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IJIEHAPHI JJOOBII



«JJAOKOOH» IBAAIATOI'O CTOJIITTA:
JUCKYCII ITPO MEKI MUCTEITB IICJIS JJECCIHT A
I'ynnoposa T.1
Inemumym nimepamypu imeni T.1". [llesuenka HAH Ykpainu

JlomoBigp TpHUCBAYEHA TUCKYCIAM, SKI po3ropTaroThess y XX CTOMITTI HABKOJIO iJed
«JTaokoonay Jleccinra moao npupoau 1 Mexx MuctenTBa. Y «Jlaokooni, abo IIpo Mexi kMBOMHCY 1
noesii» (1766) I.E. Jleccinra Brepiue 3’SBIS€ThCS HOHATTS aPTUCTUYHOIO MEIiyMy, a CaM TPaKTaT
CIly’)KUTh B)XJIMBUM MOMEHTOM Ha HUIAXY JAepealizaiii mMarepianbHOI CyOCTaHIii MUCTENTBa, a
came — cnoBa (B moe3sii) 1 kaMeHio (y CKyJbNTypi). BawJImMBuM s MONaNbIIUX AWCKYCIH cTae
TaKOXX 3acTOCyBaHHs JIeCCIHrOM pelnenTUBHOrO MiAXony i Kiacudikamii MUCTEUTB. 3aMiCTh
PO3pi3HEHHS MHCTEUTB Ha OCHOBI IXHIX MarepianpHUX cyOcTaHuiid, JlecciHr Harojomrye Ha
MOMEHTI IX MEHTAJILHOTO CIIPUIHATTS B KATETOpisX 4acy i MpocTopy.

Came y XX cromniTTi HaBKoJO «JlaokooHa» BiIOyBarOThCS Ba)JIMBI 1e0aTH, SIKI CTOCYHOTHCS
3IMUTTS. MUCTENTB, 3 OJHOTO OOKy, 1 iXHBOrO po3moaiOHeHHs, 3 apyroro Ooky. Tak, “The New
Laocoon. An Essay on the Confusion of the Arts” (1910) IpBinra bebita cnpsiMoBaHUil TpoTH
3al03W4YaHHs MOBH MAJSIPCTBA 1 MY3HMKH, 1O SKOTO TParHyJld CUMBOJICTH, PYHWHYIOUH MEXKi
muctenpkux >xaHpiB. Kimement ['pinOepr y cpoiii kuu3i “Towards a Newer Laocoon” (1940),
amemoroun 10 «Jlaokoona» Jleccinra ta“The New Laocoon” be00ita, BBajka€ HaWHOBIIIOIO
TEHJICHIIIEI0 Cy4aCHOrO0 Ha TOW MOMEHT MHCTEITBA ITUCKYCIF0 MO0 MypU3My B MHCTEITBI i
MOB’si3aHy 3 HEK crnpoOy BCTAHOBUTH BIAMIHHICTH MK PI3SHUMH MHCTEUTBAMH. 3 TOTIISALY
I'pinGepra, Tak camo SK 1 MPEICTaBHHUKIB aOCTPAKTHOIO MHUCTEITBA, MYpuU3M € PEaKUi€l0 MPOTH
3IMUTTS] MUCTEUTB, MPAKTUKOBAHOTO B MUHYJIOMY >KMBOIIUCOM 1 CKYIBNTYyporo. CHHTE3 MHUCTELTB
s ['pinbepra o3Hayae mepeBakHO TOMIHYBAaHHS OJHOTO 3 MHCTEUTB Haj iHImmMH. [Ipu mpomy
Bi/I0yBa€ThCS HACTIAYBaHHS IHIIMMH MHCTEHTBAMH TEXHIYHUX (MaTepiaibHUX) MOXKIMBOCTEH
JIOMIHAaHTHOTO BHJY MMCTELTBAa Ha IIKOJY iXHIM BiacHId coenudimi, 1m0 MNPU3BOAUTH 10 ii
MPUXOBYBAHHS YU HEXTYBAHHS CBOIMHU METisIMH.

Taxum unHOM, «Jlaokoon» Jleccinra crae BiApaBHUM IMYHKTOM (yHIaMEHTAIbHUX JUCKYCII
1010 IPUPOIN MOJIEPHI3MY 1 MOJIEPHOTO MUCTENTBA Y XX CT., IKa MPOJIOBKYETHCS 1 JOHHUHI.

JIITEPATYPA
Jleccinr, I. E. (1766/1968). Jlaokoon, abo Ilpo medxci dscuséonucy i noesii. Kuis: Mucrenrso,
Babbit, I. (1910). The New Laocoon. An Essay on the Confusion of the Arts. Boston, Mass.:
Houghton Mifflin; Greenberg, C. (1940). Towards a Newer Laocoon. Partisan Review, VII(4),
296-310.



CORPOREALITY AND FIGURATIVE POTENTIAL OF SCULPTURE
Chrzanowska-Kluczewska E.
Jagiellonian University, Krakow, Poland

This presentation will focus on two selected aspects of sculpture — its embodiment/
corporeality and tropological potential. The inspiration for the talk has been drawn from Martin
Heidegger’s phenomenology of sculpture in terms of sculptured/ plastic embodiment, that is, seeing
sculptures as bodies similar to non-artistic bodies of humans, animals, or objects (cf. Mitchell, 2012
for an extensive commentary). Importantly, Heidegger perceives God as an ultimate sculptor of
reality, which brings to mind William Blake’s famed poem “Tyger” (1794), as well as Basque
sculptor Eduardo Chillida’s ironwork titled “Dream Anvil II” (1954—-1958, reproduced in Mitchell,
2010, p. 75). Consequently, sculpture appears as the articulation of being (body) hence the art of
corporealization (op. cit., p. 115). Both types of embodiment — natural/ physical and artistic —
feature bodily spatiality as a relational phenomenon of extending oneself through space. These
conceptions stem from the “late” Heideggerian engagement with sculpture as expounded in “Art
and space” (1969), which the philosopher produced in cooperation with Chillida. A sculpture enters
into collaboration with space but also with other bodies, in which company we can also include its
viewers/ receivers. At its limits, every sculpture opens out onto the world, like our own bodies do,
ultimately dissolving in the surrounding space (Mitchell, 2010, p. 93). Additionally, Chillida
conceives of his sculptural creation as (silent) music and Andrew J. Mitchell calls sculpture “the art
of spatial rhythm” (op. cit., p. 94), which emphatically points to intermedial/ transmedial effects
between the two arts. On the other hand, Heidegger draws our attention to a similarity between
language and sculpture, since they are both “sites of communion (or communication)” (cf. op. cit.,
p. 88), a space of collaboration. If we assume, then, along Heideggerian lines that sculpture and
language are related as ways of communication, as kindred semiotic codes (which is implicated
indirectly in Heidegger’s phenomenological considerations), we can trace in them certain
transmedial effects. Consequently, I intend to consider three examples of modern sculpture that
carry in themselves an obvious figurative potential, on analogy to verbal language: 1) Max
Klinger’s “Beethoven” (1902) — an instance of hyperbole and of metaphor realized in a twofold way
through the image object and the image carrier (after Wiesing, 2010); 2) Hans Bellmer’s “A Doll”
(1932-1945) — based on an overlap of reification and personification, and on catachresis (in the
sense of semantic deviation, cf. Chrzanowska-Kluczewska, 2013, pp. 112-116); and 3) Maurizio
Catellan’s “The Ninth Hour” (1999) as an instance of irony and grotesque (all reproduced in
Schurian, 2005). The visual troping, discussed extensively in the theory of art and cognitive studies
(cf. Forceville and Urios-Aparisi, 2009) mostly in relation to painting and commercial images,
seems to be present in sculpture as well. Thus, methodologically, our considerations intend to bring
in conversation ontology, philosophy of art, artistic semiotics, cognitive and intermedial studies.
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IHTEPMEIIAJIBHA IEP®OPMATUBHICTH XYJI0KHbOI JJITEPATYPH
Maruenka C. I1.
JIvgiscokuil nayionanvuull yHieepcumem imeni leana @panka

