah- ))

MpamoBHi BignosigHnkn Adp *f[alh-, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wér-, Kapt *px-
Bifl0OpaxaroTb (YOHONOTIYHI (DOHETMYHI) NPOLECU B KOHCOHAHTM3MI: 1) npouecy 3a MicLeM
i CNOCO60OM TBOPEHHS: SKLLO Ha noanK 3MC tplkcyelwo na6|o,c|,eHTaany thpukatuery *f (Adp
*f[a]h) 6ina6iaany NpopuBHY *p / * p (1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-; KapT *px-),
TO B KiHUi 3MC - BEﬂﬂpHy ¢)pV|KaTV|BHy *x (KapT *px-), thapuHranbHy tpukatmeHy *h (Adp
*fla]h-; 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-woér-); 2) npouecn 3a yl-iaCTIO ronocy VI LyMmy:
(plkcyemo rnyxi sk Ha nouyatky 3MC gna *f (Agpp *f[aJh-), *p (IE€ *p ehh -ur- [*p ahh-ur-],

p "shh-wor-; KapT *px-), Tak i B KiHUi 3MC gna *h (Adp *fla]h-; 1€ *p"éhh-ur- [*p"ahh-ur-],
*p"ahh-wor-), *x (KapT *px-).

YcTaHoB/IeHI BuULe (POHONOTIYHI ((DOHETUYHI) NpOLEeCM B KOHCOHAHTM3MI [al0Tb 3MOry
NPOCTEXUTU fAiaXPOHiYHI  [AMBEPreHTHO-KOHBEPreHTHI  (poHoNoriuHi  ((hoHeTUUHI) nepexoau:
1) npoueck 3a MicLeM i Cnocobom TBOpeHHS: novaTok 3MC: 6inabianbHa npopuBHa *p: HocTp
*p"ah- (~ *p"ah-) > nabiogeHTanbHa hpukaTuBHa *f: Adp *f[a]h-, WO Aae 3MOry NPOCTEXUTH
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OKpEMi MofIoKeHHA 3aKoHy Packa — 'piMMa, a6o nepLUnii nepecys NPUrofoCHUX, KNI, Xoua
€ (POHETUYHMM 3aKOHOM Yy repMaHCbKii MPamoBi, L0 NoAAras y 3MiHi NparepmMaHCbKUX CMUYHUX
(npopwBHKX) mpuronocHux (Jleenupkuii, 2008, c. 209; Campbell, 1998, pp. 46-47; Ringe, 2006,
c. 93-102), ogHaK MPOCTEXYETLCA B aHani3oBaHOMY MpPUKNagi; 2) NpoLecn 3a MiCLeM TBOPEHHS:
KiHeub 3MC: dapuHranbHa *h: Hoctp *p"ah- (~ *p"sh-) > BensipHa *x: KapT *px-; AiaxpoHiuHi
KOHBEPreHTHO-ANBEPreHTHi hoHoNoriuHiI (hoHeTWYHI) 36irk: 1) npouecn 3a Micuem i crnocobom
TBOPEHHS: NoyaTok 3MC: 6inabianbHa NpopuBHa *p > *p: HocTp *p"ah- (~ *p"sh-) > KapT *px-,
I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-); kiHeup 3MC: dapuHranbHa thpukatieHa *h > * h: HocTp
*p"ah- (~ *p"oh-) > Adp *f[a]h-; I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-; 2) npoLiecy 3a cnocoGom
TBOPEHHS: KiHeLb 3MC: thpukatuBHa *h > *x: Hoctp *pah- (~ *p"sh-) > KapT *px-; 3) npovecu
3a y4acTIo ronocy i Wwymy: Ha noyatok 3MC: rayxi *p™ Hoctp *pah- (~ *peh-) > *f Adp *f[aJh-,
*p: KapT *px-, *p": 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-woér-; kiHeup 3MC: rayxi *h: HocTp *p"ah-
(~ *p"sh-) > *h: Adp *f[a]h-; 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-woér-, *x: KapT *px-.

OKpeMi eTUMOHU, 30kpema Adp *f[a]h-, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-, KapT *px-,
[LEMOHCTPYIOTb Mepexif, KOHCOHAHTHUX (POHEM Y Mexax nabianbHOro knacy, e nabiofeHtasnbHa
*f morna TpaHcdopmyBsaTucs y 6inabianbHy *p, Wwo, 3a Bepcieto T. B. Mamkpenigse 1a Bsad. Bc.
IBaHOBa, “MOrN0 GYTU pe3ynbTaTOM TPUBanOi B3aEMOAiT LUMX MOB Y MeXaX MeBHOro apeasbHi
efHocTi — coto3y MmoB” (amkpenunpase, MBaHoB, 1984, c. 871). YueHi fONYCKaOTb, WO AesKi cnoBa
mornu 6yTu 3ano3udeHi 3 Adp y Kapr, i, moxnueo, B 1€ (Tam camo, c. 878-879), ae, Hanpukniag,
KOHTakTV Adp i KapT BigbyBanmcs Ha TepuTopii LieHTpanbHoro i 3axigHoro 3akakasss. Mpu LboMy
€AMHOI0 Adp KynbTypoto Ha KaBkasi 6yna, MMOBIpPHO, MaliKOMCbKa — apXeosioriyHe CBigYeHHS
nepebyBaHHS CEMITOMOBHOIO HAaCeNeHHs B MexaxX i 6ind KOpAOHIB 3arasbHOKapTBeSbCbKOT
npabaTbKiBLLUHN.

Adp *f[a]h- BigoGpaxae doHonoriudi (PoHeTWUHI) npouec y BoKanismi: 1) npouecu
3a psAgoM: (HIKCYEMO LEHTPasIbHUIA 3CYB 4151 *a; 2) MPOoLecK 3a MigHECEHHSM: (DiIKCYEMO HWKHIl
3cyB Ans *a; 3) npouecy nadianisauii / genadianisauii: dikcyemo aenabianizoaHy *a (Agp *f[afh-).

MpamoBHi BignosigHukn Cem *pah-am, LleHTpYag *?a-fwa]- Bigo6paxatoTb (HOHONOTiUHI
(hoHeTMYHI) Npoueck y BoKaniami: 1) npouecu 3a psaom: PIKCYeEMO LeHTpanbHWUIA 3CYB ANst *a;
2) npouecn 3a MigHECEHHAM: (IKCYEMO HWXHIA 3CyB Ana *a; 3) npouecu nabianisauyii /
nenab6ianisauii: ikcyemo genabianizauito gna *a (Cem *pah-am; LieHTpYag *?a-flwal-).

YCTaHOB/EHI BULLE POHOMOTiYHI ((DOHETMYHI) MPOLIECU Y BOKaNi3Mi Jat0Tb 3MOTY MPOCTEXUTU
[iaxpoHiuHi KOHBEPreH THO-AMBEPreHTHi (hOHOMOrIYHI (hoHeTWYHI) 36iru: 1) npouecu 3a psaoMm:
LieHTpanbHWi1 3cyB ansa *a: Agp *f[aJh- > *a: Cem *pah-am; LeHTpYan *?a-f[wa]-; 2) npouecu
3a NigHECEHHAM: HWXHI 3cyB ansa *a: Adp *f[a]h- > *a: Cem *pah-am; LeHTpYag *?a-f[wa]-;
3) npouecy nabianisauii / aenabianisauii: gena6ianizosaHa *a: Agp *f[aJh- > *a: Cem *pah-am;
LleHTpYap *?a-f[wa]-.

YCTaHOB/IEHI BULLE (POHOMOTiYHI ((DOHETUYHI) NPOLLECU Y BOKai3Mi [at0Tb 3MOTY NPOCTEXUTU
[iaxpoHiuHi  AuBepreHTHO-KOHBEPreHTHI  (hoHonoriuHi - (poHeTwuHI) nepexoau: 1) npouecu
3a pAgoM: LieHTpanbHuii 3cyB ans *a: Cem *pah-am > nepefHiii 3cyB Ans e: iBpuT peham, xapapi
féhama; 2) npouecy 3a NiAHECEHHAM: HWKHI 3cyB Ana *a: Cem *pah-am > cepefHiii 3cyB ans e:
iBpnT peham, xapapi féhama /a: rees / edpioncokmin fahm, apro66a faham; giaxpoHiyHi KOHBEPreH THO-
[VBEPreHTHI (hoHOMOriYHI (hoHe TUYHI) 36irn: 1) npoLecy 3a psagoM: LeHTpanbHUl 3cyB Ans *a: Cem
*pah-am > a: cupiicbkuii pahma, apabebkuii fahm, Turpe faham, 9: rees / edhioncbkuii fahm,
apro66a faham; 2) npouecu 3a NigHECEHHAM: HKHIl 3cyB Ans *a: CeM *pah-am > a: CMPICbKNI
pahma, apabebkuin fahm, Turpe faham; 3) npouecu nabianisauii / genabianisauii: genabianizoBaHa
*a: CeM *pah-am > a: cupilicbknin pahma, apabebkuid fahm, Turpe faham, e: iBput peham, xapapi
fehama, 8: rees / epionceknii fahm, apro66a faham.

YCTaHOB/IEHI BULLE POHOMOTiYHI ((DOHETUYHI) NPOLLECU Y BOKaNi3Mi [at0Tb 3MOTY NPOCTEXUTU
[iaxXpoHiuHi AMBEpPreHTHO-KOHBEPreHTHI poHONOriuHi ((hoHETUUHI) nepexoau: 1) npouecy 3a psLoMm:
LeHTpanbHWin 3cyB ana *a: LleHTpYag *?a-flwa]- > nepegHiii 3cyB gns e: mbapa fee / 3afHiii:
0: noroHe fo; 2) npouecu 3a NigHeCEHHsM: HUXKHI 3cyB ans *a: LieHTpYag *?a-f[wa]- > cepegHili
3cyB ans e: mbapa fee; o: noroHe fo; 3) npouecn nabianizayii / genabianisauii: genabianizoBaHa
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*a: LentpYag *?a-f[wa]- > nabianizosaHa 0: noroHe fo; fiaxpoHiyHi KOHBEPreH THO-AUBEPreHTHi
cboHonoriyHi (hoHeTWuHI) 36iru: 1) npouecy 3a psAoOM: LEeHTpanbHUiA 3cyB ana *a: LleHTpYag
*Ya-flwa]- > a: mycry afu, rigap afa; 2) npouecu 3a nigHECEHHAM: HWDKHIN 3cyB ansa *a: LleHTpYag
*Pa-flwa]- > a: mycry afu, rigap afa; 3) npouecun nabianisauii / genabianisauii: genabianizoBaHa
*a: LleHTpYag *?a-f[wa]- > a: mycry afu, rigap afa, e: mbapa fee.

Adp *f[a]h- BigoGpaxkae hoHonoriuHi (hoHeTUUHI) NpoLECK Yy KOHCOHAHTU3MI: 1) npouecy
3a MicLieM i cnoco60oM TBOPEHHS: SIKLLO Ha novaTky 3MC ¢ikcyemo nabiogeHTanbHy hpuKaTUBHY
*f, T0 B KiHUi 3MC — dhapuHranbHy tpukateHy *h; 2) npouecy 3a y4yacTio rofiocy i Luymy:
(hikcyemo rnyxi sik Ha noyatky 3MC ana *f, Tak i B KiHUi 3MC ana *h (nouyatok 3MC: Adp
*f[a]h-; kieub 3MC: Adp *f[a]h-).

MpamosHi BignosigHMkn Cem *pah-am, LleHTpYag *7a-flwa]- garoTb 3mory 3adikcyBatu
thoHonoriuHi (hoHeTUYHI) NpoLecH B KOHCOHaHTU3MI: 1) npouecu 3a MicLem i Croco60M TBOPEHHS:
AKWO Ha noyatky 3MC dikcyemo 6GinabianbHy npopusHy *p (Cem *pah-am), rnoTanbHy NPOpYBHY
*? (LeHTpYag *?a-f[wa]-), T0 B KiHUi 3MC — thapuHransHy gpukatmery *h (Cem *pah-am),
nabiogeHTabHy (hpukatueHy *f (LleHTpYag *?a-f[wal-); 2) npouecu 3a yyacTio rosocy i wymy:
(hikcyemo rnyxi Ak Ha novatky 3MC ans *?, *p, TaK i B KiHui 3MC ansa *f, *h (nouatok 3MC:
Cewm *pah-am, LleHTpYag *?a-f[wa]-; kiHey, 3MC: Cem *pah-am, LieHTpYap *?a-f[wa]-).

Ak 6aummo, KopiHb Cem *pah-am Bignosigac cTpykTypi CVC, amke, 3a BU3HAUEHHAM
K. XtoeHeprapaa, He Aonyckascs “36ir ABOX abo OifblUe NPUroIOCHMX Ha MoYaTKy i KiHLi CloBa,
36ir Tpbox abo GifblUe NPUIroNOCHKX, 36ir ABOX abo 6GifblUe rOMOCHWUX, MPUCYTHICTb AOBrUX
ronocHMx y 3akputux cknagax” (Huehnergard, 2008, c. 231). Xoua nepeBaXka/M KOpensitw,
L0 CKMafaImcs 3 TPbOX MPUFONOCHMX, NPOTE B ICTOPUYHINA NePCneKTUBI TPbOXNPUrONOCHI KOPEeHi
PO3BUHYNCA 3 [BOXMPUIONOCHMX (NPO Lie 3aCBiguyt0Th AaHi K BHYTPILLHbLOT PEKOHCTPYKLIT, Tak
i 30BHILHLOT). [ OTPUMAHHSA KOHKPETHOI rpamaTtvyHol (hopMyU MiXX MPUrONIOCHUMU KOPEHS
BCTaBNAnMUCA nesHi ronocHi (Moscati et al., 1980, pp. 72-73; Weninger, 2011, p. 152-153),
npo wo i aemoHcTpye Sk Adp *f[alh-, Tak i Cem *pah-am. Mpu UbOMY Ha CTPYKTYPY KOpPeHs
HaKnaganncs MneBHi 0OMEXeHHS: OYNM HEMOX/MBI KOPEHi 3 OAHAKOBUMW MEPLUUM | APYruMm
MPUrONOCHWM | BKpPail pigKiCHUMK 6yNn KOpeHi 3 OfHaKOBMM MEepPLUMM i TPETiM NPUrofioCHUMM
(Huehnergard, 2008, c. 233).

Y 6inbwocTi afpasiicbKMX MOB HasiBHa CXOXa CUCTeMa NPUronocHux. lMepwa rpyna —
Lie hapMHranbHO-PPUKaTUBHI KOHCOHAHTHI, 0 AKMX i HanexxuTb *hy Cem *pah-am. [pyra rpyna
€ [ly>Ke CXOXOH Ha rpyny apuHrasibHO-(OPUKATUBHNX KOHCOHAHTHUX, ajie (DOHETUYHO BOHM
MaloTb IHLY apTMKYNALit0, HaNpUKIagd, € PisHWUA B TOMY, K NpoxoauTb nosiTps. Came B Cem
Ta Yaf KOHCOHAHTHMM XapaKTepHi HE3BUYalHI TUMW MOBITPSHOTO CTPYMEHS: MPOPMBHI FN10Ta/1i30BaHi
CMUYKW, EEKTUBHI IN10TaNi30BaHi CMUYKM Ta BHYTPILLHI rnoTanizoBaHi CMUYKW. Lia rnoTanisoBaHa
cMuyka * (aHrn. hamzah) BMKOPUCTOBYETbCA K OKpema npuronocHa. [ns Cem K/IHOUY0BOHO
03HAKOK € BWMKOPWUCTaHHS TpaHcdikca, AKWIA PO3pMBAaE KOPiHb Ha OKPeMi 3BYKM i caM Tex
po3pmBacTbCA Ha 3BYKOBI KomnoHeHTW (Orel et al. 1995). Okpim uboro, ¢ikcayis 6inadiaibHOro
npopuBHOro *p y Cem *pah-am i rnoTanbHOro npopmeHoro *? y LieHTpYap *?a-f[wa]- 3acBiguye
npo faito npouecy Aebykkanisauii — (POHETUYHWI MPOLEC, 3aKOH abo sABMLLE, NPU AKOMY
MPUrONOCHWIA 3BYK BTpPayac CBOE MNEPBMHHE MiCLE BWHWUKHEHHSI | MEPEXOAUTb B TNYXWid
rnoTanbHUiA WinuuHwiA [h], y ropnosy 3muuky [?] abo nogibHi 3BYKW. Y CEMITCbKMX MOBax
ropTaHHa CMUYKa € 34€e6i/bLLIOro NOBHOLIHHOK (oHeMoto (Blevins, 1994).

YcTaHoB/eHI BuULe (POHONOTIYHI ((DOHETUYHI) NpoLecM B KOHCOHAHTM3MI [al0Tb 3MOry
MPOCTEXMTIN JiaxpOHiuHi AMBEPreHTHO-KOHBEPreHTHi (hOHONMOriYHI ((POHETWYHI) Nepexoaun: npouecu
3a MicLeM i cnoco6om TBOpeHHS: noyaTok 3MC: nabiogeHTanbHa thpukatneHa *f: Agp *f[a]h-) >
6inabianbHa npopueHa *p: Cem *pah-am; fiaxpOHiyHi KOHBEPreH THO-AMBEPTEHTHI (POHOMOTIYHI
(hoHeTMYHI) 36irm: 1) npouecy 3a MicLeM i cnoco6om TBOPeHHS: KiHeubs 3MC: hapuHraibHa
tpukatueHa *h: Adpp *f[a]h- > *h: Cem *pah-am; 2) npouecu 3a y4yacTio roaocy i Liymy:
noyatok 3MC: rnyxa *f: Acp *fla]h- > *?: LUentpYUan *?a-f[wa]-, *p: Cem *pah-am; KiHelp
3MC: rnyxa *h: Adp *f[a]h- > *h: Cem *pah-am, *f: LleHTpYag *?a-f[wa]-.
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YcTaHOB/eHI BuULe (POHONOTIYHI ((DOHETUYHI) NpoLecM B KOHCOHAHTM3MI [al0Tb 3MOry
NPOCTEXUTU fAiaXPOHiYHI  [AMBEPreHTHO-KOHBEPreHTHI  (PoHoNoriuHi  ((hoHeTUYHI) nepexoau:
1) npouecun 3a MicueM i crnocobomM TBOpeHHHA: novaTok 3MC: 6inabianbHa npopueHa *p: Cem
*pah-am > na6iogeHTanbHa (pukaTveHa f: apabebkuii fahm, apro66a faham, rees / edhioncbkuii
fahm, Tturpe faham, xapapi féhama; giaxpoHiYHi KOHBEPreHTHO-AMBEPreHTHI (HOHONOTIYHI
(hoHeTMYHI) 36irm: 1) npouecn 3a micuem i cnoco6om TBOPeHHS: moyaTok 3MC: 6inabianbHa
npopmueHa *p: Cem *pah-am > p: cupiiicbkuiA pahma; KiHeup 3MC: thapuHransHa gpukaTeHa *h:
Cem *pah-am > *h: apabcbkuii fahm, apro66a faham, rees / ecioncebkuin fohm, cupiicbknii pahma,
Turpe faham, xapapi féhama; 2) npouecu 3a yyacTto rosocy i wymy: nodatok 3MC: riayxa *p: Cem
*pah-am > rnyxa f: apa6ebkuia fahm, apro66a faham, rees / ecioncbkuii fahm, Turpe faham, xapapi
fehama, rnyxa p: cupiliceknii pahma; kiHeus 3MC: rnyxa *h: Cem *pah-am > *h: apaGebKuii
fahm, apro66a faham, rees / echioncokuid fahm, cupiiicbknin pahma, Turpe faham, xapapi féhama.

YcTaHoBMeHI BuULe (OHONOTiYHI ((DOHETUYHI) NpoLecM B KOHCOHAHTM3MI [al0Tb 3MOry
MPOCTEXMTIN JiaxpOHiuHi AMBEPreHTHO-KOHBEPTreHTHi (hOHONMOriYHI ((POHETWYHI) Nepexoaun: npouecu
3a MicLeM i crnocobom TBOPeHHS: rnoTasibHa npopueHa *?: LieHTpYag *?a-flwa]- > nabiogeHTanbHa
thpukatmeHa T rigap afa, noroxe fo, m6apa fee mycry afu; giaxpoHiuHi KOHBEPreH THO-AVBEPreHTHI
thboHonoriuHi (hoHeTUYHI) 36irn: 1) NpoLecy 3a MiCLEM i CMOCO60M TBOPEHHS: nabiofeHTanbHa
thpukaTtueHa *f; LieHTpYan *?a-f[wa]- > f: rigap afa, noroHe fo, m6apa fee mycry afu; 2) npouecu
3a y4yacTio ronocy i wymy: rayxi *?: LleHtpYag *?a-fwa]-, *f: LlentpYag *?a-f[wa]- > f: rigap
afa, noroHe fo, m6apa fee mycry afu).

I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-woér- BigoGpaxae oHONOriUHI (hOHETUYUHI) NpoLecK
y BOKaniaMi: 1) npoLiecy 3a psaoM: tikcyemo nepeaHiii scyB ans *e (I€ *p"éhh-ur-) / LeHTpanbHMiA
3cyB AnA *a (1€ *p"éhh-ur- [*p"ahh-ur-]), *s (I€ *p"shh-wor-); 2) NpoLecy 3a NigHECEHHAM: (hiKCyeMOo
cepefHiii 3cyB ana *e (1€ *p"éhh-ur-), *a (1€ *p"shh-wor-), HWXHIN 3cys ana *a (I€ *p"éhh-ur-
[*p"ahh-ur-]); 3) npoLiecy nabianisawyii / AenaGianisauji: dikcyemo Aenabianisosani *a (I€ *p"éhh-ur-
[*p"ahh-ur-]), *e (1€ *p"éhh-ur-), *a (1€ *p"shh-wor-).

YCTaHOB/EHI BuLLE POHONOTiIYHI (hOHETMUHI) MPOLECK Y BOKaMi3Mi AaK0Tb 3MOTY NPOCTEXUTK
[iaxXpOHIYHI AMBEPreHTHO-KOHBEPreHTHI hoHONOriYHI (hOHETMYHI) nepexoan: 1) mpouecy 3a psLoMm:
nepeaHiii scyB Ans *e: 1€ *p"éhh-ur- / ueHTpanbHuii 3cyB ans *a: 1€ *p"éhh-ur- [*p"ahh-ur-] / *a:
I€ *p"ahh-wor- > 3agHiii 3cyB Ans 0: roTcbkuii fon, Tox. A por; u: BipMeHcbKuMiA hur, rpeLskuii
ndp, AasHboaHrnincekuii fUr, pasHboicnanackuin farr, funi, gaBHbOYeCbKMil pUF; 2) npouecu
3a MiHeCeHHAM: cepeaHiii scyB Ans *e: 1€ *p"éhh-ur- / *a: 1€ *p"ahh-wor- / HUXKHIN 3cyB Ans *a:
I€ *p"éhh-ur- [*p"ahh-ur-] > BepxHiii 3cyB ANA i: AaBHLOBEPXHBOHIMELLKWIA fiur, yMBPCLKWIA pir;
u: BipMeHCbKMIA hur, rpeuskuii Top, AaBHboaHrniicbkuit fUr, pasHboicnaHackwii farr, funi,
[aBHbOYeCbKUIA pUF; AiaxpoHiuHi KOHBEPreHTHO-AMBEPreHTHI (DOHOMOTIYHI ((hOHETUYHI) 36iru:
1) npovecy 3a psAoM: nepeaHiii scyB ans *e: 1€ *p"éhh-ur- > i: AaBHLOBEPXHLOHIMeLBKMIA fiur,
YMBPCbKMiA pir) / LeHTpanbHuii 3cyB ans *a: 1€ *p"éhh-ur- [*p"ahh-ur-] / *a: 1€ *p"shh-wor- > a:
XeTTCbKWil pa-ah-hu-ur, nyeilicbknin pa-a-hu-u-u, AaBHLOMPYCbKWIA panno; 2) npouecu
3a MifHeCeHHAM: cepefHiii 3cyB ans *e: |€ *p"éhh-ur- / *a: 1€ *p"ahh-wor- > o: rotcbkuii fon,
TOX. A pOr / HXKHilA 3cyB ans *a: I€ *p"éhh-ur- [*p"ahh-ur-] > a: xeTTcbkuii pa-ah-hu-ur, nysilicbkuii
pa-a-hu-u-u, AaBHLONPYCLKMIA panno; 3) npouecy nabianizayii / genabianisayii: genabianizosaHa
*a: 1€ *p"éhh-ur- [*p"ahh-ur-] / *e: 1€ *p"éhh-ur- / *a: 1€ *p"shh-wor- > a: XeTTcbkuii pa-ah-hu-ur,
NyBilCbKMiIA pa-a-hu-u-u, 4aBHOMPYCbKMIA Panno; i: 4aBHbOBEPXHLOHIMELbKNIA fiur, yMOPCLKMIA pir.

Ockinbky *a B 1€ [*p"ahh-ur-], a *e 1€ *p"éhh-ur- po3TalLoBaHi nepes, 6inabiabHOK NPOPUBHOID
*D, @ TaKOX [NOTaNbHOK (HPUKATMBHOPIO *", LIt 3MiHA MOXe GyTI MOSICHEHa TUM, L0 KinbKiCHO
MOXOPKEHHS 3MIHM *a Ha *e 3aneXuTb Bif CerMeHTa, WO iige nonepedy. SK pe3ynbTar, Taka
OMCTPUMOYLLIS, BCTaHOBMEHA BYEHWM PacMyceHOM, OTpUMYe Kpally (DOHETUYHY MOTMBALLKO
(Asingh et al., 1989, c. 139). Mpn UbOMY nepexig *a: 1€ *p"éhh-ur- B *3: I€ *p"shh-wor-
MOACHIOETLCA KiSIbKICHOK pefyKLUiet0 BOKaiYHUX, TOOTO CKOPOYEHHSM [OBXMHU BOKasivyHOI,
O € HEeHaro/iOLIEHOK. Y KiHUEBOMY pe3y/nbTaTi HeHaronolleHa KiHLEeBa BOKasliyHa BTpayae
AKICHI XapaKTEPUCTMKM | NepeTBOPHOETLCA B HY/bOBWIA 3BYK.
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OKpiM LbOro, nomiyaemo, Wo *a B 1€ [*p"ahh-ur-] nepexogntb B *0 B roTcbkuii fon,
WO 3acBifyye NPO OCOGAMBOCTI (POHETUYHOI CUCTEMM FEpPMAHCbKMX MOB. IXHSi OCHOBHA
XapaKTepucTMKa BK/IOYAE 3MiHM a i 0, WO BIANOBiAAaE CNiNbHOrEPMaHCLKOMY MepecyBy
npuronocHux (Waterman, 1976).

I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wér- Bigo6paxae GoHONOriUHI (POHETUYHI) NpoLecK B
KOHCOHaHTU3Mi; 1) mpouecy 3a MicLeM TBOPEHHS: SKLO Ha noyaTky 3MC gikcyemo GinabianbHul
npopMBHmﬁ *p" To B KiHUi 3MC — hapuHranbHuii hpukaTuBHUiA *h; 2) npou,ecm 3a y4acTio
ronocy i wymy: gikcyemo rnyX| KOHCprKTVI AK Ha nouaTKy 3MC gna p TakK i B KIHLJ,I 3MC
,u,nﬂ *h (noanOK 3MC: I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-; kineup 3MC: I€ *p"éhh-ur-
[*p"ahh-ur-], *p"shh-wor-).

YcTaHOB/IeHI BuULe (POHONOTIYHI ((DOHETUYHI) NpoLecM B KOHCOHAHTM3MI [al0Tb 3MOry
NPOCTEXUTU fAiaXPOHiYHI  [AMBEPreHTHO-KOHBEPreHTHI  (PoHoNoriuHi  ((hoHeTUUHI) nepexoau:
1) npou,ecm 3a MICLI,eM i cnoco60M TBOPEHHSA:  M04aTOK 3MC: 6inabianbHa npopueHa *ph.
I€ *p"éhh-ur- [*p"ahh- ur] *p"ahh-wor- > na6|op,eHTaana tpukatmeHa f: rotcokuii fon,
,U,aBHbOBerHbOHIMeLI,bKVIVI fiur, ,anHboaHrl'III/ICbKI/IVI fUr; 2) MpOLLeCK 32 y4acTHo ronocy i Lymy:
KiHeup 3MC: rnyxa *h: 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wér- > coHopHi n: roTcbkuii fon,
[18BHLOMPYCCLKIA Panno, I: JaBHbOBEPXHbOHIMELbKMIA fiur, gaBHbOaHINiMcLKMiA fUr, jaBHEOUECHKMIA
pUF, Tox. A por; AiaxpoHiYHi KOHBEPreHTHO-AMBEPreHTHI (HOHOMOriYHI (hoHeTUYHI) 36iru:
1) npou,ecm 3a micuem i cnoco60M TBOPeHHs: noyaTok 3MC: 6inabianbHa npopusHa *p™: 1€

*p"éhh-ur- [*p"ahh-ur-], *p"shh-wér- > p: rpeLpkuii Top, AaBHBOMPYCCHKUIA Panno, AaBHLOUECHKMIA
pUF, nysilicbkuii pa-a- hu -u-u, TOX A por, XETTCbKVIVI pa-ab-hu-ur; KIHeLl,b 3MC: dpapMHraana
dpukaTiBHa *h: I€ *p"éhh-ur- [*p"ahh-ur-], *p ahh-wor- > h: nysiiicbkuii pa-a-hu-u-u, XETTCbKI/IVI
pa- ah hu-ur; 2) rpouecy 3a y4acTio ronocy i wymy: noyatok 3MC: rnyxa ph I€ *p"éhh-ur-
[*p 4hh-ur-], *p"shh-wor- > rnyxa f: rotcbkuii fon, AaBHEOBEPXHBOHIMELbKUI fiur, ,anHboaHFﬂII/ICbKI/IVI
fUr, rnyxa p: rpepkuii mop, [aBHbLOMPYCCbKUIA panno, AaBHLOYECHKNIA pur l'IyBII/ICbKI/II/I pa-a-hu-
u- u TOX. A por, XeTTcbKuiA pa-ah-hu-ur; KiHeus 3MC: rnyxa *h: I€ *p"éhh-ur- [*p"ahh-ur-],

*p"ahh-wor- > rnyxa h: nyBilicbkuii pa-a-hu-u-u, xeTTcbkuii pa-ah-hu-ur.

KapTB *px- Bifgobpaxae hoHONOriYHI (hOHETUYHI) npouecn B KOHCOHaHTM3MI: 1) npouecu
3a MiCLIEM TBOPEHHS: AKWO Ha noyaTtky 3MC dikcyemo 6GinabianbHy NPoOpMBHY *p, TO B KiHUi
3MC - BensipHy (hpuKaTUBHY *X; 2) NPOLECH 3a Y4acCTio roaocy i/ LWyMy: Ha Mo4vaTKy i B KiHUi
3MC dpikcyemo rayxi (noyatok 3MC: KapT *px-; KiHeub 3MC: KapT *px-). Tak, iHiujia/bHi
KOHCTPYKTV Yy KapTB MOrnn xapaktepusyBaTUCA NEPBUHHOK NabiasbHICTHO, WO i AEMOHCTPYE
aHasnizoBaHa (hopma KapTts *px-, Ae nofgaHo 6inabdiansHy npopreHy *p (Knumos, 1964). Mpu usomy
KapTe *px- BigMOBIfaE NOMOXEHHIO NPO ABOX(OHEMHY FapMOHIYHY Fpyny KOHCOHaHTHUX
KOHCTPYKTIB [eLeCMBHOr0 psidy, CyTHICTb SKOr0 3BOAMTLCA [0 Takoro: fabianbHa abo LWymHa
nepeaHbLOA3MKOBA + BensipHa abo yBYNApHA 3 NapuHrasibHOK 03Hakoto (Tectenew, 1995).

CeMaHTUYHi npouecm

Hoctp *p"ah- (~ *p"sh-) “rpiTl/l, HarpisaTu, ropiTu; BOroHb, Mojym’s, ickpa” 3acsifuye
Mpo Taki CNOBHWKOBI AedhiHiLii: “rpiTn” — 1) nepex. i Henepex. nNepeaasaTyt CBOE TeNso; 2) Nepex.
pobuTn Tenamm, rapsymm; Harpisatn (CYM, 1971, c. 170); “HarpiBaTv” — Bifaatoumn CBOE TENNO,
poouTK LWo-Hebyab rapsaunm abo Tenum (CYM, 1974, c. 57); “ropitn” — nigaasaTucs Aii BOrHt,
3HULLYBATWUCS BOFHEM, TMHYTW y BOrHi (CYM, 1971, c.130); “BOroHb” — po3XapeHi rasmu,
u.q,o BUAINAOTLCA Mif Yac ropiHHA I CBITATLCA cninyyum ceitnom; nonym’s (CYM, 1970, c. 715);

“nonym’a” — 1) BOroHb, WO MNigHIMAETbCA Haf MPeaMETOM, SKWIA ropuTb; 2) napa abo ras,
AKi BUAINATHCA AEAKMMU PeYOBUHAMY NPU FOPIHHI | MatoTb BnacTusicTb cBituTUCA (CYM, 1976,
c. 102); “ickpa” — HaingpibHilwa CBiTHa YaCTWHKa Tifa, L0 FOpVITb xespie (CYM, 1973, c. 48)
AKi ,Cl,aIOTb 3Mory Cd)OpMyBaTVI yotupm (4) apX|ce|v||/| 1) APX ‘Bignasatu / nepe,u,aBaTl/l Tenno

HOCTp *p"ah- (~ *p"ah-) “rpITVI Harp|BaT|/| 2) APX * I'II,CI,,CI,aBaTI/ICFI ,u,u BorHio”: Hoctp *p"ah-
(~ *p"sh-) “ropitn”; 3) APX ° p03>+<apeHV||/| ras’: HOCTp p'ah- (~ * p "5h-) “BOrOHb, MONYM’”;
4) APX ‘yacTUHKa Tina, WO roputs, )KeBple Hoctp *p"ah- (~ *p"sh-) “ickpa”.