CyuacHe KyJIbTypO3HaBYE PO3IIMPEHHS JITEPaTypO3HABCTBA YMOKIUBUIIO HOBI IMEPCIIEKTUBU
st «meniitaoro pedopmymnroBanHss (Pethes, 2002) XymoxxHBOI JiTepaTypr. Y TOMI 30py OMUHSIETHCS
oprasizariisi ¥ IHCIIEHYBaHHS CIIEIU(IIHOrO CIIoco0y eCTeTUYHOT KOMYHIKAIIIT JTITEpaTypH K BUIY
MUCTELTBA, 3yMOBJIEHOTO NPUPOAOK0 ii MaTepiasibHOCTI. TOX MiJ TaKUM KyTOM OISy aKLEHT
MOCTaBJICHO Ha TepdOpMATUBHIA 1 KOMYHIKaTHBHIA (YHKIISX JiTepaTypHoi (opMu, cCHCTEMHU
MOKJIMKaHb Ta CIHPUHAHATTS MHUCTENTBAa B JiTEeparypi 1 depe3 uireparypy. MemniiiHe po3yMiHHS
JiTepaTypu mnepeadavae mopyieHHs mpoosieM 010 crenuiyHuX CTpaTerii, 3a JOTIOMOTOI SKUX
JiTepaTypHl TBOPH BHKOPUCTOBYIOTh, TEMATHU3YIOTh UM HABITh CUMYIIIOIOTH MeAiitHI Gopmu, 1moo
ONTUMI3yBaTH CBiil BHUpaXanbHUW 1 BIIMBOBMKA moTeHmian. Cepen NOB’S3aHUX 13 TaKOO
ONITUMI3AIlI€I0 HAMIPIB BUIUIAETHCS TSOKIHHA JITEPATypH 10 IHTEHCUBHOCTI BUPAXKEHHS i €(EKTiB
Oe3nocepeHbOl CMiBy4yacTi. 30KpemMa TaKoXk 1 3 I1€l0 METOK MUChMO B HOBITHIM XYHOXKHIM
JiTepaTypl cTae Bce MailcTepHIMM. TeOopeTHKH IHTepMeAialbHOCTI HAroJoUIyl0Th HAa TOMY, IIO
3aCHOBaHA HA MEIHIN Teopii MOeToNOris BUXOAUTH i3 TOTO, MO KOKHE MENIMHE BTIJICHHS Mae
CBOI0 €CTETHYHY IIIHHICTh 1 3aJIGKHUTH Bij crenudidyHuX yMOB iHCIIEHYBaHHA. 3a YBe BipTom,
B3a€MHHMI BIUIMB yMOB BTUICHHS M I1HCLUEHYBAaHHS YTBEpIXKYe Te, IO MOXKHA BU3HAYUTU SIK
neppopmaTtuBHuil BuMip. «lleit neppopmaTUBHUI BUMIp OTpUMYE iHTEpMEIialbHy PEIEBAHTHICTb,
MIOWHO TMOPSJ 13 MPOIECOM TMEepeKiaay 3 OJHOTO MeAiyMa B IHINMUH BHCBITIIOIOTHCS PIi3HI
MOJKJIMBOCTI MoegHaHHs okpemux wmenia» (Wirth, 2007, p. 255). IlepemyciMm TBOpIi 1ka30BOi
JTEpaTypy 1HCIEHYIOTH CBOi TBOPHU y BHUIJISII TBOPUYUX aKTIB MY3MKYBaHHS, 00 y Takuil crocid
OOrpYHTYBAaTH TaKOX 1 BIACHHM aKT mucaHHsA. TekcTu 4u (parMeHTH TEKCTiB, 1HCIEHOBaHI Yy
BUTJISIZII KOHIIEPTY, NPE3CHTYIOTHCS K KOMIUIEKCHA TOJis W SK HACHIIOK JEMOHCTPYIOThH
peNALIMHICTG 1 NPOIECYalbHICTh KOHCTPYIOBaHHS cMmuciy. Came My3uKa SIK CIpPaBXXHE 4acoBe
MHUCTEUTBO, Big3zHauae Hikomnac Ilerec, ciayrye TOYKOIO NEPEeTHHY TUCKYPCHUBHHMX KOHCTPYKIH
imeany uum Midy ecteTHuHOi MeAiiHOI KOMyHikauii, 00 SK TIIBKM B JIITEPAaTypl UM MaJspCTBi
BUSBIIIETHCS IXHS 37aTHICTh J0 TpaHCGOPMYBaHHS B MY3HUKY, L IMIUIILKWTHA 1HTEPMEAIAIbHICTh
3a0e3neuye OakaHy IMpolecyalbHICTh MenianbHoi penpeseHrtauii (Pethes, 2002, p. 171). Tum
OlIbIIIe KOHIIEPT 3 HOro XapakTepoM IMOCTAHOBKU YMOJKJIMBIIIOE 30CEPEIPKEHHs yBaru Ha peasizarii
Yy BHKOHAHHI MY3WYHOI 1HTepmperTamii, ska Oe3nocepeIHbO BiIOOPaXKa€ThCS B aKTI MUCAHHS.
3aBasiku  KOH(POHTALli 3 MY3MKOO B TEKCTI OCMHUCIIOETHCS HOro BJlacHA MeEII1aJIbHICTb.
Pe3ynbTaToM cTae 0COONMBA KOHLEMNIiS MHMCbMa, siKa, 3a (opmymoBanuam Ilerpu Ipomm, e
BOJIHOYAC OpraHizauiiHo0 (OPMOIO 3HAHHS 1 KYJIbTYpH, IHTETrpye aQeKTUBHUNA MOTEHLIAN 1 MOHA]
HanucaHe HaOyBae TpaHCMeIialbHUX (GOpM, 3ajdydaroud OOpa3HICTh 1 3BYYHICTh, 3 SICOBYIOUH,
30KpemMa, MexkoBi chepu Meniaux Tpanchopmariiit (Gropp, 2006, p. 15).
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FILM TECHNIQUES IN AMERICAN DRAMA:
TRANSMEDIAL NEGOTIATIONS AT THE TURN OF THE 21°" CENTURY
Vysotska N.

Kyiv National Linguistic University

The paper sets out to explore the background and mechanisms underlying the incorporation of
the film techniques into rhetorical and poetical strategies deployed by present-day American
dramatists. From its inception in the late 19" century and on, cinema and its much more venerable
cultural precursor — theater — have been trying to set right their complicated relationships. For the
purposes of this research, both are treated in the context of intermediality discourse brought into
being by the semiotic turn in humanities and developed by a group of international scholars
including A. Hansen-Loewe, J. Schroter, J. Miiller, W. Wolf, 1. Rajewski, 1. Ilyin, N. Tishunina,
I. Borysova, D. Nalyvaiko, S. Matsenka and others. Seen in the semiotic light, theater as a locus,
where several systems of verbal and non-verbal signs overlap (Yu. Lotman, M. Poliakov,
A. Ubersfeld), can be legitimately defined as a medium in its own right operating as an integral
element in the overall media network (P.Pavis) and maintaining systemic links with its other
components. Following Schroter’s typology, it can be argued that theater and cinema are engaged in
all four types of intermedial interrelations he indicates (synthetic, formal, or transmedial,
transformational, and relational) (Schroter, 2011).

The paper diachronically presents the evolution of theoretical takes on theater-cinema
interrelations over the decades. The ideas expressed by the leading theorists in the field (A. Bazin,
B. Balazs, E. Panofsky, E. Bentley, S. Sontag) give grounds to believe that the binary oppositions
previously used to differentiate between the two arts in terms of their origins, material and method,
recipients’ “point of view”, chronotopic features, etc., are subject to deconstruction due to ongoing
cultural, technological, and esthetic shifts. The state-of-the-art theory favors interpreting interlinks
between cinema and theater/drama within the framework of intermedial contacts.

At first, transposing movie techniques to the stage was motivated by the older medium’s
attempt to preserve its cultural status in tough competition with newer media. Then, there was a
foresight into new esthetic possibilities afforded by the movies, as well as (often unconscious)
irradiation of cinematic codes to drama producers and consumers in the “society of spectacle”
(G. Debord). Contemporary playwrights feel at home in many media at once, so that in their case
we can speak of cross-mediality (B. Barton), where specific techniques travel freely from medium
to medium forming one global media space. The paper offers lists of the main cinematic techniques,
widely employed in contemporary drama, and their principal functions.

It is no wonder that drama and theater in the US as one of the most technologically developed,
urbanized, and industrialized societies could not but respond to the provocative challenges posed by
the movies. Film techniques have performed diverse functions on the American stage. Using the
language of cinema, theater brought the characters’ psychological collisions within the immediate
reach of the audience (E. O’Neill, E. Rice, S. Treadwell, A. Miller); enhanced the epic and the
historical dimensions of the politically engaged drama (playwrights of the “Red Decade” (the
1930s), radical theater of the 1960s-1970s); objectivized memory and time (Th. Wilder, A. Miller,
T. Williams); strove to revitalize its mythic and ritualistic origins resorting to archaic performative
and spectacular practices (E. O’Neill, S. Shepard, S. Ruhl); interwove itself into the media-studded
texture of modernity (D. Mamet, N. LaBute); moved towards the synthesis of arts in current
multimodal projects (R. Wilson). Reliance upon cinematic artistic principles and techniques
substantially modified the US drama genre system, its thematic and esthetic core — the (socio-
psychological domestic play. Further virtualization, post-dramatization (H.-T.Lehmann), and
medialization of the theater have more surprises in store for us which is all right as long as drama
keeps focused on the grieving and exulting human soul that is its primary subject.
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INTERMEDIALITY OF LIVE PERFORMANCE: EXPERIENCING THE MADNESS
Chesnokova A.
Borys Grinchenko Kyiv University
van Peer W.
Ludwig Maximilian University of Munich

Music and voice are at the origin of poetry, which is important for the way it gets across.
In ancient times people sang poetry for an audience (e.g., the rhapsode in Greek culture): the
audience listened to the “Iliad” while the singer accompanied himself on the lyre. Initially, literature
was public, not private, and in Antiquity it was oral, meant to be memorised and recited. It is only
in the 19" century that people started reading to themselves.

With this idea in mind, in this presentation we will position poetry where it belongs: in the
real world, in the social sphere, embedded in a live performance, vibrant with music. We will view
poetry as an oral act and discuss how its recipients experience the madness and magic of words and
rhythm.

To this end, we will look at the YouTube performance by a Portuguese fado singer, Mariza,
and report the results of an experiment in which participants reacted to the song with and without
the text and its translation being available. In doing so, we will focus on the evidence-based
approach to the study of poetry. We will refer to a general paradox of the arts, of music, and also of
poetry: that we can distinguish between emotions evoked by poetry and the emotions we experience
ourselves (Chesnokova et al., 2017; van Peer & Chesnokova, 2021). One would expect there to be
some congruency between both, so that sad poems make the readers sad, and jolly poems make
them exhilarated. But that turns out not to be the case. In many instances we actually enjoy sadness
in art, and also in poetry. The clearest demonstration of this paradox comes from music (see, for
example, Kawakami et al., 2013), and we hold that similar emotional processes may be at work in
the experience of art in general.

As the key emotions in the performance relate to the idea of madness — in Mariza’s case of
madness of being a fado singer — the idea of madness in poetry will be taken up: as the folly of
words and rhythm that puts poets (and poetry) outside our daily life, seeking to alienate us from our
everyday notions.
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UKRAINE'S WINDOW TO EUROPE:
INTERTEXTUALITY, INTERMEDIALTY, AND MULTIMODALITY
Zhabotynska, S.A.

Bohdan Khmelnitsky National University of Cherkasy, Ukraine
Chaban N. A.

University of Canterbury, Christchurch, New Zealand

Our study, done at the intersection of political, cognitive, and multimodal linguistics, suggests
an interdisciplinary framework for the analysis of politically relevant images and perceptions
featured by media narratives. The empirical focus is granting Ukraine visa-free travel by the EU
(2017). This event, significant for Ukraine — the EU relations, had a wide coverage in newspaper
articles published on the Russian e-news portals. The materials of these articles serve as a sample of
our research. Here, the VISA-FREE TRAVEL FOR UKRAINE media image is viewed as a
“narrative based political concept” (XKabGorunckaasi, 2017), whose constituents have particular
factual prominence and emotive bias. The latter is triggered by a complex of verbal and visual
semiotic means (Chaban, Zhabotynska & Chaban, 2020) that contribute to creating a perception
intended for entrenchment in the minds of Russian audience. Hence, an account of the VISA-FREE
TRAVEL FOR UKRAINE narrative-based concept may be provided from the standpoints of
intertextuality, intermediality, and multimodality. In our data, intertextuality implies relations of the
media text with the other texts that have a historical and cultural resonance for Russian public.
Intermediality suggests overplay of verbal and pictorial images available in newspaper articles.
Multimodality, understood as the range of different modes (verbal and non-verbal) that people use
to make meaning beyond language (Bezemer & Jewitt, 2010), is concerned with the readers'
feedback to newspaper articles. The general formula of interaction between intertextuality,
intermediality, and multimodality is: [(newspaper text + culturally relevant texts) inertextuality + visual
means) intermediatity = intended perception myiimodatity- This interaction will be exemplified with the
narratives on celebrating enactment of the Visa-Free Travel Agreement on the Ukraine-Slovakia
border. The ceremony, headed by the Ukrainian president Petro Poroshenko and the Slovakian
president Andrej Kiska, included opening a symbolic 'door' to Europe. At the threshold, the two
presidents met each other with open arms. In the newspaper articles describing this festivity, verbal
texts are accompanied by videos, photos, and political cartoons. Both the verbal text and cartoons
have references to the verse by Alexander Pushkin, a revered Russian poet (1799-1837) who
portrayed Peter the Great, the famous Russian tsar, musing on conquering the Baltic Sea coast and
thus “cutting the window through on Europe” (W. Lednicki), or in other translations — “opening a
gate to Europe” (R. Moreton). In the analyzed data, Peter the Great's deed is mapped upon Petro
Poroshenko's signing the Visa-Free-Travel Agreement, and the tsar's personality is mapped on the
Ukrainian president who has the same first and patronymic names (Pyotr Aleksyevich). This
mapping is extended into cartoons which logically develop the chain of videos and photos of an
'open door' ceremony on the Ukraine-Slovakia border. The cartoons elaborate Poroshenko's image
as that of a 'tsar' whose 'greatness' is visually diminished and mocked at, with the importance of
visa-free travel for Ukraine being diminished and mocked at as well. The study discusses
antagonistic narrative strategies and tactics employed in verbal texts and pictorial devices, and
demonstrates how the negative image created by the media resonates in the readers' comments.

REFERENCES
Bezemer, J., & Jewitt, C. (2010). Multimodal analysis: key issues. In L. Litoselliti (Ed.), Research
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TPYJTHOIII MY3HUKAJII3ALIL: “THE PIANO TEACHER” EJIb®PIJIA EJITHEK
Y KOHTEKCTI IHTEPMEIAJIBHOCTI
Bopo6iiosa O.I1.
Kuiscokuii nayionanonull nine8icmuyHUlL yHigepcumem

HenaBHili cruieck iHTepecy 0 IHTEPMEMIabHOCTI SIK CBOEPIAHOTO 3MIIIEHHS B MEXKax
cUHKpeTuko-peHomenosoriunoi emcremu (Bopob6itoBa, 2021) cipoBOKyBaB HOBY XBHWJIKO YBaru
710 SIBUIIA XYIOKHBOI My3ukamizamii (Manenka, 2014; Vorobyova, 2021; Wolf, 1999), BuBuenus
saKoi mepenoBcim acoritoerbcss 3 iMeHeMm CriBeHa Illepa (Sher, 2004). ¥V 1mpomMy KOHTEKCTI
“Die Klavierschpielerin” (“The Piano Teacher”, «Ilianictka») — poman HoOemiBCcbKoi J1laBpeaTKu
(2004 p.), aBcrpiiicbkoi muceMennuIl Enpdpinu Eninex (Jelinek, 1988/2010), mosiBa sxoro cBOro
Yyacy 34MHUJIA CKaHJAJI Y €BPOMEHCHKOMY MUCTEIILKOMY CEpPEIOBUII, HaJae OaraTuii Marepian ajs
KOTHITHUBHO-CTHJIICTUYHOI IHTEpIIpeTallii, CupsIMOBaHOI Ha PEKOHCTPYKIIIIO MPUXOBAHUX CMHCIIIB,
OB’ sI3aHUX 3 TPIAJIOI0 «TUIO :: MUCIICHHS :: eMolii» (Her body is one big refrigerator, where Art is
well stored), y mpoBokaliiiHii TekcTypi TBopy. He dokycyrounch Ha MOTHMBax IOMIHYBaHHS 1
nepBepsiit (Bethman, 2009), po3risiHeMo TOW acneKT TBOpY, KA BijOMBae “BOyIOBaHY MY3HYHICTb
1 IHTEHCHBHY TeMaTH3allil0 My3UKH sK Muctenbkoi mapaaurmm» (Powell and Bethman, 2008,
p. 163). Tekct pomaHy HalOBHEHU YMCIEHHUMH TeMaTUIHUMHU (Erika’s vocation is her avocation:
the celestial power known as music) ¥ imitauiitnumu (Shrieking and groaning, the notes squirm out
of the instrument) My3udHUMU iHTepMeTiaTbHIMU pedepermismMu (Wolf, 1999), mo cynmpoBomKyOTHCS
BUSABAMH OJIb()AKTOPHOI, TAKTHIIbHOI, Bi3yaJbHO1, aBA1aIbHOT 1 KIHECTETUYHOI MYJIbTUMOJAIBHOCTI
(The piano teacher, Erika Kogut, bursts like a whirlwind into the apartment she shares with her
mother ... an absolute speed demon... like a swarm of autumn leaves). 3aBasku X KOMOIHATOPHUIIL
1TIOCMHKPAaTHYHI PUCH MEJIOMNOCTUKH POMaHy (HOPMYIOTH CTEPEOCKOIIYHICTh HOTO MYy3HKasizalii,
10 OXOIUTIOE 1HTeHIIIHO-AlereTnunuit (SHE acts as if she were yielding to those mysterious powers
of musical romanticism, to tell someone else how profoundly his innermost being throbs with the
pain of music), iMaHeHTHO-MiIMeTu4YHUM (Mozart’s tormented spirit, moaning and choking, is forced
out of the resonator) 1 peuenTuBHO-ceHCOpHU (It’s called a viola [...]. A viooola? What a weird
word; It’s like the radio, only you don’t need to have to a set) pakypcu, BKIIOYalOuu peepeHTHO-
mysukanizoBany (MY3UKA — IHE IHCTPYMEHT HACUJIJIA) 1 KopensTUBHO-MY3HKaI130BaHy
(CBIT — IE MY3UKA) 06pa3HicTh.
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TRANSMEDIA INTERCOVIDIALITY: POETRY, MEDIA, DANCE
Marina O., Mustafin S., Marin P.
Kyiv National Linguistic University

Today the phenomenon of COVID-19 is the hottest issue discussed in transdisciplinary
perspective. However, “we are not yet aware of many details about that “novel” unknown organism
that has taken our world aback, threatened human life, and turned it upside down. Although we are
still in the “crawling” stage to come at grips with the virus” (Neghm, 2020). This paper views
COVID-19 as a multifaceted construct embracing medical, social, psychological, economic, political,
and cultural aspects. We apply the tsunami metaphor to analyze the avalanche of philological
research articles and academic events, as well as socio-cultural products focusing on and featuring
various facets of coronavirus.

Namely, COVID-19 appears as a media-cum-language event in its cognitive, communicative,
and cross-cultural aspects (Panasenko et al., 2020), as well as the narrative multimedia concept
(OKabormuckas, 2020). Special issues of international journals discuss sociolinguistic and intercultural
aspects of COVID-19 with a special emphasis on language challenges posed by the pandemic and
causing linguistic diversity in the time of crisis (Piller, Zhang, & Li, 2020). Scholars apply various
qualitative and quantitative methods of linguistic analysis to reveal specific features of coronavirus-
related neologisms in terms of their formation, borrowing, and lexical deviation (Asif et al., 2020).

All over the world the story of coronavirus is told across multiple media, creating a unique
storyworld. This is a triptych presentation, combining scholarly, empirical, and theatrical efforts of
a professor, bachelor and high-school students, to reveal transmedia construction of COVID-19
imagery in American and Ukrainian poetry, digital media, dance, and music videos. Following
step-by-step procedure, we analyze what makes coronavirus imagery transmedial, what are the
means of constructing such imagery, and, finally, how it influences a potential addressee. We coin
the concepts of transmedia intercovidiality and linguistic covidology. We fuse theory and
performance, which transmediality, multimodality, and intermediality require.