MpamoBHi BignoBiAHWKM Adp *f[a]h- “rpiTi, HarpiBaTy, ropiTi; BOroHb, Byrinns”, 1€ *p"éhh-
ur- [*p"ahh-ur-], *p"shh-wér- “BoroHb”, KapT *px- “Tennwii (Mpo norogy)” AeMOHCTPYHOTb

66



KanpaHos #. B. NMpe3eHTaLis HayKOBUX pe3ynbTaTiB KBAHTUTATUBHOI HOCTPATUYHOT BepudiKaLii CTyneHiB CropigHeHHSs
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Taki geqiHinii: Adp *f[aJh-: giecnoso “rpitu, Harpisati, ropiTn”, IMEHHMK “BOTOHL” — T€ X Came,
wo i ana Hoctp *p"ah- (~ *p"sh-) miecnoBo “rpiTw, Harpisati, ropitu”, iMEHHUK “BOrOHb”;
“BYrinna” — TBepga roproya peyoBMHA POCAMHHOIO MOXOMKEHHS, fiKa BMA0OYBAETbCA 3 Haap
semni (CYM 1970: 779); I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wér-: “BOoroHs” — Te X cawme,
wo i ana Hoctp *p"ah- (~ *p"ah-) “BoroHb”; KapT *px-: “Tennnii (Mpo norogy)” — skuii mae
[OCUTb BMCOKY TeMMepaTypy; CepeaHii Mk rapsaumm i xonogHum (CYM 1979: 77), ski garoTb
3mory ctopmysaty n’atb (5) apxicem: 1) APX ‘BignaBaTtu / nepepaBati Tenno’: Adp *f[a]h-
“rpitn, HarpiBatn”; 2) APX ‘niggaeatvica gii BorHio’: Adp *f[a]h- “ropitn™; 3) APX ‘poaxapeHuii
ras’: Agp *f[aJh- “BoroHb”, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHb”; 4) APX ‘Teepga
ropitoya peyoBMHA POC/MHHOFO MoxomkeHHs’: Agp *f[a]h- “Byrinng”; 5) APX ‘peyoBuHa /
PiAvHa, WO Mae BUCOKY TemnepaTypy’: KapT *px- “Tennnii (npo norogy)”.

YcTaHoBneHi apxicemu ans Hoctp *pah- (~ *p"sh-) “rpiti, HarpisaTu, ropiti”, “BOroHb,
nonym’s, ickpa” i mpamoBHMX BignoBigHUKIB Adp *f[a]h- giecnoBo “rpitw, HarpiBatu, ropitu;
BOrOHb, BYrinna”, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHs”, KapT *px- “Tennuii (npo
norofy)” [nalTb 3MOry MPOCTEXUTU [iaXPOHiYHI AMBEPreHTHO-KOHBEPreHTHI CeMaHTUYHI
nepexoaun: APX ‘YacTUHKa Tina, WO ropuTb, xespie’: HocTp *p"ah- (~ *p"sh-) “ickpa” > APX
‘BifnaBatu / nepepasatui Tenno’: Adp *fla]h- “rpitn, HarpiBatn” / APX ‘nigaaBatucs fii BOrHi0™:
Adp *f[a]h- “ropitn” / APX ‘po3xapenuii ras’: Adp *f[a]h- “BoroHb”, 1€ *p"éhh-ur- [*p"ahh-ur-
], *p"shh-wér- “BoroHb” / APX ‘TBepia roptoua peyoBWHA POCIMHHOTO MOXOKEHHS': Adp
*f[a]h- “Byrinna” / APX ‘pevyoBuHa / pignHa, O Mae BUCOKY TemnepaTypy’: KapT *px- “Tennuii
(mpo noroay)”; AiaxpoHivHi KOHBEPreH THO-AMBEPreHTHI ceMaHTUyHI 36iru: 1) APX ‘Biggasatu /
nepegasat Tenmno’: Hoctp *p"ah- (~ *p"sh-) “rpitw, wHarpisatn” > Adp *fla]h- “rpitw,
HarpiBaT™; 2) APX ‘nigaasatucs gii BorHio’: Hoctp *p"ah- (~ *p"sh-) “ropitn” > Adp *f[aJh-
“ropiti”; 3) APX ‘posxapeHuii ras’: Hoctp *p"ah- (~ *p"sh-) “BoroHb, nonym’s” > Adp *f[a]h-
“BOroHb”, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHs”.

MpamoBHi BignosigHky Cem *pah-am “Byrinna”; LieHTpYag *?a-fwa]- “BOroHb” AEMOHCTPYIOTh
Taki gediHiyii; Cem *pah-am: “Byrinns” — 1e X came, Wo i gns Adp *f[a]h- “Byrinns”; LieHTpYan
*a-flwa]-: “BoroHb” — Te X came, wo i 4nsa Adp *f[a]h- “BoroHs”, Aki fal0Tb 3MOry chopMyBaTm
ABi (2) apxicemu: 1) APX ‘posxapeHuii ra3’: LieHTpYag *?a-flwa]- “BoroHb”; 2) APX ‘TBepaa
roptoya peyoBMHa POC/IMHHONO NOXoMKeHHs™: Cem *pah-am “Byrinns”.

YcTaHoBneHi apxicemn ans Adgp *flaJh- giecnoBo “rpitu, HarpiBatw, ropitu”, “BOrOHb,
BYrinng” i NnpamoBHMX BianosigHukiB Cem *pah-am “Byrinna”; LieHtpYag *?a-flwa]- “BOroHs”
[al0Tb 3MOTY NPOCTEXMTMW AiaxpOoHiuHi AMBEPreHTHO-KOHBEPreHTHI ceMaHTUyYHi nepexoam: APX
‘Bignaeatwv / nepepasatu Tenno’: Agp *f[aJh- “rpitw, Harpisatn” / APX ‘nigaaBatucs il BOTHIO
Adp *f[aJh- “ropiTn” > APX ‘poaxapeHuii ra3’: LieHTpYag *?a-flwa]- “BoroHb” / APX ‘TBepga
roprova PeyoBMHa POC/IMHHOMO MOXOMKeHHs': Cem *pah-am “Byrifng”; giaxpoHiuHi KOHBEPreHTHO-
OVBEPreHTHI ceMaHTWuHi 36iru: 1) APX ‘po3xapeHuii ra3’: Agp *f[aJh- “BoroHb” > LieHTpYag
*a-flwa]- “BoroHb”; 2) APX ‘TBepfa roptoya peyoBrHa poc/MHHOIO NoxXomkeHHs™: Adp *f[aJh-
“yrinng” > Cem *pah-am “Byrinnga”.

Anckycis.

O6uncnoemo  hoHonoriyvHi - (hoHETUYHI), MOPKOHONOrIYHI | CeMaHTMYHI  MOKa3HUKK
B HOCTpaTMYHOMY MaTepiai, 3aHeceHi A0 maTpuui, 3a 4ONOMOro anroputmy . B. PaylueH6axa
[/151 BCTAHOB/IEHHS OAHOTO 3 TWMIB CMOPIAHEHHS HOCTPATUYHMX MOB: d) AVBEPTEHTHWIA; 6) AMBEPreHTHO-
KOHBEPIeHTHWIA | B) KOHBEPTEHTHO-AMBEPTEHTHUIA HA MaKpO-, MiKPO i HACKPi3HOMY PiBHSIX.

O6uucneHi (hoHoNoriuHi (POHETUYHI), MOP(OHOMONIYHI | CEMaHTWUYHI MOKA3HUKM 38 anropuTMoMm
I. B. PayweHbaxa gns Hoctp *p"ah- (~ *p"sh-) “rpiti, HarpisaTu, ropitu; BOroHb, Noaym’s,
ickpa” i npaMoBHMX BignoBigHUKIB Adp *f[aJh- “rpitm, Harpisath, ropiTv; BOrOHb, BYrinns”,
I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHb”, KapT *px- “Tenauii (npo morogy)” AaioTb
3MOry BMABMTU fBa (2) TMNW CMOPIAHEHHS: AKLIO AMBEPreHTHO-KOHBEPTeHTHWU TN (iKCyeMO
Mixx Hoctp *p"ah- (~ *p"ah-) “rpiTi, HarpiaTy, ropiTii; BOroHb, monym’s, ickpa” i KapT *px- “Tennuii
(npo norogy)” — 0,33, TO KOHBEPreHTHO-AMBEPreHTHUIA — Mixk Hoctp *p"ah- (~ *p"sh-) “rpitu,
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HarpisaTtu, ropitTui; BOroHb, I'IOI'I%/M’FI, ickpa” i 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-woér- “BoroHb” —
0,60, Mix Hoctp *p"ah- (~ *p"sh-) “rpiTi, HarpiBaT1, ropiTit; BOroHb, NOAYM’s, ickpa” i Adp
*f[a]h- “rpiTk, HarpisaTu, ropiTu; BOroHs, Byrinas” — 0,73.

O6uncneHi (hoHONOTIYHI ((DOHETWYHI), MOP(OHONOTIYHI | CEMaHTUYHI MOKA3HWKW 11 MPaMOBHUX
BignoBigHUKIB Adp *f[aJh- “rpiTu, HarpiBaTi, ropiTh; BOroHb, Byrinns”, 1€ *p"éhh-ur- [*p"&hh-ur-],
*p"ahh-wor- “BoroHb”, KapT *px- “Tennuii (npo norogy)” AatoTb 3MOry BUSBUTM fAga (2) TMnM
CMOpiHEHHS!: AKLLO AMBEPreHTHO-KOHBEPIeHTHMIA TUN diikcyemo Mixk Adp *f[ah- “rpitu, HarpiBaTu,
ropiTv; BOrOHb, BYrinna” i KapT *px- “tenimii (npo noroagy)” — 0,15, TO KOHBEPreHTHO-
[MBEPreHTHWIA — Mixk Adp *f[a]h- “rpiTi, HarpiBaTu, ropiTi; BOroHb, Byrinns” i 1€ *p"éhh-ur-
[*p"ahh-ur-], *p"shh-woér- “BoroHb” — 0,36.

Mpy ubomy obumcneHi YoHONMOriYuHI (POHETUYHI), MOP(OHONOTIUHI | CEMaHTUUYHI NOKA3HUKM
ana Hoctp *p"ah- (~ *p"sh-) “rpiti, Harpisati, ropitu; BOroHb, NOAYM’s, ickpa” i NpamMoBHUX
BignoBigHukiB Cem *pah-am “Byrinnga”, LeHtpYag *?a-f[wa]- “BoroHb” fgatoTb 3mory BMSIBUTU
[Ba (2) TMNK CMOPIAHEHHS: AKLLIO AMBEPreHTHO-KOHBEPTeHTHUIA TN thikcyemo Mix HocTp *pah-
(~ *p"sh-) “rpiTi, HarpiBaTy, ropiTW; BOrOHb, MONYM’s, ickpa” i LienTpYag *?a-f[wa]- “BOroHs” —
0,45, TO KOHBEPreHTHO-ANBEPreHTHUIA — Mixx HocTp *p"ah- (~ *p"ah-) “rpiTi, Harpisatu, ropitu;
BOrOHb, Nofiym’s1, ickpa” i Cem *pah-am “Byrinna” — 0,84.

O6uncnoemMo oHONOTIYHI (POHETWUYHI) i MOPKOHONOrIYHI NOKA3HMKU B HOCTPATUHHOMY
maTtepiani, 3aHeceHi A0 MaTpuuji, 3a AOMOMOro anroputmy B. |. JleBeHWTeliHa Ans BCTAHOBMEHHS
repexopiB i 36iriB Ha MakKpo-, MiKPO i HACKPI3HOMY PiBHSAX.

O6uncneHi  thoHonoriyHi - (POHETUYHI), MOPGOHONOTIYHI  MOKA3HWKMA 33  anropuTMOM
B. I. /leBeHwTeliHa AN HOCTE *p"ah- (~ *p"sh-) i npamoBHMX BignoBigHMKiB Adp *f[a]h-,
I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-, KapT *pX- AatoTb 3MOry BUSBUTY BifMOBiAHY KiNbKiCTb
MopthoHonoriuHMx nepexogis: Hoctp *p"ah- (~ *p"ah-) i KapT *px- — 2,00: 1) gena6ianizoBaHa
BOKaJliYHa LeHTPa/IbHOr0 PAAY HUXHLOIO MiJHECEHHA *a — HyNbOBUIA CTyMiHb *0; 2) thapuHraibHa
*h — penspHa *x; Hoctp *p"ah- (~ *p"sh-) i Adp *f[ah- — 1,00: 1?1 6inabianbHa NpopueHa *p" —
nabiofeHTanbHa dpukatueHa *f; Hoctp *p"ah- (~ *p"sh-) i 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-
wor- — 1,00: BOKaniyHa LEHTPasbHOro psifly HMXKHLOrO MiAHECEHHA *a — BOKaliyHa nepegHboro
psiay cepefHbOro MigHECEeHHS MifHECEHHSs *e.

O6uncneHi hoHOMOriYvHi (POHETMYHI), MOP(OHONOTIYHI MOKA3HUKIM A4/151 MPAMOBHUX BifMNOBIAHWKIB
Adp *f[a]h-, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor-, KapT *px- 4aloTb 3MOry BUSBUATU BiAMOBIAHY
KiNbKiCTb MopdoHonoriuHux nepexopis: Adgp *flaJh- i Kapt *px- — 3,00: 1) nabiogeHTanbHa
(bpukaTBHa *f — BinabianbHa npopueHa *p; 2) fenabianizoBaHa BOKanivyHa LEHTPa/IbHOTO pagy
HUHBOTO MiJHECEHHS *a — HYNbOBUIA CTYMiHb *0; 3) (hapuHranbHa *h — BenspHa *x; 1€ *p"éhh-
ur- [*p"ahh-ur-], *p"shh-wor- i KapT *px- — 2,00: 1) Aena6ianizoBaHa BOKaiuHa nepesHbLOrO pAay
CepefHbOro MiJHECEHHSA *e — HyNbOBWIA CTYMiHb *0; 2) thapuHranbHa *h — BenapHa *x; Adgp *f[a]h-
i 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- — 2,00: 1) nabiogeHTanbHa (puKaTUBHa *f — GinaianbHa
npopueHa *p"; 2) BoKaniuHa LieHTPanbHOro Psdy HKHBOFO MiHECEHHS *a — BOKa/iuHa NepeHboro
pALY CepefHLOT0 NifHECEHHS *e.

OBUNCNEMO CEMaHTUYHI MOKAa3HWKW B HOCTpaTUYHOMY MaTtepiani, 3aHeceHi Ao maTpuli,
3a onomoroto anroputmy T. CopeHceHa A1 BCTaHOB/IEHHS NepexoaiB i 36iriB Ha Makpo-, MiKpo-
Ta HAaCKPi3HOMY PiBHAX.

O6uMCneHi CeMaHTUUHI NOKa3HNKM 3a anroputmom T. CopeHceHa ans HocTp *pah- (~ *pah-)
“rpiTi, HarpiBaTW, ropiTv; BOrOHb, NMOAyM’s, ickpa” i NMpamoBHMX BignoBigHukiB Adp *fla]h-
“rpiTu, HarpiaTu, ropitu; BOronb, Byrinns”, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-woér- “BoroHs”,
KapT *px- “Tenauii (Npo morogy)” Aal0Tb 3MOTrY BUSBATW BIAMOBIAHY KiNbKiCTb CEMaHTUYHUX
nepexogis: Hoctp *p"ah- (~ *p"ah-) “rpitu, Harpisati, ropiti; BOroHb, monym’s, ickpa” i Kapt
*px- “Tennnii (Npo norogy)” — 1,00: APX ‘Bifaasatit / nepenasatvt Tenno’: Hoctp *p"ah- (~ *p"sh-)
“rpitw, Harpisatn” / APX ‘nigaasatucs gii sorio’: Hoctp *p"ah- (~ *p"ah-) “ropitn” / APX
‘poxapenuii ras’: Hoctp *p"ah- (~ *p"sh-) “BoroHb, nonym’s” / APX “4acTUHKa Tina, Lo ropuTh,
espie”: HocTp *p"ah- (~ *p"sh-) “ickpa” > APX ‘peyoBiHa / pifyHa, LI Mae BUCOKY TeMMepaTypy’:
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KapT *px- “Tennuii (npo morogy)”; Hoctp *p"ah- (~ *p"ah-) “rpiTi, HarpiBaT, ropiTu; BOrOHb,
nonym’s, ickpa” i 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHb” — 0,60: APX ‘Bigaasatu /
nepesasati Tenno’: Hoctp *p"ah- (~ *p"sh-) “rpitu, Harpisatn” / APX ‘nigaasatvcs Aii BOTHIO:
Hoctp *p"ah- (~ *p"sh-) “ropit” / APX ‘YacTMHKa Tina, WO ropuTb, Xespie’: HocTp *p"ah-
(~ *p"ah-) “ickpa” > APX ‘posxapeHuii raz’: 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wér- “BoroHb™;
Hoctp *p"ah- (~ *p"sh-) “rpitu, HarpisaTu, ropitii; BOroHb, nonym’s, ickpa” i Adp *f[aJh- “rpitu,
HarpiBaTyi, ropiTW; BOroHb, Byrinns” — 0,25: APX ‘Biggasaty / nepesasatvt Tenno’: Hoctp *p"ah-
(~ *p"ah-) “rpiTn, HarpisaT” / APX ‘niagasatucs aii BorHio’: Hoctp *p"ah- (~ *p"sh-) “ropitn” /
APX ‘pozxapeHuii ras’: Hoctp *p"ah- (~ *p"sh-) “BoroHb, nonym’s” / APX ‘yacTuHKa Tina,
LLLO ropuTb, XeBpie’: HocTp *pha'h- (~ *phah-) “ickpa” > APX ‘TBepfa roptoya pevoBrHa poC/IMHHOIO
noxomkeHHs’: Adgp *f[aJh- “Byrinng”.

OGuWCeHi CEMaHTUYHI NOKA3HMKW 415 NPaMOBHYX BignosigHukis Adp *f[a]h- “rpitu, HarpisaTk,
ropiTh; BOroHs, Byrinna”, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHs”, KapT *px- “Tennuii
(npo norofy)” Aat0Tb 3MOTY BUSIBUTY BifnoBiAHY KifbKiCTb CeMaHTUUHMX nepexogis: Adp *f[a]h-
“rpiti, Harpisatu, ropitv; BOroHb, Byrinnas” i KapTt *px- “tenauii (npo norogy)” — 1,00: APX
‘Bigaasatu / nepegasatu tenno’: Adp *f[a]h- “rpitu, Harpiatn” / APX ‘nigaaBaTucs Aii BOrHIO’;
App *f[a]h- “ropitn” / APX ‘posxapeHuii ra3’: Agp *f[aJh- “BoroHs” / APX ‘TBepaa roptoua
PEYOBMHA POC/IMHHOIO NoxomkeHHs”: Adp *f[aJh- “Byrinna” > APX ‘peyoBuHa / piguHa, L0 Mae
BMCOKY TemnepaTypy’: KapT *px- “Tenauii (npo norogy)”; 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-
WOr- “BOToHb” i KapT *px- “Tennnii (npo norogy)” — 1,00: APX ‘po3xapeHuii ras’: 1€ *p"éhh-ur-
[*p"anh-ur-], *p"shh-wor- “BoroHb” > APX ‘peuoBuHa / piavHa, L0 Mae BICOKY TeMmnepaTypy’:
KapT *px- “Tennmii (npo norogy)”; Adp *f[aJh- “rpitu, Harpisatu, ropitu; BoroHb, Byrinns”
i 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHb” — 0,60: APX ‘Bifasatit / nepesasaTvt Tenno’:
App *fla]h- “rpitu, HarpiBaTn” / APX ‘niggasatuca aii BorHio’: Agp *fla]h- “ropitn” / APX
‘TBepAa roproya PeYoBUHA POCIIMHHOIO MoXomkeHHs”: Adp *fla]h- “Byrinna™ > APX ‘po3zxapeHuii
ras’: I€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-wor- “BoroHb”.

BucHoBKW. KBaHTuTaTUBHA Bepudiikauis Adp *f[a]h- “rpitu, Harpisati, ropitu; BOrOHb,
Byrinns”, 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-woér- “BoroHb”, KapT *px- “Tenauii (npo norogy)”
y npoekuii go Hoctp *p"ah- (~ *p"sh-) “rpitw, Harpiati, ropitu; BOroHb, noaym’s, ickpa”
3acBifiuye NPo TaKi CTYNeHi CNopigHeHHS.

BAM3bKWIA CTYMiHb CMOPIAHEHHS, WO BIAMOBIJAE AMBEPreHTHO-KOHBEPreHTHOMY PO3BUTKY,
thikcyemo Mixk Adp *f[a]h- “rpiTn, HarpiBatu, ropit; BoroHb, Byrinna” i Kapt *px- “tennuii
(npo norogy)” — 0,15, 1o Bigo6paxkeHo AK y MopdioHoorivHKX nepexogax (3,00): 1) nabiogeHTanbHa
(hpukaTBHa *f — GinabianbHa npopuBHa *p; 2) fenabianizoBaHa BOKa/liyHa LEHTPa/IbHOro
psAy HWKHBOFO MigHECEHHS! *a — HyNbOBWIA CTYMiHb *0; 3) thapuHranbHa *h — BensipHa *X, Tak
i cemaHTUuHKX 3cyBax (1,00): 3HayeHHs ‘BifgasaTy / nepefasaTv Tenno’ / ‘nifnasatvcs Aii BOrHwo’ /
‘po3xapeHnin ra3’ / ‘TBepfa roptoya peyoBMHA POCAMHHOIO MOXOMKEHHS” TpaHC(hopMyBanocs
B 3HAaUYeHHs ‘peyoBMHa / piAWHa, WO Mae BUCOKY TemnepaTypy’; € *p"éhh-ur- [*p"ahh-ur-],
*p"ahh-wor- “BoroHb” i KapT *px- “Tennuii (Mpo norogy)” — 0,26, WO Bif0BGPaXeHO
AK y MopchoHonorivHnxX nepexofax (2,00): 1) aenabianizoBaHa BokaniyHa nepesHLOro psagy cepefHLoro
NigHeCeHHs1 *e — HYNbOBUIA CTyNiHb *0; 2) thapuHranbHa *h — BensipHa *X, Tak i CEMaHTUYHUX
3cyBax (1,00): 3Ha4eHHs ‘pO3KapeHWin ra3’ TpaHC(HOpPMyBanoca B 3HAYEHHS ‘pPeYOBMHA / PiguHa,
L0 Ma€ BMCOKY TeMmepaTtypy’.

[Janekunii CTyniHb CNOPIAHEHHS, LLO BiAMOBIAaE KOHBEPreHTHO-AVBEPreHTHOMY PO3BUTKY, (IKCYEMO
Mixx Adp *f[a]h- “rpiTu, HarpisaTui, ropitii; BoroHb, Byrinns” i 1€ *p"éhh-ur- [*p"ahh-ur-], *p"shh-
WOr- “BoroHb” — 0,36, L0 BifobpaxkeHo SiK y MOphoHoorivHMX nepexodax (2,00): 1) nabiogeHTanbHa
(pukaTvBHa *f — GinaGianbHa NpopyBHa *p'; 2) BOKaitYHa LEHTPaIbHOrO Py HUKHBOFO MiHECEHHS
*a — BOKaJliyHa nepefHbLOro psgy CepeAHboro MigHECEHHS *e, Tak i ceMaHTuuYHMX 3cysax (0,60):
3HauveHHs ‘BigaasaTy / nepefasati Tenno’ / ‘nigaasatvca AiT BOrHIO® / ‘“TBepAa roproya pevoBuHa
POCAVHHOIO NOXOAXKEHHSA’ TPaHC(OPMYBAOCs B 3HAYEHHS ‘POKAPEHWIA ra3’.
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Mepenik yMOBHUX CKOPOYeHb

[B — pniaxpoHiuHa BepudikaLlis

[l — piaxpoHiyHa iHTepnpeTaw,is

[K — anBepreHTHO-KOHBEPreHTHUIA TVM COPiAHEHHS

OM®I — piaxpoHivHa MoptoHoNOriYHa iHTepnpeTaLis

[OCI — piaxpoHiyHa ceMaHTWYHa iHTeprpeTaLis

O®I — piaxpoHiyHa hoHOMOriYHa iHTepnpeTauis

El — eTmonoriyHe rHisgo

K/, — KOHBEPreHTHO-AMBEPreHTHUIA TUM CNOPIiAHEHHS

ANT — anTaiicbka cim’s, anTailcbki MOBM, anTaicbka NpaMoBa, anTainCbKuii apxeTun / eTMMOH

Adp - apasiiicbka cim’s, athpasiiicbki MOBU, adpasiiicbka npamoBa, adpasiicekuii apxetun /
eTUMOH

EA — ecKiMOCbKO-anleyTCbka CiM’S, eCKiMOCbKO-afleyTCbKi  MOBW, E€CKiMOCbKO-a/1eyTChKa
npamoBa, eCKiMOCbKO-aneyTChbKui apxeTun / eTMMOH

I€ — iHgoeBponeiicbka  CiM’sA,  IHAOEBPONENCbKI  MOBK,  IHAOEBPOMECbKa  MpamoBa,
iHA0EBPONECLKNIA apXeTunn / eTUMOH

APX — apxicema
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Abstract

The article provides a thorough review of the theory of a literary motif and its modern adaptation in terms
of cognitive narratology and cognitive stylistics in order to introduce methods of linguistic analysis into the research
of the motif of pain in works of American and British modernists. Pain depiction in a literary text is studied
by encoding unpleasant emotions while using methods of conceptual metaphor and metonymy, as well as corpus
analysis. The research presupposes five stages: a) analysis of the keywords in the text which are either
pain-indicative or pain-descriptive; b) corpus analysis of lemmas “pain”, “hurt” and others pain-related words;
¢) reconstruction of conceptual metaphors and metonymies of PAIN; d) reconstruction of narrative patterns
of the motif of pain; e) analysis of affected character's profile. The initial research suggests the following:
i) the motif of pain has a tendency to be marked by descriptive and indicating verbal units which are widely used
in the medical field; ii) conceptual metaphors and metonymies of PAIN tend to be less prototypical in a literary
text than those in a natural language; iii) the motif of pain appears in a literary narrative through a set of images
and actions zoomed on the characters' traumatic unpleasant experience; iv) the two main sets of narrative
events, that are structurally indicative of the motif of pain are believed to exist. The first set revolves around
any explicit traumatic experience, with the latter becoming a salient point of the plot, while the second set
resorts to depicting a more implicit process of a character accumulating discomfort and emotional trauma
in the studied novels.

Keywords: motif of pain, cognitive narratology, corpus analysis, conceptual metaphor, conceptual metonymy.

AHoTalis

VY cTarTi 3anpoNOHOBAHO JOKIAJAHUM O] TeOpii MOTUBY 1 il cydacHOi aganTanii B TepMiHaX KOTHITUBHOL
HapaToJorii Ta KOTHITUBHOI CTUIICTHKH 3 METOI0 po30yJOBH METOJOJIOTI] aHaIi3y MOTHUBY OOJIO B XyNOXKHIN
po3i OPUTAHCHKUX Ta aMEPUKAHCHKHUX MMCbMEHHUKIB-MOACPHICTIB. 3aCO0M 1 CTIOCOOM JIIHI'BAJIbHOTO BTIICHHS
00JII0 y TBOpaxX MOJEPHI3MY BHCBITICHO 3 MOMIAAY OCOOINBOCTEH KOAYBaHHS B XyAOKHBOMY TEKCTI €MOILIii,
IOB'SI3aHUX 13 BIUYTTAM 0010, 13 32Ty YCHHSM alapaTry KOHLENTyalIbHOI MeTadOopH 1 KOHIIENTyaIbHOT METOHIMI1
Ta KopnycHoro aHamidy. [IpencrapieHuii aHaii3 MICTUTh Y cOOi M'ATh €TamiB: a) aHali3 KJIIOYOBUX CIIB,
K1 BKa3yIOTh Ha O1JIb UM OIMCYIOTH Horo; 0) KopIycHUI aHaITi3 JeM ciiiB “pain”, “hurt” Ta iH., a TAKOK HOKa3HUKH
IXHBOT YaCTOTHOCT] B Pi3HUX YaCTHHAX TEKCTY; B) PEKOHCTPYIOBAHHS KOHLENTyalbHUX MeTadop 1 METOHIMiH
00JII0; T) PEKOHCTPYIOBAHHS HAPATHBHUX NaTepHIB 00II0; 1) aHasi3 aheKTOBaHUX MEPCOHAXIB, NI a()eKTOBAHUH
MEPCOHAX — IE TOM MEPCOHAXK, IKUH 3a3HAB €MOIIIHOTO 4M (hi3MUHOr0 OO0 i Yac MOAIH XyI0KHBOTO TBOPY.
[NonepenHi gociiaKeHHs BUSBUIM TaKi 3aKOHOMIPHOCTI BTUIEHHS OOJIIO B XYJO)KHBOMY TEKCTi: a) MOTUB 000
MapKy€eThCs JECKPUNTUBHIMH Ta iHAUKAaTUBHUMU CJIOBaMH 3 0IOMEIUYHOTO Y3yCy IPH OMHMCI AK (Pi3HYHOTO,
TaK 1 MCUXOJIOTiYHOTO 00iI0; 0) KOHIENTyaslbHi MeTadopd i METOHIMIi OONI0O € MEHII HPOTOTHIIYHUMH
B XYIOKHOMY TEKCTi, aHIX y IPHPOIHIl MOBi; B) MOTUB 0OJIIO PENPE3CHTOBAHUN Y XyAOXKHbOMY HapaTHBi uepes
NeBHUH Habip 0Opa3iB Ta MoAil, HEHTPaNbHUM IS SKHUX € (i3HYHa YU ICUXIYHA TpaBMa IEPCOHAXa; I') iCHye
JIBa BUU HAOOPY HAPAaTUBHUX MO, SKi CTPYKTYPHO BKa3yIOTh Ha HasIBHICTh MOTHBY OOJIIO B XyZIOKHBOMY TBOPI.
Jlns mepioro Habopy HAPaTUBHUX MOZIH LEHTpabHa Oyib-SKa eKCIUTIIUTHA TPaBMAaTH4HA MOAiS a)eKTOBAHOTO
IepcoHaXka, ika Ha0yBae 0coOINBOI BasKIIMBOCTI AJIS CIOXKETY XYAOKHBOTO TBOPY. Jlpyruii Habip HapaTUBHUX
TIO/IiH PO3rOPTAETHCS HABKOJIO OUTBII IMILTILIMTHOTO MPOLIECY, @ CaME — IIOCTYIIOBOTO aKyMYJTFOBaHHSI IIEPCOHAKEM
IUCKOM(OPTY Ta TPaBMATUYHOTO JOCBiAY MPOTSAIOM aHANi30BaHUX TBOPIB.

KurouoBi ciioBa: MOTHB 00110, KOTHITMBHA HAPaTOJIOTis, KOPIYCHUI aHalli3, KOHIENTyalbHa MeTadopa,
KOHILICNITYaIbHA METOHIMISI.
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1. Introduction

Comprehension and interpretation of a literary text are plausible due to the unique ability
of a human mind to seek, recognize and build patterns of perceived reality (Kurzweil, 2012, p. 29,
31-32, 172). While applying and exploring this faculty to making sense of literary works, scholars
used various terms and suggested multifarious definitions of underlying patterns traced in texts
under study. Dijk (1972, p. 80) calls such patterns “macrostructures”; Burke (1965, p. 92) refers to
them as “associational clusters”. Boyd defines the latter as “narrative patterns” (2009, p. 65), thus,
turning the act of interpretation into a “cognitive game with patterns”, which our mind primes and
tailors for image recognition (Edelman, 2006, p. 103). Still more scholars, such as Schorer (1949)
and Brower (1962), focus on discovering recurring clusters of related words (sometimes phrases)
that tell us more about the author's purport due to the access to hidden meanings (Freeman, 1971,
p. 125-127) elicited while reading a text in a non-linear manner (see Barthes, 1994, pp. 26-48; Dijk,
1972, pp. 80-87; Freeman, 1971, pp. 125-131; Ingarden, 1962, pp. 3-32).

Similarly, the literary motif presents itself as a device that cannot be spotted and recognized
by its single component (Herman et al., 2005, p. 445), but it unfolds in concordance with the story
progression (Freeman, 1971, pp. 125-130). Having been examined almost exclusively within
the scope of literary studies (Shkurina, 1993; Silantiev, 2002, 2004; Vershinina, 2008), the literary
motif is bound to receive a special attention from cognitive narratology (Herman, 2003, pp. 48-90)
as well as be revised by cognitive linguistics and corpus analysis (Toolan, 2009, pp. 28-45) as well
as cognitive poetics.

The other key component of our research, i.e. pain, merits particular curiosity, as pain
representation has recently gained new attention from quite a few scholars, since their interest to links
between cognition and emotions in mind, regardless, whether it is fictional or real, is on a rise (Palmer,
2004, p. 123). Thus, the surge in close study of verbal representation of pain comes as no surprise
(Lascaratou, 2007; Scarry, 1985). With technology integral to modern lifestyle, our brain is framed
to the duality of perception, since a person shares both physical and digital worlds (Marina, 2017,
p. 107), thus making it easier for our brain to process a description of a character's suffering simulating,
due to mirror neurons, the in-built patterns, that enable us to sympathize and recognize emotions
(Rizzolatti and Craighero, 2004). Accordingly, modern lifestyle conditions a higher susceptibility
of the reader to experiencing “emotional resonance” (Vorobyova, 2006).

The aim of the research is twofold: (i) to analyze the ways pain is verbalized in a literary text
and (ii) to trace how the motif of pain manifests itself and unfolds in the textual material under
consideration. The methods used include those of corpus analysis, componential analysis,
reconstruction of conceptual metaphors and metonymies of pain, and contextual interpretive analysis.
Five novels, which contain explicit and implicit depictions of pain — three novels by Ernest Hemingway
(“A Farewell to Arms” (FTA), “For Whom the Bell Tolls” (WBT), “Sun Also Rises” (SAR)), and two
novels by John Steinbeck (“East of Eden” (EE) and “The Winter of Our Discontent” (WOD)), as well
as extracts from The British National Corpus (BNC), which contain the word “pain”, constitute
the material for this study. The aforementioned novels belong to modernist prose, which has been
chosen for its highly emotionally charged historical background, e.g., World War I and World War
II, which in turn yields the depiction of the traumatic experiences in the fiction.