The presentation relies on the theories and methods of transmediality, transmedia storytelling,
intermediality, cognitive semiotics, mobilities paradigm, and multimodality studies. One of the essential
claims behind this presentation is that blending the stated theories should be enactive, dynamic, or
resulting in online meaning making.
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CHALLENGING THE BORDERS OF INTERMEDIAL STUDIES: BORIS MIKHAILOV’S
UNFINISHED DISSERTATION
Vangi M.
German-Italian Centre “Villa Vigoni, DAAD
Kyiv National Linguistic University

Boris Mikhailov is a prominent representant of Kharkiv School of Photography: an
heterogeneous artistic movement that, starting back in the *70’s, challenged the paradisical image
who was imposed by regime propaganda, showing real and grotesque facets of soviet life and using
new photographic technics.

The publication of Mikhailov’s He3akonuennas mucceprauus (Unfinished Dissertation) in
1985 brings the Kharkiv movement to a higher level of theoretical self-awareness. Everyday life
photographs, philosophical quotations and reflections, humoristic statements are combined in a
cryptical way, reflecting an atmosphere of political and social disintegration. Like Camera lucida of
Roland Barthes, Unfinished Dissertation is both an intime diary consisting of personal photographs
and an essayistic attempt to grasp the essence of photography. The contribution approaches the
work as one of the crucial iconotexts of the 20" century, analysing both its cultural relevance and
the non-illustrative interplay of text and pictures.
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CREATIVE METAPHORICAL IMAGERY OF DEPRESSIVE
Vakhovska O.
Kyiv National Linguistic University

This abstract affords a view over creative metaphorical emotion concepts in the discourse of
depression memoirs by W. Styron (1992) and K.R. Jamison (1996). Creative metaphorical images
capture those features of metaphorized emotions that conventional conceptualizations fail to shed
light on. These features may not easily lend themselves to comprehension and verbal report.

Evaluation of metaphors in terms of creativity remains a matter of heuristics, however. Any
evaluation is approximate and average and requires that the evaluator enter a multitude of possible
worlds. According to Vakhovska (2017), there are no genuinely novel metaphors of depressive
emotions in (Styron, 1992). Instead, source-internal metaphorical creativity prevails in the memoir:
FEAR IS SIEGE / RIVETS / TOXIC FOG / A FOGBOUND SHIP / DRIZZLE / A PRISONER, ANXIETY IS
DEMONS / A PRISONER / A STRANGER, SADNESS IS AN ENGULFING TIDE / A SNARE / A SPASM, and
DESPERATION IS A PRISON / A BED OF NAILS. These are specific-level metaphors that elaborate on
and inherit the structure of respective generic-level conventional conceptualizations. The most
frequent specific-level images here are those of various confinements, which is context-induced.

Source-external metaphorical creativity employs new sources: FEAR IS A CORROSIVE, ANXIETY IS A
CORROSIVE / A PREDATOR, SADNESS IS SEEDS OF A PLANT / AN EVIL SPIRIT, DESPERATION IS A
DEEP FREE FALL, ANGER IS SEEDS OF A PLANT, TENSION IS A CORROSIVE, DISGUST IS A BADGE,

GUILT IS SEEDS OF A PLANT, HOPE IS A GOOD SPIRIT, and EMOTION IS ARMOR. There are scarce
instances of integration-induced metaphorical creativity in the data: DESPERATION IS A CONTAINER
and CONTENT INSIDE A CONTAINER. These are incongruent mappings within a single cognitive
event. Genuinely novel metaphorical concepts surface, though frugally, in (Jamison, 1996). These
novel metaphors are LOVE IS A BRICK IN A BREAKWATER WALL, TENSION IS AN EARTHQUAKE, and
POSITIVE EMOTIONS ARE SHOOTING STARS. Yet, the bulk of metaphors in the memoir are
conventional or more or less unconventional. Their images are elaborations of conventional
metaphors induced, therefore, by source-internal creativity: LOVE IS A MEDICINE / A BLEACH, JOY IS

A NARCOTIC, EMOTION IS MERCURY. Source-external metaphorical creativity employs new images:
ENTHUSIASM IS A SPARKLE, FEAR IS A RESTLESS SEA / A LACE, DESPERATION IS AN INSULT, LOVE
IS A BUILDING, JOY IS UNTAMED HORSES, DISAPPOINTMENT IS AN ARMAMENT, PLEASURE IS AIR/ A
GIFT, LONGING IS AN EVIL SPIRIT / A BUILDING, HOSTILITY IS AN ARMAMENT, DISSATISFACTION IS
AN EVIL SPIRIT, EMOTION IS A PIGMENT / A PUBLIC AUTHORITY, POSITIVE EMOTIONS ARE DAY / AN
INFECTION, NEGATIVE EMOTIONS ARE NIGHT / A RESTLESS SEA / AN ILLNESS / AN ARMAMENT /

BEASTS.

These findings show that more or less unconventional metaphorical conceptualizations of
depressive emotions draw on conventional metaphorical concepts. Their novelty is achieved
through elaboration of existing conventional sources; through involving other more or less
unconventional sources into existing metaphorical ranges; through integration of elements of
metaphorical targets and sources in a more or less unconventional way. Creative metaphors of
depressive emotions in the analyzed fragments of psychopathological discourse tend to be context-
induced. Genuinely novel metaphors of depressive emotions prove to be scarce, and their
interpretation is heuristic-driven.
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DISCURSIVE STRATEGIES OF PERSUASION IN MEDEEVAL ART:
A STUDY OF LITERARY TEXTS AND ILLUMINATED BOOKS
Vyshenskaya Y. P.

Herzen State Pedagogical University

The paper deals with the matter of investigating the nature of the esthetic impact of the belles-
lettres style which was being generated within the scope of great transfer from high Middle Ages to
the appearance of Renaissance.

During the procedure of the analysis some traditional ideas and terms adopted in the historical
stylistics are used. The mentioned ideas turned up into being during the period of its differentiation
from other disciplines of linguistic historical cycle. Acquired linguistic independence charged the
ideas with the function of marking the border between the historical stylistics and the other
mentioned disciplines.

One of the markers of the type is voluminous historicity, i.e., co-relationship between stylistic
phenomena and the context of their existing. Movable borders of the latter regulated by aims and
tasks of the proper research can be extended up to the certain type of culture.

Importance of a special character gained by the medieval culture during the period of the
‘international’ Gothic dominating when considered as a type of a context necessary for analysing
the belles-lettres style generating corresponds to the importance of combining philological and non-
philological sorts of practice and induced by the purpose to enrich the analysis as well as to increase
the research output verification.

It is suggested that the analysis of the elements of another semiotic nature presented by types
and illustrations highly important for discursive strategies to influence the recipient should be
thought of as an instance of a combination of the kind.

One of the mighty instruments of the mentioned sort of the esthetic impact is the medieval
illuminated book of the epoch of the “international” Gothic (14th—15th centuries) dominating within
the borders of European cultural space. “Soft” power, immanent to it, id est, some ability to modify
the emotional state of consciousness and behaviour of a recipient is characterised by semiotic
attraction and cognitive power, and embodies one of the types of strategies of the kind.
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IHTEPMEJIAJIBHICTD TUNIECHOCTI B XYJOKHIX TEKCTAX
AHTJIIMCBKOI'O MOJIEPHI3MY I IOCTMOJIEPHI3MY:
KOT'HITUBHO-CEMIOTUYHHMI PAKYPC
lanynekux LA.
3anopizbkuti HaYiOHATLHUL YHIGEpCUmMem