2. Theoretical background of literary motif studies

It is a challenge to find something more common and essential to a literary piece than a motif.
Without a shadow of doubt one can concur its saliency as a stylistic and literary device, but what
is exactly defined as a motif, what is its relations with other similar devices and what exactly
constitutes a motif?

Motif and Symbol. The first distinction to be made is between a motif and a symbol. Though
a literary motif can most certainly be symbolic, due to its subtle nature that hints at the hidden codes
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in the story, it should not be mistaken with a symbol. While the latter occurs singly, there is a need
for the motif and its elements to reoccur in the text or texts. One can hardly trace a motif, lest
the frequency of its occurrence in the text is not evident (Freeman, 1971, p. 124).

Motif and Theme. A motif is also often confused with a theme of a particular literary work.
First, these phenomena are different in the way they are based in the level of abstraction: a theme
is more abstract than a motif, as the former often contains more than one motif. Second, a motif
presupposes a preset group of characters along with a fixed sequence of their actions, both of which
have to pertain to the given motif (Herman et al., 2005, p. 446), while a theme has no such constraints.

Functions of a Motif. Having set a motif apart from other seemingly similar devices, we shall
look at the functions of motifs in a literary text. Functionally, a motif can contribute to three principal
facets of literary work: cognitive, affective (or emotive) and structural (Freedman, 1971, p. 125).
It is fairly common for the motif to embrace two or even all of these facets.

Cognitively, a literary motif can highlight the story's characters, its setting, or the message
and themes. For instance, in “For Whom the Bell Tolls” the protagonist's (Robert) affectionate pet
name “rabbit” serves for his beloved, Maria, as a sign of his metamorphosis: he transforms from
a very reserved and cold person to a caring one, the one capable of emotions. Affectively, a motif
might deepen the emotive content of the literary text to achieve the readers' emotional response.
Structurally, the motif helps to move the narrative. Its reoccurrence supports its unity, which allows
the readers to follow and experience the narrative in a meaningful and engaging way (op. cit., p. 128).
As the primary concern of this study is pain- and suffering-related emotive content of the novels
under consideration, we mainly address the first two of the above facets, cognitive and affective.
Though, in “East of Eden” the motif of pain is also viewed with regard to its structural function,
as the novel reveals the idea of overcoming or escaping sufferings, reflected in the narrative.

Criteria of the Motif's Efficacy. Five basic factors determine the efficacy of a motif: (i) frequency
of occurrence, (ii) avoidability and unlikelihood, meaning that the more uncommon a reference
to the motif in some context is, the more striking it appears; (iii) the significance of the contexts
the motif occurs in, including the climactic points of the plot; (iv) the degree to which all accounts
of the motif are relevant to the plot, whether they fit together and form a coherent and recognizable
unit. (v) The fifth factor of the motif's efficacy concerns its symbolic character, as well as its
appropriateness to what it symbolizes (op. cit., pp. 128-132).

Definition of the Literary Motif. The very idea of a motif as a semantic component of literary texts
was introduced by Veselovsky, with a special emphasize on its unique properties, such as repeatability
and indivisibility. According to the researcher, the motif presents itself as a certain formula that
encapsulates and elucidates most valid public issues. Indivisibility of a motif, “its one-member image
schematism”, in Veselovsky's parlance (1989, p. 302), refers to those elements of mythology and
fairy tales, which cannot be further divided or deconstructed, e.g., a stolen sun; human marriages
and adulteries with beasts; transformation; an old evil witch destroying the beauty; damsel in distress,
and the salvation of that damsel (ibid., pp. 299-305).

Another, quite opposite view of the literary motif belongs to Shklovsky. According to him, the motif
is exclusively a syntagmatic element, a unit of the plot (1925, p. 50). Despite the above divergencies
in interpreting the category of motif, both scholars associate it with eventfulness and the plot.

Tomashevsky, in his turn, defined the literary motif via the concept of theme, by which he meant
“what is talked about” in a story (1999, p. 183). He correlated literary motifs with the narrative
notions of “fabula” and “syuzhet”: fabula is a set of motifs that have causal and temporal logical
connections, and syuzhet is a set of the same motifs in the same sequence and connection in which
they are presented in a literary work (1999 op. cit., pp. 182-184). Next, Tomashevsky distinguished
the types of literary motifs that fall into a) bound and free ones; b) dynamic and static ones. Those
motifs that cannot be excluded from the literary text without changing its message are called bound,
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and those that can be eliminated without violating the causal integrity of events are defined as free.
The division into dynamic and static motifs derives from the conception of fabula as a transition
from a static situation to another static situation. Consequently, motifs that change the situation
are dynamic motifs, and those that do not change it, are static ones (ibid.).

Propp addressed the notion of motif and its variants from the standpoint of their functioning
in a literary text. For example, the motif “a dragon kidnaps the king's daughter” is viewed as falling
into four elements, each of which can be replaced. Thus, “a dragon” can be substituted for
by “The Deathless”, the act of abduction can be replaced by such actions as “to hiding”, “making
invisible” (1928, pp. 21-22).

Another structuralist approach to a literary motif, related to that of Veselovsky, was suggested
by Hasparov and Paperno (1979, pp. 20-36). According to them, a motif is recognized as a semantic
element of the text, which has the following features: (i) repetition; (ii) the ability to accumulate
meaning, i.e. to appear in a new context while maintaining its "recognizability" through preserving
reference to its original context; (iii) the ability to be identified in the text by its constant attributes
(ibid., pp. 9-44).

Thus, in a narrow sense, the motif is a category of a literary text, related to its theme and message
variously manifested at different textual levels. Given this definition, the motif can be considered
as a set of elements of a literary text or texts, abstracted from specific details in the simplest verbal
formula with a predicative component, that reflect its content, message, and often theme, emotional
tone (Vershinina, 2008, pp. 23-24). According to a similar view, the motif is a set of recurring ideas
and emotions, characterized by the recurrence of its elements, in most cases verbalized as keywords
(Shkurina, 1993, p. 62), which serve the basis of its linguistic interpretation. In a broader sense,
the literary motif might be seen as a fragment of a recurrent image, which multiply occurs in a literary
text or texts with some modifications (Silantiev, 2004, pp. 5-6).

Given the above approaches, we define the motif of pain as a semantic component of literary
narrative verbalised by a sequence of markers, including keywords, that indicate pain or painful
experiences, forming a complex stock device (Herman et al., 2005, p. 445) that conveys preponderance
of suffering in the plot development and characters' description.

2.1 Literary motif in the framework of cognitive narratology

Advances in cognitive science have outlined new vistas in narratology, focusing on the narrative's
what and how (Herman, 2003, pp. 243-250). In her book Towards a 'Natural' Narratology Fludernik
recognised five main cognitive frames of a narrative, related to an overlap of human experience
and its narrative mediation: ACTION, TELLING, EXPERIENCING, VIEWING and REFLECTING
(2002, p. 32). ACTION frames present our experience as a sequence of events and responses
to them. TELLING frames expose human inherent ability of and longing for storytelling as a means
of experiencing reality. VIEWING frames pertain to the cognitive mode that “conceptualizes
an on-the-scene spectator watching the narrative events” (op. cit., p. 32). EXPERIENCING frames
focus on the protagonist's immersion in his experience, grounded in prototypical concepts. Finally,
the REFLECTING frame fixes the evaluation and mental processing of one's experience (ibid., p. 32-38).

Two more factors play a leading role in the reader's experience of a literary narrative — empathy
and prediction (Toolan, 2009, p. 11), regulated by eight textual parameters: i) sentences in which
character's name occur; ii) sentences in which the main character is Subject/Object/Actor/Goal;
iii) any first sentence of a paragraph or a new section of the text; iv) sentences where “fully lexical
frequent words” are included (ibid., p. 164); v) sentences that include character's represented thought;
vi) questions, directions expressed using Direct Speech; vii) sentences that carry any form of negation;
viii) sentences where the modal verbs and/or verbs of mental processing are present. Though relying
heavily on all of the above parameters, this research zeroes in on the second of these parameters,
the latter being naming the protagonist by mentioning of his/her limb/body parts in utterances, where
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the keyword character is either Subject/Object or Actor/Goal (op. cit., p. 164), since the pain depiction
in a literary text is usually triggered by the wound (in case pain is of physical nature) or is signalled
by a specific gesture and facial expression (which is true in both physical and psychological pain).

In this sense the motif of pain lends itself to two new perspectives within cognitive narratology:
(1) as a multileveled and cross-levelled device that ensures our narrativizing (Fludernik, 2002, p. 169)
and making sense of a literary text; (ii) as part of the EXPERIENCING and REFLECTING narrative
frames since pain is one of our primary human senses.

3. The literary motif of pain: Methodology of cognitive analysis

Amidst the decades of studies on the literary motif as a text category (Hasparov and Paperno,
1979; Tomashevsky, 1999; Veselovsky, 1989) and a literary device (Herman et al., 2005, p. 445),
there is still a niche for linguistic analysis that incorporates the traditional componential toolkit,
expanded by the elements of corpus analysis (Lunyova, 2006; Zhabotynska, 2010). This section
introduces the algorithm of examining the motif of pain in modernist literary texts, explain the reasons
for the incorporation of corpus analysis.

Though some scholars consider fitting in corpus methodology to literary text analysis not only
challenging but unreliable (Tognini-Bonelli, 2001, p. 55), however, Toolan (2009) provides a valid
argument for incorporating corpus tools into linguistic procedures of literary text interpretation,
claiming that “everything in a literary text [...] contributes to the creation of expectations. Why
is expectation important? Because it is directly reflective of our engaging with literature as an emotional
and cognitive experience” (op. cit., p. 30) (italics [sic]). Thus, by investigating key words that indicate
or describe pain (“hurt”, “burn”, “wound”, “broken [limb]”, etc.) as well as nominate it (“pain”),
and its lemmas in specific contexts, a concordance plot (the points of the highest saturation of key-
words in the text) of the said lemmas, the identification of verbal signals of the pain motif is made
possible (Stubbs, 2010, p. 21). Moreover, a concordance plot is of particular importance since
it illustrates the frequency and the way the respective keywords are distributed in text, allowing
to visually recreate the matrix of the pain motif, where by observing the number of hits of a studied
lemma we may visualize the unfolding, intensification and climax of the plot events that are directly
connected with pain experience. Thus, the integrated semantic, corpus, and conceptual analysis of
the above literary motif, elaborated in this research, includes five subsequent stages described below.

Stage One presupposes componential analysis of the keywords related to pain and to experiencing
pain, e.g., “pain”, “painful”, “hurt”, “wound”, etc. This stage of analysis aims to observe: (i) how
the concept of PAIN is verbalized in Modern English; and (ii) what propositional schemes are used
to actualize this concept in language. Here, we rely upon five basic frames, construed by Zhabotynska
(2010, pp. 75-92), the Thing Frame, the Action Frame, the Possession Frame, the Identification Frame
and the Comparison Frame, to predict their possible occurrence in the literary texts under examination.
The procedures of componential and propositional analysis also make the reconstruction of conceptual
metaphors and metonymies of pain (see Stage Three) easier through detecting manifestations of
the pain motif in a literary text as well as outlining narrative expectations related to them (Toolan,
2009, p. 190). Since pain is one of the primordial emotions (Denton, 2006) the language we verbalize
it with operates on very basic frames and hardly changes over the time period.

With this in mind, 1052 instances of “pain” usage (1000 occurrences as a noun and 52 ones
as a verb), available in the BNC, have been analyzed, excluding those where the word “pain” is used
in a conventional way that falls under the conceptual prototype of pain, i.e. “pain as a routine response”
(Kovecses, 2006, p. 8), e.g. “It pains me to say it [...]” (BNC, pain ({pain/V}), 17), where “pain”
is used as a verb, as the brackets indicate.

The results obtained prove that the concept of PAIN is represented largely by the Action
and Possessive Frames, in Zhabotynska's parlance (2010, p. 83). Following her technique of frame
analysis (2010, p. 77), among the BNC occurrences “pain” within the Possession Frame, 259 instances
of the inclusion scheme “SB/STH-container has STH-content” examples were identified, e.g., “I am
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in pain” (BNC, pain, 27), “a pain in his foot” (BNC, pain, 32). The ownership scheme “SB/STH-owner
has SB/STH-owned” was represented by 90 instances, e.g., “The man had a lot of pain in his lower
back” (BNC, pain, 254).

Within the Thing Frame the quantitative scheme “SB/STH is THAT MANY-quantity” had 54 hits,
e.g., “the pain was that great” (BNC, pain, 302), while the locative scheme “SB/STH is (exists)
THERE-place” had a lesser representation, amounting only to two hits “the pain (is) out now”
(BNC, pain, 24).

The Action Frame and the three schemes that belong to it had the largest representation across
the board: (i) the state/process scheme “SB/STH-agent acts” totals at 301 hits, e.g., “every muscle
paining from constant alertness” (BNC, pain, 12); (ii) the contact scheme, i.e. the scheme “SB/STH-agent
acts upon SB/STH-patient”, had 240 hits, e.g., “the hip has been paining me” (BNC, pain, 511);
(iii) the causative scheme “SB/STH-causer makes STH-factitive” appeared to be the most
representative, scoring at 379, e.g., “that caused me some great pain” (BNC, pain, 146), “that brought
me great pain” (BNC, pain, 40), “that give me great pain” (BNC, pain, 172).

The Identification Frame represented by the characterization scheme “SB/STH-identified
is SB/STH-characterizer” had fewer hits than any other, e.g., “pain is unpleasant sensation” (BNC,
pain, 75), “pain is a constant reminder” (BNC, pain, 82).

The importance of frame identification at this stage of the research is motivated by need
to understand the basic representation of the pain experience in the language, which will aid
the reconstruction process of conceptual metaphors and metonymies.

Stage Two involves corpus analysis of the pain lemmas (e.g., painful) and other pain-indicators
to construct the respective concordance plots in the literary texts under consideration. The two
screenshots below (Fig. 1 and 2) illustrate the keyword saturation in all seven analysed novels “pain”

and “hurt”, marked by vertical lines across the bars being the occurrence of the searched words.
The data prove that the word “pain” that directly indicates suffering of an afflicted character

is less frequent (see Fig. 2), if compared to the pain-indicating verb “hurt” (see Fig. 1), in all the novels
under analysis but “East of Eden”, where the word “pain” occurs more often than “hurt”. The decision
to illustrate the latter first is due to the fact that “hurt” has proven to be more illustrative of
the process of unfolding of the pain motif. The corpus analysis toolkit for concordancing and text
analysis, AntConc, is the source of the retrieved figures.
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Fig. 1. Concordance plot with the keyword “hurt” (generated by AntConc (Version 3.5.9) (Anthony, 2020)).
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The keyword “wound” with 36 total concordance hits (the highest number of hits found again
in “East of Eden’) occurs unsurprisingly in quantity in-between “hurt” and “pain”, being a precursor
and a trigger that help the reader predict the unfolding of the scene that contains the depiction of pain,
e.g., “his tortuous first furrow wound about like a flatland stream” (EE, p.35). The lemma “painful”
(15 concordance hits across all novels under consideration) yields the most modest results in terms
of construing the concordances plot representative of the pain motif.
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Files Processed

[ stat || Stop | ShowEveryNthRow [l [

Fig. 2. Concordance plot with the keyword “pain”
(generated by AntConc (Version 3.5.9) (Anthony, 2020)).

Stage Three revolves around the reconstruction of conceptual metonymies and metaphors of PAIN
in the novels under consideration. The most recurrent conceptual metaphors and metonymies in their
verbal manifestations are listed below:

PAIN IS A LIQUID/OBJECT WITHIN A PERSON'S BODY AS A CONTAINER, e.g., “pain

formed in my bowels” (WOD, p.42);

PAIN IS AN ENEMY, e.g., “she rallied herself against pain” (EE, p. 85);

PAIN IS A CONTAINER, e.g., “lay part in pain”, “she worked in pain and out of it’ (both EE,
p-79 and p. 101 respectively);

PAIN IS A BREAKING FORCE, e.g., “shattered in pain” (EE, p. 208);

PAIN IS AN OBSTACLE, e.g., “going through pain” (SAR, p. 62).

The majority of conceptual metaphors of PAIN in the literary texts analysed fall under
the conventional conceptual metaphors of emotions, EMOTION IS A FLUID IN A CONTAINER
and EMOTION IS AN OPPONENT (Kovecses, 2006, pp. 4-7). However, in the texts, where
the occurrence of passages depicting pain is relatively scarce, more uncommon pain metaphor
can be traced, e.g., PAIN IS A SILENCER as in “she said nothing, [...] she shook her head”’
(WBT, pp. 462-463).

Conceptual metonymies of pain mostly follow the formulas — BODILY RESPONSE FOR PAIN:
CRY/TEARS FOR PAIN; SWEAT FOR PAIN; HEAVY BREATHING FOR PAIN or in a rarer
case COMMUNICATIVE DISRUPTION FOR PAIN, as in SILENCE FOR PAIN, e.g., “she said
nothing” (WBT, p. 463).
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Stage Four of our analysis is oriented towards reconstructing narrative patterns via bringing
together verbal images and actions centred on the characters'/narrator's traumatic experience
in emotionally charged scenes or repetitive episodes of the protagonist's sufferings, the occurrence
of which shall be listed below. This method of devised based on the solemn definition of a literary
motif (Herman et al., 2005, p. 445).

The sequence of events that eventually cause the protagonist's death in “For Whom the Bell Tolls”
may be formalised as the following set of actions: Robert getting his injury while trying to escape
their chasers — absence of commentary about the pain he is experiencing; the injury description —
no mentioning of the character's discomfort — a comment about Robert's leg positioned at an odd angle —
Maria's distress over his injury and the threat of the chase behind them. The above sequence of events:
the protagonist injury — coping with the injury/wound — the description of emotional and physical pain —
aftermath/posttraumatic mechanisms of coping — the most common realisation of the motif of pain,
where physical injury is involved, e.g., Frederic Henry and his wounds in the First World War (FTA).

Episodic accounts of emotional and physical pain are traced in “East of Eden”, where the course
of actions escalates following the loop: physical confrontation — an injury as a result — emotional
torment provoked by the pain coming from scabs and wounds; or tracks another sequence: a hostile
environment — discomfort/inability of the protagonist to cope with it. The latter can be also observed
in “The Winter of Our Discontent”, where the son, who symbolizes the protagonist's future follows
his father's malpractices in order to cheat his way to success. The character's confession of such
a fraud brings Ethan Allen Hawley a great pain and discomfort: a hostile environment — Ethan Allen
Hawley adapting to it — Ethan's outlawed actions cause pain in another character — Ethan's son follows
his father's pattern — the father goes through the emotional pain. A similar set of events is true for
the description of Jake Barnes' trouble with his love interests in “Sun Also Rises”.

Stage Five suggests the analysis of the affected characters' profiles. By an affected character
we mean a personage, who has experienced a single or multiple physical/emotional abuses, reacting
to them overtly or covertly, and whose actions/thoughts were afflicted by this traumatic experience
or experiences. The affected characters fall into three categories depending on the type of pain they
were exposed to: (i) physical pain, e.g., Robert (WBT), (ii) emotional pain, e.g., Jake (SAR); Maria
(WBT), Ethan (WOD), and (iii) both, e.g., Adam (EE). Those affected by a predominately physical
pain are more likely to develop an emotional pain (i) either immediately, e.g., due to the aching wound
that spoils their mood, or overtime, (ii) or after the healing, with the injury totally affecting their
life. The affected characters that experience an emotional pain mainly owe it to their hostile social
or cultural environment or due to the physical pain of other characters they care for.

4. Conclusions

Preliminary results of our research indicate that the motif of pain in a literary text: a) tends
to be marked by descriptive and pain-indicating verbal units of biomedical lingua when describing
physical and psychological pain; b) conceptual metaphors and metonymies of PAIN are less
prototypical in literary texts unlike they are in a natural language because of the lack of explicit
pain-accounting episodes, but if the descriptions of traumatic experiences get more frequent,
the results tend to approach the dictionary data; c¢) the motif of pain is represented in a literary
narrative through a set of images and actions centered on the characters' traumatic experience, with
the highest saturation of the keywords marks the climactic points of the story; d) the concordance plots
in the literary text under analysis becomes denser in pain-indicating keywords closer to the forthcoming
physical or emotional trauma depictions; ¢) there prove to be two main sets of narrative events, with
the first one revolving around explicit traumatic experience, making it a salient point of the plot,
and the second set resorts to describing a more implicit undercurrent of the character's accumulating
discomfort in the novels under consideration, which both are structurally indicative of the motif of pain.
The above findings open promising perspectives of further elaborating the methodology of the pain
motif analysis within the integrated cognitive and corpus framework.
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LIST OF ABBREVIATIONS

BNC — The British National Corpus

EE — “East of Eden”

FTA — “A Farewell to Arms”

SAR — “Sun Also Rises”

WBT — “For Whom the Bell Tolls”
WOD - “The Winter of Our Discontent”
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Abstract

The article aims at analysing traditional forms of text of Chinese literature in the context of
the classical ancient classification of literature into four categories “Jing Shi Ji Qi” (“&: ! F ££”).
Each category consists of specific forms of text that have a common ideological theme.
Methodologically important in the study are the principles that the codification of textual forms, in
the first place, fixed and preserved the texts of Confucian ideology, and the forms of these texts
eventually became the literary norm. Elucidation of the peculiarities of the traditional classification
of literature, visual demonstration of the literary hierarchy is of key importance for a comprehensive
analysis of codification processes in the Wenyan and Baihua languages. The author of the article
emphasizes the relationship between the adopted system of text classification and codification
systems, which were responsible not only for the future form of implementation of the language
norm, but also its further development and transition to another stage of functioning. A detailed
examination of the subgroups of each literature category demonstrates the relationship between the
main concepts of textual codification and the hierarchical levels of classification. The historical-
comparative and descriptive format of the research proposed in the article highlights the aspect
that the tradition of text codification, on the one hand, depended on the influence of the prevailing
philosophical and ethical doctrine, and on the other hand, on the needs of society. This combination
of two directions led to a wide variability of textual forms, purposeful division of literature into
high and low, hierarchical structure of classification, where the most important literary forms
are texts of the first category “canons”. It is proved that the beginning of stylistic codification
begins with the textual forms of Confucian literature, and most texts of high literature are based
on Confucian ideology. The results obtained on the historical comparative and descriptive approach
give grounds to assert that the Confucian doctrine is leading in the introduction of codification
processes of the Wenyan language, and the codification processes of the Baihua language begin
with poetic forms of the text.

Keywords: text forms, classification, traditional text, language codification, literature categories.

AHoTanis

CTaTTIO NPHUCBSIYEHO aHAJI3y TpaIuidiHUX (OPM TEKCTY KUTaHCHKOI JTepaTypyu B KOHTEKCTI
KJIAaCMYHOI CTapoNaBHLOI Kiacuikarii iteparypu 3a gotupma kateropismu “Izun u 13w LIi”
(“& 2 F4E”). Kokna 3 mux Kateropiil ckmagaetses 3i cremudiunux GopM TeKCTy, fKi MaroTh
CIIJTBHY 17CONOTIUHY TEeMaTHKY. METOMIOOTIYHO 3aCafHAYO0 BAXIIMBUM Y JOCTIIDKCHHI € TBEPDKCHHS
mpo Te, mo Kkoaudikamisi TekcToBuX (opM Hacammepen ¢ikcyBana Ta 30epiraia TEKCTH
KoH(YyILiaHChKOI ieororii, a GopMH LMX TEKCTIB i3 YacOM CTaBallMl JITEPaTypHOIO HOPMOIO.
Bucsitnennst ocoOiauBocTell TpamumiiHOI Kiacudikalii JTepaTypu, HaoyHa JIEMOHCTpais
JITEepaTypHOI iepapXii MalOTh KJIFOUOBE 3HAYCHHS IS KOMIUIEKCHOTO aHaJli3y KoaudikaIiifHux
NPOLIECIB Y MOBaxX BEHbSHb Ta Oaiixya. ABTOpKa CTAaTTI MiAKPECIIOE B3a€EMO3B’S30K IPHUHSTOI
CHCTEMH TEKCTOBOI Kiiacu(ikali i3 cucreMamu KoAudikarii, siki BiNOBIIAIM He JIMIIE 32 MaHOyTHIO
¢dbopmy pearizaiii MOBHOI HOpPMH, a ¥ 3a 1i MOTANBIINA PO3BUTOK Ta MEPEXiJ Ha iHIIY CTYIiHb
¢yHkionyBanHs. JloktamHuit po3riisg MIATPYH KOXKHOI  KaTeropii JitepaTypu mnependavae
JIEMOHCTpAIIiI0 3B’S3KYy TOJIOBHHX KOHIEMIii TEKCTOBOI Komudikamii 3 iepapXiYHUMH PiBHAMHU
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knacugikanii. 3ampornoHOBaHWN Y CTAaTTi iCTOPUYHO-NOPIBHSUIBHUIM Ta ONUCOBUE (opmar
JIOCITIJPKEHHST BUCBITIIIOIOTh TOM acCHEKT, IO TPaJuiis TeKCTOBOi Komudikamii, 3 oxHOro OOKy,
3aje)kaia Bij BIUIMBY MaHIBHOI (iocochKO-€TUYHOI TOKTPHHH, a 3 IHIIOro OOKY, BiJ moTped
cycmiyibcTBa. Take TOEJHAHHA IMX JBOX HANpsMIB IPU3BENO JO LIMPOKOi BapiaTHBHOCTI
TEKCTOBHX (hOpM, ILIJIECHPSMOBAHOIO PO3IOJITY JIiTEpaTypy Ha BHUCOKY Ta HH3BKY, i€papXiuHOI
CTpyKTypH Kiacu(ikamii, 1e HaWBaXJIMBIIIMMH JIITEPATypHUMH (OpMaMH BHCTYNAIOTh TEKCTH
mepInoi kateropii — “kaHoHu”. JloBeAEHO, MO MOYaTOK CTHIIICTUYHOI KOMU(IKAIli MOYNHAETHCS
caMme 3 TeKCTOBHX (hOpM KOH(YIIIaHCHKOI JTITEPaTypH, a OLIBIIICTh TEKCTIB BUCOKOI JIITEpaTypy MaroTh
CBOIM HIJAIPYHTSIM KOH(YIIIaHCBKY ineornorito. OTpuMaHi 3a JI0MOMOT0I0 1CTOPUYHO-MOPIBHSJIBHOTO
Ta OMUCOBOTO MiJXOAYy Pe3y/IbTaTH AAlOTh MiJCTaBU CTBEPDKYBATH, IO KOH(YIiaHChKE BYCHHS
€ TPOBITHMM Yy 3alpoBa/DKEHHI KOAW(IKAIiHUX TPOIECiB MOBH BEHBbSHb, a Komauikaiiiini
MIPOLIECH MOBH 0aliXya MOYMHAIOTHCS 3 BipLUIOBAHUX (POPM TEKCTY.

Karwu4osi cioBa: ¢opmu Tekcry, kiacudikamis, TpaaumiiHUA TeKCT, KoAudikaiis MOBH,
KaTeropii JiTepaTypH.

IlocTanoBKka npodaemu

[MonsiTTst KOMUiKalii € TOJOBHUM Y AOCIIKEHHI icTopii GopMyBaHHS Ta HOPMYBaHHS MOBH,
OCKIIbKM came Koau(iKamiiiHi MpoIecy Mo3HA4aloTh Ta 30epiratoTh NMeBHI MOBHI (hOpMHU, SIKi IOTIM
CTalOTh €TAJOHHUMH ISl JITEpaTypHOI MOBH. Pe3ylbTaToM MOBHOLIHHOTO ()YHKI[IOHYBaHHS
MOBHOI CHUCTEMH € TI0SIBa Pi3HMX BHIIB JITEPATYPH, SIKi 3HAXOASATH CBOIO PEali3alliio y BiIMOBIIHHUX
¢dopmax TekcTy. 3 iCTOpUYHIM PO3BUTKOM MOBH (pOpMH TeKCTy Ta iX TpaHc(opmMallii motpedyoTh
xnacudikanii Ta dikcanii. “Iizun [u Lzu Li” (“4 5 F4E”) — ne 4otupn ocHOBHUX KaTeropii
JTEepaTypH, KOXKHA 3 SIKUX IpecTaBieHa cnenudivaumu popmamu tekery (Yuan Xueliang, 2002,
c. 97). IloniOHa cucrema knacudikamii JitepaTypu TpaauliiHa 11 gaBHboro Kurato (Wang Qiong,
2008), Tox 1i KaTeropii JiTeparypu — 1e TOPOIKEHHS TPaJANLIHHOI KUTAWCHKOI KYJIbTYpH, a TAKOXK
BOHM € CBOEPIIHUM KIIIOYEM 1O PO3YMiHHS (DOPMYBAaHHS Ta PO3BHUTKY TOJOBHUX KYJIBTYPHHX
3acaj KUTalChKOI LUBLII3AIl, CBITOMISJHAX NPUHLUIIB Ta MEHTAJITETY KUTAHCHKOTO Hapomy.
OCKIIBKY JIITEpaTypHili MOBI KOXXHOT'O HapoIy, KOXHOI €MOXU BJIACTHBA CBOSI CUCTEMAaTH3aLlist
TEKCTOBHX (hOpM, TO BIZMOBIJHO O 3a3HAUEHOI BHUINE MPOOJIEMATUKH B HEHTPI yBaru Hamioro
JIOCITI/DKEHHS 1TOCTa€ 3HAYSHHS TPaAMIiiHOI Kiacudikamii JiTepaTypHUX TEKCTIiB Uil MIPOLECIB
konudikallii MOB BEHbSHb Ta Oaiixya.

Orasp gitepaTypu. Y BITYM3HSHIM HayKOBil NpakKTHIli, Ha >Kajlb, BIIICYTHI HAYKOBI pOoOOTH
3 aHayi3y (hOpM TPaAULIHHOrO KUTAHCHKOro TEKCTY Ta icTopii Koqu(iKaliiHIX MPOLECiB TPAAUIIHHIX
TEKCTOBUX (OPM.

HexoHcekBeHTHE HOCIIDKEHHS TEKCTOBUX (hOpPM TpaIuIsieThesl B HaykoBuX mpaisix B. 1. ['opernoBa
(T'openos, 1979), ane enizoanuHi 3ragkd Mpo GOpMH TEKCTy € HE CUCTEMHHMHU Ta iX PO3IJIsiA
MIPOXOAUTH y KOHTEKCTI 3acaj] Cy4acHOi CTHJIICTUKU KUTalChKol MoBU. Takoxk 3rasku npo ¢opmu
Cy4acHOTO KUTaHCBHKOTO TEKCTY, (DYHKI[IOHAJIbHI CTHJII ITyTYHXYa OIKMCAHO B HAYKOBHX PO3BiIKaX
O. I. Kaninina ta JI. A. Panyc (Kanuauna, Pagyc, 2014). 3aranbHi ONHMCH OKpEeMHX KaTeropii
niteparypu (“odimiiina ictopia”, 5 15) Ta oxpemmx Qopm Tekcty (“eHnmiioneniii”, 7517,
“reorpagiunoi siteparypu” Hi Bl 1) posrismyro B mpausx B. B. Manssina (MansiBum,
2000, c.231), anme 1i OmMMCH BUKOHYIOTH JiMIIe iHQOpMATHBHY (PYHKLiIO, a HE € CHCTEMHHM
JIHTBICTUYHUM JIOCIIIKEHHSIM.

VY 3apyOiKHIH JIHIBICTUIII HEMAE Tpallb, SIKi O ONMCYBANIU TpaJAWILIiHHI KUTaHChKi Kiacudikaii
KaTteropiii Jjirepatypu Ta ¢opMm TekcriB. KopoTke 3rajyBaHHS Npo KiacHU]ikamilo JTepaTypu
3a 4OTHpMa KaTeropisMu Tparuisierses jume B Cabinu HaliT y podori “Kutaiichka siteparypa:
nyxe koporkuid Berynm” (Knight, 2012, c. 65).

OpHak ToCiKeHb, TPUCBIYEHUX 3HAYSHHIO TPaJIMIiiiHOT Kiacudikaiii KaTeropii jgiTeparypu
B TIporiecax KoauQikallii CTHIiCTAYHOI HOPMU MOB BEHBSIHb Ta 0aiixya, HaMu MoMiueHo He OyIo,
TOMY BiJICYTHICTh MOJIOHMX HAyKOBHX PO3BIIOK Y BITYM3HSHOMY MOBO3HABCTBI OOYMOBHIJIA
HEeoOXiHICTh MPOBEAEHHS TAKOTO JOCIiPKEHHSI.
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AKTyaJbHICTBH 10CJTiAKEHHsI 3yMOBJICHA HEOOXIIHICTIO TJIMOMHHOTO Ta JIOKJIaJHOTO aHaJi3y
TpaguLiHHUX (OPM KHTAHCHKOIO TEKCTY B KOHTEKCTI IMpOIeciB Koaudikamii MOBH Ui TOTO,
o0 3HAWTH Ta PO3IVIIHYTH BUTOKH (POPMYBAaHHS TPAAWIIHHUX 3acaji CTUIICTHYHHUX TEKCTOBHX
HOpM, MpoleciB GopMyBaHHs crienudpiyHX (HOPM TEKCTy, NPOAEMOHCTPYBATH BiJMIiHHICTb
Ta OPHUTiHANBHICTH ()OPM TEKCTIB Y MOBax BEeHBbSHb Ta Oaiixya. OKpiM TOro, po3riisii TEKCTOBHX
¢dopM, cucreMaTH3alis TBOPIB KHTAHCHKOI JITEpaTypd B KOHTEKCTI TpamumidHoi Kiacudikamii
KaTeropii jitepaTypu Ta (OPM TEKCTIiB JOMOMOXKE BUBUUTH 1€PAPXiF0 TEKCTOBUX (OpM, 11 BILIHB
Ha PO3BHUTOK KMTAHCHKOI MOBH Ta KYJIBTYPH.