VY nochimkeHHi yBary c(OKyCOBaHO Ha JIIHTBaJbHUX BHUSABAX 1HTEPMEIIaIbHOCTI TIIECHOCTI
SIK JTIHTBOIIOETOJIOTIYHOI KaTeropii XymoXHbOTO TekcTy. KareropianbHy NpUpOIy TUIECHOCTI
PO3TIISTHYTO SIK MPOIYKT KOTHITUBHOI MisTTLHOCTI aBTOPA Ta XYA0KHBOI KOHIIENTYai3allii TIIECHOTO
JOCBIAY JIOJAWHU B JIQJNEKTUYHIA €JHOCTI HOro COMaTHKO-(]i310J0TIYHUX, CEHCOPHUX, MCUXIUHUX
Ta MEHTAJBHUX aCIEKTiB, 10 HAOYBAIOTh CIEIU(IYHO-MAPKOBAHOTO MEPEIOMIIEHHS B KOHTEKCTI
eMoXH, MaHi(DeCTYIOUHCh y TEeKCTOBIM TKaHMHI IUIIXOM 3aJTy4eHHS BJIaCHE BepOaJIbHUX, OOpa3HUX
Ta HApaTUBHUX CEMIOTHYHUX 3aco0iB. 3ICHIOBaHE Ha Marepialli TEKCTIiB XYAOXKHIX TBOPIB
anrmiiicekux mozepHictiB (V. Woolf, D.H. Lawrence) ta noctmonepHictiB (J. Fowles, P. Ackroyd,
J. Winterson, I. Vaugh, S. Rushdie, F. Weldon, A.Burgess) nocnipkeHHS 13 3alIy4eHHSM
IHCTPYMEHTApil0 KOTHITHBHO-CEMIOTHMYHUX CTyIId JAEMOHCTpye creuudiky pemnpeseHTarii
OXYIO0XXHEHOTO TijIa, CKOHCTPYHOBAHOTO Y TPHOX OCHOBHHX HApAaTHBHHX IMTOCTACSIX — CEHCOPHO-
YyTTEBIN, €POTU30BaHIi Ta couianizoBaHid. e Kopemoe i3 KOMIUIEKCOM MEHTAJIbHHUX CTPYKTYP,
JOTUYHUX JI0 XYA0KHBOI iHTEpIpeTanii TinecHocTi. Jlo aHamizy iHKOPIIOpOBaHO PO3TJIS TIIECHOCTI
B KOHIENTYaJbHIN Ta ceMiOTHYHIN (BepOanbHiil 1 HApaTHBHIN) IUIOMKMHAX, IO BiAIOBIJAE TPHOM
PIBHSM KOJYBaHHS — KOTHITHBHOMY, HapaTUBHOMY Ta ClOBecHOMY. Ha KOXHOMY 13 3a3HaueHHX
piBHIB iHT€pMeialibHA IPUPOJIA TUIECHOCTI OTpUMYye crienndiunux BUsABiB. Ha KOrHITUBHOMY piBHI
BOHA T0CTAa€ y MEPETHHI YSIBJICHb MPO TUIECHUH JOCBIJ Ta pi3HOMaHITHI BUIM/ 00’ €KTU MUCTELTBA 1
BIJIMOBIAHOI MpoeKIii MamyBaHHsI (HUMAN BODY IS AN OBJECT OF ART/ A PAINTING/ THEATRICAL
PERFORMANCE), OBJECT OF ART IS A HUMAN BODY To10). JIiHrBansHO iHTEpMeIiaibHa MPUPOIa
TIJIECHOCTI aKTyalli3yeThCsl IBOMa OCHOBHUMU CIIoco0aMu: BepOaJibHUM (0Opa3HKUM) Ta OMOBIIHUM,
1o 17eHTU(DIKYEMO 3a JIOMOMOTOI0 BIIMOBITHUX TEKCTOBHX CHTHAJIB. Y TOW 4ac sk oOpa3Huid
crocid pernpeseHTarlii BKiIroyae MetadhoprudyHe abo METOHIMIYHE CIIOBECHE 300pa)K€HHS T1JIECHOTO
SIBUIIA TUISIXOM TPOBEIEHHS aHaiorii a00 IHIIOTO CITIBBIJIHECEHHS 13 MHUCTEUBKUM OO0’ €KTOM,
OTOBIIHUH crIOCiO Mae OLIbII CKIagHUM XapakTep. Bin nepeanbavae cTBOpEHHs 3arajbHOr0 00pasy-
KapTUHHU, JAEMOHCTPYIOUM SBHO BHUPaXEHY AaHAJOrII0 13 BUTBOPOM IHIIOIO BMJY MHCTEITBA,
OpPHUTiHAIBHO TEPEeaHOr0 B PEricTpl 1HIIMX KOJOBHUX CHCTEM (HaIlp., ONMMC Tila XKIHKU K Tijla
Benepu 13 kaptunu botiuenni «Hapomkenns Benepu»). Lleit cioci® penpeseHTartiii € pe3ynbraToM
napaboJllYyHOTO MAanyBaHHS — PI3HOBUAY HApaTUBHOINO MAaNyBaHHS UUIIXOM MapaboiyHOro
OCMHUCJICHHSI CIOKETIB Ta CHUMBOJIB IHIIMX BHJAIB MMCTEUTB, a00 X JIEMOHCTPYE 3arajibHy
KOPEJISLII0 TIIECHOCTI Ta IHIIUX BUIIB MHCTEUBKHX (OpPM, IO MPOSBISETHCA SK BIUIMB MY3UKH,
GiTBMIB TOIIO HA TUIECHI BHSIBU JIFOAWHHU 3aBISKH €JHOCTI CEHCOPHUX KaHAIB CIPUHHATTS.
3aramoM, po3MAiTTd BUMNAJIKIB  peNpe3eHTalii I1HTepMETiaIbHOTO  OXYJOXHEHOTo  Tija,
NPEJCTaBICHOT0 B IHIIMX BUAAX MHCTEIBKUX (POPM Ta MEPEOCMHUCICHOIO B TEpMiHAX IHIIMX
KOJIOBUX CHCTEM, J€MOHCTpYye OaraTOBUMIpHUM XapakTep B3a€MOJii KaTeropiil TilecHOCTI W
IHTepMelialbHOCTI, 110 Ma€ BJIACHY CIElU(iKy Ha PI3HUX PIBHAX TEKCTOBOI CTPYKTYpU Ta B
XYIOXKHIX TEKCTaxX PI3HUX €IOX.
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JIOIT'OEHNICTEMH B IHTEPCEMIOTHUYHOMY HPOCTOPI XYJIOKHBOI'O TEKCTY
I'onikosa H.C.
Jninpoecvruii nayionanonuti yHieepcumem imeni Onecs I onuapa

B3aemoniss 1HIMBIAYyadbHO-aBTOPCHKOTO W «4y»OTO» cJioBa — 1€ crnenudiuHa o3Haka
XYA0KHBOTO TBOPY, SIKY HMPOTATOM KiJIbKOX OCTaHHIX JECSATHJIITh aKTUBHO BUBYAIOTH PO3POOHUKHU
Teopil IHTEePTEKCTYabHOCTI, JIIHIBOKYJIBTYPOJIOTii, KOTHITUBHOI JIIHI'BICTHKH, JUCKYPCOJIOTIi TOLIO.
VYcebiuyHe JOCHIDKEHHS SBHINA I1HTEPTEKCTYaJIbHOCTI, PENPE3CHTAHTH SKOTO OMPUSIBIIOIOTH
KaTeropito 1HTEPMEIIaIbHOCTI B XYAOKHBOMY CTHJII YKPAiHCbKOI MOBH, € OJHUM 3 aKTyaJIbHHUX
3aBJaHb JIHTBOCTUJIICTUKH, IIO «IIparHe A0 CHHTETHYHOTO, Yy3arajlbHIOBAJIBHOTO aHaii3y, a0
BHXOJy B KOJIO NMPOOJIEM «MOBa 1 KyJbTypa», «MOBa 1 JIIOJIMHA», «MOBA 1 CUTYaIlisl CIIJIKYBaHHS
(Epmonenko, 2005, c. 115). C.A. €pmonenko (2009) Harojomye, MO «BiTOOpaKEHHS B MOBI
HAI[IOHAIBHOI KYJIBTYpH 3HAXOIUTh BUPAKCHHS B TAKHX MOHSATTAX CY4acCHOi KOTHITHBICTHKH, SIK
npeyeoeHmui mexcmu, HAYiOHAIbHI CUMBONU, 3HAKU KYIAbMYPU, PEeMIHICYeHYil, MOBHO-eCmemuyHi
3HaKu Kyaemypu, noeoenicmemu (¢. 6—7). B ykpaiHCBKil 1 3aKOpJIOHHIH JIIHTBICTHIII JIOTOEIICTEMHU
Hapasi HePIIKO PO3MIIAIAI0Th K (peHOMEeHH, 110 3a0e3MeUy0Th JOCTYII 0 KYIbTYpHOI iH(opMarlii,
3aKJaJIeHoi B MOBHUX OIMHHIBIX. OTke, Oyab-sfKe TEKCTOBE «3allO3MYCHHS», SIKe QIirypye B
XYA0)KHbOMY TBOpi, HaOyBae (YHKI[IOHAIbHUX O3HAK IHTEPTEKCTEM TAaKOro 3paska. YTIM,
BUTIIYMAaYeHHS JIOCHI/KYBAaHOTO TOHSTTS NMOTpPeOye CEMAaHTHYHOTO 3BY)KEHHS W €THMOJIOTIYHOTO
oOrpyHTyBanHA. Ha Hamry nymKy, 102oenicmemu HajeXaTh JO BIYYHUX BHUCIOBIB (inocodcbkoro
3micty. IlepenyciMm BOHM BigOMBarOTH pi3HI crocodu ¢imocodcTByBaHHS (TOOTO OCOOUCTICHY
JKUTTEBY OCHOBY «MYJIPOCIIB’ s1») CTapOJaBHIX MYJIpEIiB, BHKIAJIEHOTO B IXHIX MpalsX, IO
TSDKIFOTB 10 Ti€i um Tiel pinocodehbkoi Teuii.

3arajioM 1HTEPCEMIOTHYHUU MPOCTIP XYAO0KHBOIO TEKCTYy HaiuacTile MapKyloTh Taki
JHHTBOKYJIBTYPHI 3HaKH (i1ocO(CHKOTO 3MICTY, SIK: coghizmu W enicmemu — ATATH JaBHBOT PEIIHKOTO
MIOXO/IKEHHS, IaMUHi3MU — «4yKi» CIoBa 3 JTaBHbOPUMCHKUX TBOpiB. Bimomo, mo codiiinuii Ta
emicTeMHMi criocobu ¢inocodcTByBaHHS GopMyBaIKCA Ha TepeHaxX AaBHbOrpenbkoi ¢imocodii 3
ornepTsM Ha Mipu W 00’eKTHBHI 3HaHHA (Joroc) BianoBiAHO. «llepmuii 3 HUX (COKpaTIBCHKO-
IUIATOHIBCHKHI) BUpa)kae JIOACHKY BIAKPHUTICTh CBITOBI MOXJIMBOCTEM 1 TUM CaMHM OpIEHTYE Ha
Jianor 3 peajbHICTIO; APYTHil (apUCTOTENIBChKUN) TIyMauuTh (igocodiro K HayKy Mpo cylue i
ToMy BOayae rosioBHe ii 3aBHaHHs B ocsirHeHH1 ictuHu» (I'y6epcbkuil Ta iH., 2011, c. 23). Skmio
coictu Oynu B30poBaHI Ha IUIIOpaNi3M, MONI(OHIIO, TBOpUYE PO3MAITTS JIIOJACHKOI AYMKH, TO
NPUXWIBHUKH €MICTEMHOTO crtoco0y (istocopCcTBYBaHHS MparHyiau 10 MOHOJIOTY i MOHO(OHII.