Metoro 1iei HaykoBOi pPO3BIAKM — JOCTIKEHHS (GOpM TpPaAMIIHHUX TEKCTIB 1 MpOLECiB
ix komuikarii B MOBax BeHbsIHb Ta Oalixya. MeTra poOOTH JIOCATAETHCS Yepe3 PO3B’sI3aHHS TaAKHX
3aBJaHb. PO3IJLI JIiTeparypu, sika € HocieM Komudikaiii TekcToBux (opM; BHBYEHHS icTOpii
PO3BUTKY (hOpM 1 BUIIB TEKCTY B MOBI BeHbsIHb Ta Oalixya; aHaji3 ocoOnMuBocTel komudikallii Gpopm
TPaJULIHOTO TEKCTY.

Metoau. Y po06oti 0yi10 BUKOPUCTAHO OIMHCOBHI MeToN AJisi Kinacuikamii Ta iHTeprnperanii
JIOCITIPKYBAaHUX MOBHHX SIBUIII, ICTOPHYHUH Ta MMOPiBHSIBHO-1CTOPUYHUHA METOIH.

IIpenveToM nociiDKEHHS € TpaauiiiiHa Kiacu(ikalis JITepaTypu 3a KaTeropisMu JIiTepaTypH
Ta JOpMaMH TEKCTY.

O®0’€KT HOCTIIKEHHS — MPOIIECH 3aN0YaTKyBaHHs KoaqudiKalil TpaIuiiHuX TEKCTOBUX (OpM
Ta IXHIi BIUIMB Ha PO3BUTOK MOB BEHbSIHb Ta Oalixya.

KoxxHa i3 4oTHphOX 3a3HaYeHUX BUIIE KaTeropiit siteparypu Oyna Bimoma B Kurai me 3 nepiony
Bororounx mapcts (475 — 221 pp. 1o H.e.). Yci Ha3BU BKa3aHMX BHIIE JITEpaTypHUX (HOpM
TPaIUISIOTHCS Yy BUIVISIAL Kilacuikaiii B nepiuiid B icropii Kurato mparii i3 cucremaruzariii Jlitepatypu
“Cim crpateriit” (““LM§”) (Liu Xin, 2014, c. 204), sixa Gyna cTBopeHa 3a mepion 3axigHoi XaHb
(P, I 206 p. mo H.e. — 8 p. H.e.) mpuOAM3HO y 26 p. 10 H.e. ABTOpaMu Wi€i MacmTaGHOI
poboru 6ymu Jlro Can (X)) Ta Jio Cins (X#K) (Yuan Xueliang, 2002, c. 162). Odiwiitnuii
PO3IIOALN JITepaTypu 3a TaKOK CHCTEMOI0 Kiacu(ikamii IaTyeTbesl mepioJoM IuHACTIi 3axigHa
Lzise (P55, 265-420 pp.), Toai Buxoauts npaus Crons Crous (4] 8)) 3 xmacudikauii giTepaTypn
nig Hassoro “Llzine wkyn wsin Oy’ (“¥5 &, nocn. “Knacuuni keuru numactii 113iHb”)
(Han Yongjin, 2017, c. 81). OcrarouHe npuitHATTS Kiacudikalii JiitepaTypu 3a 4otupMa opMamu
BinOynocs 3a nepiony npasinns guHactii Cyii (F§, 581 — 618 pp.) (Yuan Xueliang, 2002, c. 107),
npo mo ceigyath 3anucu “OdiuiiiHoi xponiku npapiinas aunactii Cyir” (“F§ 15- & 58 &),
ajie BIPOBADKEHHS TAaKOi CHCTEMH PO3MOALTY KaTeropii JIiTepaTypw NpH COPTYBaHHI TEKCTIB
daxTHuHO BinOYIOCA HAa MOYATKy mpapiinHsa auHacTii Tam (JH, 618-907 pp.), #oro 3anpopaaus
y CBOEMY JOCIiIKeHH] 3 Knacudikarii miteparypu Beit Wxen (FR1L 580-643 pp.), Axuil mofinus
YCIO BiJIOMY Ha TOH 4ac odiuilHy JiTepaTypy 3a yotupma kareropismu (Wang Qiong, 2008):

1) “xaHoHmM” £ (moBHa HasBa Z:1)) — mpencTapieHa TekcTaMH KOH(YIIAHCHKOTO BYUEHHS,
sIKi BBaxkanucs kaHoHiuHuMH (Xia Jian, 1994, c. 178);

2) “odiuiiina ictopis” ! (moBHa masea Y1), imkomu BxuBaeThca iHma Hasea IF W) —
LSl KaTeropis Jiiteparypu IpeJcTaBlieHa TEKCTaMH JIITONHUCIB, ICTOPUYHUX peecTpiB Tomo (Yuan
Xueliang, 2002, c. 134);

3) “dinocodcpka Teopis” F (HMOBHA HazBa ¥ F) — ue dinocodcbka TiTepaTypa, HalHcaHA
1o auHactii Llige (Z&, 221 — 206 p. 10 H.€.) y Iepiof PO3KBIiTYy (Ginoco(chkol TyMKH, TOMY 4acTo
1eit mepion e HasuBaoTh “Tlepionom cra mikin [pinocodii]” (F1 FKAL) (Yuan Xueliang, 2002, c. 136);

4) “onrtonorii” 4£ (mosHa mHaszBa 3L#E) — us KaTeropis penpe3eHTOBaHAa TEKCTAMM BipILiB,
TTiceHb, MOETUYHOT KPUTHKH, Xy0kHBOI 1ipo3u (Yuan Xueliang, 2002, c. 140).

3ayBaxnMo, 110, OKpiM Kiacuikalii iTepaTypy 3a YOTUPMa KaTeropisiMu, B iCTOpIil KUTAHCHKOL
¢inonorii Takox iCHyBamu Kiacudikallii 3a mrcrteMa, ciMoMa, JCB’AThbMa Ta JBaHAMIATBMa
KaTeropisMy, aje BOHM HE OyJM NOMIHAHTHUMH. PO3IIITHEMO JOKIamHINIE YOTHPH KaTeropii
Kacudikauii JiTepaTypH.
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1. “Kanonw”. Jlo xarteropil KaHOHIB HaJ&KUTh KOH(QYIIIAaHChKA JIiTepaTypa, SKy MOXHA
MOJTATH Ha Taki miakareropii (Wang Qiong, 2008):

a) “TpuHAIUATH KJIACMYHUX TeKCTiB” (“| =%£*) — e TeKcTHM ToNOBHMX KOH(YIiaHCHKUX
kanoHiB: “Ilu I3in” (“RF£E”), “llane my” (“K4157), “Uxoy mi” (“SA4L), <1 ni” (“4X4L7), “Ji ui”
(ALie”), “Uxoy i (“J8 %), “Lzo wkyans” (“ZefL”), “T'yn an wikyanp” (“AFAL”), “Ty nan
wryanb” (“BHEAE), “Jlyn oi” (“IBHE), “Bp S (“ORHE”), “Cso wsin” (“F£”), “Men-usi”
(“#F”) (Xia Jian, 1994, c. 176);

0) KOMeHTapi Ta IoKIaaHi noscHeHHs 10 “TpUHAANATH KIacHYHUX TeKcTi” (1 = £ i Hi‘),
30KpeMa JI0 Li€l TpYITH HaJleXaTh TIiyMadHi TekcTu 1Box (opm (Xia Jian, 1994, c. 185):

—  “komenTap” (£) — e IPUMITKU Ta MOSCHEHHS JJIsA CIIiB i (pas, BiH peali3yeThcsl B TAKHX
dopmax Tekcry, sik: “omuc” (f£), “npumitka” (£5), “noscuenns” (f#), “crarra” (F);

—  “noxnanne moscHeHHA” (Uif) — me po3’scHeHHs “koMeHTaps” (TIyMayeHHs KOMEHTapiB
0yJI0 HEOOXITHUM y CTapOAaBHIMN JIITEpaTypi, A€ 1 TEKCTH, i KOMEHTap JO HHOTO BXKE HEMOKIIUBO
Oyno mpounTatd 0O€3 CreliajbHOI MiATOTOBKH), IO peaji3yeTbCs B TakuxX (opMax TEKCTY,
AK: “JIOKIafHe MOACHEHHS NpaBuiabHOro 3HaueHHs” (X IF), “HoKnajgHe MOSCHEHHS MPAaBHILHOIO
nepsicHoro 3Hauenns” (1F X);

B) “icTopis KaHOHiYHOro BueHHS” (££5%W!) — ma migkarteropis JiTepaTypu HpeicTaBJeHa
TEKCTaMH 3 1CTOPIl CTAaHOBJICHHS KOH(YIIaHCTBA;

r) “mane BueHHA” (/N2%) — CTAHOBIATH TeKCTH (PLNONOTIYHUX JOCTIIKEHb Y TPHOX (opMax:
taymauni ciopuuku (Y 15), cnouuku iepormidis (F-13), cnopruxu pum (§J13). 3a nepiony
npaBiiHHsg 3axigHoi XaHb “Masie BYCHHS Ha3WBaJIM “BUEHHSM IPO CKJIAIHI Ta MPOCTiI 3HAKK
(“CF-277), a nicns npaBninKs muHactii Tan i CyH Moyaay Ha3MBaTH “BYEHHSM MPo 3HakK” (7-57%).

2. “Odiuiitna icropis”. Kateropito “o¢imiiiHa icTopis” MOXXHa MOAIIUTH Ha 14 migkareropii,
KO)KHA 3 SIKUX pealtizyeThes B crienupivyamnx Gopmax tekcty (Wang Qiong, 2008):

1) “Crpasxmus icropis” (1 5) — g migkaTeropiss JiTepaTypu IpeacTaBieHa iCTOPUYHMMU
TEKCTaMH;

2) “Karanor nitomucis” (4 #-) — nmiTepaTypHi TeKCTHM peNpe3HTOBaHi TekcTamu y (opwmi
TIepetiKy, B SIKOMY iCTOPHYHI TBOPU Ta MaTepialyd PO3TANIOBAHO B XPOHOJIOTIYHOMY TIOPSI/IKY.

3) “Peectpopuii nitonuc” (223 ANAK) — icropuuna niTepaTypa Iii€i migKaTeropii mpeicTapieHa
TeKCcTaMHu y (hOpMi peecTpy, Jie BaKIIUBI iICTOpHYHI (hakTh Ta MOJIT IIepepaxoByIOThCS i3 3a3HAYCHHSIM
JIaT y XpoHOJIoTiYHOMY Topsiaky. [lepmmii TBip miei gpopmu — “TyHIBsSHBCHKA peecTpoBa XpoHika”
(“IBE L FHAK”) — 6yno mamucano FOanp Iy (GZHX, mpuén. 1131 — 1205 pp.) 3a mepioxy
npasinaa quHacTii [lisnensa Cyn (F 4%, 1127 — 1279 pp.).

4) “AnpTepHaTMBHa icTopis” (7% 5) — g icTopudHa niTepaTypa He CIMpPAEThCs B OMMCI MO
Ha icTopuuHi (akTH, QakTH JiTonuciB ab0 OiuiiHUX iICTOPUUHHUX XpOHIK. PearizyeTbcst B Takux
BHZIaX TEKCTY, SK: 3aIlMC NMPO OAHOMMTTEBE crpuiiHarTs moxaii (— T LA L), nosmuit onuc nopii
(= UHK), memyapu (f410). Yei ti Gopmu TekcTy HOBUHHI Oy/M MaTH iCTOPMYHMIA XapaKTep.

5) “Icropuuna xputuka” (5 1F) — TekcTH i€l 1makaTeropii icTOpU4HOI JIiTepaTypH IPEICTABIEHO
y (OpMi KPUTHKH iCTOPUYHOI JliTepaTypu a00 y (JopMi KPUTHUKH IEBHOT'O aBTOpa 1CTOPUYHOI TIpalli.
Taxk, nanpuknaz, npaui “Jly TyH wssub ayns” (“EHH %), “Cyn nyns” (“Rig”), asrop — Ban
Dyuzi (FKRZ, 1619 — 1692 pp.) — 1e KpUTHYHHUI OIS iCTOPMYHMX Toii; npari “Ilu Tyn”
(“523), aBTopom sxux € Jlro Wxnizi (X401 JL, 661 — 721 pp.), Ta “Benb mm Tyn i (“3C 510 X ),
aBTOp — Uskana Croeuena (FE2Z1§, 1738 — 1801 pp.) — Lie KPUTHYHHIA OIJIA iCTOPUYHUX KHUKOK.

6) “Haxasu Ta gomoini” (if14Z£1) — 114 migxaTeropis iCTOpUYHOI JiTEpaTypu MOMINAETHCA
Ha 71Bi rpynu: “Hakasu’” (“i14) Ta “monosimi” (“2513”). Iliarpyna “Hakasu” peamizyeThcsl B TAKMX
dopmax TekcTy, sax: “Oronerens” (M 30), “cucrema npasun” (1), “xontpcrpateris” (), “enuxT”

87



Bicnux KHJTY. Cepis @inonozis. Tom 23. Ne 2. 2020

(i), “makas” (i), “ctpareriune posnopsmxenas” (JK4), “muct 3 neuatkow” (4 19), “nosuanns”
(#0), “nakas-npomona” (ifi7). Iliarpyma “gomoBimi” MiCTHTB Taki opmu: “cucreMaTH3alis’ 7%,
“memopanaym” (Z%), “posnoruii komentap” (Hi), “momanns” (iX), “muct immepartopy” (1)),
“3amevaTanuii Memopanaym” (£ ).

7) “Kurremuc” (f41C)) — wo migxaTeropiro JIiTepaTypH 3a 3MiCTOM MOKHA MOIIIMTH HA MBI
TEMaTU4HI TPyNH: Teplia MiArpymna — Jiteparypa, ska onucye Oiorpadilo JIOAWHA B KOHTEKCTI
ICTOPUYHUX TO/Iii; yBara B TAKOMY TEKCTi CKOHLIEHTPOBaHa Ha TOYHIN Iepenadi iCTOpUYHUX (DaKTiB,
JeTamizanii ICTOpUYHMX TOJIii; Apyra Tpyna JIiTepaTypu — IIe XYIOKHE 300pakKeHHs >KUTTS
JIIOJIMHHU, y SKOMY icTopis BUcTymae juimie ¢oHoM. Ilg mimkareropis JiTepaTypu peati3yeThbCs
B IUATH (JOPMax TEKCTY 3arajbHUX IS JBOX TEMaTHYHHMX TPYIL: “Myspi Ta mo6pouecHi” (“2E 1),
“gigomi moan” (“44 N”), “yzaranbHeHuil mepenik” (“iL3K”), “HeomHOpinHMIA Tepenik” (“AY3K”),
“anbTepHATHBHMIA nepemik” (“Hl3K”).

8) “Icropuunuii Butsar” (3 4£)) — Texcru wiei migkateropii iTepaTypH OpeacTaBiIeHO y Gpopwmi
ICTOPUYHOTO BUTATY 3 JHTOMUCY a00 y (opMi KOMIIUILIT BUTATIB. YHepiue Taka (GopMa iCTOpHIHHX
TEKCTIB TPaIUIAEThCs 3a AuHACTI CyH, pO3pI3HIIOTHCS ICTOPHYHI TEKCTH BUTATIB OJHOTO IEpioay,
Hanpukiaz, “Xanb llyuao” (“Y 15457) ta “Lizine llygao” (“F 15457). Icropuuni TekcTn BUTSATIB
PI3HHX TIepioNiB Ta PI3HUX aBTOPIB 3i0paHi B OJHIN Mpalli: HaNpuKiIazd, “Butsru 3 odiwiiHoi icTopii”
(“1F 52 %), “3i6panns ypUBKIB 3 HOBHX Ta CTapHX KHIKOK auHactii Tan” (“HrIH B 45&407).

9) “Xpononoriuni 3armcn” (%X it)) — siTeparypa wLi€i kaTeropii penpesenToBaHa y GopMi TEKCTy
ICTOPUYHHMX XPOHIK, Y 3MICTI IIMX TEKCTiB aKIEHT pOOMBCS Ha TMO3HAYECHHI IPaBJIiHHS [IEBHOTO
iMIepaTopa Ta IepeiKy JeBi3iB TUHACTIH; moaiOHa (hopMa Haraaye 3aXiTHOEBPOICHCHKUN KajIeHaap.
V Tekcrax wi€i GpopMu He ONMCaHO iCTOpHYHI ToAiT Ta Oiorpadii BUTATHUX ICTOPUYHUX OCOOMCTOCTEH.

10) “Peectp cesonip” (I 4 ) — mimkateropis niTepaTypu, TeKCTH SKOi MpEICTABIECHO
y BUIJISIII PEECTPIB, y SKUX OyJI0 PO3MHCAHO TOYATOK i 3aKiHYEHHS CE30HIB, HAJIABaBCS OIUC
CLIBCHKOTOCIIONAPCHKUX pOoOIT KokHOro ce3oHy. [lo mepiomy maunactii CyH momiOHOro pomy
JTepaTypy HEe BIJHOCHIM JI0 KaTeropii iCTOPUYHHMX KHIKOK, ajie OCKIIBKHM 3MICT LIUX TEKCTiB
He OOMEeXyBaBCs JIMIIE MEPENTiKOM CUILCHKOTOCHOAAPCHKUX CIIPaB, a JOAaBaBCs OMHUC TPAIMIH
1 CBSIT, ITOB’SI3aHMX 13 CUTHCHKUM TOCIIOIAPCTBOM Ta JKUTTSIM CEJISIH, TO “‘CE€30HHI KaTayuorn” BBIHILTH
o Kareropii icropuunoi miteparypu. [Ipukmagamu jiteparypu y ¢opMi “ce30HHHX KaTayoris”
MOXyTb 6yTH TBOopH “FOH wiy 620 astup” (“KAH T H), “Cin minb roe min” (“PY R H42).

11) “Teorpadis” (HiHl) — ua minxareropis niTeparypu, sika Mae reorpaigny CpsSMOBaHICTb,
npescTaBieHa TakKUMU (POPMaMM TEKCTIB: “Tororpadiuni onucu Ta xponiku nopiTie” (Hid B &),
BUTATH Npo onucu perionis (104X /5 1K), piuku ta moroxu (1li)1]), Tpamuuii Ta 3pmuai (KU{A),
axocti Tepuropii (#)77), 3anucu TepemiB Ta manauis (FJiA), ysaraneneni notatku (&L i),
“ONHUCH CTOMHIN, MpOBiHIIH, okpyriB, mositie” (#XHEE.), onucn piukopux xamamis (V] 42),
ONMCH TPUKOPAOHHUX Teputopiit (IZ1[)), onucn icropuunux mam’sitok (112F), mpumMitku mpo pisHe
(Z&id), monopoxkui npumitku (Jfic), nonatkosi mpumitku (Fhic).

12) “Kuwxku 3 ynpasmines” (B(15) — Texetu uiei migxaTeropii mitepaTypy mogaHo y dopmi
KaTaJIOry CHCTEMAaTH30BaHUX TPAaBHJI 1 3aKOHIB Pi3HUX ICTOPUYHHX IEPIOAiB; 3arajioM BHUIUISIOTH
WICTh BUJIB TEKCTIB: “3aranbHa cuctema 3akonis” (il ifill), “puryamu” (HAL), “nepxapnuii 06m1ik”
(K1), “BilicbkoBe ypamyamms” (7)), “3axkonm Ta Hakasm” (V44), “ex3ameHamiiini po6oru”
(3% T). Lro dopMy TiTepaTypu MOKHA PO3MOJIIM 32 3MiCTOM Ha [Bi KIACH: OIHC CUCTEMH TIPABHII
Ta 3aKOHIB KiJTbKOX TUHACTIH; OMKUC CUCTEMH TPABUII 1 3aKOHIB OIHIET TUHACTII.

13) “Tabens» pamrie” (U F) — ma migkarteropist icTopudHOi NiTepaTypu IpencTaBieHa
TEKCTaMH Y (opMi peecTpy abo KaTajIoriB 3 OMKMCOM PaHTiB, IPHUBLICIB, 000B’S3KIB TOIIO, YAHOBHHKIB
JIEp’KABHOT'O arapary; BOHa MU(EPEHINIOEThCA Ha Ba BUIU TEKCTIB: “TpaBWiia JJIsl YAHOBHUKIB”
(Fr i) Ta “sacTepexenns s umHOBHUKIB” (' ).
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14) “Karanorn” (H3X) — e mizkareropis icTOpHYHOI JiTepaTypu IIpeicTaBlieHa TeKCTaMu
y (OpMi CHCTEMATH30BaHUX 33 TEMATHKOIO KATAJOTIB, 30KpeMa BOX BHIB: “KATAIOTM KAHOHIYHOL
niTeparypu” (Z4:5%) Ta “kaTanoru nam’sITHUX HaANUCIB Ha MeTasli Ta kKameHi” (43 £71).

3. “dinocoderka Teopis”. Karteropito “digocodchka Teopis” MOXKHA TOIUTHTH Ha 13 miakaTeropii
(Han Yongjin, 2017, c. 190; Wang Qiong, 2008):

1) “xnac kondymianctsa” (i X J) — ne TekcTn KoHpymiaHChKOT Binocodchkoi Teopii;

2) “kmac naocusmy” (1K) — Texctn naockkoi (inocodchKoi Teopii;

3) “nac 6ypmmmy” (FEZX %) — TekeT maockkoi OymIiichKol Teopii;

4) “xnac BilicbkoBoi mitepatypu” (J£ ) — TekcTu BilicbKoBOT Teopii;

5) “nac nerictis” (A ) — texctu dinocodcrkoi Teopii nericTis;

6) “xnac arpapiis” (& Z %) — texctu dinocoderkoi Teopii arpapiis;

7) “knac MeauaHuX TpakTatin” (B K T) — TexcTu MeauuHOi Ta (hapMaKOIOTiuHOT Teopiii;

8) “Kiac po3paxyHKiB pyxy HebecHuX Tin” (KNI HEZR) — Texeru 3 acTpoHOMIT;

9) “knac JiTepaTypd IIpo Ham3BuyaiiHi mucTenrBa” (AR H(2K) — Texcrw, sxi momimsucs
3a OpPMOIO Ta 3MICTOM Ha CiM PI3HOBUIIB: “TeKcTH 3 aknyHcTBa” (H(°F), “nependavenns” (i f5),
“reOMaHTHYHI PO3PaXyHKH s OyauHKiB Ta knagosumr” (FHEAH %), “Bopoxinns” (15 1), “xuurn
KuTTs Ta gomi” (i 1 AH4D), “inb-an Ta mare enementin” (I BH 1L4T), “MucTenTBO pisHUX TEXHIK’
(AR,

10) “kmac mucreursa” (EAI) — rexcry, ki mominscs 3a GOPMOKO Ta 3MICTOM Ha YOTHPH
pizHOBUIM: ‘“kuBonuc Ta Kamirpadis” (1UiH), “mysuka Ta HOoTH (%:1%), “pisnOneHa medaTka”
(BEA)), “cknammi Texniku” (F41%);

11) “kmac mimanoi dinocodii” (4% %K &) — me Tekctn ¢inocodebkoro Hampamy, ski
HE CTAaHOBJIATH OKPEMHUX Y4YE€Hb 1 Te€4il, BOHM PO3MOMUIIMCSA 32 (OPMOIO Ta 3MICTOM Ha LIICTh
pi3HOBHIB: “pi3Hi BueHHs" (F%°F), “pizHe Mpo ek3aMeHyBaHHs (%% ), “pizHi posmosimi” (A1),
“pizHe mpo Kap’epHi cromiBaHHA” (Z%/W), “pizHi Komminauii” (Z%), “pisHe mpo penarypaHHs”
CI4m);

12) “knac nmiteparypu npo knacudikamii” (FE153%) — texcTu ennmxIoneiis;

13) “xnac KysaiHapHoi niteparypu” (W5sKK) — e TekcTH Mpo KysiHApHE MUCTELTBO, I1i TEKCTH
PO3MOAiNANKCA 3a (OPMOIO Ta 3MICTOM HAa TpH Pi3HOBUIM “Tpunanns’: (#s¥)), “peuentu ixi”
(i), “xmacudikaris Tpas, JepeB, NTHIb, TBAPHH, KoMax, pu6” (LA 1L 4 di ).

4. “Ownronoria”. Jlo i€l kareropii BXOIATh TEKCTH BIPIIIB 1 TEKCTH XYIOXKHBOI JIITEPATYPH;
3arajJioM BKa3aHy KaTeropilo MOXKHA MOMIIMTH Ha Taki mimkateropii (Han Yongjin, 2017, ¢. 193):
“gycpki cTpodu” (£ &F); “amprepratusHi ontonorii” (J|4E); “ysaranereni onromorii” (GLEE);
“KpMTHYHMIT orisia Bipiis Ta nposu” (W3 PF); “michi Ta apii” (1 H); “pomann™ (ZNiit).

Tabnuus
Knacudikaiis 7aBHbOKUTAHCHKOI JTiTEpaTypH
gy | TR S ST SL S TR, e, AR, R e,
I, R, T
SRR, S22, R, i, WA, RO, B, A, ST
B | S, SIS, PR, T, T e, R
T | CETIEREL, BT, CHET, CHEIR, Ph T, R, “ER T, “PM IR
g | B IR, SRR, SRR, HRA AR, "SR, T
I

VY tabmumi “Kiacudikamis JaBHOKUTaHCHKOI JTiTepaTypy’” BHOPAHO TBOPH, SIKi KoAU(iKyBaiu
Ta BIUIMBAJIM Ha (OpMyBaHHS MOBHOI HOPMH MOB BEHBSIHB Ta Oaiixya. OOCST HBOTO JOCIIIKESHHS
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HE JI03BOJISIE HaM KJIacu(iKyBaTH Ta I0JaTH BCIO KUTAKCHKY JIITEpaTypy B MOBI BEeHbSIHb Ta Oaiixya,
TOMY JUIsl TaOuIi Oyi10 BiiOpaHO HAKBIIOMIIII TBOPU YOTHPHOX KaTeropiil. OKpeMHUM ITyHKTOM CITi[
3ayBaXMTH, LIO0 TOPSIOK IOJaHHS YOTHPHOX KAaTEropiid JiTepaTypy HE BUNAAKOBHH: KaTeropii
MojiaHi B TMOPSAAKY 3HAYYIIOCTI VIS COLIOKYJIBTYPHOI'O Ta TOJNITHYHOI'O JKUTTS TPaIMIIHHOrO
KHTaWChKOT0 CYCHIJILCTBA.

OrJsin KII0YOBUX / TIPOBIAHUX JIITEPATYPHUX TBOPIB Y KOHTEKCTI TPaJWIIHHOI Kiacudikaiii
HA0YHO JIEMOHCTPYE 1€pPApXifo JIITepaTypHUX TEKCTIiB, C(OOPMOBaHY 3a 3HAYEHHSM Ta MICIIEM TBOPY
B CHCTEMi JaBHbOKUTANHCHKUX I[IHHOCTEH.

[eproto kateropieto € KoH(pYIIAaHChKA JIiTEpaTypa, apke KOH(YIIaHCTBO MAJIO BEJTMKE 3HAUYCHHS
y (hopMyBaHHI KNTaHCBKOI JIepKAaBHOCTI Ta 0araTto B YOMY BU3HAYAJIO OCHOBHI HANpPsSIMH PO3BUTKY
CYCIIJIBCTBA MPOTSTOM YCi€l icTopii iMneparopcebkoro Kuraro (SIaryros, 2014). I1. M. Koxun yBaxae,
o “KoH(YIiIaHCTBO MOXKHA PO3TJISIATH 1 SK PENIriiHHO-TIONITHYHY CHUCTEMY, SKa yTBEpKyBaa
B Kurai criiiky nepxaBHy Binany” (Koxwun, 2007, c. 190). Kareropist “kaHOHH” MiCTHTh TOJIOBHY
Uil (OpPMYBaHHSI CTPYKTYpH TOTOYacHOTO coliymy JitepaTypy. Tak, Hampukian, “Ilu nzin”
(“IFZE”) nocniBHO mepekiagaeThes sk “KanoH Bipmiis”, To6To Bipimi 3 wiei 36ipku, iX MeTpudHa
(opMa Ta TeMaTHKa € B3ipLEBUMH, JIOCKOHAJIMMU 1 32 (JOPMOIO BUPAKEHHS, 1 32 XYNOKHIM YTiIEHHSIM
MopalbHuX sikocteld koHpymianctBa. Komudikosana B “Illu m3iHi” ¢opMa BipIIOBAHOTO TEKCTY
" (M) BIUIMBA€ Ha BCIO iCTOPiI0 PO3BUTKY KMTaHCHKOI MOETMYHOI Tpajmuiii. I3 wi€i mpuuuHu
“Iln u3iH” HaNEXUTh y mepniil karteropii kiacugikamnii TaBHbOKHTAHCHKOI JIiTEpaTypH, Xoda
BipiIi pi3HUX (OpM 1 KpUTHKA TOe3ii HalexaTh 10 4eTBepToi Kareropii “onromorii”. Le me pa3
migkpecitoe, mo “Iu m3iH” — 1e erajgoH, Ha KU Tpeba PIBHATHCS MUTIAM, a BipIlli YeTBEPTOL
Kareropii — juiie moxixHi TBopu. OTxke, JiTepaTypa 3 MepIoi Kareropii Mana KIII040Be 3HAYCHHS
it (hopMyBaHHs Ta KoAu(ikail KUTaiChKOi MUCEMOBOI MOBU BEHBSIHb: KOH(YIIaHCHKI KaHOHH
Ta TOTY)XKHHH amapar AOCITiTHHIBKOI JITEpaTypu, IO iX OTO4YyBaB, KoAM(DIKYBaIH HE JIUIIE
rpaMaTUyHe Ta JIEKCUYHE HAIIOBHEHHS TEKCTIB, a i caMy ()OpMy TEKCTY.

Jlirepatypa npyroi kateropii — “odiniiiHa icTopis” — 3aliMae Japyre 3a 3HAYEHHSM Miclle Ticis
KOH(]YIIIaHCHKMX KaHOHIB. 3alI04aTKOBaHA KOH(YIIIAHCHKIM YUEHHSIM TPAAULIis “TIOBary 10 CTapIinx
sIKa TaKOXX BUSIBIISIETHCS Y 30€pekeHHi icTopil, TpaJMIiil Ta “HaciilyBaHHI CTapPIIUM MOKOJIIHHIM,
o¢iuiitHo mpeacTaBIsIIacs Aep)KaBHUM arapaTtoM 4epes 3amucy “odiuiiHoi icropii”. Tomy TekcTn
3a3HAYCHOI KAaTeropil 3armucani MOBOIO BEHBSIHb Ta € HOCISIMH Koaugikarii i€l MOBH.

Jliteparypa TpeTbhoi Kareropii — “dinocodcbka Teopis’” — MpeACcTaBIeHa TEKCTaMU B MOBI BEHBSIHb.
CraBiieHHs1 IO BUBYEHHS JITEpaTypH L€l KaTeropii mo-pi3HOMY PO3I[iHIOBAJIOCS B Pi3HI iCTOPHYHI
nepionu. Tak, Hanpukitaz, y muHactii Tan Ta CyH npaBisiua BepXiBKa HE HaATO CXBAIBHO CTABHJIACS
JI0 TITMOOKOro BUBYEHHSI JAOCH3MY YHHOBHUKaMH. AJie Ha TporecH Koau(iKalii MOBH Mali BEITUKUMI
BIUIUB JIMIIIE JIESKi TBOPY (Ha3BU 3a3HAUEHO B TAOJIUIIl BHIIIE).

Jliteparypa yerBeproi KaTeropii — “oHToNOrI” — sBJIsIE COOOIO MilllaHi TBOPH, 3aNKMCaHi MOBaMHU
BEHBbsIHb Ta Oaiixya. [lepeBakHa OLTBIIICTH TEKCTIB Ii€i KaTeropii 3amovaTkyBajia Koau(iKaIito
MoBH Gaiixya. Tak Hanpuknaz, “Z8 &, “IRIFHAC, “HiF LT ILE ™ a in.

BucHoBku

Posrisin TpagumiiiHoi kuTalchKol KiacH(ikalii JiTepaTypy 3a KateropisMu Ta (opMaMH TEKCTY
JIO3BOJISE 3pOOUTH TaKi BUCHOBKH ITIOJI0 TIPOIIECiB KomuiKallil KUTaiChKUX MOB BEHBSIHb Ta Oaiixya.

1. Kiacudikamisi jmitepaTypu 3a KpUTEpiEM 3HAUYIIOCTI BKa3ye Ha Te, IO T'OJIOBHE MicIe
B mpomecax KoauQikaii Ta HopMaizalii MOBH 3aiMaiii KOH(YIiaHChKI KaHOHHW Ta CYNpOBiqHA
JIO HUX JIITEpaTypa.

2. Jliteparypa nepmioi kaTeropii — “kaHoHu” — Oyia KoaugikoBaHa i 3a1o4aTKyBaia TPaauIil
CTHJIICTHYHOI HOPMHU MI0A0 GopM TeKCTiB. 3adikcoBaHi (OpPMH TEKCTIiB CTaTH €TaJTOHHHUMHU
JUTSL HACTYITHHUX MOKOJIIHB (D1JI0JIOTiB, MUChbMEHHHKIB, YAHOBHHKIB.

3. JlitepaTypa mepioi Kateropii — “kaHoHW” — y Ha3BaX TBOPIiB Ma€ KiHIEBHH iepormiQp “4”
(“xanon”). Ileit iepormi¢ Bka3zye Ha Miclle TBOPY B 3aralibHill iepapxii JiTepaTypHUX TBOPIB.
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4. Jliteparypa meplioi, qpyroi Ta TpeThoi Kareropii kmacupikamii koaudikyBana ta popMmyBaia
MTUCEMOBY MOBY BEHBSIHb.

5. Jliteparypa uerBepToi Kareropii “oHtoyorii” 3amouaTkyBasia Komuikaiio MoBU Oaiixya.
MoskHa 3pOoOHTH BHCHOBOK, IIO KOoauQikaiis MOBU Oaiixya HMOYMHAETHCS 3 PaHHIX MOSTHYHUX
TEKCTIB Ili€l KaTeropii.

Icropist knmacugikaii niteparypu Ta GopM TEKCTY, TEKCTOBA i€papxisi, Komudikais TEKCTOBUX
(¢opM y MOBax BeHbsIHb Ta 0alixya Ha/Jae BaXKIMBHHA MaTepiajl JUIs JOCHIPKEHHS Ta TOSCHEHHS
JIHTBICTUYHHX SIBHII Cy4acHOi KUTAHChKOI MOBH, a TaKOXK JOMOMAarae 3HaWTH BUTOKU (DOpMYBaHHS
CTWJIICTHYHOI HOpMH. BceOiunmii aHami3 kiacudikailii TpaguIliiHUX TEKCTIB Ta JOCIIIHKCHHS
KOHILIENIIH Koaudikalii Tpauiiitaux (GopM JiTepaTypH 1 BUIIB TEKCTY MOXE 3aII04aTKyBaTH HOBI
HAYKOBI PO3BIJIKM B rayry3i CTHJIICTHKY Ta NEPEKIIaI03HABCTBA.
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CONCEPTUAL EQUIVALENCE OF COLLOQUIALISMS
IN CROSS-CULTURAL CINEMATIC DISCOURSE
AS A TRANSLATION CHALLENGE

Abstract

The article considers the specifics of colloquialisms functioning in English cinematic discourse that defines
the choice of translation strategies for representing them in Ukrainian films in order to preserve the conceptual
equivalence in cross-cultural cinematic discourse. The research methodology, which incorporates general
scientific methods of analysis and synthesis, induction and deduction as well as linguistic methods of contextual,
lexical, stylistic and pragmatic analyses, resulted in determining the theoretical background of the study, selecting
illustrative research material and suggesting the country-specific meaning of colloquialisms used in English
cinematic discourse. Colloquialisms, understood as informal words or expressions that are more suitable for use
in speech than in writing, contain a lot of dialectal words, slang, jargon and obscene words, which are clearly
distinct from each other. Colloquialisms, formed by compounding (44%), shortening (40%), rhyming (10%)
and affixation (6%), perform two main functions: emotion-expressive and image-creating. The methods of
translation analysis helped define the specifics of reproduction of colloquialisms in cross-cultural English-
Ukrainian cinematic discourse. Depending upon semantic and communicative appropriateness of colloquialisms
in cross-cultural cinematic discourse, there have been distinguished three levels of their conceptual equivalence
graded as the upper degree (48%), the medium degree (48%) and the initial degree (14%).

Keywords: conceptual equivalence in translation, film translation, cross-cultural cinematic discourse,
colloquialism, slang, jargon, obscene words, translation transformations.

AHoTalis

Y crarTi po3MISHYTO OCOONHMBOCTI PO3MOBHOI JEKCHKH, IO (YHKIIOHYyE B aHITiHCBKOMY
KiHemMaTorpaiyHOMY JUCKYypCi 1 BIIMBae Ha BUOIp cTparerii IX BIATBOPEHHS B YKPaiHCHKHUX KiHOIEpeKIagax
13 MeTor0 30epe)KeHHS IXHBOI KOHIIENTYaJbHOI €KBIBaJCHTHOCTI B KPOC-KYJIBTYpHOMY KiHeMarorpagiuHomy
IucKypel. MeTomomnorist JOCiKEHHS, SKa BKIIOYAE 3arajlbHOHAYKOBI METOIM aHANI3y Ta CHHTE3Y, 1HAYKIIl
Ta IEAYKIii, a TAKOXK JIHIBICTUYHI METOAM KOHTEKCTHOTO, CEMAHTHYHOT'O, CTHJIICTUYHOTO Ta MParMaTuuyHOTO
aHaJli31B, CIpHsIa BU3SHAYCHHIO TECOPETUYHOTO MIATPYHTS AOCIIKCHHS, BiIOOpPY LIIOCTPATUBHOTO MaTepiany
JUIS aHaJIi3y Ta BU3HAYEHHIO HAI[IOHANBHO CIIeNM(IYHOT CEMAaHTHUKH PO3MOBHOI JICKCHKH, 1[0 BUKOPUCTOBYETHCS
B aHIMIilicbkoMy KiHeMaTorpadidyHoMy quckypci. Po3MOBHa JIekCHKa, 110 PO3yMieThCs SIK He(hOpMalbHi ClIOBa
a00 BUCIIOBH, 5IKi OlIbIIEe JOPEUHi I BUKOPUCTAHHS B YCHOMY MOBIICHHI, HIJK Y IUCEMHOMY, MIiCTATh 6arato
JIiaJIeKTHHX 1 CJIGHTOBUX CJIiB, )KapTOHI3MiB 1 BYJIbIapH3MiB, sIKi 4iTKO BiApPI3HAIOTHCS OIMH Bix oqHOro. CTBOpeHa
LUISXOM clloBOCKIananHs (44%), ckopoueHHs (40%), pumyBanns (10%) Ta adikcanii (6%), po3MOBHA JICKCHUKa
BUKOHYE JIBI OCHOBHI (DYHKIIi: €eMOLIHHO-EKCIIPECUBHY Ta 00pa30yTBOPIOBAIbHY. METOIM MepeKIaialbKoro
aHai3y ONOMOIIIM BU3HAYUTH OCOOJIUBOCTI BiATBOPEHHS PO3MOBHOT JICKCHKHU B KPOC-KYJIBTYPHOMY aHIJIO-
YKpaTHChKOMY NIepeKiIazi KiHeMaTorpaiuHOro TEKCTy. 3aIeXKHO B/l CEMAHTUYHOI Ta KOMYHIKaTMBHOI TOIUTBHOCTI
PO3MOBHO] IEKCUKH B KPOC-KyJIBTYPHOMY KiHEMaTHYHOMY ITUCKYPCi BUAUICHO TPH PiBHI iXHBOT KOHLIENITYaJIbHOL
€KBiBaJICHTHOCTI: BepXHil piBeHb (48%), cepenHiii piBeHb (48%) Ta moyaTkoBuil piBeHb (14%).

KirouoBi ciioBa: KoHIeNTyalbHa EKBIBAJCHTHICTh y MepeKiali, KiHOIEpEeKIal, KpOC-KyJIbTypHHI
KiHemarorpaiyHuil TUCKYypC, pPO3MOBHA JIEKCHKA, CJICHT, XAaproH, HELCH3YpHI CIIOBa, NEpeKiIanalbKi
TpaHcpopmalii.
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1. Introduction

The social processes which take place in Modern Ukrainian society require a new approach
to solving the problem of appropriate cultural adaptation of country-specific issues in cross-cultural
English-Ukrainian cinematic discourse. Cinema is a specific mechanism that participates
in the formation of a new type of relations in society. Film as a special audio-visual art of mass media
establishes a multi-code type of communication. The influence of cinema on social reality is by no
means unambiguous: it is a means of manipulating public opinion and human behaviour. Cinema
language and its practical implementation — cinematic discourse — are the most important categories
of cinema art, the features of which should be well-known for a professional film translator. The research
in the field of film translation and cinematic discourse rendering is an important and urgent task which
aims at achieving adequate, culturally appropriate strategies of translation, which help to solve many
practical problems and accelerate the exchange of information in the field of cinema.

1.1 Literature review

The number of research papers related to film translation is extremely limited, even in Western
European linguistics. Investigations carried out by Adrian (2014), Alvarez-Pereyre (2011),
Androutsopoulos (2012), Cintas and Anderman (2009), Cordingley and Frigau Manning (2016),
Cornu and O'Sullivan (2016), Danesi (2015), Higes-Andino (2014), Gambier and Gottlieb (2001),
Jaeckle (2013), Kozloff (2000), Kuhn and Schmidt (2014), Pérez-Gonzalez (2014), Zanotti and
Ranzato (2019), and others are of great importance in the field of film translation research. A review
of theoretical studies of film translation has proved that translators usually deal with such challenges
as: difficulties in translating movie titles, film dialogue as a unit of translation, specifics of translation
of movies with subtitles, psycholinguistic features of film and video translation, etc. In Ukraine,
despite the existence and constant appearance of new dubbing studios and, respectively, successful
translations of films, theoretical investigations of film translation are very scarce. Great attention
is given to film translation courses at specialized universities (Isayenko, 2014; Matasov, 2009
and others.), to the problem of pragmatic adaptation of the text of feature films (Demetska, 2010),
especially, to difficulties in choosing strategies to transfer realia, non-equivalent vocabulary,
intertextual elements, means of creating a humorous effect, dialectal words, jargon, slang and other
types of colloquial lexicon (Danylenko, 2013; Konkulyovsky, 2012; Zaretskaya, 2010 and others).

The use of colloquial vocabulary in the language of cinematic discourse is not a new phenomenon
in both English and Ukrainian film texts. This is due to the fact that the lexical system of the language
of cinema is the most dynamic system of modern languages because cinematic discourse is one
of the means of disseminating socially significant information which contributes to the formation
of the linguistic taste of society. Colloquialisms are widely used in cinematic discourse in order to add
brightness, clarity and emotionally expressive colouring to characters' speech. At the same time,
the problem of finding appropriate ways of adequate translation of colloquialisms in English
cinematic discourse, not somewhat mechanical act of linguistic substitution, but rather a more complex
negotiation between two cultures, remains unresolved. The evolvement of methods and approaches
to the analysis of translating colloquialisms in English cinematic discourse.

1.2 Aim, objectives and material

The aim of the paper is to reveal how the specifics of colloquialisms functioning in English
cinematic discourse influences the choice of the translation strategy for representing them in Ukrainian
films in order to retain their conceptual equivalence in cross-cultural cinematic discourse. The following
objectives have been specified: to define the concept of “colloquialism” in modern linguistics
and consider the main types of colloquialisms; to systematize the theoretical views of linguists
on the specifics of colloquialisms functioning in English cinematic discourse; to analyze the cues
of their reproduction in cross-cultural English-Ukrainian cinematic discourse as a translation challenge.
The material of the research has been selected by random sampling from the scripts of English
films: “Breaking Bad”, “Spy”, “Lock, Stock and Two Smoking Barrels”, “Grey's Anatomy” and others.
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2. Research methodology

Research methodology incorporates the methods of analysis and synthesis, induction and deduction
in determining the theoretical background of the study; contextual analysis in selecting illustrative
research material; lexical, stylistic and pragmatic analyses as tools for suggesting the country-specific
meaning of colloquial words and phrases in English cinematic discourse, as well as methods of
translation analysis.

3. Results and discussion

Language as a dynamic system constantly responds to changing conditions of its existence
and functioning, adapts to the environment in which it operates. Being greatly influenced by social
dialects at the beginning of the XXI century, literary English contains a lot of subcultural formations,
each of which having its own specific vocabulary (slang, jargon, argot, etc.). The role of colloquialisms
being widely used nowadays not only in speech of various segments of the population, but also
in the language of media (newspapers, magazines, television, on stage and in advertising), is steadily
growing. Correspondingly, theoretical studies of British (McEnery, 2006; Partridge, 2007 and others)
and Ukrainian (Bondarenko, 2007; Kleputs, 2009; Masko, 2003 and others) linguists deal with various
aspects of colloquialisms.

The word “colloquialism”, which comes from the Latin colloguium meaning a 'conference'
or 'conversation', is used to denote “an informal word or expression that is more suitable for the use
in speech than in writing” (CALDT). As a literary device, a colloquialism refers to informal or everyday
language spoken by people in a certain geographic area or by people of a certain dialect. When used
in fiction, colloquialisms create a certain effect or flesh out a literary character. Colloquialisms
are characterized by a wide usage of standard (literary colloquial) and non-standard (low colloquial)
lexicon. Though containing a lot of dialectal words, slang, jargon, and obscene words, colloquialisms
are clearly distinct from each of them. Opposite to slang, which is used only by specific social
or socio-economic groups, or to jargon, which is associated with specific occupations, activities
or area of interest, colloquialisms are well known to and understood by most native speakers
of a language.

While scrutinizing colloquialisms used in English films under study according to their stylistic
characteristics, we distinguished several groups of lexicon varying from literary colloquial and slang
words to non-standard and obscene. For instance, in the sentence WADE': Okay, let's pro-con this
superhero thing. let's pro-con this superhero thing. Pro: They pull down a gaggle of ass, local dry-
cleaning discounts, lucrative film deals both origin stories and larger ensemble team movies. Con:
they're lame-ass teacher's pets! (DP) a literary colloquial word is pro-con, which is the shortening
of pros and cons meaning “advantages and disadvantages, which you consider carefully so that you
can make a sensible decision” (CALDT); obscene words and phrases are a gaggle of ass and lame-ass.
Obscene words are prevailing, e.g., Not be a slutty, whore-y shit-brain! (WC): shit-brain is a compound
word with two roots shit and brain which means 'a stupid person' (CALDT). Other examples:
You're real tight fucker. (S); Oh, you bastard! (S).

The tendency to rationalize language and economize language effort is directly reflected in the wide
use of shortenings that become the most characteristic feature of colloquial language, e.g., Yeah. Listen,
1 have to kinda sneak out for a while. Sheldon: All right, goodbye. (BBT): kinda is the shortening
of kind of. We were not gonna last long on potato chips. (DA): gonna is the shortening of going to.
1 gotta go. (DA): gotta is the shortening of got to and has the meaning of 'have t0'.

To make colloquial speech more expressive and colourful, thyming slang is widely used in English
films under study, especially in “Madagascar” (MDG), e.g., Use your loaf and think next time (loaf
of bread is thyming slang for head); Did you half-inch that car? (half-inch for pinch, meaning 'steal');
Let's have a_butchers at that magazine. (butcher's hook for look); I haven't heard a dicky bird about it.
(dickie bird for word).
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The analysis of morphological structure of colloquialisms in English films under study has shown
a great predominance of such word formation processes as compounding (44%) and shortening
(40%) over rhyming (10%) and affixation (6%).

After systematizing the theoretical views of linguists on the specifics of colloquialisms functioning
in English cinematic discourse, we could distinguish two main functions which colloquialisms
perform in English films under analysis.

1. Emotion-expressive function, which is performed by colloquialisms (in 83% cases) that convey
a subjective attitude to reality, add a humorous colouring and create a special style of communication.
Performing this function, a lot of exclamations render emotional content in the communication
process but they are often ambiguous. One and the same exclamation, e.g., Oh my God! may
express a wide range of different, completely opposite emotions (great surprise, confusion, ridicule,
anticipation, disgust, etc.). In this regard, context, intonation, gestures of the speaker, etc. help
to recognize their semantics. Exclamations with non-standard obscene lexicon convey strong
emotional state of the speaker, his/her anger, hatred or irritation, as, e.g., in the film “Spy” (SP):
How the fuck do I get to Italy? How the fuck did this twat find out our fucking names? Don't, you son
of a bitch! The use of such lexicon indicates a fairly low social status of the speaker.

2. Image-creating function, which is performed by colloquialisms (in 17% cases) that create
metaphoric or metonymic images. It is with the help of metaphors that the brightest and the most vivid
images with a mocking, ironic or parodic connotations appear, e.g., What is burger over there...
[laughing]. — This peach felt asleep on the beach. Interesting ... is she satisfied with tan? (GA)
The direct meaning of a burger is “a grilled round piece of meat” (CALDT). For medical staff
in cinematic discourse, this word has a different meaning, —'a patient who received a sunburn'. Doc,
is she feeling pain?! — No, we blessed her with antibiotics and now she is good. (GA). The literal
meaning of the verb o bless is 'a process of blessing' (to ask God to help or protect someone
or something, or to make it holy). In the context of the film, the expression to bless somebody
with antibiotics acquires a metaphorical meaning 'to pump the patient with antibiotics thus relieving
the patient's pain'.

While analyzing the specifics of reproduction of colloquialisms in cross-cultural English-
Ukrainian cinematic discourse, it is worth paying attention to the fact that besides discrepancies
between English and Ukrainian language systems (synthetic Ukrainian and analytical English) and
differences in speech traditions (the use of lexical units and grammatical forms), the two languages
are different in reflecting culture specific national features (Yakymchuk, 2007). Therefore, a film
translation cannot copy the original; it can only transmit the information contained in the original text
with the great possible fullness, in strict compliance with the rules of the target language. However,
very often, this task is rather difficult to perform because there may be a “conflict of form and content”.
For example, the title of the film “Dead in the Water” was translated into Ukrainian as 'TlokiifiHuK
y Bozi' and 'Cmepts y Boai'. However, it should be noted that in English there is a slang expression
dead in the water, which means 'in a state of deep crisis'.

Taking into consideration a clear expressive and emotional character of colloquialisms as units
of communication, it is necessary to pay a special attention to retaining their conceptual equivalence
in cross-cultural cinematic discourse. “Conceptual equivalence” is understood as a kind of translation
adequacy of different degrees depending upon semantic and communicative appropriateness
of colloquialisms in cross-cultural cinematic discourse.

The upper degree of conceptual equivalence is the complete translation adequacy of colloquialisms,
which presupposes not only a full denotative and connotative equivalence but also functional
appropriateness, i.e. the compliance with national specifics, mental and cultural stereotypes of behaviour
of the target language speakers in cross-cultural cinematic discourse. The highest degree of conceptual
equivalence can be achieved by the following translation transformations.
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— Modulation (22% of all cases), which is a lexical and semantic type of transformation that
presupposes replacement of the Ukrainian dictionary equivalent for a contextual one that is logically
related to the source word and is in compliance with the norms of the Ukrainian language, e.g.,
Marry-fucking-Poppings London! (S)—"Mepi Iloninc, gopr 3abupaii'. The literary meaning of /'m slow
is 'z noginonuti’: Now I'm slow — I'll grant you that, but I'm probably a lot brighter than folks think.
(FG). To make the utterance clear and appropriate to the communicative situation it is translated
as 'Tyrogym': 'Sl — Tyroaym, HaBiTh HE CyMHIBaiiTECh, OMHAK sl PO3YMHIIIN, HIXK 1HIII BBaXKAlOTh'.
The literary meaning of to hassle 'typOyBaru, HaOpunaru, qoKy4ary, MyduTH' in the sentence She's
hassling me. (BBT) was replaced with its colloquial equivalent 'BoHa Bech yac jicraBaia Mene' to make
the utterance sound in complete compliance with cultural stereotypes of behaviour of the target language
speakers. In cases with modulation, to reproduce the atmosphere of hostility, obscene words are very
often used in the translation of colloquialisms, e.g., cut the crap which means 'TocuTh MOJIOTH Ty pHUIT'
in ...you know, cut the crap and keep the methylamine coming. (BB) is rendered by using swear
words: '... Hy 3Ha€lll, KiH4Yai XepHIO MYTHTH i IPOJOBXKYH MOCTABJIATH METHIIAMIH'.

— Generalisation (15% of all cases), which is a lexical and semantic type of transformation that
presupposes substitution of source language words (phrases) with a specific (narrow) meaning by target
language words (phrases) with a more generic meaning, e.g., Look mean now, hairy fucker. (LSB) —
'3po0u TaKy JIOTY THKY, Bonoxatuii Buponky'. Translating the vulgar abusive word fucker by way
of generalizing the meaning as 'Buponok' retains the stylistic and evaluative connotation of the original
word and is in complete compliance with cultural stereotypes of behaviour of the target language
speakers.

— Loan translation (11% of all cases), which is the transcoding of the English colloquialism by using
a full Ukrainian dictionary equivalent, e.g., The other people that play on the ping-pong team are real
nice fellers what come from ever walk of life, an they is specially nice to me. (FG) —'Y Hai#t komani
3 MIHT-TIOHTY 3i0paiucs HalPi3HOMAHITHIII XJIOMII, 1 IO MEHEe BOHU CTaBHJIKCS AyKe 100pe'.

The medium degree of conceptual equivalence is the second degree of translation adequacy
of colloquialisms which presupposes the obligatory transfer not only of a denotative component
of meaning, but also some of the components of connotation — emotive, evaluative, expressive
and stylistic (or at least one of them) — in the semantic structure of colloquialisms, especially, non-
standard and obscene lexicon. There may be the following ways to preserve original connotations
in Ukrainian translation.

— Concretization + grammatical replacement (16% of all cases), which is a lexical, semantic
and grammatical type of transformation, e.g., Coach an the goons done take me back to the bathroom
an rip open my pants an I done peed a bucket! (FG) — "TpeHep Ta [oJI0BOPI3HU BiZIBEIN MECHE 10 TyaJeTy,
po3ipBaiu OIMCKaBKy Ha IITaHSX Ta s, HapewTi, BiwmB Bix aymi!' The grammatical replacement
of colloquial constructions done take me back and I done peed, which demonstrate the illiteracy
of the speaker, by correct literary phrases 'Bimsenu mene' and 's Bimus' results in losing the stylistic
(low colloquial) connotation of the original utterance. At the same time, the concretization of literary
meanings of the goons 'Herimauky’ and peed a bucket 'momicsB y Biapo' displayed in the translation
as highly negative 'roioBopisu' and an expressive metaphor 's, Hapewri, BB Bix aymn!' trigger
the emergence of emotional and evaluative colouring of the utterance in Ukrainian, which is in complete
compliance with the situation described.

— Addition (12% of all cases), which is a lexical and grammatical type of transformation,
i.e. introduction into translation of such lexical units that are absent in the original in order to properly
convey the meaning of the original utterance in compliance with speech and language norms that
exist in the culture of the language of translation, e.g., Because what the fuck? (SP) —'Bo mio B Oica
cranoca? The translation transformation of addition not only preserves the emotion of surprise but also
strengthens it in the target audience.
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— Compensation (10% of all cases), which is a lexical and grammatical type of transformation
that presupposes the replacement of the original (usually literary) element by such (usually colloquial)
lexical unit in translation that compensates for the loss of information and is appropriate to the colloquial
communicative situation, e.g., What the fuck are you looking for? (S)—'A Bu, TBO€, Ha 110 BUIYIIMIUCE?'
The translator refuses from loan translation of looking for 'mykaru' and uses the colloquial 'BuTymvHCH'
to preserve at least the stylistic connotation, whereas the non-standard abusiveness expressed by what
the fuck is lost in translation.

The initial degree of conceptual equivalence is the lowest degree of translation adequacy which
presupposes the obligatory transfer of only denotative component of the meaning of colloquialisms.
In this case, the following translation transformations can be used.

— Compensation (5% of all cases), which is a lexical and grammatical type of transformation
when the original colloquialism is replaced with a literary element to compensate for the loss
of information, e.g., You fuck me, remember? (BB) — 'Tu 3aBaJiuB McHE Ha eKk3aMeHi, mam'siTaemnt?'
Non-standard fitck me may refer to different situations. To make the utterance clear, the translator
rendered it as '3aBasmB Mene' and used addition 'Ha ek3ameni'. The content was clarified but
the expressive abusiveness of the phrase was lost.

— Concretization (4% of all cases), which is a lexical and semantic type of transformation, e.g., Barry
the Baptist. The monster of a man. (LSB)— 'Bbappi bantuct — npocro 3Bip.' A highly expressive metaphor
with the negative connotation the monster of a man "aynoBucbko B 00pa3i momunu' is translated
as '3Bip' conveying only the denotative component of meaning and losing evaluative and expressive
components of connotation.

— Grammatical replacement (2% of all cases), which is a lexical and grammatical type of
transformation, e.g., Hey, I'm not gonna blow a good thing over some girl who's never gonna take
you back. (FB) — 'S He 30uparocs BiIMOBJISITHCS BiJl TAPHOI MPOMO3HIL Yepe3 SIKYCh TIBHIIIO, SKa
Bce 011HO He mpuiiMe Tebe Hazax'. Low colloquial constructions I'm not gonna blow and never gonna
take..., which are not grammatically correct, are replaced by correct literary phrases, while conveying
only the denotative content and losing the expressiveness and stylistic connotation.

— Descriptive translation (2% of all cases), which is a lexical and grammatical type of
transformation when colloquialisms usually have their stylistic colouring and, consequently,
expressiveness neutralized, as in the above given example in which blow a good thing over
is descriptively translated as 'BigMOBISITHCS BiJ TapHOI TPOITO3MILIT'".

— Omission (1% of all cases), which is a lexical and grammatical type of transformation when
the original colloquialism, especially, non-standard or obscene, is not rendered in translation at all,
but this does not influence the general content of the utterance, e.g., Exactly. Stupid fucking idea.
(SP) — TlpaBuibHo. lypHyBara ines'.

4. Conclusions

The main difficulty in translating English movies into Ukrainian is the problem of adapting film
text to a specific cultural space, which requires the background knowledge of the film translator,
namely, his/her acquaintance with the original as a frame and understanding of typical situations
embedded in the original film, in order to identify the ways of overcoming the linguistic and cultural
barriers of bilingual communication. Due to its specificity, the text of cinematic discourse is not
translated literally because in this case it loses its colloquial colouring and the pragmatic effect
on the target audience. Therefore, the translation of such texts requires from the film translator a large
amount of linguistic and extralinguistic knowledge, the awareness of socio-cultural and cognitive
aspects of stereotyped behaviour of the target language speakers, and a certain sense of style.

The problem of adequate translation of colloquialisms, ranging from slang and jargon to obscene
lexicon, is determined by their very “short life expectancy” (time of existence) because of which they
cannot always be recorded in dictionaries. Therefore, the choice of adequate means of their translation
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directly depends on decoding the meaning of the colloquialism in the context. The final version
of translation should convey not only the semantic nuances of the lexical unit, but also its expressive
and stylistic colouring as well as its functional appropriateness. The specifics of colloquialisms
functioning in English cinematic discourse influences the choice of the strategy while representing
them in Ukrainian film translations in order to preserve their conceptual equivalence in cross-cultural
cinematic discourse.

In the material under study, the upper (highest) degree of conceptual equivalence in translation
of colloquialisms is achieved in most cases (48%) by using such methods and techniques of translation
as modulation (22%), generalization (15%) and loan translation (11%). Film translators successfully
preserve not only denotative and connotative components of meaning of colloquialisms but also
their functional appropriateness in specific situations depicted in cinematic discourse. The medium
degree of conceptual equivalence of colloquialisms is the second in frequency rating (38%).
The obligatory transfer of not only denotative component of the meaning of colloquialisms, but also
some (or at least one) of the components of connotation — emotive, evaluative, expressive and
stylistic — is achieved by concretization and grammatical replacement (16%), addition (12%) and
compensation (10%). The initial degree of conceptual equivalence is the lowest degree of translation
adequacy and the least represented (14%). By using compensation (5%), concretization (4%),
grammatical replacement (2%) and descriptive translation (2%) film translators manage to transfer
only denotative component of meaning of colloquialisms while losing their connotative colouring
and functional appropriateness. Omission (1%) of colloquialisms in translation, though not influencing
the general content of the utterance, deprives the text in the target language of expressiveness which
is proper to the original text.

Thus, in order to achieve the fullest possible mutual understanding in the process of cross-cultural
communication, it is necessary to make some “corrections” to the national specifics of another culture,
i.e. to use a kind of coefficient that would facilitate contacts between different cultures. In particular,
there is a need to study the relationship of psychological, socio-cultural components of the film
text, understanding the national originality of the linguistic picture of the world, directly reflected
in the film discourse, which is considered to be the perspective of a further investigation in the field
of film translation.
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CIIOCOBM TPAHCJISAIIIT HAIIIOHAJIBHO-KYJIBTYPHOI IH®OOPMAIII
B CEMAHTULI HIMEIIBKUX ®PASEOJIOI'TYHUX OAUHUIb
I3 KOMIIOHEHTOM “PFENNIG”
HA ITO3HAYEHHS ABTOCTEPEOTHIIIB

Abstract

Given the current tendencies in linguistics in the study of linguistic phenomena in the anthropocentric
stream and the study of semantics taking into account the national-specific worldview, national culture,
mentality, the proposed article aims at identifying ways to translate national-cultural information in the meaning
of German phraseology with the component “Pfeinng”, which denote autostereotypes. We consider a stereotype
as an established linguistic expression in the form of a phrase (phraseological unit) or a sentence (paremia),
which simply reflects the features of the image of traits, properties, and characteristics of a representative of one's
own or another ethnic group; or an entire ethno group that has an emotional component and provides pragmatic
orienteering in the world.

The image arises in the course of mental objectification in the process of cognition of the object of the real
world. One of the relevant features of the conceptualized image for ethnic consciousness is fixed in the internal
form of PU. The selected features of the image guide the process of nomination in the linguistic-cognitive field.
A language form is chosen that reflects the conceptualized feature of the image. By using a linguistic sign,
thus activating a separate feature of the object, the speaker seems to refer the recipient to the idea of the object
of extra verbal reality. The process of language stereotyping is to verbalize the stereotypical features of an object.

The investigation revealed that the process of language stereotyping is to verbalize the stereotypical features
of the object. Explicit, implicit, explicit-implicit methods are implemented on the material of our research.
Explicit verbalization of signs of stereotypes occurs by actualization of reference features of the denotation.
Implicit expression of signs of stereotypes is realized through emotional and evaluative rethinking of cognitive
signs, or one of the signs of categorized characteristics of a stereotyped object; through a national-specific image
that emerged based on mythological thinking. Simultaneous actualization of reference and cognitive features
of the image provides an implicit embodiment of national and cultural information (NCI) in the semantics of
the phraseological unit in an explicit-implicit way.

As aresult of the analysis, four thematic groups with subgroups of German autostereotypes verbalized by PU
with the “Pfennig” component were identified.

Keywords: stereotype, national and cultural information, phraseological unit, phraseological meaning,
reference features, cognitive features, categorization.

AHoTalis

3 orsiAy Ha Cy4acHi TEHACHLIT B JIIHIBICTHII IIOJ0 BUBYCHHS MOBHHUX SIBHI B aHTPOMOLICHTPUYHOMY
piunIi Ta BUBYCHHIO CEMAHTHUKH 3 ypaxyBaHHAM HalllOHAJIBHO-CIIENU(IYHOrO CBITOOAUEHHS, HAIliOHANBHOL
KYJBTYPH, MCHTAIITETY, IIPOIIOHOBAHA CTaTTs IPUCBAUCHA IPOOIeMi BUSIBICHHS CIIOCO01B Nepekiialy HalllOHATBHO-
KyJIBTYPHOI iH(opMalii B 3HaYeHHI HIMEIBKUX (pa3eosIori3MiB i3 KOMIIOHEHTOM “‘Pfennig”, ski mo3HauaroTh
aBTOCTepeoTUNH. CTEPEOTHI PO3IINAEMO SK yCTalIeHe MOBHE BUpakeHH: y hopMi cioBocnonydeHHs (DO)
Yy pedeHHs (mapeMis), IO CIPOIIECHO BigoOpaxkae o3HaKU oOpasy a0 YSBJICHHS PO PHUCH, BIACTUBOCTI
Yl XapaKTePUCTUKH IPEACTaBHUKA CBOTO 200 YY)KOTO €THOCY YM LiJI0i eTHOrpynH. BiH MicTUTH eMoIiiiHo-
OLIIHHUN KOMIIOHEHT 1 3a0e3Meuye mparMaTiiHe OpPi€eHTYBaHHS Y CBITi.

OO0Opa3 BUHUKaEe B XO/i PO3yMOBOi cyO'exTHBalii B mpoueci mi3HaHHS 00'ekra peanpHOro cBiTy. OngHa
3 aKTyaJIbHUX AT ETHOCBIIOMOCTI 03HAaK KOHIIETITYalli30BaHOTO 00pa3y GikcyeTbes y BHyTpitHil Gopmi O.
BuokpemiieHi o3Haku 00pa3y CIpsIMOBYIOTH IIpOIleC HOMiHALl B JIHIBOKOTHITUBHOMY piunii. Bubupaerscs
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Open 1. 1. Crioco6u TpaHCIIL{T HAllIOHAIBHO-KYJIBTYPHOT iH(pOpMAaLlil B CEMaHTUL HIMELBKUX (Pa3eoOriyHUX OAUHHIb
i3 koMnoHeHToM “‘Pfennig” Ha MO3HAaYEHHs aBTOCTEPEOTHIIIB

BiAMOBiAHA MOBHa (opMa, fKa BimoOpakae KOHLENTyali30BaHy O3HaKy oOpasy. BukopucToByrounm MOBHHM
3HAK, aKTHBYIOUYH B TAKH CIIOCIO BUOKpEMIICHY 03HaKy 00'€KTa, MOBEIb HIOM BiICHIIa€ PELIUITIEHTA 10 YSBICHHS
IIpo MpeaMeT 03aMOBHOI AilicHOCTi. [Iporiec MOBHOT cTepeoTHmizalii nosirae y sep0anizariii cTepeoTHIHUX
03HaK 00'eKTa.

Y x0zi po3BiAKK BCTAaHOBIICHO, 1110 MIPOLIEC MOBHOI CTEPEOTHIII3aLlil oJIATae y BepOastizarii CTepeoTUIIHAX
o3Hak 00'exta. Ha MaTepiani HaIIoro JOCiKEHHS peati30BaHO eKCIUTIMTHUN, IMIUTIIUTHAN, SKCIUTILIUTHO-
IMIUTIDUTHUHR criocoOu. ExcrminuTHa BepOastizaliis 03HaK CTEPEOTHINIB BiAOYBa€eThCS IUISIXOM aKTyauli3arii
pedepeHTHIX 03HAK JEHOTaTa. IMIITIUTHE BUPHKCHHS 03HAK CTEPCOTHIIIB Pealli3y€eThCs Yepes: eMOTHBHO-OLIIHHE
MEPEOCMHUCIICHHS KOTHITUBHUX O3HAK a00 OfIHI€T 3 03HAK KaTErOPU30BAaHUX XapPAKTEPUCTHUK CTEPEOTUITIZ0BAHOTO
00'exTa; yepe3 HalloHaNbHO-crienupiuHuN 00pa3, K1l BUHUK Ha OCHOBI BipyBaHb i 3a0000HIB. OqHOYacHa
aKTyalizaiis peepeHTHUX 1 KOTHITUBHUX O3HAK 00pasy 3a0e3neuye iMIUTIMUTHE BTUICHHS HalliOHAIbHO-
kyabTypHOi iHpopMmanii (HKI) y cemantuni @O eKCIIiUTHO-IMILTIIUTHAM CIIOCOOOM.

VY pe3ynbTaTi NPOBEAECHOTO aHANI3y BHUABICHO YOTHUPU TEMaTH4HI IPYNU 3 MIATPyHaMU HIMELBKHX
aBTOCTEpeOoTHMiB, BepOanizopanux @O 3 komnoHeHToM "Pfennig".

KirouoBi ciioBa: crepeoTurl, HallioOHATBHO-KYJIBTYpHA iH(opMaltis, GppaseonoriyHa oquHUL, Gpa3eonoriyHe
3HaYCHHS, peepeHTH] 03HAKH, KOTHITUBHI O3HAKH, KaTerOpU3allis.