Hanpuxnan, inero ApuctoTens mpo Mi3HAaHHS K 00XKECTBEHHY (OpMY KHUTTS JIIOJAWHU Ta
il mymi obirpaHo B pomani «JleBune cepue» Il. 3arpeGenbHoro: Taka 3aaea me mana Hiu020
cninbrozo 3 eenukodywHicmio (Bapgonomiti Knypeyb 00600umo, wo cioo «8enuKoOyUHICMby —
ye apicmomenigCoKuil mepmin, AKuu o0dicue 3agoaxku bpynemmo Jlamini, @omi AxseiHcvbKOMY,
a Hauoinvwe — Jlanme, wo 3acmocosysas 1io2o 0o ceoeo Dapinamu 6 Odecamii nicHi «llexnay)
HacmasHuxa, akum mas o6u Camycv oymu ona puwi (1981: 108). Ilonpu Te, 110 3MICT peYeHHs
€ TYMOPUCTHYHO-aKCI0JIOTIHHUM, B OJHIM 3 HOro YaCTUH — y BCTaBJEHIM KOHCTPYKIIT — BUKJIA/IEHO
CMHCIIOBO BaXXJIUBY 1H(OpMAIi0 PO MPUXUIBHUKIB 1 HOCTIAOBHUKIB yYeHHS BUAATHOTO (istocoda
CrapomaBuboi ['pemii. Y cydyacHii Haylli O CIUCKY JIOTOCMICTEM YHAJICKHIOIOTh HE JIUIIE KpUJIaTi
BHCJIOBU CTapojiaBHiX ¢inocodis, a # 3aragoMm MmyapociiB s mutmiB. [{uramii ¢imocoderkux

TeKCTIB — 1€ 3acid JiaJloTiyHOi B3aeMojii I1HTEPTEKCTIB 3 HaWIIHHIIIMMH 3pa3KamMu
TIHTBOKYJIBTYPHOTO YHIBEPCYMY.
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THE ROLE OF LEXICAL AND STYLISTIC COHESION
IN CREATING VISUAL IMAGES IN A LITERARY TEXT
Yemets O.V., Zakharchuk A.O.

Khmelnytsky National University

Intermediality is traditionally defined as interaction of different art codes. Among other
devices, intermediality can be realized in the description of a non-verbal work of art, e.g. painting,
sculpture, monument, in a literary text. At the same time, writers can create a visual image by
depicting nature, people's appearances in the verbal form. Such effect can be characterized as
implicit intermediality, or implicit multimodality, using O.P. Vorobyova’s term (Bopo6sesa, 2010).
One of the artistic tools of realizing and foregrounding implicit intermediality is cohesion. Cohesion
is special types of connections of different parts in the text (I"anenepun, 1981: 74). Lexical cohesion
involves the repetition of the same words, as well as synonyms, antonyms. Semantic field is the
vivid example of lexical cohesion with different parts of speech and with the same semantics.

In the short story “A Harbinger” by the remarkable American writer Kate Chopin the main
character Bruno is a painter. His paintings are not described in the text. But the lexical units of the
semantic field of “Color” are used 13 times: Bruno did a nicework in black and white; sometimes in
green and yellow and red. An important role is played by stylistic cohesion, the repetition of the
same stylistic device - biomorphic simile: The women he painted were all like mountain flowers;
She was as beautiful as a flower, crisp with morning dew. The abundance, even redundancy of color
lexis is aimed at creating visual color images of young women on the paintings and at stimulating
the reader's imagination.

Stylistic cohesion based on the use of extended metaphors with similar semantics creates a
vivid and colorful visual image in some contemporary flash fiction stories by Grace Paley and Rob
Carney. In the story “Justice: A Beginning” Paley describes the exhausted face of the elderly
woman, the mother of the defendant in the court: her face like a dying flower in its late season; Like
a sunflower maybe in mid-autumn, having given up on the sun. Similar to Chopin's story, these
similes produce impressionist effect. In our report, we will also characterize the conceptual
metaphor NATURE IS GODS in the story by Carney and in other short stories.

REFERENCES
BopoObeBa, O. I1. (2010). CnoBecHas ronorpadus B neizaxsoMm auckypce B. Bynbd. Koewiyis,
komynikayis, ouckypc. Cepia «@inonocisay, 1, 47-T4; Tansnepun, U. P. (1981). Texcm kax o6vexm
NuHe8UCmMU4ecko2o ucciedosanus. Mocksa: Hayka.

18



BUPIBHIOBAHHS 3A IIPUHIIUIIOM ®IT'YPA/ ®OH Y XYJAOKHBOMY TEKCTI
Kynipo O.1
Tooinvevkuil OeporcasHull acpapHo-mexHivHUul YHigepcumem

[IpuTamanHa JIIOIMHI KOTHITHBHA 3J]aTHICTh CIPSIMOBYBATH Ta MEPEKIIOYATH yBary 3 OJHOTO
acIeKTy cUTyalii Ha iHmui yacto 0a3yeThcsl Ha BUpa3HOCTI peHomeny s Hamoi yBaru (Faber,
2012). 3a P. Jlenekepom (Langacker, 2008), Te, mo Hacmpapai 0a4yMMoO, CIIOTJISAIAIOYH CIICHY,
3aJ€KATh Bl TOTO, Ha IO CcaM€ AUBHMOCH Ta 3BIAKM MU il CHOOIVILOAEMO. BITHOCHHH MIiX
KOHIIENTYaT13aTOpOM Ta CUTYalli€lo, Ky BiH KOHIIETITyalli3ye Ta 300paxae, 3alydyaroTh y IeH
npouec HamamrtyBanHsa (okycy (Verhagen, 2007) sk omnoro 3 BumipiB oOpasznocti (Langacker,
1991) Ta BupiBHIOBaHHS 3a mpuHOMIIOM ¢irypa/ ¢oH, ske nependadae (HOKyCyBaHHS yBaru sK
CTIiKOTO BUY BUCYHEHHs Ha nepennii man (Langacker, 2008).

I1. ®abep (Faber, 2012) BBaxkae, MmO MOHATTS GIrypd HAIEKUTH 10 CYTHOCTEH, SKI
MPOEKTYIOTH ce0e Ta MPUBEPTAIOTH YBAry IJisilaya TOMY, 10 PyXaloThCs, MAIOTh BUPA3HUI KOJIp 4n
o0puc abo 3a paxyHOK TOTO, 1110 3HAXOAATHCS OIM>KYe 10 IIisiava.

[Ipoctip Ta GaueHHs/ Bi3isi MarOTh NMPUBIICHOBAHUN KOTHITMBHUH CTaTyC BiJJHOCHO 1HIIMX
cdep nocsiny (Langacker, 2008), mpoTe rpamatuka 3a0e3nedye CTPYKTYpPYBaHHS Ta CHMBOJI3AIlIO
KOHIIETITYyaJIbHOTO 3MICTY U, BiATaK, € 00pa3HOIO: KOJU MU BUKOPHUCTOBYEMO MEBHY KOHCTPYKIIIIO,
3apa3oM oOupaemo meBHHI 00pa3, m00 CTPYKTypyBaTu cUTyaliio, siky crnpuiimaemo (Langacker,
1991). Biarak, MeHTanbHI BUMIpH OOpa3HOCTI HE 3aJHMIIAIOTHCS MPUTAMAHHUMU BHKIIOYHO
Bi3yaJbHUM MUCTENTBAaM, a i 3HAXOAATh BTIJICHHS B XYIOXHIN JiTepaTypi, A€ 3al1eKaTUMYTh Bij
KITIOYiB, sIKi 3a0e3neuyroThes TekcToM (Stockwell, 2005).

Ko BHCITOBIIIOETHCS HOBA MPOMO3UILis/iHPOpMAIIisl, YaCTHHA, sIKa Oepe BIIIK BiJl CKa3aHOTO
panimre, HazuBaeThesi Pokycom (Langacker, 2008). dokyc BKIIOYAE CENEKINI0 KOHIETTYaJIbHOTO
3MICTY Ui MOBHOI/ MOBJIEHHEBOI MPE3EHTAllll Ta OopraHizauiio iH(opMarlii 3a MPUHIUIOM BUCYHEHHS
Ha TIEpeHIi TJIaH Y1 pO3TallyBaHHS Ha 33JHHOMY ILIaHi (TaMm camo). BucyHeHHs MOBHOI OJMHHIT
Ha TepeqHii 1uiaH BinOyBaeThcsi came Ha ¢oni koHTekcry (Kyxapenko, 2004). I takuii mpouec
€ JAVHAMIYHUM, 033K €JEMEHTH TEKCTY PO3MOPOIIYIOTHCS y MPOLEC] «aKTyami3allii» TeKCTy
(Stockwell, 2005).

Bynb-sike BiIXWIIEHHS BiJ 3BUYHMX HOPM MOBH, BJACHE, 1 CIPUUYMHIOE MIJIBUILIEHY yBary
70 TEBHOTO €JeMEHTy (TaM camo). BigHocuHM X MiX ¢opMaTbHUMM 3ac00aMu B TEKCTI Ta
BepOaIi30BaHUM €JIEMEHTOM JOCBiJly, IO BiAOMBA€THCS HANCWIBHIINIE, IOJSATa€ B PO3PI3HEHHI
¢irypu Ta pony (tam camo).

VY XyoOXKHBOMY TEKCTI HaJAIITyBaHHSA (OKYCy, M0 TPUKIAAy, MOXe OyTH TIpaMaTHYHO
3YMOBJIEHUM IIUISIXOM BUKOPUCTAHHS MACHBHOI'O YM aKTUBHOI'O CTaHY Ji€CiOBa. AKTUBHI peU4eHHS
npodUTIOI0Th BIIHOCMHM MK 1HILIATOpOM Jii (areHcoM) Ta 00’€KTOM, SIKMHM Il aii miansrae
(maiieHT), e areHc, BiAMOBIIHO, € (Iryporo, a MaiieHc — GOHOM; TOAl SK MAaCHBHUM CTaH BHCYBa€
Ha TepeHii MJ1aH nallieHca Ta po3Milllae Ha 33JHbOMY areHca Ta 3ajisny eneprito (Faber, 2012).