1. Betyn
Ha cydacHoMy eTami JHIBICTHYHHMX CTYHId YITKO IPOCTEKYETHCS PO3INISA MOBHHX SIBHII

B aHTPOIOIIEHTPHYHOMY Ta aHTPOIIOMOP(HOMY PIHILL, 1[0 CIIPHUsIE BUBYCHHIO CEMAaHTUKH OIHULIb
MOBH 3 ONISIy Ha HAIllOHAJbHUI MEHTAJITET, KYJIbTYPY, MUCJIECHHS MOBIIB. Y MeXaX Cy4acHOi
KyJIBTYpOJIOTIYHOI TapaJIuTMK 0COOIMBUI iHTepec npezcTasisie cemanTuka OO.

Hamry yeary nmpusepHyin @O 3 xommoHeHToMm “Pfennig” Ha mo3HayeHHsS aBTOCTEPEOTHITIR
y HiMeInbKiid MOBi. [IOHATTS CTEPEOTHITYy pPO3IVISIAETHCS MPEACTABHUKAMH PI3HUX HAyK i3 IMO3MILIi
iXHIX HAYKOBUX 1HTEpECiB. AKTYaJIbHICTh BUBYEHHS CIIOCOOIB CTBOPEHHSI, IPOIECIB BepOaizallii,
30KpeMa, ¢paseosorizamnii, GyHKIIOHYBaHHS, 3MIHH YU 3HUKHCHHS CTEPEOTHITIB MOSICHIOETHCS
3pOCTaHHSIM MI>KHapOIHOT KOMYHIKAIIii B PI3HUX rajy3siX )KUTTA. PO3yMiHHS HalllOHAIBHO-KYJIBTYPHOI
crenudiku CEeMaHTUKU CTEPEOTUIIB Mae JIMIE MpaKTHYHE 3HA4YeHHs 1 3a0e3leuye aJeKBaTHY
KOMYHIKAIIi}0 MK TIpe/ICTaBHIUKaMH PI3HUX €THOTPYIL.

[Momnpu 3HauHY KIIBKICTH TOCIIIKEHb B3a€MO3B’I3KY 1 B3a€MOBILIMBIB MOBHOTO 1 II03aMOBHOTO
B cemanTHi @O HU3Ka ipodnem momo Tpancisuii HKI numaersest He BupimeHo0. AKTyalbHICTh
HAIIOTO JOCIIPKEHHS! 3yMOBJIEHa HEJIOCTaTHIM BHMBYEHHSIM crocoOiB Ta mnupixiB nepegayi HKI
3acobamu @O, 30kpema ®O Ha O3HAYCHHS CTEPEOTHUIIIB.

@O 3 KOMITOHEHTOM “TPOILIOBA OMHHMII” IPUBEPTAIOTH YBAry (hpa3eosioriB pi3HUX HAIIOHATBHUX
MOB, OCKIUJIbKM CEMaHTHKa TaKWX YCKJIQJHEHUX 3HaKiB BOJIOAIE E€THOKYJIBTYPHOIO CBOEPIAHICTIO,
TPaHCIIIOE HalliOHAJIBHO-CIIel]iuHe CBITOOAYEHHS, OLIHKY 00’€KTUBHOI peanbHOCTI, Iepenae
HalliOHAIBHUIA MEHTAITET.

Anauti3 HOBITHIX fociimkeHb PO 3 KOMIIOHEHTOM “TPOIIOBA OMHUL” BUSBHB CIIPOOU PO3IISIHYTH
Ta OMHUCATH OCOOJIMBOCTI JIEKCUYHOTO HAaNOBHEHHS yKpaiHChbkuXx PO 3 KOMIOHEHTOM ‘“TpOLIOBa
OIIMHHMI” Ha TIO3HAYEHHSI 3aMOXKHOCTI / OiHOCTI Ta 3’ sicyBary ponb HKI y popmyBaHHI BHY TPiLLIHBOT
dopmu nocnimxysanux @O (T. M. Kus3b); IpoBeeHO JOCITIIHKSHHS 100 TEMATHYHOT Ta CTPYKTYPHOT
knacudikanii annidcbkux OO 3 kommoneHToM “rpomosa oxunuiy’” (P. O. Hikonaiiuyk); BUBYEHO
croco0u BiToOpakeHHs! HallIOHAIBHUX PHUC XapakTepy B HiMelbkux @O 3 KOMIIOHEHTOM “TPOIIOBa
omuauil” (JI. KiT); 3miticHeHo aHami3 Gppa3eoaoriyHuX HOMIHAIIN KOHIIENITY “TpoIi” Ha MaTepiaii
YKpaiHChKO1, pocilickkoi, anmifickkoi MoB (M. I'. 3eneHIioBa); BUsBIIEHI Ta onmucaHi Moiabcbki @O
3 koMnoHeHTOM “Pieniandze” Ha TO3HaueHHs pUC XapakTepy JIOAMHH; MPOBEICHO iX aHaJi3
13 (pyHKIIIOHATIBHO-CEMaHTHYHOT'O MOTIISTY; BHSBICHO 0COOMUBOCTI (hOpMYyBaHHS (ppa3eoorigHOTO
3HAuEHHs; 3’SCOBAHO, SIKOI0 MIPOIO I'POIIOBHH KOMIIOHEHT 30€pira€ CBOE CIOBECHE 3HAUCHHS
(I. Kpaitunachka). CTepeoTur i aBTOCTEPEOTUI TOCHIIKYBABCSI B KOHTEKCTI COIIOJOTIYHHMX
Ta ETHOJIOTTYHUX CTY/IiH, ONIMCYBAINCS PI3HOBHUIU Ta CTPYKTYPa CTEPEOTHUILY, BCTAHOBJICHO iCTOPUYHI
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NPUYMHY (PYHKLIOHYBaHHSI HETaTUBHOTO aBTOCTEPEOTUITY HIMEIIEKOTO €THOCY, OITMCAHO CTEPEOTHITHI
ySIBJIEHHS PO BAOCHKY eTHiYHy Tpyiy (XK. JsrineBa); BuB4anocs (yHKIiOHYBaHHSI HIMEIILKOTO
CTEPEOTHUITy B KOHTEKCTI HOTO HallloHaJIbHO-KyNbTypHOI crierdiku (O. H. ®@ponosa); i3 mo3umii
KOMITOHEHTHOTO aHaizy IpoBezeHo po3nig PO Ha Mo3Ha4eHHsI HIMEIBKOTO aBTOCTEPEOTHITY
“nynkryanbHicTs” (H. S1. busk, 1. Tomuyk). Hamu 3aificHIOBasiCs: pO3BiJIKM B OHOMACIOJIOTIHHOMY
PO3pi3i, po3mIsANANNCS TUIH pallioHaTbHOT MoTHBal] ceMaHTHKH PO, 3yMOBIIEHOI HalliOHAIBHO-
KyJBTYpHUMH 0coOnuBoCTsIMU cBiTocpuitHATTs (Open, 2012); aHanizyBaBcst BILIMB HAI[lOHAJIBHO-
KyJIETYPHOTO KOMITOHEHTA Ha mportiec ¢paseosorianoro cemiosucy (Opei, 2013).

VY 3axiZHOMy MOBO3HABCTBI Cy4acHi JOCHIPKEHHS B LApWHI (pa3eonorii TeX MpUCBSYEHI
BuBYcHHI0O @O 3 KOMIOHEHTOM “TpPOIINOBa ONUHUI’. Po3mismaioThcs MpoOIeMu CeMaHTHKU
HiMenpKux @O 3 KOMIOHEHTOM “Tpoli” B po3pi3i KOHTPACTUBHOI JIHTBICTHKY 3 TTO3ULIii aJIeKBATHOTO
Mepekiany Ha 4YeChbKy MOBY, OMHUCYIOThCs crocobm mepeknany Takux PO (Olga Vomackova);
CTYAIIOIOTHCS MOBHI yHiBepcautii (Ha Marepiani @O ta napemiii i3 komnoneHroM “Geld”) y HiMelbKii
Ta MONbChKii MoBax (Mariusz Frackowiak).

[pore nuckyciiiHUM 3aUIIa€ThCS HU3KA MIUTAHb: 1) K 03HAKK 00pasy, MOKIJIAJIEHOTO B OCHOBY
BHYTpiHBOI popmu PO, DikcyroThCs B CEMaHTHYHIHM CTPYKTYpPi yCKJIaJIHEHMX MOBHUX 3HAKiB;
2) KWW KOMIIOHCHT (ppa3eosIoriqHOro 3HadYeHHs O1TbIn Bupa3Ho kopemoe 3 HKI; 3) y skuit criocio
03HaKH 00pa3y BHYTpIlIHBOI popmu mpeacraristoTs HKI B iticHOMY (pa3eooriqyHoMy 3Ha4YCHHI,
4) ski camMe O3HaKW 0araroILIaHOBOTO 00pa3y BHOKPEMJIIOIOTHCS TOIIO. BapTo 3ayBakuTH,
110 npobiemMa BiioOpaKeHHsI HIMEIBKUX aBTocTepeoThiB 3acodamu PO 3 kommnoneHtom “Pfennig”
paHilie He MopyIIyBaacs.

MeTo10 MPOIIOHOBAHOT PO3BIAKYM BU3HAYCHO BHUABJICHH: crioco0iB nepenayui HKI B cemanTryHii
cTpykTypi HiMelbkux PO 3 kommoHneHToM “Pfennig” Ha mo3HAYCHHS aBTOCTEPEOTHINIB. 3a s
JIOCSTHEHHSI ITOCTABIICHOT METH HEOOXiJJTHO BUKOHATU HU3KY 3aBIaHb, 2 CaMe: YTOYHUTH ITOHSTTS
CTEPEOTHIY; PO3TISTHYTH OCHOBHI €Taly MPOIIECy CTEPEOTHITI3AlliT; BUSBUTH CIIOCOOU TPaHCIISILIi
HKI B cemantunii @O Ha MO3HAYECHHS aBTOCTEPCOTHUIIIB; 3’SICYBaTH, YU ONMH i3 KOMITOHCHTIB
(paszeonoriynoro 3HadeHHs aktyanizye HKI, uu 1ie BinOyBaeThes B pe3yIibTaTi KOMILICKCHOT aKTHBAII|
CTPYKTYPHUX CKJIaJHHUKIB 3Ha4YEHHS; 3MIHCHUTH TeMaruuHy kiacugikamiro @O 3 KOMIIOHEHTOM
“Pfennig” Ha MO3HaYEHHS aBTOCTEPEOTHITIB.

Jlnst aHanizy TOCHiKYBaHUX OMHUIIB 13 METOI0 BUKOHATH OKPECIICHI 3aBIaHHs OyJI0 BUKOPHCTAHO
HHM3KY MeTONiB i mpuiioMiB, sIKi IPYHTYIOThCS Ha 3acaiax JIHTBOKYJIBTYpPOJOTIYHOTO ITiJXOMLy
JI0 PO3MIISiAY MOBHOTO BTUICHHS CTEPEOTHUITY. 3aCTOCOBAHO METOAM MCHXOJIOTii, KyJIbTYpOJIOTii,
JHHTBICTHKH: MEMOO aHANI3Y | cunme3y — I yTOUHEHHsI BU3HAYEHHS TIOHSTTS CTEPEOTHILY; 6LOIPKOBLULL
Memoo 3aTTy4€HO 3a TPUHIMIIOM HassBHOCTI CMUCIIOY TBOPIOBAIIBLHOT JiekceMu “‘Pfennig” y cTpykTypi
@O — s iHBeHTapU3aLT MaTepiaty JOCIIPKEHHS; ONUCO8ULL Menod BUKOPUCTAHO JISI BCTAHOBJICHHS
puc oHomacionoriuHoro noptpery @O Ta iHTeprperallii BIJIMBY I103aMOBHOTO Ha ()OPMYyBaHHS
HaIliOHAIBHO-KYJIBTYPHUX 3Ha4Y€Hb; TPOBEJCHHS TEMaTHYHOT KIacU(iKallil; ceMHO-KOMNOHEHmMHULL
aHaniz — JUIA BUSABJICHHA CEMAaHTUYHOTO 00csAry 3HaueHHS DO; KocHIMusHO-0HOMACIONO2IYHUL
ananiz — U BCTAHOBIIGHHS MOTHBAIIli HOMIHAIIT; KibKicHUll ma AKICHULl Memoou BUKOPUCTAHO
JUTSL OTIPAIFOBAHHS PE3YJIbTATIB AOCIIIXKEHHSL.

2. TIoHATTS CTEPEOTHIIY NPUBEPTAE yBary IPEACTABHUKIB Oararb0X HayK ICHUXOJIOTIYHOTO,
COLIOJIOTIYHOTO, JIIHIBICTUYHOTO Ta iHIIUX HAIPSMIB. Y MCUXOJOTIi, ETHONCHXOJIOTIT CTEPEOTHII
PO3IVIAIAETHCS K 4aCcTO XUOHE CXeMaTH4HE 1 CIIPOIIEHE YSBICHHS MOBIIIB ITPO NEBHY TPYILY JIIOfIEH
(eTHIUHY, colTiaNbHY, BIKOBY, Ipodeciiiny Toiro) (Kopmyamt, 2000, ¢. 316); sik icuxosorivaamii heHOMEH,
[0 XapaKTepU3ye MPaKTHIHY CIIPIMOBAHICTH CBIIOMOCTI 1 3a0e3Meuye mparMaTiyHy Opi€HTAIII0
monuHM y cBiTi (bopoBcbka, 2013, c. 93); sik ycTaneHui 1 TOBTOPIOBAHUH A0IOH MOBEMIHKY / il
SIKMH 3aCTOCOBYETHCS 0e3 peduieKciid, HeCBIIOMO. XapaKTEpPHOIO PUCOI0 CTEPEOTUITY BBAXKAIOThH
HOro BHCOKY ycTasieHiCTh / ctabumpHicTh (JIummman VY., Ksactrod V., Kon 1., Kopmyamn M.,
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Copokuna H. B.). OctanHe TBepKEHHS MIOAO CTEPEOTUITY BBaXKA€MO CIIPHHM, OCKIIBKH HU3Ka
BHCHOBKIB, OTPUMAaHHX y PE3yJIbTaTi EMITIPUYHUX TOCIIIKCHb, BUABIAE Moudikaii abo HaBiTh
3HUKHEHHS CTepeoTuItiB. L1e BiOyBaeThCs B pe3ylbTari 3MiHH CYCIUIBHUX, COMIATBHUX, CKOHOMIYHHX,
TIONITUYHMX, 1IC€0JOTIYHUX YMHHHKIB, SIKI CIPUSIIOTH (JOPMYBAHHIO CTEPEOTHUITy Ta HOTPEOYIOTH
Horo QyHKIIOHYBaHHS.

31aTHICTh 0 PO3BUTKY 1 BUO3MIHIOBaHHS O3HAK / BJIACTUBOCTEH / XapaKTEpUCTUK 0Opa3iB
CTEepEOTHIIB 3a0e31euyoTh Hali0blny crabinbHicTh octanHiX (bopoBcbka, 2013, c. 96). 3aBasku
TIEpEMiHi IEBHHUX €JIEMEHTIB 3MICTy CTEPEOTHUITY BiH MOXKE TIPOJIOBKYBATH BUKOHYBATH CBOIO (DYHKIIIIO
CIPOUIEHOTO 1 MBUAKOTO CIIPUHHATTS BEJIUKOTO 00csTy iH(OopMAaIii Tpo 00’ €KTH HaBKOJIUIIHHOTO
CBITY 1 3a0e3IeuyBaTH aJIeKBaTHY PEaKIIiF0 MOBIIIB HA 30BHIIIHI 3MiHA. MOKJIMBICTH MOJAM(IKAIIii
00pa3y crepeoTHIly 3abe3reuye HOro THYYKICTh i 3MaTHICTh MPUCTOCYBATUCA J0 MOTPeO MOBIIIB
B YMOBaX MOCTIIHO 3MiHIOBaHOI PEaJbHOCTI.

[I{omo XHMOHOCTI CTEPEOTHUIIIB CyMHIBH BUCIOBUB B. JlinmMaH, po3MOAIIHBINY iX Ha 00’ €KTUBHI,
4acTKOBO 00’ ekTHBHI Ta XuOHi (JIunmman, 2004, c. 114). CtymiHb 00’ €KTHBHOCTI YM TIOMUJIKOBOCTI
CTEPEOTHUITYy 3aJICKUTh BiJl TOTO, HACKUIBKA TICHUMH € KOHTAKTH MiXK CyO’€KTOM i 00’€KTOM
CTepeOTHITI3allil, HACKUIBKM TOYHHM 1 TOOpe Mi3HAHUM € MPOTOTHUI, SKHHA CIYI'yE OCHOBOIO
KaTeropusallii, y pe3yJsraTi koi (POpMY€eThCsI CTEPEOTHITHE YSIBICHHS PO 00’ €KT.

V corrionorii cTepeoTHuI T0CIiHKY€EThCS SIK He00’ eKTUBHA, NepeOibliieHa 1 yrepekeHa oliHKa
TPYTIX JIFONIEH (CBOET a00 Uy»Koi), IeMeHi, Kiiacy. ABTOpH Teopii cortianbHoi inenTuaHocti (I Temxden
ta JIx. TepHep) BUCIIOBITIOIOTH TYMKY PO T€, IO JIFOAWHA 30PIEHTOBaHA NIEPEBAKHO HA CXBAIbHY
CaMOOLIIHKY (sIKa TIepeaeThCsl aBTOCTEPEOTHIIAMHE) 3 METOFO 30€pEXEHHS BUCOKOI COL[IaNbHOT OIIIHKH.
OO0’ eKTUBHICTH TaKOI OIIHKK YacTO XMOHA, TOMY 1110 HE 3aJIeXKHTh BiJl CTyNeHs MOiH(pOpMOBaHOCTI
II0/I0 XapaKTEPUCTUK BIACHOT UM 1HIIHMX TPYI. YUYEHHUMH OYJI0 3'1COBaHO, 110 MPEICTABHUKN OTHI€T
TPYIIM MIATPUMYIOTh TaKHH PO3MONIJT O3HAaK / BIACTHBOCTEH, sKHMi 3a0e3reuye IMO3UTHBHI
XapaKTepUCTUKH BIaCHOI TpymH, Ha BiaMiHy Big 4yxoi (Turner, 1985).

2.1. IloHATTSA CTepPeoTHILy B JIHTBiCTHI. Y JIIHIBICTUIII CTEPEOTHI PO3DIAIAIOTH K 00pa3
a0o ysIBIIEHHS, SIK lyMKy a00 Cy/DKeHHSI, sk 3HaHHs (BuymnoOaxosa, 2011), sk HacranoBy (Kon, 1999).
Mu noningeMo IyMKy AOCIIIHUKIB, sIKi, 3Ba)Kal0YM Ha 00pa3Hy NPHPOAY JHOACHKOIO MUCIEHHS,
JIOTPUMYIOTBCSI KOHIIEIIii crepeoTrity uepe3 oopas / yssienns (Kpsiceko B. I, Conpatosa I. V.,
Copokuna H. B., Crepanenko T. I Ta iH.) i TIIyMayars CTEpEOTHI SIK CIIPOIIEHHUH CXeMaTH30BaHHUI
YCTAJICHUHN y MeXax TPyIH JIIonel o0pa3, IKuii Mae eMOIlifiHe i OIliHHEe 3a0apBIICHHS.

[Norsaau Ha MOBHE BUPa)KEHHSI CTEPEOTHITIB PO3ALIMINCS. ICHYE AyMKa Ipo Te, 0 CTEPEOTUTTH
MAaroTh MOBHE BUpakeHH: Y (popMi omHOTO 200 JAeKITbKOX CymkeHb, @O uu nmapemii (AsedupeHko,
2010, c. 407); peuenns (Quasthoff, 1978, p. 28); ycTaneHOro CIOBOCIONYUYCHHS, ke (HOPMYETHCS
Ha mepeTuHi y3ycy i MoBu (Coulmas, 1981). MoBHHII cTepeoTHIl — Iie CY/DKEHHS / Cy0’ €KTUBHO
JIETepMIHOBAaHE YSBJICHHS MPO 00’ €KT II03aMOBHOI NIHCHOCTI, 1[0 MICTUTH SIK OIKMCOBI, TaK 1 OIiHHI
pucH, sKi 3'IBHIIMCS B PE3y/bTaTi Mi3HaHHS TpeaMera Kpi3b HalliOHAIBHO-KYJABTYPHY MPHU3MY
cBiToOayeHHs (Anedupenko, 2010, c. 407; Copokuna, 2013).

Mu po3yMieMO CTEpeOTHI SIK YCTaJICHE MOBHE BHpakeHHsS y (opmi cioBocronydeHHs (DO)
M pedeHHs (TTapeMis), IKe CIIPOIICHO BiT0OpaXkae 03HAKH YaCTO HEMIOBHOTO 00pa3y (200 ysBICHHS
PO PHUCH / BIACTUBOCTI / XapaKTEpPUCTUKH) MPENCTaBHUKA IIEBHOTO €THOCY (CBOTO ab0 4y’>KOro)
YH 11701 ETHOTPYIIH, SIKUH BOJIOZIE€ €MOLIIHHO-OIHHUM KOMIIOHEHTOM 1 3a0e3Ieuye nparMaTtiyHe
OpieHTyBaHHS y CBiTi (ependavae i BU3HAUA€ MEBHI ClIeHapil MOBEIIHKH).

2.2. Ilpouec crepeorunizanii. [leperyMoBaMu BUHUKHEHHS! CTEPEOTHIIIB € ITPArHEHHS! JIFONHA
JI0 CHPUHHATTS CKJIAIHUX 00’ €MHHX IIOHSTH, SBUII MUISIXOM 1X CXeMaTu3auii 3a/yis CIIPOIICHHS
nepuenuii. [Tporec cnpoieHHst BiOyBa€eThCs B pe3yJIbTaTi BAOKPEMIICHHS O3HAK / XapaKTEPUCTHK /
BJIACTHBOCTEH 00’ €KTa ITi3HAHHS, SIKi BBKAIOTHCSl HAWCYTTEBIMIMMU 3 OISy MOBIsl. CaMe ToMy
CTEPEOTHUI BUCTYIIA€ MPUMITHBHUM 1 9aCTO IOMHJIKOBUM CY/DKEHHSIM, SIKE HE BiJOOpaka€e CyTTEBUX
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XapakTeprcTHK 00pa3y. OIiHKa 03HaK 00pa3y MPOXOJHUTH KPi3b HALliOHAIBLHO-KYJIBTYPHY TPH3MY,
o ¥ 3abe3neuye npucyTHicTh HKI B cemMaHTHIII MOBHUX 3HAKiB, SKi BepOai3ylOTh CTEPEOTHUIIH.
M TOSICHIOETHCSI BUOKPEMIICHHSI PI3HUX O3HAK TOTO caMoro o0pasy NpeacTaBHHUKAMHU Pi3HUX
eTHocHiIbHOT. Hanpukian, oOpa3 CBHHI B HIMELBKIH KyJIBTYpi Ma€ K MO3UTUBHY (grofie / dicke
Schweine haben — MaTu BeNUKy yaady / Be3iHH:), Tak i HeratuBHY (Es ist schweinekalt. — y»ke X0IOIHO,
(moc1.) CBUHSTYMI XOJIOM) OLIHKY, TOM SIK B YKPATHCHKIiH MOBI — JIMIIIC HETATUBHE 3HAUCHHS (10600umucst
SIK CEUHSL, NIOKJLACMU KOMYCb CEUHIO TOIIO).

MexaHi3MH CTEpEOTHITI3allil 33/1iF0I0THCS B XOJIi aKyMYJIsILi1, 30epexeHHi Ta nepeaadl iHpopmarrii
COITIOKYJIBTYPHOT'O XapaKTepy MPY BUSABIICHHI HAHOLIBII BAYKIUBUX ()PArMEHTIB MTOCTIFHO 3MiHIOBAHOT
kaptunu cBity (baiiOypun, 1985, ¢. 9-10). OCKiIBKH XiJ CTEpEOTHITI3AIll PO3TISAAIOTE K OIMH
i3 cOCO0IB IMi3HAHHS CBITY, TO OCHOBHUMH NEpPEIyMOBaMU BUHUKHEHHS CTEPEOTHIIIB YBOKAEMO
Oyb-sIK1 (TIOJTITHYHI, EKOHOMIYHI, COLIaJIbHI, KYJIBTYpHI, HAYKOBI TOIIO) KOHTAKTH MiXK ITPEICTABHUKAMHU
OIIHOTO 200 Pi3HUX E€THOCIB. Y pe3ysbTari B3aeMOIiT BAOKPEMITIOIOTHCS 1 KATETOPH3YIOTHCS HAWOLIBII
BUpa3Hi JUIsl MOBIIIB O3HAKH 00’ €KTIB / CUTYyaliH, SIKi BAHUKAIOTh y X0Ai B3aeMoxii. J{ys moBHinoro
PO3yMiHHS HalliOHAJbHOI crienu@ikd 00pa3y CTEpPEeOTHIy BapTO 3BEPHYTH yBary Ha Te, IO
KaTeropu3yIoThCsl He Jiniie pedepeHTHi 03HaKH, ajie i KOHIENTyasbHi O3HaKH. [1eTbes mpo o3Haku
BHOKPEMJICHHX O3HaK — MOHATTS PO BXKE KaTeropH30BaHi 03HaKH, 1110 3a0e31euye 00’ eMHY CTPYKTYpY
CTEepPEOTUNI30BaHOr0 00pa3y. Takuii miaxXi/ 0 MOSICHEHHS TPOIIECy CTEPEOTHITI3allil IaCTh JIOTiYHe
PO3yMiHHS BUOOPY MOBHHUX (hopM /it BepOatizallii KaTeropu30BaHUX O3HAK.

KareropuszoBaHi 03HaKd 3a3HAIOTH TeHepaiizaiii (3romoM CTaHAapTH3allii) 1 YTPUMYIOTHCS
y CBIZIOMOCTI MOBIIIB B YCTaJICHIH (opmi TpuBauii yac. Ile 3a0e3neuyeTbess 00pa3HUM MHUCICHHSM.
CBIIOMICTh JIFOMUHM 3aBXIH (hiKCye 30BHIIIHI MOAPAa3HUKU. Y Tpoleci IX aHaiidy, CHHTE3y
Ta y3arajJbHEHHs (POPMYETHCS CTEPEOTUITHA PEAKIlisl Ha BIUTMBH, IO IOBTOPIOIOTHCS. KorHiTHBHA
iHdopmartist (y BUIIsiI HOHATE / ySIBIIEHD, SIKI T&K MAIOTh CUCTEMY KaTeTOPH30BAHUX O3HAK), OTPUMaHa
B XOJli TAKMX peaKiii, (PiKCyeThCsl Ta 30epiracThes Y BUINISAI CIIPOIIEHUX CXeMaTH30BaHUX 00pa3iB
(ctepeotumis). OOpa3Ha OCHOBA CTEPEOTHITY MICTHTD SICKPaBi HE3BHYHI 03HAKH, 3aBISIKH YOMY BiH
JIETKO 3aIlaM’ ITOBY€ThCSL.

2.3. HKI B cemanTtnni @O Ha mo3HadeHHs aBTOCcTepeoTumiB. CiioBo “Pfennig” 3adikcoBane
B muchMoBHX Mam’satkax IX — X ¢r. Bimomo, 1o ciioo “Pfennig” mo3Havyano rpoIioBy OTUHHIIIO
3 yaciB Kapna Bemukoro (VIII ct.) mo BBeaeHHs B 06ir eBpo (2002 p.). 1o XIII ctT. 111 MoHeTa Oyina
€IMHOIO B 00iry. 3 MOSIBOI0 HOBHX I'POLIOBUX OAWHHII M(EHIT MOCTYNOBO BTPadaB CBOIO I[IHHICTb
i B XV CT. nepeTBOpHUBCS B HaiapiOHinly po3MiHHY MoHeTy. CEeMaHTHYHUH aHali3 iMEHHHKa
“Pfennig” (DDUW, S. 1142) BUABUB Taki ceMH: IpOIIOBA OIUHHMILI, TPOLIOBA OJMHUIISL BHCOKOI
Baprocrti (mo XIII ct.), MoHeTa HaliMeHmoi BapTocTi (1o 2001 p.). Ykazani ceMu Manu abo MaroTh
pedepeHTHI 3B’SI3KH 3 JICHOTATOM.

HartioHanpHO-KyJIbTypHA MpU3Ma, Kpi3b SKY BiIOyBa€ThCS OCMUCIIEHHS 00’ €KTUBHOI PEalIbHOCTI,
HaKJIa1a€ CBill BIOWUTOK Ha pe3yJIbTaT Mi3HaHHS. I3 11i€] NpYrHU MOBHI 3HAaKH (DIKCYIOTh y CEMaHTHUIII
HAaIliOHAIBHO-KYIIBTYPHY CBOEDIAHICTh CHPUIMaHHS 00’ €KTiB HOMIHAIl, HalllOHAIBHO-KYJIBTYPHI
IITPUXH Oa4eHHs iX 03HAK / BIaCTUBOCTEH / Xapakrepuctuk. Hanpuknan: Der Pfennig sagte, wo ich
nicht bin, da ist alle Freundschaft hin (DSL). — (mpucI1.) e 3HUKAIOTh TPOIIIi, TaM 3HUKAE i Ipyx0a
(mocu.: meHir ckazas, IO Jie HOro HeMae, TaM 3HUKAIOTh BCI JIpy3i — aKkTyasi3allis CeMH “TpoloBa
onuHHUIA); nur rein paar Pfennige kosten (DWB) — fe1ieBo KomryBaTy (JOCI.: KOIITYBAaTH JIUIIIS
JieKinapKa TQeHiriB (akTyaiizamis ceMH — MOHETa HaWMEHIIOi BapTocTi); keinen Pfennig Geld
haben (DWB) — He Maru aHi koniiiku; aber Pfennige haben (DWB) — maru 0araro rporieii (1oci.:
aJie )k 1 Marty rpomel (akTyasizyeTbesi BTpadeHa ceMa — rpoIoBa OJMHHMIIS BUCOKOT BAPTOCTI).

HKI naxormmuyetbest B cemanTuii @O 3aBIsSKH KyMYJISTHBHIN (QYHKIIT yCKIaTHEHHMX MOBHHUX
3HaKiB, sKa QiKcye 1 HarpoMapKye B CTpyKTypi 3HaueHHss PO cycinbHO BaXIIMBY iHQOpMaIifo
(Bepemarua & Kocromapos, 1982, ¢. 92). Mu moginsemo aymky 1. O. T'omyOoBCcbKOI mpo Te,
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110 B MOBHIl CyOCTaHIIi{ BTUTIOETHCS €ETHIYHUI MEHTAJTITET, CII0CI0 HAPOIAHOTO CIPHHHATTS, BiqUYTTH,
Nepe)KUBaHHS, OCMHCIICHHS, YABJICHHS 1 OI[IHKY 00’ ekTHBHOI peanbHOCTI (I'omyboBchka, 2004, c. 3).
[epexomayBaHHsI KOTHITUBHUX CTPYKTYp (COpMOBAHMX Y XOJi Mi3HAHHS) Yy BepOaibHI CTPYKTYpH
MIEBHOT HAI[IOHAJLHOT MOBH HIOM “‘IieperuiaBiise” JOTIKO-ITOHATTEBY 0a3y MOBIIIB, BiIJIHBAIOYN
il B €THIYHO 3yMOBJICHI CEMaHTHYHI MATPHII 3MiCTOBOT CTPYKTYPH MOBH (TaM caMo). Y TaKHii criocio
HaI[lOHAJIEHO-CHEM(IYHI PUCH TTI3HAHHS 1 OLIHKK 00’ €KTUBHOI PeabHOCTI (PiKCYIOTHCS B CEMaHTHYHIN
CTPYKTYpi MOBHHX 3HaKiB, TpaHcioroun HKI.

2.4. Crnocoon nepenadi HKI 3acodamn koMmnoHeHTIB ()pa3eosioriunoro 3Hadennsi. O6pa3
BUHHKAE B XOJi po3yMoBOi cy0’ekTuBalii B mporeci mi3HaHHS 00’ekTa peanbHOro cBiTy. OnHa
3 aKTYaJIbHUX ISl ETHOCBIZIOMOCTI O3HAK KOHIICTITYalli30BaHOTO 00pasy (ikCyeThCs y BHYTPIIIHIN
¢dopmi @O. Buyrpimasa popma € HiOM sapoM obOpa3y mpeaMera. BuokpeMieHi o3Haku 00pasy
CHPSIMOBYIOTH IIPOLIEC HOMiHAIIiT B JIIHTBOKOTHITUBHOMY piuuili. BuOupaeTscs BifnoBiiHa MOBHA
¢dopma, sika BimoOpakae KOHIENTYyalli30BaHy O3HaKy oOpasy. MoBuuii 3Hak (PO) Buctymae
MOCEPETHIUKOM MK YSBJICHHSM NP0 00’€KT CTepeoTHmi3auii Ta HOro MOBHHUM BHPAKEHHSM.
BukoprcToBy0ur MOBHHUI 3HaK, aKTHBYIOUH B TaKUH CITOCIO BUOKPEMIIEHY O3HAKY 00’ €KTa, MOBEIb
HIOU BijicHIIa€ peLUIieHTa 0 YSBICHH MPO MpeaMeT M03aMOBHOT TiHCHOCTI.

Iporec MOBHOT CTepeOTHUITI3ALIIT ITOJIATAE y BepOati3allii CTepeOTHUITHIX O3HAK 00 ekTa. BepOarmizartis
O3HaK CTEPEOTHITIB MOXe OyTH EKCIUTIUTHA YU IMILTIUTHA, TIPOTE, 32 TBEPPKSHHSIMH J0CITiTHHKIB,
IMILTIIUTHAN cnioci6 nepeBakae (BuimaOaxosa, 2011).

PedepenTHi 03HaKy MoB’si3aHi 3 00’ €kTaMH peasibHOTO CBiTy. OcMucieH] pedepeHTHI 03HaKK
TIEPETBOPIOIOTHCS B KOHLENTYaIIbHI (KOHIICTIT — TIOHSITTS, YSIBIICHHST), SIKi MOKYTh OyTH BepOaIli30BaHUMHU.
MoBHHII 3HAK CEMAaHTUYHO BTITIOE peepenT, IKUi aKTHBY€E OHATTS / YsIBICHHs (KOHLENTYyalbHi
O3HAaKH) 1 BKa3ye Ha JICHOTaT.

Sk mokasaB HaIll aHaJli3 Marepialy MOCIIPKCHHS, SKCIUTIIMTHA BepOaltizailis CTEPEOTHIIIB
BiIOyBa€ThCsl HA OCHOBI aKTyatizallii pedepeHTHNX 03HAK AeHoTara. MoTuBaris 3HaueHHs Takux PO
Ha MO3HAYEHHsI aBTOCTEPEOTHIIIB 3/1e01IbII0ro npo3opa. Harpukiian: aBrocTepeoTHIn “cKymicTs” —
den Pfennig ansehen (DWB) — (mocin.: nuBuTHCS 32 TIEeHIrOM) OyTH Ay)KE €eKOHOMHHM, CKYITUM,
HE BUTPATUTH 3aiBOT KOMINKY; “3a0MIauymuBicTh” — Wer den Pfennig nicht ehrt, ist des Talers nicht
wert (DSL) — (mpuci.) XTo He Oeperke KOMiiKH, TOW He BapTHH KapOOBaHIIs, (IOCII.) XTO HE ITOBAXAE
nieHira, ToM He BapTHH Tanepa; “mianpueMauBicts” — Der Pfennig ist gut angelegt, der einen Thaler
tréigt (DSL) — IlpaBmibHO BKJIaAeHWNA HQEHIr 3aBxkau npuHece Tajiep. CTepeoTUITHE YABICHHS
PO XBaJIbKYBATICTh TpeacTaBieHo y @O Der Pfennig mochte gern fiir einen Groschen gelten
(DSL) — (mpuxaska) XoTiTH 3[4aBaTHCs KpalldM HDK € HachmpaBai. Y HaBeJeHHX NPUKIaax
aKTyaJli3yeThCsl pe)epeHTHa O3HaKa JEHOTara — MOHEeTa HaWMEHIIOI BapTOCTi, IO YMOXIIUBIIIOE
tpancsimiro HKI.

IMminuTHa BepOatizallisi CTEpPEOTHINIB aKTyalli3ye KOTHITUBHI O3HaKu (ySBICHHS, MOHSTTS),
sIKi BepOai3yIoThCsl Yepe3 eMOTHUBHO-OLIHHUHA KOMIOHEHT koHoTtata ®O. KOorHITUBHI O3HAKH
MH TI0B’SI3y€MO 3 BHYTpillHIM 00pazoM. Tomy cemanTHKa Takux PO Ha MO3HAYEHHS aBTOCTEPEOTHUITIB
4acTo He mpo3opa. Hanpukian: aproctepeotun “6ararctBo’: aber Pfennige haben (DSL)— maru 6araro
rporeii (akTyani30BaHO BTpaueHy CeMy — “‘MaTh BUCOKY BapTicTh”). JlocniBHe 3HaueHHs PO — “matn
npi6Hi rpomri”. HKI HasiBHA B IMIUTIIUTHIH O3UTUBHIH OLIHIII KOHOTATa 3aBASKA METahOPUIHOMY
MIEPESOCMHUCIICHHIO 03HAKH BHYTPIlIHBOI (hopMHu (0ararcTBO — i€ TPOIIIi).

I'pormi 3aByk/M BifirpaBaiiv i BiZIIrpaoTh BXKIIMBY POJb Y CYCHUTBHUX BiiHOCHHAx. Hanpukian:
Der pfenning scheint in hohem grad, ohn' pfenning niemand ehre hat (DSL) — (moci.: 3maerbes,
110 nipeHir Mae BUCOKHH cTaTyc, 0e3 mdeHira HixTo He Mae decTi); be3 rporeii HiXTo He Mae ToBary /
SIK1I10 He Maen rporiei, To Hemae i nosaru. Der Pfennig macht die Thoren weiss. (DSL) — (moci.)
nipeHIr poOUTH AypHSI MyAPHM); TPOILi i AypHs pOOIATE MyIpUM. AKTYali3yrOThCS iHII O3HAKH
o0Opasy “Pfennig” — Bmaga, comianbHui cTaryc. Peasizaiiisi eMOTHBHO-OI[IHHOIO KOMITOHCHTa
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KOHOTaTuBHOTO 3HaueHHs1 DO Ha 0CHOBI CTEPEOTHITHOTO 00pa3y “Tpoli”, KU IIepenae B CeMaHTHII
@O HKI. [lepeocMucieHHs! KOTHITUBHUX O3HAK CIPUSE PO3TOPTAHHIO HAIIOHAIBLHO-CIEU(IYHOTO
00pa3y 1 3abe3neuye Tpancisiro HKI uepes koHoOTAT.

ABTOCTEPEOTHIT “HEYECHICTH” 3HAXOAWTh MOBHE BHpakeHHs 3acobamu ®O 3 KOMIIOHEHTOM
“Pfennig”: Das ist ein schlimmer Pfennig, der einen Gulden schlecht macht (DSL) — moranuii
ndeHir ncye tanep. [neTbes mpo HedecHo 3apobieHi abo BkpaaeHi rpouti. Der ungerechte Pfennig
verzehrt den gerechten (Kreuzer, Thaler) (DSL) — HeuecHMii nieHIr KPUBAUTH YeCHUN Kpewuep /
tanep. [lopsaHicTh y (DIHAHCOBUX NMHUTAHHAX € CTEPEOTHITHOIO YECHOTOI B HIMEILKOMOBHOMY
cepenouIi. Yepes iIMILUTIIMTHY HETaTUBHY OLIHKY CHTYallii BepOalli3y€eThcsl HAlllOHAIBHO-KYIIBTY PHUM
OLIIHHHMI KOMITOHEHT CTEPEOTHITHOTO YSBIEHHS NP0 YecHiCTbh. Jlekcnuni komnonenta @O “schlimm”/
“schlecht” Ta “ungerecht”/ “gerecht” BuCTymalTh aTpuOyTaMH I0 HalllOHAIBHO-MapKOBAHUX
KOMIOHEHTIB “Pfennig” ta “Gulden”/ “Kreuzer”/ “Thaler”, ONiHIOIOYH TIEPEOCMUCIICHE YSIBICHHS
PO CUTYAIIi}0, BUKOPUCTAHY SIK 00pa3 MOPSIHOCTI / YECHOCTI, IIOKJIaICHHIA B OCHOBY BHYTPIIIHBOT
¢dopmu ®O. OxHovacHa akTyamizaiis pedepeHTHUX 1 KOTHITUBHHX O3HaK o0Opa3y 3abesreuye
immurinurHe BruteHHs HKI B cemanTuii @O ekCIUIIIUTHO-IMIUTIIIUTHUM CIIOCOOOM.

OcobnuBuii iHTepec BukmkaioTh @O 3 xommnoHentoM “Pfennig”, siki mepenaroTb HapoaHi
BipyBaHHs, 3a0000HH, TpaHCIIOIOUH (parMenTH qaBHR0oT HKI, moB’s13aH01 3 Mi(OTIOTIYHAM MHCIICHHSM.
Buyrpinss popma rakux @O BigOuBae THOCEOJIOTTYHO 3HAYYIII O3HAKH 00’ €KTIB CTEPEOTHITI3all].
[denir cnpuitmMaBcst He JIHIIIE SIK TPOIIOBA OJMHHULIA, aJie 1 SIK 00epir BiJ| 37THX CHJI. YBaXKaIoCs BEJMKOO
yAa4ero 3HAWTH MOHETY Ha JI0PO3i, SIKYy HeoOXimHOo OyIlio, 3araiaBIiy OakaHHS, HOCUTHU IIPH COOI.
Ie rapaHTyBaio 3MiHCHCHHS 33 yMaHOro i 3aXUCT BiJ 4akiayHiB. CydJacHi COIIOJIOTIYHI MOJIBOBI
JIOCITIIKEHHS MTIATBEPKYIOTh HasBHICTh YKa3aHOTO CTEPEOTHITY Y CBiJOMOCTI MOBIIIB. HiMIIi BipsITS,
0 3HaiieHa MOHETa MO)Ke TIOCIPHUATH IiIBUIIECHHIO 3apIUIaTH abo IOIIOMOXKE 3aifHATH BUIbHE
napkoMicie Onu3pko Ot momy / odicy. bisHecMeHH pi3HOTO paHTy BHKOPHCTOBYIOTH JIEBi3:
Ein Pfennig in der Bérse lockt irgendwann viele “Artgenossen” an. ®O “Der Pfennig soll
wuchern, darum ist er geschlagen.” (Komi#iky 0’10Tb, 1100 POCJIa) TPAHCIIOE CTAPOIABHE YSIBICHHS
PO HEOOXIMHICTh BAAPSTH JAPIOHUMHM MOHETaMH 00 MPHWIABOK IIiJ| Yac pO3paxyHKy / OIUIaTH
TOBapY, 100 IPiOHI rPOIIIi 3pOCTaNH y BApTOCTI (pUTyas Ha 30UTbIICHHS rpoieii). CelsHu Bipiiy,
110 TI(CHIT, TKUI MPOKPYUYE B MAIBIIIX TOCIIONAP, TPUHECEe TapHUil ypoxkaid: Der Pfennig, umgedreht,
wird zur Semmel (Recktenwald, 2008).

Buie Oyio 3a3Ha4eHo, 110 aBTOCTEPEOTHUIN TPAHCIIOIOTH IEPEBAKHO ITO3UTHUBHY OLIHKY 3815
3a0e3MedyeHHs! TO3UTUBHHX XapaKTepPUCTHK BiacHOI rpymu. [TpoTe B X011 Hatioi po3BiIkK BCTAHOBJIEHO,
110 proM3HO 60 % TIepenaroTh MO3UTHURHY OIHKY, a Maike 39 % — HerarupHy, aMOiBaJIeHTHA OIlIHKA
npeJicTaBieHa e B oi3bko 1 % nocmimkysanux @O.

VY pesynwrarti aHaiisy 3’scoBano, 1o nepeaady HKI B cemanTuii @O 3 kommonentom “Pfennig”
3abe3revye He [TICHUI 00pa3, MOKJIaJeH!H B OCHOBY BHYTpilIHbOI (hopmu DO, a mepeocMuCIeHHS
OKpEMHX HOT0 03HAK, SIKi BiJOOPaXal0Th KaTeropu30BaHi (parMeHTH iHPOpMaIifHOTO KOHTHHYYMa
00’€KTa CTePEOTHITI3ALIIT.

2.5. Temarnuyna kaacudikanis ®O 3 xkommoHeHnToM “Pfennig” Ha mo3HayeHHS
aBTOCTEepeoTUNiB. Y XOJi pO3NIsLAYy MOBHOI'O Marepialy pO3BIAKM HaMH BHSBICHO HIMEIbKI
aBTOCTEPEOTHIH, BepOatizoBaHi (paseosorisMamu 3 koMroneHToM “Pfennig”. TIpomonyemo iXHI0
TeMaruuHy Kiacugikanito. Hal0inbmow KigbKicTio gociimkyBaHux @O BimoOpaxeHO Tpymy
aBTocTepeoTuniB “IloBomxeHHs 3 rpimmMu” (Maibke 39 %), ssKy MU MOAUISEMO HA TIATPYIH:
a) CKOHOMHICTh / OepexIIMBE CTaBIICHH 10 rpoleii (jeden Pfennig/ Groschen / Cent / Euro / jede
Mark zweimal / dreimal umdrehen (miissen) (zweimal / dreimal) umdrehen (DWB); 6) yMmiHHS
3apoomnsatu rpouti (Aus Kleinem wird Grofes, und im Verkehr macht man aus Pfennigen Groschen
und Thaler (DSL); B) mapHOTparcTBO (Pfennige/ Geld verjucken (DSL); ) ckynicth (Pfennigfuchser
sein (DWB). ABToCTepeoTHITHE YSBJICHHS PO MarepialibHUM cTaH nepenarots @O (6mu3pko 36 %),
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sIKi TO3HAYalTh: a) OararctBa (Dem Pfenning beut man die gréssest ehr (DSL); 0) GigHICTh
(Der Pfennig stifftet grosse Schand (DSL); B) Biana rpomeii (Der Pfennig will immer obenan sein
(DSL); r) 6ytu nemesum (Das kostet nur rein paar Pfennige (DWB); 1) Oytu noporum (nicht fiir fiinf
Pfennig (DSL). CTepeoTHITHI XapaKTePUCTUKHY JIIOMUHY 3a(ikcoBaHo B ceMaHTHIll PO 3 KOMITOHCHTOM
“Pfennig” (mpubausno 19 %): a) He OyTu HiYorO HE BapTUM (fiir jemanden keinen Pfennig geben
(DSL); 0) Tounicts / nenantusMm (etwas auf Heller und Pfennig zuriickzahlen (DSL); B) coniaibHe
cranouie (Der Pfennig gehet zu Rath, wenn der Heller hinter der Thiir steht (DSL); T) He4eCHICTb
(Der Pfennig ist ein Schalk (DSL); 1) inTenexktyanbHi xapakrepuctuku (bei jdm. fillt der Groschen
pfennigweise / langsam (DWB). ®O 3 kommonenToM “Pfennig” (maiixe 8 %), ki BAHUKIIA Ha OCHOBI
BipyBaHb 1 320000HIB, EpeAlOTh MPaJAaBHE CTEPEOTUITHe cBiToOaueHHs (Du heiliger St. Martin!
Sie opfern dir einen Pfennig und stehlen dir ein Pferd! (DWB).

3. BucnoBku. OTxe, MU PO3YMIEMO CTEpEOTHIT SIK yCTaJeHe MOBHE BHpaKeHHs y (opmi
CIIOBOCIIONIyYEHHSI YM DPEYEHHS, SKE CIIPOUICHO Ta CXEMaTHYHO BiZoOpakae O3HaKW 00pasy
(abo ysiBIIEHHS TIPO PHCH / BIACTUBOCTI / XapaKTEPUCTUKH) MTPEACTaBHUKA IIEBHOTO €THOCY (CBOTO
a00 YyKOr0) YM ITUTOT €THOTPYIH, SIKUM BOJIOAIE€ €MOIIHO-OI[IHHIM KOMIIOHCHTOM 1 3a0e3redye
IparMaTHyYHe OPIEHTYBaHHS Y CBITI, IO Mepea0dadae i BU3HAYAE TICBHI CIICHAPIT TOBEIIHKH.

IlepenymMoBaMu BUHHKHEHHS CTEPEOTHIIIB € CIPOIICHHS MepUEeNniii peasbHOro CBITY.
Crepeorumnizaiist BiqOyBa€TbCsi B XOJ[i MUCIIEHHEBHUX OIIEpalliid, SKi aKyMyJIOIOTh, 30epiratorh
1 IePEAAr0Th COIIOKYIBTYpPHY iH(OpMaIito MPO 00’ €KTH MO3aMOBHOI AicHOCTI. JIFoIChka mam'sTh
He 3/1aTHa 30epiratu Benmmkuii oocsr iHpopmartii. Tomy o6poOka oTprmMaHoi iHpopmarlii BinOyBaeThCs
LUISIXOM KaTeropH3allii — CIIPOIIEHHS 1 CXeMaTH3allii KOTHITUBHUX CTPYKTyp. [Iponec criporieHHs
BiOYBa€eTbCcs B pe3yJbTaTi HAWBAXIMBINIMX 3 IOMISAY MOBISL O3HAaK 00’€KTa, SKi IpOTe
HE BiZIOOpa)aroTh CYTTEBUX XapaKTEPUCTHK 00pa3y. BuokpemseHHs o3Hak oOpa3y i ixHs oIliHKa
MIPOXOJIUTh KPi3bh HAIiOHAJIHHO-KYJABTYpHY NpU3My cBiToOaueHHs. {1 00’e€MHOrO po3yMiHHS
00pa3y CTepeoTHITy 3BEPTaEMO yBary Ha Kareropusallito He Jiuine pe)epeHTHUX O3HAK JEeHOTaTa,
ajie ¥ KOTHITMBHUX O3HaK. Takui MiIXiJ 0 MOHSTTS MPOIECY CTEPEOTHII3allil MOsCHIOE BUOIp
MOBHUX (opM Jj1st BepOastizallii KaTeropu30BaHUX O3HaK.

VY xoi PO3BIIKH BCTAHOBJICHO, IO MPOIIEC MOBHOI CTEPEOTHUINI3AIll MOJIATae y BepOaizartii
CTEPEOTHUITHUX O3HaK 00’ekra. Ha Marepiali Hamoro AOCTIIKEHHS peali30BaHO EKCIUTIIUTHUH,
IMIUTIMTHAN, eKCILTIUTHO-IMILTIIUTHUH criocoou. ExcrutinuTHa BepOarti3anis 03HaK CTEPEOTHITIB
BiZIOYBa€ThCS IUIIXOM aKTyaji3allii pe)epeHTHUX O3HAK JICHOTAaTa. IMILTIIIUTHE BUPAKEHHS O3HAK
CTEPEOTHIIIB Peai3y€eThCs Yepe3: eMOTHBHO-OIIHHE IEPEOCMUCICHHS KOTHITUBHHAX 03HAK 200 OfHI€T
3 O3HaK KaTerOpPU30BaHHUX XapaKTEPUCTHK CTEPEOTHITII30BAHOTO O0’€KTa; uepe3 HalllOHAJIbHO-
cneuudivyanii 00pa3, sIKMii BUHHK Ha OCHOBI BipyBaHb 1 3a0000HiB. OmHOYacHa aKTyai3aiis
pedepeHTHHX 1 KOTHITHBHHUX 03HaK 00pasy 3abesmneuye immtinutae BriienHss HKI B cemanTuii @O
eKCIUTIUTHO-IMILTIIUTHUM CITOCOOOM.

VY pesynbraTi NMpPOBEJCHOTO aHali3y BHUSBICHO YOTUPHM TEMATH4YHI TIPYIU 3 MiArpynamu
HIMEIPKUX aBTOCTepeOoTHHiB, BepOasizoBaHnx PO 3 xomnoHeHToM “Pfennig”: 1) moBomkeHHS
3 TpIlIMH: @) EeKOHOMHICTh / OEpexJIMBE CTaBJEHHs 1O Tpolieii; 0) BMIHHS 3apoOJsTH TPOLIi;
B) MapHOTPATCTBO; T') CKYIIICTh; 2) MarepiajibHUiA cTaH: a) 6ararcTBo; 0) O1HICT; B) Bllajia IPOLIEH;
r) OyTn nemeBuM; ) OyTH AOPOTHM; 3) XapaKTepPUCTHKH JIFOJMHU: a) He OyTH HIYOTO HE BapTUM;
0) TOUHICTB / IENAHTU3M; B) COLIiaIbHE CTAHOBHIILIE; I') HEUECHICTb; I') IHTENIEKTYaJIbHI XapaKTEePUCTUKH;
4) BipyBaHHs, 320000HU.

[epcriekTBamMu MOAANBIIMX TOCITIHKEHb BBAKAEMO BHUBYECHHS NPHYHMH 3MiHH 3HaYeHHS DO
Ha MMO3HAYEHHs HIMEI[bKHX aBTOCTEPEOTHUIIIB.
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MANIPULATIVE STRATEGY AND TACTICS OF INVESTIGATORS
IN THE PRE-TRIAL INVESTIGATION DISCOURSE

Abstract

The article deals with the manipulative strategy and tactics of an investigator in the pre-trial investigation
discourse that can have psychological effect on suspects and result in both positive and false confessions.
The study offers the general outline and characteristic features of the pre-trial investigation discourse, focuses
on the analysis of the applied strategy and tactics and their combinations. Communicative strategies and tactics
of the participants of the interrogation are identified by applying of the following methods: situational-strategic
and contextual-interpretive analysis; elements of discourse analysis for analyzing of the strategic and tactical
interaction of participants in the discourse of interrogation with the account of pragmatic, social and personal
factors of communication. The choice of the applied manipulative strategy and tactics by investigators depends
on the background information about suspects and accused supplied at a pre-interrogation stage of a case.
The authors offer the classification for the most typical strategies and tactics of the participants with a special
concern to manipulative ones and demonstrate that the choice depends on the relations between participants
of an interaction, a procedural status of an interrogated person that can change, as well as the personal features
of a suspect and an accused. The paper highlights that the strategies and tactics of a suspect and an accused depend
primarily on the manipulative strategies and tactics used by an interrogator as a representative of an institution,
and emphasizes that they are directed mainly upon defense due to limitations and restrictions of interrogation.
Relevant examples and sources are also provided.

Keywords: pre-trial investigation discourse, manipulative strategies and tactics, interrogation, interrogator,
suspect, interrogated person.

AHoTalis

VY crarTi #WaeTbest Mpo CTpaTerii Ta TAaKTHUKH, 3aCTOCOBaHI CIIIYHUM Yy AMCKYpPCl JOCYAOBOrO CIiJACTBa,
AKi MOXYTh MaTH IICHXOJIOTIYHUH BIJIMB HA IiJ03PIOBAaHUX 1 3BUHYBaYCHUX Ta NPU3BECTH SK 10 IPABIUBHUX,
TaK 1 A0 HENpPaBAWBUX 3i3HaHb. Y IOCIHII)KEHHI aBTOPH 3alMPONOHYBAJIM 3arajibHy CXeMy Ta JOCIHiTWIN
XapakTepHi 0COOJIMBOCTI JAUCKYPCY JOCYIOBOIO PO3CIiAyBaHHS, OCOOJNIMBY yBary 30CEpeKCHO Ha aHali3i
3aCTOCOBAHUX CIIIJYUM Ta Mi03PIOBAHUM 1 3BUHYBa4CHUM CTPATETiH 1 TAKTUK Ta IXHIX MOXIMBUX KOMOIHAIIiH,
AKi HE € HOCTIfHUMH 1 MOXKYTb 3MiHIOBaTUCS. /|71 BU3HAUCHHS KOMYHIKaTUBHUX CTPATEriil i TAKTUK yYaCHUKIB
JIONUTY 3aCTOCOBYBAJIHMCSH TaKi KOMYHIKaTHBHO-NIparMaTH4HI METOOW: CHTyallilHO-CTpaTeridHui
Ta KOHTEKCTyaJbHO-IHTEpIpeTALliiHAI aHaNi3; eNeMeHTH AUCKYPCHOTO aHaNi3y Ul PO3INALY CTpaTeridHOl
Ta TAKTUYHOI B3a€EMOJIi1 yUaCHHKIB AUCKYPCY AOMUTY 3 ypaxyBaHHAM IParMaTHYHUX, COLlIaJIbHUX Ta OCOOUCTICHUX
¢axTopiB cmiKyBaHHS. Bubip 3acToCOBYBaHOI MaHIMYNATUBHOI CTpaTerii Ta TAaKTHKH CIIAYMMH 3aJIEKUTh
BiJl BUXIJHOI 1H(pOpMALii Mpo MiZ03pIOBaHUX Ta 3BUHYBaueHUX, sika Oyia MmpeacTaBlieHa Ha CTafil CIiICTBa,
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1I0 IepenyBana MPOBEACHHIO JOMUTY B XOAI JOCYIOBOTO CIiACTBA y CIpaBi. ABTOpU CTaTTi IPONOHYIOThH
KJIacudikariro HalOUIbII TUIIOBUX CTPATETiH 1 TAKTHK YYaCHUKIB JIOMHUTY, 30KpEeMa, CJIiAY0ro, MiJ03pI0BaHOTIO,
3BHHYBAYCHOTO B IX MOXJIMBHUX KOMOIHAIifX, NPUAUIAIOYM OCOONMBY yBary MaHIMyJISTHBHHM CTpaTerisM
1 TaKTHKaM, 1 TOBOAATH, IO BHOIp 3aJCKUTh BiJ BiIHOCHMH MDK YYaCHHKaMH IHTEpakKllii, MpoLeCyaaIbHOro
CTaTycy JOIUTYBaHOI 0COOH, SKUI MOYKE 3MIHUTHCS, a TAKOXK OCOOMCTUX PHUC MiJO3PIOBAHOTO Ta 3BUHYBAYCHOTO.
VY cTarTi NigKpeCIOEThCs, IO CTPATEril 1 TAKTUKH MiZ03PIOBAHOTO Ta 3BUHYBAYCHOT'O 3aJIeKaTh HaCAMIIEPe.T
Bi/l MaHIYJIATUBHUX CTPATETiH 1 TAKTHUK, [II0 BUKOPHCTOBYIOTHCS CIIAYMM SIK IPEACTABHUKOM AEPXKaHOI YCTaHOBH,
1 HaroOJIOLIYETHCS, IO BOHHU CIPSAMOBAHI B OCHOBHOMY Ha 3aXMCT Yepe3 IeBHI OOMEXEHHS, K1 HaKJIaaloThCs
Ha Jii TOMUTYBaHOT OCOOM IijJ Yac MPOBEACHHS JOCYJOBOTO CiliaCTBa. TakoX y CTaTTi HABOACHO BiAMOBIHI
MPUKJIAZM Ta JDKEpelia MaTtepiaiy.

KurouoBi cjioBa: 1uckypce H0CYIOBOTO CIiICTBA, MAHINMYJIATUBHI CTparerii Ta TAKTUKH, OTHT, CIITYHM,
Ii103PIOBaHMH, IONUTYBaHa 0co0a.

1. Introduction

Interrogation as the most important part of an investigative process is a strategic kind
of communication that has its purpose. The main purpose of an investigator is to obtain information
about the circumstances of the crime and force interrogated suspects to make confession. The strategies
and tactics of both participants will be determined by their main aim, behaviour of their interlocutor
and effectiveness of communication.

Many researchers studied dialogue communication, its planning and mechanisms of conducting
(Arutyunova, 1998; Baranov, 1990, 2007; Belova, 2003; Demyankov, 2001; Dijk, 2008, 2012; Issers,
2009, 2011; Kochetova, 1999; Sacks, 1974, 1987; Yarkho, 2004; Yashenkova, 2010 and others).

Along with Issers, we see speech tactics as one or several actions contributing to the implementation
of the strategy. The researcher emphasizes that the concepts of a communicative strategy and tactics
are interconnected as a type and a subtype. The author mentions that for a person who is accustomed
to reflect on their own speech strategic and tactical planning of speech actions is a well-understood
task (2003, p. 51). The researcher emphasizes the flexibility of speech strategies, their possible
implementation through a variety of speech tactics and communicative moves and the complex use
of linguistic resources and methods (ibid., pp. 100-101).

Studying strategies of the pre-trial investigation, researchers focused mainly on the contact
establishing and pressure, avoiding strategies that can be effective for the results of investigation (Aubry
& Caputo, 1980, p. 200; Inbau et al., 1986, p. 78; Meter & Bopp, 1973, p. 79; Yeschke, 1997, p. 84).

So, the aim of the article is to identify and describe strategies and tactics of the participants
of interrogation (a police officer (an interrogator) and suspects, accused) in the pre-trail interrogation
discourse.

Interrogation is a dialogue conversation in an interactive pair of an investigator as a representative
of an institution and a “client” (an interrogated person) that may have different procedural status
(victim, witness, suspect). An investigator as an official representative of a police institution is entitled
to carry out investigation after preliminary collecting of information about a crime and all persons
involved. At the preparatory stage an investigator has an opportunity to analyze the information received
from different sources, construct their own version of the crime, plan the course of interrogation, draft
questions to be asked, as well as a set of strategies and tactics of speech influence.

During interrogation an investigator influences an interrogated person by applying a set of strategies
and tactics, which are limited by certain institutional constraints, and at the same time which can
be spontaneous and result from the development of interaction, roles of participants, psychological
features of an interrogated person and the global goal of interrogation.

2. Methods and material

The research is based on the interrogation transcripts of pre-trial investigation in criminal cases
conducted by police officers with suspects and accused of serial murders in the USA in 2006-2015.
Communicative strategies and tactics of the participants of the interrogation were identified applying
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pragmatic communicative methods: situational-strategic and contextual-interpretive analysis; elements
of discourse analysis for analyzing strategic and tactical interaction of participants in the discourse
of interrogation with the account of pragmatic, social and personal factors of communication.

3. Results and discussion

During the process of interrogation an interactive pair of an interrogator (a police officer and an
interrogated person (a suspect in this article)) is formed. The choice of strategies and tactics will be
determined by the relations between the participants of the dialogue and institutional goals.

We distinguish (Pavlichenko, 2018) a set of strategies and tactics of an investigator which correlate
with strategies and tactics of a suspect (see Table 1).

Table 1

Correlation between strategies and tactics of an investigator and a suspect (Pavlichenko, 2018)
Investigator Suspect
C Dlishi Tactics: S f idi :
® Questioning ® Tactics of confession
* Explanation Strategy of giving false testimony, Tactics:
* Advice ® Deception

® Denial

® Requiring

® Positive confrontation, understanding ® Reiteration

® Justifying ¢ Clarification
. 3 .
[ ]
Incitement o ‘ ‘ Mgmmgmmw :
Strategy for obtaining new information, | =~ . ]
Tactics: Direct refusal to testify

o Al
® Perseverance Objection

® Direct (indirect) question ® Reiteration

* Incomplete statement ® Evasion from the topic
® Requiring
® Specification, detailing

® Theme development

Control strategy, Tactics:

® Requiring

® (larification, concretization, detailing
¢ Control

® Reiteration

Taking into account the specific features of the institutional discourse of pre-trial investigation
we can ascertain that the manipulative strategy and tactics as the ways of its realization are widely
applied in the majority of interrogations irrespective of the procedure status of an interrogated person.
Tactics of manipulative influence are most often used by investigators when interrogating a suspect,
that is, in the most complex and conflicting types of communication. All manipulative tactics of
an investigator are aimed at obtaining information by appealing to the basic human needs and fears:
the need for security, freedom, fear of punishment, fear of loss of reputation, etc. We distinguish
(Pavlichenko, 2018) the following manipulative tactics of an interrogator that correlate with a suspect's
strategies and tactics, though a suspect's strategies and tactics are directed to defense and attack
as the form of the defense (see Table 2).
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Table 2
Correlation between manipulative strategies and tactics of an investigator and a suspect
(Pavlichenko, 2018)

Investigator Suspect
® Positive confrontation (justification) ® Sabotage
® Understanding ® Blocking
® Compassion ® Transferring attention
® Referring to positive qualities of an interrogator ® Specification
® Intimidation ® [teration
® Presentation of evidence ® [mitation of incomplete
® Prosecution participation in conversation
® Domination and attack ¢ Attackstrategy, Tactics:
e  Stimulation of openness ® Accusation
® Provoking refutation of false information ® Inversion of status roles
® Implicative accusation ® Critics
® Demonstration of case awareness ® Mocking
® Blocking
® Concession
® Provoking confession
® Pseudo-choice
® Pseudo-conclusion

As the main purpose of interrogation is to get a suspect to make confession, the manipulative
tactics are aimed at the most complicated way of obtaining a person's evidence contradicting his/her
main interests. Some psychological methods applied by police can distort the perception of reality
and result in false confessions, as we can see it in the examples analyzed below:

I. The police are focusing on the unreal evidence or facts they possess or which were supplied
by other witnesses, applying tactics of presentation of evidence (we have the evidence to back that
up, we already know you are responsible) and case awareness, provoking refutation of false
information (I know that you have seen them before) which can be combined with tactics of positive
confrontation (And I think that's what we're trying to help you with today, in all honesty).

1. Lawrence: [ know that you've seen them before and you're trying to find either the way to say
you got nothin' to do with it or you're trying to find the way to explain it that doesn't expose to us
the other things that we already know you're responsible for. And I think that's what we're trving to help
vou with today, in all honesty. (BM)

Jackson: Um-hm.

2. Lawrence: Is it when we've had the people that we've been able to show caused grief to other
families, when they've been able to explain to us why it occurred. Because truly the why is the only
thing, only vou can answer for us. The what, the when and the who we've already concluded and
we have the evidence to back that up. It's, it's the why that we need to understand. (BM)

The main purpose of a suspect in a police interview is to justify himself, to counteract and
defend against manipulative strategies of an investigator. His defense against a manipulative effect
of an investigator can be either active or passive. Applying passive defense, he may either refuse
to give a direct answer or pretend he misunderstood the question (blocking tactics):

115



Bicnux KHJTY. Cepis @inonocis. Tom 23. Ne 2. 2020

Jackson: Well I can't tell vou the why. I'm sorry, but like I said these, the faces aren't even
registering.

Lawrence: Well their faces may not register right now' and they may appear different to you
on the nights when you encountered them, but as we sit here and talk HOMER. I know in your mind
you can recall the incidents. (BM)

In the example above the police officer during the interview with the suspect in the case of several
murders tries to reassure him that the police have evidence and know real facts of the case (I know
that you have seen them before, we already know you are responsible).

II. One of the manipulative tactics used by a police officer investigating criminal cases
is intimidation tactics, informing a suspect about the potential negative consequences for him
in the court, personal life, etc. (they are gonna look at you a lot different, when you say I don't know
what you're talking about, I don't remember, other people determine the course of your future for you,
we will do everything we can to make sure you spend as much time in prison as we can put you there
for, how are you going to live with yourself the rest of your life knowing what you know). Actually,
in most cases police need mainly confession when dealing with criminal cases, so to get a confession
they can be trying to persuade a suspect of the benefits they can get that overweigh the costs.

1. Lawrence: ...when you help us get through this is now you get to tell it in your words to your
family at some point. You get to explain it and it gets to be the truth and then there's nothing that's
contradictory coming from the police. Because at some point when you sit there and you keep saying
1didn't, 1 didn't, I didn't and then all of the evidence says you did — then your family has a very, very
poor opinion of vou. They'll still love you, at least I hope they would because you're family, but they're
gonna look at you a lot different. They're still gonna look at you different but when you explain it that
tells them that you are not this guy anymore. By saying you didn't do it means you're still this guy.
And that's part of when 1 said to you, I want to figure out where the change came with you, I want
to figure out when you stopped. When you stopped doing this because when you stopped doing this
is extremely important because I, I want to make sure we shouldn't be looking for other people. Do you
see what I'm saying? You haven't killed anybody today have you? (BM)

A police officer as a skillful manipulator manages to reshape the reality and represents the whole
picture in a very specific way, that can be effective for his purpose to get a quick confession. Applying
the tactics of pseudo-conclusion, he threatens the suspect with loss of control over the situation which
can become dangerous for him. The implication from this context can be established, that if the suspect
reveals the information, he'll control the situation:

2. Lawrence: This case includes a lot of dead women.

Jackson: Um-hm.