Tak, y XymoxxHiX TBOpax, (OKYCHi BIJHOLICHHS, JI€ T'OJOBHI repoi € ¢irypamu Ha (QoHi
iXHPOTO OTOYEHHS, MOXYTh 3a3HaBaTH 3MIH 3a PaxXyHOK JenepcoHidikailii MpOTAaroHiCTiB Ta
yOCOOJIEHHS MPEIMETIB OTOYCHHS i aOCTPAaKTHUX CYTHOCTEH.
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IHTEPMEJIAJIBHICTD ITPO30BUX TEKCTIB P. BPEJIBEPI
Kynuumuna FO.A.
XmenbHuybKull HayionantbHUull yHisepcumen

Tepmin «iHTepMenianbHicTh» (Xan3zeH-JIboBe, 2016) BHHHMK 3a aHAJOTIEIO JO paHilie
3anponoHoBaHoro . KpicTeBoro MOHATTS 1HTEPTEKCTYalbHOCTI, IIO0 XapaKTEPU3y€e B3a€EMOJII0
TEKCTIB y MeXaxX OJHi€l ceMIoTUYHOI cucTemMH. [HTepMedialbHICTh TiIyMadaTh SIK BUKOPHCTAHHS
XYIOKHBOIO JITEpaTypoOro 1HIIUX BUJIB MHUCTELTBA 3 METOIO MOCUJICHHS €(deKTy Ta MOrTUOIeHHS
TOJIOBHOT 1/1€1 1 3MiCcTy TBOPY (TaM caMo); Y By3bKOMY CEHCI IHTEpMEIIaIbHICTD — 1€ OCOOTMBUHN THIT
BHYTPIIIHBOTEKCTOBUX B3a€EMO3B’SI3KIB y XYJO)KHBOMY TBOpi, 110 0a3yeThbcsi Ha B3a€MOJIl KOJIB
pizaux BuaiB mucrenrsa (Tumynuna, 2001).

[TpeqmeTom HaIIOro AOCHTIHKEHHST 00paHo iHTepMeaianbHICTh TBOpiB P. bpenbepi, 06’ exTom —
MOBHi 3acO0M, II0 BHUKOPHCTAaB aBTOp JUIsl CTBOPEHHS CHUMBOJIB, cHeludika SKUX MOJArae y
HaMaraHHi MMCbMEHHUKA CKOPUCTATUCS KOJIaMHU PI3HUX JIITEPATypHUX >KaHPIB.

Mety Hamoro [IOCHiPKEHHS BOa4aeMO Yy JOBEIEHHI TOro, IO IHTEPMEIIalbHICTh €
MIPOBIIHOIO PUCOIO XYAOXKHBOTO CBITY P. bpendepi, ne icCHyI0Th MOCTiiHI 00pa3u, Kl MepexoasaTh i3
CIOXKETY B CIOXKET 1 Ha0yBarOTh CTaTyCy KOHIIENTIB-CUMBOJIB. Tak, CHMBOJI BOTHIO BTUIIOETHCS B
onoBimanusax “Golden Apples of the Sun”, “Embroidery”, “The Great Fire”, “The Burning Man”,
“Happiness Machine”, mogicti “Fahrenheit 451 ta iHmmx. Byb-sKkuii CHMBOJI 32 CBOEIO TIPUPOJIOI0
€ TyalbHUM: CMHCJIOBI KOMIOHEHTH B HOTO CTPYKTYpi MalOTh SICKPaBO BHUPAXKEHI MO3UTHBHI Ta
HEraTHBHI O3HAKH.

Jlo mpuxnany, Ha modatky moBicti “Fahrenheit 4517 Boronp Hece B c001 JuIe i7er0
pyvinyBauus: “Thunder falling downstairs. The whole world pouring down. The fire gushing up in
a volcano. All rushing on down around in a spouting roar and rivering stream toward morning” i
crnajtoe yce HaBkojo: “Montag sat in his chair. Below, the orange dragon coughed into life”,
PEKOHCTPYIOIOUNCh Y KOHILENTyanbHy Metadopy OB’€KT HEXXMBOI IIPUPOJIU € JIIOJIVHA/
BOT'OHb € TBAPMHA. HanpukiHiii oBiCTI BOTOHb BUCTYIIA€ CUMBOJIOM OYMIIEHHS: “‘Burn all,
burn everything. Fire is bright and fire is clean’ ta Binpomxenns: “What is fire? It is a mystery. Its
real beauty is that it destroys responsibility and consquences”.

Takum ynHOM, XapakTepHUM Ui TBOpiB P. bpenbepi € BUKOpHCTaHHS HMIMPOKOIO CHEKTPY
IHTepMelialbHUX 3B ’S3KIB, IO CTAJ0 MIATPYHTSAM Ui CTBOPEHHS OpUTIHAIBHUX MeTadop
1 OHOBJIEHOT'O CIIPUIHATTS MOAM]IKAI[ii apXeTUITHUX CUMBOJIIB, 30KpeMa BOTHIO.
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MNOHATTA MEJAIA B KOHTEKCTI IHTEPMEJIIAJIBHUX
I MYJbTUMOJAJBHUX CTY A1V
Jlemenko I'. B.
Yepracvkuil 0eporcasHull mexHoN0IYHUL YHIBepcumem

Y pesynapTaTi TaK 3BaHOTO «BI3yallbHOrO TOBOpPOTY» (Pictorial Turn — TepMmiH
VY. JIx. T. Mituena, lkonische Wende — tepmin I'. bome) (muB. Simonetti, 2018), sskuii po3nodaBcs
y XX cT. i mornubuBcs Ha moyaTky XXI CT. 3aBISKH CTPIMKOMY MOIIMPEHHIO ayJiOBi3yanbHOT
iHdopmartii, moHATTS 00pa3y (image) HaOym0 0COOIMBOI Bark y chepax KOMYyHIKaIlii, KyJIbTypH 1
MHUCTEUTBA. | Xoua mUTaHHS CTBOPEHHS W 1HTepHpeTalii 3HaYeHHs, 110 BiIOYBAETbCS HA MEPETUHI
pI3HUX 3HAKOBUX CHCTEM, MOJAIBHOCTEH 1 KOMyHIKaTHBHHX (OpPMATiB il JoTenep 3aMIIaloThCs
BIIKPUTHUMH, TPYHTOBHI JUCKYCIi 1100 CITIBBIIHOIICHHS TIOHSATH «CJIOBO» M «00pa3» JIEMOHCTPYIOTh
OUYEBHJIHY 3alliKaBJICHICTh MOBO3HABIIIB y TIEPEOCMHUCIICHH] (PYHKIIHHUX XapaKTEPUCTUK TPATUIIIHHAX
Menia Ta GopM 1 crmocobiB iX B3aeMOJIl 3 ypaxyBaHHSM HOBHX BHKJIHKIB IIU(PPOBOrO MEIIIHOTO
npocropy. CyuyacHuil iHbopMaiiHUN TPOCTIP MPEACTaBICHO HAI3BUYaHUM PI3HOMAHITTAM (popm
1 3ac00iB BUpaXEHHS, SIKI TIOCTIHHO OHOBIIOIOTHCS Ta MOAUGiIKylOThcsa. He muBHO, 110 B LEHTpi
JUCKYCIi OMMMHUIIOCS MTOHATTS «Meliay, 0araTo3HaYHICTh SKOTO BHUCBITIICHA B YHCEIBHUX PO3BiIKaX
BITYM3HIHHX 1 3apyODKHUX TOCITIIHUKIB. Y3arajibHEHE pO3yMiHHS Mefia sK «3aco0y KOMYHIKarii,
o 1 € nosigomieHHsM» (The medium is a message), yBeneHe B HAYKOBUI 00 OCHOBOIOJIOKHUKOM
Teopii koMmyHikarii M. MakiroeHOM, JO3BOJMIIO aBTOPY 3apaxyBaTh O MeJia JOCUTh IHUPOKE KOJIO
MIOHATH, CepeJl SIKMX 3TaJAyI0Thcs a0eTKa, OeXkKa, paaio, TenedoH, TenedaueH s, XyI0KHI HapsIMH.
Ha nymky BueHoro, Bci 1i 3aco0U € 30BHIIIHIMU «PO3IIUPEHHIMMY JIOAUHH (any extension of a
man), oo 3AIHCHIOIOTh ICTOTHUHM BIUIMB Ha ii CHpWHUHATTS ¥ iHTEepmperamito (axTiB 1 MOmii
HABKOJIMIIHBOTO cBiTy (MakimosH, 2003, c. 27-28). ¥V cBoio uepry, aBTOpKa (QyHIaMEHTaTbHUX
mpanb 3 Teopii mitepaTypu 1 Hapatoyorii M.-JI. Pailan Bka3ye Ha JBa OCHOBHUX MiIXOIU JO
PO3YMIHHS aHATI30BAaHOTO TOHSATTSA, /1€ TEPMIH «Mefiay TIyMauuTbes: 1) sSK KaHaa KOMYyHIKallii,
MpU3HAYCHUH ISl TPAHCIIIOBAaHHS iH(popMaIlii abo po3BakaJbHOTO KOHTEHTY; 1 2) SIK MaTepialbHUN
a0o TexHIYHUI 3aci0 XynoxxHboro BupaxeHHs (Ryan, 2014). ¥V nepmomy pasi iiaeTbcs Ipo KOTyBaHHS
MOB1IOMJICHHSI 1 HOTO TpaHCIIOBAaHHS 3a JOIOMOTO0 TIEBHOTO KOy, IKUH € XapaKTepHUM caMme /s
bOTO Mejia (TenebaueHHs, pajiio, KHATa TOIIO), Y ApyroMy — y GoKyci yBaru rnepeOyBaroTh 3aco0u,
3a JIOTIOMOTOI0 SIKHX 1€ TOBIIOMJIEHHS CTBOPIOEThCS ((papOu, jiTepu, My3uuHi iHcTpymeHTH). Came
3 UX MO3UIIN TOCIITHUIIS MOTPAKTOBYE MOHITTS IHTEPMEIIATbHOCTI, CYTHICTh SKOTO Tepeadadae
HasBHICTh OUIBII HIX OJHOTO MeJia, 3a YYacTI0 SKHUX 3IMCHIOETHCS KOJYBaHHsS 1 Mepenada
KOHKpETHOro MoBigoMieHHs. HaykoBl po3BiJIKM OCTaHHIX POKIB CB1YaTh MPO MOCTYHOBHM B1AX1]
BiJl IPOCTOr0 PO3YMiHHS MeJlia sIK TEXHIYHOTo 3aco0y abo KaHaly nepenadi iHpopMmarlii, HATOMICTh
J€MOHCTPYIOUM TE€PEOpPIEHTALII0 HA BUBYEHHS CEMIOTHYHMX KOIiB 1 moayciB. Ilpu npomy, Ha
JTYMKY JOCIHITHUKIB, MEIIabHICTh HE 3BOJUTHCS A0 MEAIMHOCTI, TOOTO JO TEXHIYHOTO HOCIA
iHpopmanii: «MenianbHuil popmar — e oOpaHMid A nepenadi iHpopmalii KaHall IUIIOC KOJ —
BepOanbHUM, 300pa’kalbHUM, KOJBOPOBHUM, MY3MYHMH Ta 1H. — Ta MpaBWja KOAYBaHHS M€l
iHpopmanii» (Yepusasckas, 2017, c. 32). Takuil miaxig J03BOJSE MEPEOCMHUCIUTH TPATULINAHI
YABIIEHHSI TIPO CYTHICTh MeJlia Ta OKPECIMTH HOBI JOCITIJHUIbKI NMEPCIEKTUBU 1HTEpPMEAiaIbHHUX,
TpaHCMeliadbHUX 1 MyTbTUMOIATBHUX CTYIiH.
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INTERSEMIOTIC SPACE OF A SURREALIST POEM
Pradivlianna L.
Vinnytsia Mykhailo Kotsiubynskyi State Pedagogical University