Lawrence: And I would rather see you as a passenger than get run over by it because
as a passenger you still have some control over your future.

Jackson: Um-hm.

Lawrence: But when you say I don't know what you're talking about, I don't remember, other
people determine the course of your future for you.

Jackson: I know. But like I said I don't — none of this I, nothin'. (BM)

Intimidating the suspect and appealing to his good feeling and asking for help to other people,
the police office coerces him to make false confession:

3. Hopper: And we will do everything we can to make sure you spend as much time in prison
as we can put you there for. Because that's what's comin'. You have the power to help these people.
You've taken their lives already, help them HOMER. (BM)

4. How are you going to live with vourself the rest of your life knowing what you know. (BM)

II1. Application of the tactics of implicative accusation, exaggeration (I don't care if you killed
three women, I don't care if you killed 30 women, it's the same thing. We know you did it..., this
case includes a lot of dead women) and overdramatization (you are doing it to them again, do not
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victimize them again, you've already taken them away from their loved ones, you robbed them
of a chance of having a good life, you robbed them of a chance of getting married and having children,
making something out of their life, now you won't even give them the dignity of giving some closure
to their families. You've already taken their life and, in some respects, you've taken their family's
life as well.) combined with threatening (it will be bad for you in the future) by an interrogator
is considered to be one of the coercive methods. It is likely to force psychologically a suspect to
feel remorse and make a distressed person believe his fault:

1. Hopper: But by you sitting there just looking at these pictures saying, no I didn't uh, I just,
1 just don't remember. You're doing it to them again. And that, right there, that will be bad for you
in the future. And I want you to think out to the future, this will be bad for you. So, don't victimize them
again, you've already taken them away from their loved ones, vou robbed them of a chance of having
a good life, vou robbed them of a chance of getting married and having children, making something out
of their life. They already kind of went wayward in their life and having bad times, you took the chance
from them to live a good life, you took it from them, and now you won't even give them the dignity
of giving some closure to their families. You've already taken their life and, in some respects, vou've
taken their family's life as well. I sat with her mother yesterday and she told me, can you just find out
why, why did he take my little girl, why did he do that? I still love her. it's been 33 vears. I still miss her
every day. Can you just find out why? (BM)

2. Hopper: I don't care if you killed three women, [ don't care if you killed 30 women, it's the same
thing. (BM)

IV. Tactics of understanding and compassion, stimulation of openness are applied
as psychological methods to influence people who are isolated and feel fear and anxiety in difficult
situations. An investigator in this situation influences suspects' behaviour by overcoming their fears,
demonstrating protection and support he can give them in this difficult situation if they give answers
to the questions (I know something is bothering you, we are just to bring justice, tell us what has been
bothering you).

1. Fassbender: ...Um and I, I would really appreciate if vou would kinda relax and open up
with us. We're not here to jump in your face or get into you or anything like that. We are here more
to may be let you talk or talk to you a little about how you have been feeling lately and stuff. I have
a feeling there are some things on your mind and I just want to give you this opportunity to talk about
um. I want you to talk to us, talk about what you are thinking about, feeling may be. I know something
is bothering va, and you know that, and it's gotta be laying real real heavy on ya. (CCSD)

2. Fassbender: We are not here to hurt anyone, we just, you know if you, you got a chance to meet
Teresa's mother and stuff, you've got to know them a little and you would know that they were decent
people too, and just like I think your brothers are and you mom is and people don't realize that because
all the bad press and stuff. And that is all we are, we are thinking about, just to bring justice,
no matter how hard or how much it hurts. This feels pretty awkward, but go ahead and tell us what's
been bothering ya. (CCSD)

V. Tactics of domination and attack combined with accusation and evaluation (but you can't
tell me you don't remember this, you are a monster, everybody has acceptance and love in their heart,
everybody does, but you're showing me that you don't) can cause negative reaction and feelings
of a suspect, establishing his guilt, provoking his justifications and proving his innocence.

1. Hopper: We know you did it so if you're hung up on the details about exactly when and where
and how, maybe you don't remember maybe because there's been so many, but vou can't tell me you

don't remember this, this room right here.
Jackson: No.

Hopper: Well then you are a monster my friend. You deserve what's comin' to va and I hope you
get every bit of it. Because I think you're a nice guy to talk to, very pleasant, but I'm telling you
right now, vou are a monster. (BM)
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2. Hopper: Evervbody has acceptance and love in their heart, everybody does, but you're showing
me that you don't because you will not give us the dignity and give them the dignity and their family
the closure to explain this. (BM)

VI. Manipulative tactics of positive confrontation and justification are intended to establish
friendly relationship with a suspect and make him feel obliged to behave accordingly, presenting
police officers as “friends”, the ones, who are going to support, justify and help him in further
investigation by the condition they get confession or some details on the case. These psychological
methods should facilitate accepting responsibility and admitting guilt by a suspect as an investigator
suggests some reasonable causes for committing the crime accidentally or by influence of other people
or circumstances (I wanna be here for you, we will deal with this, the best we can for your good, I will
stand behind you, we are here to treat you with respect, everything turns out the best for everybody,
he is a kid, he has nothing to do with this, he's a kid, he had nothing to do with this, and whether Steven
got him out there to help build a fire and he inadvertently saw...):

1. Fassbender: ... We have got a lot of information and you know some people do not care, some
people back there say no we will just charge him. We said no, let us talk to him, give him the opportunity
to come forward with the information that he has, and get it off his chest. ... [ am a father that has
a kid your age too. I wanna be here for you... We'll deal with this, the best we can for your good, OK?
1 promise I will not let you high and dry, I will stand behind you. (CCSD)

2. Lawrence: And, and that's why it's, it's no accident that we're here talking to you today. It's also
no accident that we asked you to come down. Because want you to know we're here to treat you
with respect.

Jackson: Um-hm.

Lawrence: But we have a job to do. And our job is to get the answers for these families and in all
of the cases that we have worked, the ones where they, evervthing turns out for the best for evervbody.

Jackson: Um-hm. (BM)

3. Fassbender: ...we have got people back at the sheriff’s department, district attorney's office, they
are looking at this now saying there is no way that Brendan Dassey was out there and did not see
something. They are talking trving to link Brendan Dassey with this event. They are not saying that
Brendan did it, they are saying that Brendan had something to do with it or the cover up of it which
would mean Brendan Dassey could potentially be facing charges for that. And Mark and I are both
going well ah he's a kid, he had nothing to do with this, and whether Steven got him out there to help
build a fire and he inadvertently saw some things that is what it would be, it would not be that Brendan
actually helped him dispose of this body. And I'm looking at you Brendan and I know you saw something
and that is what is killing you more than anything else. Knowing that Steven did this, it hurts. Whether
it was an_accident that Steven did it by, however it happened, he's gotta deal with that. Truthfully,
1 do not believe Steven intended to kill her. I do not know how it happened, only Steven knows how
it happened, and potentially you. Do you know how it happened? What did you see in that fire? (CCSD)

4. Conclusions

In the offered communicative situations of police interrogation police officers as interrogators
use various manipulative tactics that help them achieve the main purpose of interaction — to get
information on a case and get a suspect to make a confession. The application of manipulative tactics
is predetermined by the strategies and tactics of an interrogated person. Manipulative tactics being
used in the situations of a suspect's resistance to provide the information an investigator needs, some
context can prove they can be coercive forcing suspects to make false confession, admitting guilt
and bearing responsibility for the crime. An investigator, applying the tactics of developing the topic
or clarifying the reasons, allows a suspect to maintain his or her self-esteem while confessing guilt.
The manipulative strategy of an investigator is realized through manipulative tactics of positive
confrontation and justification, domination and attack, accusation, evaluation, understanding and
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compassion, stimulation of openness, implicative accusation, exaggeration, overdramatization, threatening,
intimidation, presentation of evidence and case awareness, provoking refutation of false information.

The use of any kind of manipulative tactics is based on the background information about a suspect
and is predetermined by the planned interview and the institutional goals.

LIST OF ABBREVIATIONS

BM - Bernstein, M. Read excerpts of police interrogation that concerned judge in accused serial
killer case.

CCSD — Calumet county sheriff's department. Interview transcript [March 1, 2006].
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VERS LA POETIQUE DU RECIT:
LES ENJEUX DE LA NARRATOLOGIE LINGUISTIQUE

Abstract

The proposed article systematizes and characterizes the most defining theoretical positions on the problems
of the theory of literary narrative. A new approach to the study of fictional narrative is presented from the perspective
of modern text-centered researches, in particular, it is clarified and supplemented the scientific scope of its
main categories, such as voice, temporality, spatiality and modality, as well as explained the scientific meaning
of the term “narrative strategy”. The formation of the latest linguistic-narrative tradition in the interpretation
of the literary text took place through the integration of traditional and structuralist views on a literary narrative
as a set of textual units united by semantic and temporal connections, and its positioning as a cognitive and,
consequently, mental activity of the author and the reader, who in this case act as co-creators of a certain narrative
reality. In the modern interpretation, the narrative appears as a polycode semantic plurality, which is expressed
in the narrative structure of the fictional text by its semiotic coding. Linguistic narratology as an independent
interpretive theory has many points of intersection with cognitive linguistics and cognitive psychology and
actively develops two main narrative aspects of the fictional text — cognitive and semiotic — related to such
categories as consciousness / thinking and artistic speech. From the point of view of linguistic narratology,
the fictional text should be analyzed not in terms of what is presented in it, but in terms of how the author constructs
and semiotizes the world around him or his own experience in the categories of literary narrative.

Keywords: linguistic narratology, narrative reality, narrative strategy, narrative script, literary narrative.

AHoTalis

VY NponoHOBaHIK CTATTI CHCTEMAaTH30BAaHO Ta CXapaKTEPHU30BAHO HANOINBII BHU3HAYAJIbHI TEOPETHUHI
MIOJIOKEHHS 3 MPOOIEMaTUKU TeoPii XyA0KHBOTO HapaTHBY. 3 MO3HUIIIH CyyaCHUX TEKCTOLIEHTPOBAHUX CTYAiH
IIPEACTaBICHO HOBHUH MiJXiJ 10 BUBUCHHS XYJ0)KHBOTO HapaTHBY, 30KpeMa, YTOUHEHO 1 JOIIOBHEHO HayKOBHH
00CsTr TaKuX HOTro OCHOBHUX KaTeTOpii, AK: TOJI0C, TEMIOPAIbHICTh, IPOCTOPOBICTh 1 MOAATBHICTH, @ TAKOX
eKCIUTIKOBaHO HAayKOBHH 3MICT TepMiHa “HapaTuBHa cTpareris’. CTaHOBICHHS HOBITHBOI JIIHTBOHAPaTUBHOI
TpaJuLii B iHTepHpeTartii XyJ0XKHBOI0 TEeKCTy BiIOYyBaJIOCs IIIIXOM IHTETrpanii TPaaULifHOTO 1 CTPYKTYpaTiCTCHKOTO
MOTVISITIB Ha XyJAOKHIM HAPATUB K CYKYTHOCTI TEKCTOBUX OJIMHHUIIb, 00'€THAHUX CMUCIIOBUMH 1 TEMIIOPAJIbHUMHU
3B'A3KaMH, Ta HOT0 MO3UI[IOHYBaHHAM SIK KOTHITUBHOI, a OTXe, PO3yMOBOi AiSIBHOCTI aBTOpa 1 4MTaya, SKi
BUCTYTIAIOTh Y TAKOMY pa3i CHiBTBOPIIMH NIEBHOI ONOBIHOI peasIbHOCTI. Y cydacHOMY BUTIIyMaueHHI HapaTUB
II0CTA€ MOMIKOJOBOIO CMHCIOBOIO MHOKHHHICTIO, 10 BUPAXKEHA B HAPaTUBHIH CTPYKTYpPi XyA0KHBOTO TEKCTY
LUISIXOM HOTro CeMiOTMYHOro KoAyBaHHA. JIIHIBOHApaTonoris sK caMOCTilfHa iHTepIpeTaTHBHA Teopis Mae
0araTto TOYOK IEPETHHY 3 KOTHITHBHOIO JIIHTBICTHKOIO 1 KOTHITHBHOIO IICHXOJOTI€I0 Ta aKTHBHO PO3pOOIIIe
JIBa OCHOBHI HapaTHBHI aCIEKTH XYyI0XKHbOTO TEKCTY - KOTHITUBHUH 1 ceMioTHYHUI. BOHU MOB'A3aH1 3 TAKUMH
KaTeropisiMy, IK: CBIJOMICTb / MUCJICHHS 1 XyZ0KHE MOBIIEHHS. 3 MOIVIA Y JIIHI'BOHAPATOJIOT i XyJOKHIN TEKCT CJIif
aHaJIi3yBaTH HE B IUIaHi TOTO, III0 B HHOMY IIPEACTaBICHO, a 3 IONIAAY TOTO, SIK aBTOP KOHCTPYIOE 1 CeMIiOTH3Y€
HaBKOJIMIIHIH CBIT a00 BIaCHUH JOCBiA y KaTETOPisX XyJO)KHbOTO HapaTHBY.

Kiro4oBi ci10Ba: TIHTBOHApaTONOris, ONOBiIHA PEaNbHICTh, HAPATUBHA CTpPATETis, HAPATUBHUM ClieHapili,
XyZIOXHIH HapaTuB.

1. Introduction

De la critique littéraire (Barthes, 1972 ; Genette, 1972 , 1983 ; Todorov, 1966 , 1978) a la tradition
philosophique (Ricoeur, 1983 , 2015), de la linguistique textuelle (Benveniste, 1966 ; Maingueneau,
1994) a la sémantique formelle (Roussarie, 2017), des approches sociales et conversationnelles (Boyer,
2001 ; Giilich, 1986) aux approches cognitives (Herman, 1999 , 2003), rares sont les sous-domaines
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des sciences du langage a n'avoir pas recouru a des entités notionnelles (Filliettaz, 2001) telles /e texte
narratif, la narration, le schéma ou le scénario narraif, l'identité narrative de l'auteur, les cadres
spatio-temporels, etc. Toutes ces catégires ont donné lieu a des nouvelles tendances dans 1'étude
du discours littéraire, car en envisageant le processus de la création d'un texte comme un jeu social
particulier, l'univers imaginaire d'un auteur est censé se transformer en un monde bien réaliste et bien
concret (Prieto, 1983, p. 394) selon un certain scénario narratif.

Il s'en suit également que 1'esthétique de 1'écrivain, sa philosophie et le genre dans lequel il travaille
déterminent ses choix de techniques créatrices, qui résultent, finalement, en un dispositif de stratégies
narratives concrétes lors de la construction d'une réalité narrative. Dés lors, rendre compte des
possibilités d'une telle créativité revient a étudier la complexité de 1'organisation du discours littéraire
selon son hétérogénéité narrative.

2. La poétique du récit dans les approches interprétatives transdisciplinaires

Ces dernieres décennies sont marquées par des changements significatifs dans la perception
et l'interprétation de la langue, du discours, de la créativité et donc du texte littéraire qui en résulte.
Les théories centrées sur I'étude des processus de création et de production du texte littéraire sont trés
étroitement liées a la linguistique du texte (Benveniste, 1966 ; Maingueneau, 1994), a la stylistique
du discours artistique (Reuter, 2005), a la sémiologie (Eco, 1992 ; Kristeva 1981), a la poétique
cognitive (Schmitt, 2012 ; Lavocat, 2016) et a la rhétorique dans sa dimension néoclassique (Molini¢,
1995). Je pourrais aussi suggérer que le recours a des méthodes et outils propres a la sémiotique
cognitive, a la linguistique textuelle, a la narratologie cognitive et a 1'analyse du discours permettent
de s'approcher de plus prés des processus et mécanismes de la création d'un texte littéraire en tant
que produit d'un programme narratif et cognitif de son auteur.

Etant une vraie théorie transdisciplinaire, la narratologie s'inscrit parfaitement dans le contexte
de l'analyse du discours, en couvrant les outils linguistiques et littéraires afin d'identifier I'interdépendance
de la forme et du sens dans une oeuvre littéraire. Il convient ici de se référencer a V.Ya. Propp estimant
que I'espace sémantico-idéologique d'un texte littéraire (chez le linguiste, c'est “I'univers des idées”
(2001, p. 468)) peut étre objectivement examiné et pleinement décrit seulement suite a la mise
en lumiére des lois internes régissant toute la complexité et I'hétérogénéité de sa forme. La personnalité
artistique de l'auteur, qui assume la pleine responsabilité de produire un texte a sa propre guise,
apparait comme “le coeur sémantique et stylistique de I'ccuvre” (Vinogradov, 1971, p. 154) et y est
exprimée par des marqueurs explicites / implicites ou d'autres éléments déictiques formant son
soi-disant code narratif particulier.

Vivant une période notoire du reformatage méthodologique et assistant a 1'apparition de nouvelles
approches dans la théorie du récit, les études narratives tendent, en premier lieu, vers la systématisation
des acquis des époques précédentes en regroupant quelques principales fagons d'appréhender le récit.
Deuxiémement, elles se caractérisent aussi par le ré-examen des liens entre I'intrigue et la séquence
narrative (Baroni, 2008), le regard sur le récit comme sur un produit a une configuration de cadres
intertextuels (Pier, 2010), le recours a la linguistique énonciative (Rabatel, 2010) ou encore des
recherches psycho-cognitives sur le récit privilégiant la structuration mentale du récit (Schaeffer, 2010).

Dans cette optique, je pourrais donc mentionner le terme de “stratégie narrative” comme terme
clé dans I'approche centée sur le texte et les régles de sa production, qui s'assume en tant que programme
d'auteur de la construction d'un certain type de réalité narrative qui, dans le contexte cognitif,
transmet implicitement la singularité et la spécificité de la pensée narrative d'un écrivain a travers
certains mécanismes et structures conceptuels mis a la base de la formation des sens. Du point de vue
de la sémiotique, la stratégie narrative n'est qu'un codage, exercé par l'auteur, de la multiplicité des sens
dans la réalité narrative et l'actualisation de ceux-ci dans le texte.

Aussi, convient-il de préciser que les stratégies narratives de la production d'un texte littéraire
incluent les moyens de I'organisation et de la verbalisation des réseaux narratifs textuels, tels le réseau
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spatial, celui temporel, langagier et encore modal. Le réseau narratif temporel se construit par des
moyens lexico-sémantiques et lexico-grammaticaux représentant différentes variations et corrélations
entre les événements et les actions sous forme de linéarité ou bien non-linéarité des derniers, c'est-
a-dire, impliquant le mouvement circulaire, en zigzag, accéléré ou bien ralenti du temps dans la réalité
narrative du texte. Le réseau narratif spatial est formé d'éléments spatiaux, notamment de configurations
narratives impliquant ou expliquant I'organisation spatiale du récit ou encore indiquant la localisation
géographique des objets narratifs par rapport a I'auteur comme créateur de la représentation narrative.
Le réseau narratif langagier se voit en tant que textualisation de la catégorie narrative de la voix
et se base, ainsi, sur les catégories grammaticales de la personne, du temps et du mode. Ce réseau est
exprimé par les terminaisons des verbes et par des pronoms personnels comme indices déictiques
du narrateur dans la mimésis ou bien la diégése. Le réseau narratif modal comprend des moyens
lexicaux émotifs et appréciatifs / dépréciatifs ainsi que des moyens stylistiques révélant l'attitude
du narrateur / de l'auteur envers la réalité narrative. Les moyens en question sont en corrélation avec
la maniére d'auteur de véhiculer le monde extérieur et représentent, par conséquent, sa fagon figurative
et associative d'interpréter les faits.

Dans les années 90 du XXéme siécle les sciences cognitives redécouvrent le texte littéraire comme
un vrai objet de discussion pour les recherches dites linguistiques permettant de reprendre 1'étude
des facultés cognitives humaines. La narratologie en général et la narratologie linguistique que je prone
d'ailleurs comme l'une des approches les plus pertinentes et les plus exemplaires dans la théorie
du texte littéraire, s'inscrivent parfaitement dans cette perspective de 1'étude des horizons cognitifs
humains, née d'une vraie transdisciplinarité.

La narratologie, francaise a I'origine mais nourrie des le départ de la recherche internationale se voit
partiellement renouvellée et largement diversifiée grace au ré-examen des théses formulées pendant
les années 60 et 70 (Pier et Berthelot, 2010, p. 6-8). De plus, 1'étude du récit a pris une telle envergure
qu'on parle a présent d'une “renaissance de la théorie et de I'analyse narrative” (Niinning, 2010, p. 15).
C'est justement de cette prolifération d'approches transdisciplinaires dans 1'étude du texte littéraire
axées toujours sur la personnalité de son créateur que découle I'actualité de la présente recherche,
étant conditionnée au sens large par l'idée de suggérer une méthode de 1'étude d'un texte littéraire
aussi performante qu'efficace vu les immenses possibilités des théories narratives ou “nouvelles
narratologies” (ibid.).

L'objet d'étude constituent les particularités de la création et du formatage de la réalité narrative
étant, au fur et a mesure du déploiement du récit, explicitée / implicitée via les principaux constituants
narratifs et les nombreux procédés stylistiques et figures tropiques ou non-tropiques. L'article
présent se consacre, alors, a concrétiser le potentiel de la narratologie linguistique en tant qu'approche
interprétative lors de I'étude d'un texte littéraire, avec le principal objectif d'esquisser les voies possibles
de l'application de la méthode en question envers le texte, appartenant a la plume de Frangois-René
de Chateaubriand.

3. Le précis de la problématique du récit. La discussion sur la narratologie linguistique comme
approche interprétative

Parmi les théoriciens du postmodernisme dans divers domaines, 1'idée de Fredric Jameson, critique
littéraire américain, gagne de plus en plus de popularité: un texte narratif se définit en tant qu'une forme
épistémologique particuliére, révélant les différentes maniéres de la perception humaine empirique
(Iliin, 1983, p. 94). La conception du scientifique s'explique par le fait que I'homme intériorise I'univers
grace a sa capacité a narrer, voire plus largement a raconter des histoires.

En partant de 'idée que la conscience humaine s'auto-organise d'aprés les lois du déploiement
d'un texte littéraire, on pourrait estimer que la narratologie linguistique se voit comme “une
métaphore-clée de la psychologie” (ibid., p. 35). Jerome Bruner, par exemple, met en évidence
le mode narratif de l'auto-réflexion et de la compréhension de soi-méme, servant d'intermédiaire
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dans le transfert de 1'expérience humaine. Sa mise en ceuvre sous forme de narration (ou de récit)
rend possible la réflexion sur celle-ci dans la sphére interpersonnelle (ibid.). Par conséquent, le récit
pourrait s'interpréter comme une forme narrative de l'intrigue, proposant un certain scénario
narratif du processus de la médiation des ¢léments de I'ordre social et des pratiques individuelles.
La narratologie linguistique en tant qu'approche interprétative de la théorie du texte littéraire
a beaucoup de commun avec la linguistique cognitive et la psychologie cognitive et se focalise,
a présent, sur deux questions principales.

Tout d'abord, la question est de savoir ce qui forme et définit le statut cognitif du récit (Schaeffer,
2010, p. 215-217), car un texte littéraire apprait en tant que systéme de connaissainces construit
et déployé d'aprés un certain scénario narratif. D'autre part, beaucoup d'efforts sont également mis
pour identifier la maniére dont I'auteur construit un récit en fonction de ses propres ressources
et compétences cognitives. Ainsi, un texte littéraire est-il analysé non pas en termes de ce qu'il
représente, mais du point de vue de la fagon dont un écrivain construit et sémiotise l'univers extérieur
ou sa propre expérience et connaissance.

Dans un certain sens, je pourrais arguer que les recherches littéraires contemporaines s'enrichissent
grace a la narratologie linguistique; 1a derniére permettant d'unir a la fois les traditionnelles stylistique
et linguistique du texte aux nouvelles approches du texte du type cognitif et sémiotique. Etant donné
que la narratologie linguistique se définit en tant qu'approche interprétative interparadigmatique,
le potentiel de celle-ci se voit, tout d'abord, dans la possibilité de modeler l'identité narrative de I'auteur
d'un texte, de révéler les moyens textuels de la création de la tension narrative dans un récit, de tracer
la dynamique narrative des espaces mentaux, d'établir le réseau conceptuel d'intégration ou de relever
la fonctionnalité constructive des mutations de focus narratifs lors du déploiement du texte. L'étude
du texte littéraire, compte tenu du réle et de la fonctionnalité de ses consituants narratifs permet
de mettre en évidence les généralisations et les conclusions non seulement du niveau linguistique,
mais aussi de celui-ci fonctionnel, sémantique, tropologique, ce qui contribue, a son tour, au sein d'un
véritable changement du paradigme scientifique, a la convergence de la littérature et de la linguistique.

Les recherches narratives linguistiques de ces derniéres décennies, visant a spécifier davantage
la problématique des stratégies narratives dans la formation et le formatage d'un texte littéraire,
se caractérisent par la réunion des vues traditionnelles, traitant celui-ci comme séquence d'unités
communicationnelles agencées sémantiquement, et de nombreuses découvertes au sein des approches
axées sur la textologie proprement dite, la cognitologie et la sémiotique, offrant de nouvelles formes
de cohabitation des principes méthodologiques dans le processus de la recherche scientifique.

Il convient de préciser que les composantes narratives de méme que cognitives de la littérature
frangaise d'une certaine période historique et culturelle sont tout a fait exemplaires dans l'optique
de 1'é¢tude de principales particularités modificatrices et transformatrices propres a un certain type
de réalité narrative. Les composantes en question véhiculent également explicitement ou bien
implicitement les concepts philosophiques et esthétiques des écrivains frangais élucidant de cette
maniére leurs dominantes conceptuelles. Dans un texte littéraire, I'un des niveaux sur lesquels
existe I'information conceptuellement significative est sa structure narrative ou le schéma narratif
du deploiement du récit, car la singularité de la maniére de narrer, choisie par l'auteur, se trouve
en corrélation notoire avec les principes clés de la formation d'une réalité narrative.

Jenvisage le discours littéraire frangais comme espace cognitif et sémiotique dans les cadres
duquel se dégagent bien naturellement les mécanismes cognitifs génétateurs de texte aussi bien que
les principes narratifs a travers lequels peuvent fonctionner les différents types de communication
esthétique dans la triade I'auteur — le texte — le lecteur.

Toutes les typologies narratives appellent presque toujours a la catégorie d'instance narrative,
et plus particuliérement au rapport qui existe entre les intentions directes d'auteur et le degré
de subjectivité / objectivité dans sa maniére a narrer, entre le récit qui semble se raconter lui-méme
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et le degré d'actualisation grammaticale du “je” du narrateur / personnage dans un texte littéraire. Dans
la perspective du susmentionné, j'ajouterais que les pratiques narratives frangaises se caractérisaient
presque toujours d'une forte composante psychologique, indépendamment du degré de subjectivité /
objectivité dans le formatage de la réalité narrative.

A titre d'exemple, je propose de considérer et d'examiner du point de vue de la narratologie
linguistique le récit de Frangois-René de Chateaubriand, écrivain frangais du XIXéme siécle dont
la maniére narrative s'inscrit dans la poétique du romantique et jouit d'une structure verbale imagée
trés riche et a plusieurs couches:

Hier au soir je me promenais seul, le ciel ressemblait a un ciel d'automne; un vent froid soufflait
par intervalles. A la percée d'un fourré, je m'arrétai pour regarder le soleil: il s'enfongait dans les
nuages au-dessus de la tour d'Alluye, d'ovi Gabrielle, habitante de cette tour, avait vu comme moi
le soleil se coucher il y a deux cents ans. Que sont devenus Henri et Gabrielle? Ce que je serai
devenu quand ces Mémoires seront publiés.

Je fus tiré de mes réflexions par le gazouillement d'une grive perchée sur la plus haute
branche d'un bouleau. A l'instant, ce son magique fit reparaitre i mes yeux le domaine paternel;
Jloubliai les catastrophes dont je venais d'étre le témoin, et, transporté subitement dans le passé,
Je revis ces campagnes ou j'entendis si souvent siffler la grive (Chateaubriand, MOT, I, livre III).

Conformément aux idées de la narratologie classique, surtout dans sa dimension structuraliste,
il s'en suit que tout texte littéraire se construit et se déploie en fonction d'un schéma narratif particulier,
celui-ci chez Chateaubriand est réduit dans le plan événementiel. En revanche, le lecteur assiste a toute
une série d'image-scénes visualisées : la percée d'un fourré; les nuages au-dessus de la tour d'Alluye;
le soleil se coucher; le gazouillement d'une grive perchée sur la plus haute branche d'un bouleau.

Les ressemblances visuelles et auditives dans le formatage de la réalité narrative romantique
chez Chateaubriand dressent un espace trés particulier de 1'existence du narrateur homodiegétique,
étant a la fois personnage principal et agent du récit. Il s'agit ici donc de la situation incertaine dans
laquelle se retrouve le dernier, ce qui se verbalise a travers sa question rhétorique Que sont devenus
Henri et Gabrielle? et la réponse explicitée dans le fragment commenté, pleine de doutes ce que
Jje serai devenu quand ces Mémoires seront publiés, dont 1'é1ément conceptuellement significatif est
le verbe devenir v.intr. dans son sens dénotatif : “passer d'un état a un autre, commencer a étre ce qu'on
n'était pas — changer, évoluer, se transformer” (DLPRé, 1997), implicant les étapes du développement
et de la transformation dans le schéma narratif du récit.

D'abord, le narrateur homodiégétique fait part de ses propres impressions du coucher de soleil
d'hier, des coups d'un vent froid et du ciel couvert, ce qui est visualisé¢ dans le récit aux moyens
de la catachrése le soleil se coucher et des métaphores verbales il s'enfoncait dans les nuages; un
vent froid soufflait par intervalles. Peu apres, le chant d'un oiseau le transporte dans I'univers de son
foyer parental. Cette nouvelle “vision” du narrateur s'incarne via les constructions métaphoriques
ce son magique; fit reparaitre a mes yeux et le domaine paternel.

Dans le passage en question, je dégage une double rétrospection par rapport au moment
de I'énonciation : le récit fondé sur l'impression du narrateur homodiégétique de la soirée d'hier
(le premier souvenir rétrospectif). Dans le contexte de la journée d'hier apparait le souvenir et le récit
sur le toit parental, constituant, ainsi, le deuxiéme souvenir rétrospectif. L'espace, dans lequel
se retrouve et vit le narrateur-personnage, formaté de cette maniére, est loin d'étre achevé et, par
conséquent, est fort fragmenté, car la visualisation du paysage n'est pas intégrale et un détail peu
significatif introduit une autre situation vitale du personnage.

Aussi, faut-il spécifier une autre particularité du récit en question. Je dirais que celui-ci se caractérise
d'un rythme bien singulier et bien pittoresque. Les éléments, évoquant le changement de la perspective
décoratrice et créant une tonalité sonore, sont véhiculés a travers le nombre d'unités textuelles telles
le gazouillement d'une grive et souvent siffler la grive.
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Le substantif gazouillement n.m., dérivé du verbe gazouiller v.intr., compte tenu du sens dénotatif
du dernier : “produire un bruit modelé, 1éger et doux — bruire, murmurer — babiller, chanter, jaser”
(DLPRé, 1997) ainsi que le verbe siffler v.intr.: “émettre un son aigu, modelé ou non, en faisant
échapper l'air par une ouverture étroite (bouche, sifflet, instrument)” (ibid.), donnent au chant d'un
oiseau un retentissement particulier, étant associé a un chant trés délicat mais intermittent et distrait,
pareil aux sons de la flate.

Une telle tonalité particuliére de la voix de I'oiseau se renforce par les allitérations le gazouillement
d'une grive et j'entendis si souvent siffler la grive, qui avancent surtout le sonore g et le sifflant s,
véhiculant I'impression des sons arythmiques, au développement par a-coups et parfois méme des
bruits brusques aux sons complémentaires sifflants. La tonalité du chant triste et sifflant est impliquée
par des allitérations de part en part du son s de méme que par des assonances de la voyelle ¢é (ai, er),
qui, de pair avec la figure phonologique de homéotéleute : a la percée d'un fourre, je m'arrétai pour
regarder le soleil, malgré le caractére fragmentaire du récit, créent le concept d'équilibre syntaxique
et de continuité sémantique.

A travers les répétitions sonores il se forme I'image verbale et auditive unique d'un oiseau qui
chante non pas du bonheur, mais de 1'angoisse et de la tristesse. Au niveau conceptuel, ce sentiment
d'angoisse est véhiculé par la périphrase reparaitre a mes yeux, employée ici dans le sens du verbe
se rappeler, de méme que par la métaphore le domaine paternel comme univers parental, celui
de l'enfance et de la sécurité, compte tenu des significations connotatives des éléments composants
des derniers, notamment le substantif: domaine n.m.: “ce qui appartient a qqgn, a qqch” (DLPRE,
1997) et adjectif paternel adj.: “du pére, dans la famille” (ibid.).

En guise de résumé, il convient de signaler que le récit du XIX siécle se caractérise par son
esthétique stylistique expressive particuliére, ce qui s'explique par la recherche des écrivains de ce
siécle des moyens narratifs et langagiers aptes a transmettre les sentiments profonds et intimes
de l'auteur du romantique.

4. Conclusion

Il s'avére que 1'étude de la composante narrative d'un texte littéraire dans ses dimensions
cognitive et sémiotique permet de révéler les principales voies de la création d'un certain type
de réalité narrative aussi bien que de mettre en évidence la fagon dont un écrivain véhicule par
celle-ci un large éventail de ses concepts philosophiques, esthétiques et culturels. Il est indéniable que
chaque époque a ses propres régles et normes de communication littéraire et élabore, par conséquent,
ses propres stratégies et procédés narratifs afin de constuire et organiser le récit comme moyen
d'auto-analyse et de connaissance de soi.

Le regain de l'intérét des scientifiques pour la mise en examen des particularités du fonctionnement
de la composante narrative d'un texte littéraire s'explique aussi par le souci de dévoiler et comprendre
la singularité de la conscience d'auteur comme source préliminaire se retrouvant a la base de toute
création qui apparait suite a son expérience du monde et sa conceptualisation qui lui octroie un sens.
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