Surrealism, the 20" century literature and art movement, inspired by the discoveries in
psychoanalysis, believed in the powers of the unconscious and endeavored to reveal it through
specific imagery. Encounter with surrealist works, whether poetic or artistic, involves the
deciphering of strange, irrational, sometimes absurd, often violent images set in illogical contexts
and expressed in imagistic language freed from narrative qualities.

The early 20™ century poets and artists sought access to the unconscious through automatic
writing, hypnosis, dreamlike states. It should be noted that dream had been an artistic motif for
centuries long before surrealism, which excited and captivated both poets (W. Shakespeare,
S. Coleridge, W. Blake, S. Baudelaire) and artists (a series of paintings by F. Goya). Yu.M. Lotman
explains that the properties of the dream as a “pure sign”, or as a sign in “a pure form” allow it to be
“a space ready to be filled in”: “dream is a semiotic mirror, and everyone sees in it a reflection of
their language” (Lotman, 1990). Obviously, it was this belief in the mysterious meanings of dreams
and in the powers of the unconscious that directed the surrealist search towards “the problem of
human expression in all its forms” (Breton, 1972).

In their experimentation with this method, through the destruction of the old bonds between
the word and thought, surrealist poets developed “the new system of linguistic relations, built on the
basis of the spirit” (Stockwell, 2017) and revolutionized the poetic language, bringing forth, quite
accidentally, new discoveries in the poetic form and imagery. In an attempt to overcome the
“undividedly terrorist nature of language” (bapt, 1989) as a code and as an established sign system,
and to free words from thought, surrealists let loose “the hordes of words [...] as though opening a
Pandora's box” (Breton, 1972). In Ju. Stepanov’s opinion, the surrealist word does not serve to
express a thought anymore, “a word as such becomes a self-sufficient unity worthy of itself”
(Crenanos, 2006), signaling transformations of language at all levels of semiosis.

Thus appeared a surrealist poetic image as a complex phenomenon, verbal in its nature, but
possessing dreamlike visual qualities. In a way, this image rejects a traditional competition between
literature and visual art, reflecting a dialogue of arts. Such an image, regarded in terms of
intersemiotic experiment from an interdisciplinary perspective, using, among others, the methodology
of intermedial analysis, gives insights in such issues as the boundaries of language and consciousness,
the interaction of different artistic languages.

Studying markers of the unconscious, which find their way through language to a poem or
through the line, shape, or color to a picture, might, in the long run, give us some answers as to how
the unconscious expresses itself. It might also help to comprehend how ideas, hidden desires, fears
can be expressed through different media and in different languages. Or explain why we primarily
associate surrealism with visual art.
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IHTEPMEJIAJIBHICTD SIK PI3HOBU/I IHTEPIUCKYPCUBHUX BIJTHOCHUH
[Tpuxoawko I'.1., [Tpuxomuenko O.O.
3anopizbkmil HayioHaNbHUU YHIGEpCUmem

[TocT™MOEpHICTCHKIN TBIp SIK «3HAKOBA CUCTEMAa, 110 MA€ MHOYXHHHY ITPUPOAY 1 MEPEryKyeThCs
3 IHIIUMH 3HAKOBUMHU cuctemammu» (MenpHukoBa, 2004, c. 38) BuUABISIE 3B’SI30K 13 PI3HUMH
KyIbTypHUMH Kojamu. [lomiOHI BiJHOCHMHM TPaKTYIOThCS SK I1HTepMeianbHi (TepMiH YBIB
aBcTpiiicbkuii BueHuit O. Xan3eH-JIbOBE) 1 MAIOTh CBOIM JDKEPETIOM MOHSTTS B3aEMOJIiT MUCTEITB,
pi3HOMaHITHI (GOpPMH TMPOSABY SIKOTO OTPUMYIOTh pi3HE TIYMAyeHHS Yy PI3HUX TEOPETHKIB
MUCTENTBA. TBIp CIIOBECHOTO MHCTEITBA € HE TUIBKH IHTEPTEKCTYaIbHHM, TOOTO TaKHid, IO
CKJIQJIAEThCS 13 IIUTAT 3 1HIIMX JIITEpaTypHUX TEKCTIB, a ¥ IHTEepMEAialbHUM, TOOTO B HHOMY €
LUTATH, 3aII03UYEH1 3 TEKCTIB 1HIIOTO POAY, CTBOPEHUX MOBAMH 1HIIUX BHJIIB MUCTEITBA.

[ToHATTS IHTEPMETIAIBHOCTI, SIKE 3’ IBUJIOCS MMOPIBHSHO HEAABHO, aKTUBHO BUKOPHCTOBYETHCS
JUIi BHU3HAYEHHS pPI3HOMAHITHUX B3a€EMOJIMl eKcTpa- Ta IHTPaxyJOXHbOI CHPSIMOBAHOCTI.
HacmpaBpi, iHTepMeniaabHICTh € (PEHOMEHOM MiKCEMIOTIYHOT 1HTEPTEKCTYaJbHOCTI, KOJIH TEKCT
OJHOTO MHCTENTBA, BKJIIOYAIOYNCHh Y XYAOXKHIA IPOCTIp IHIIOrO, NMPAaKTUYHO BTPA4yae CBOIO
CaMOCTIMHICTb, ITOYMHAIOYM JKUTH 3a 3aKOHAMHM HOBOI'O CEpeloBMIIA. Y 1[bOMY BHIIAJKY
CIIOCTEpIraeEMo He MPOCTO Mialor MHUCTEUTB, a iX mnepekian. llepexiaag TyT po3yMi€TbCcs HE
OykBaJIbHO, a AK MeTadopa, [0 O3HAYa€e MPOLEC IHTepHpeTallii, y Mexax SKOi MICTUThCs Oe3niy
TEKCTIB, BIIMIHHUX OJUH BiJ OZHOIO.

Binomwuii ¢inocod LII. Inein BUXOAUTSH i3 TOTO, MO OYAb-sSKa 3HAKOBA CUCTEMA, SIK XYJI0KHS,
TaK 1 MM03aXyA0XKHsS, CTPYKTYPYIOUHUCh Yy TEKCT, CTae JuKepesloM iH(popMallii 1 CTAaHOBUTh YaCTUHY
iHpopmaniiiHoro npocropy. Ilin GaraTo3HaYHUM TEPMIHOM «MeJlia» MAalOThCS Ha yBasi HE TUIBKH
BJIACHE JIIHTBaJIbHI 3aCO0M BHPAXKEHHS TYMOK 1 IMOYYTTIB, ane i Oy/Ib-sAKi 3HAKOBI CUCTEMH, y SKHX
3aK0a0BaHo neBHe noBigomieHHs (MapuH, 1998, c. 8).

3amydeHHs A0 IHTEpHpeTamii XyJ0KHBOTO TBOPY PI3HUX KOJIB CTAa€ MOXKIUBHUM 3aBJISIKU
MapKepy BIIKPUTOCTi, IO JO3BOJSE PO3TISNATH KOXKHY IUISHKY XYAOKHBOTO JHUCKYPCY SK
OKpeMHH «OopraHizmM», 3JaTHUH 10 CaMOpO3BUTKY. BHKOpPHCTOBYIOUM 30BHIIIHE CEMIOTHYHE
CEPENIOBHUIIIE 1 3AJTyHar0Yd BCE HOBI KOJI CIIPUMHSATTS, XYJ0KHIN AUCKYypC 0araTopa3oBO BiATBOPIOE
1 IMHAMIYHO PO3BUBAE BJIACHY IHTEPMEAIaIbHY CTPYKTYpY. [HIIMMU clioBaMu, MiJl IHTEpMEIiaTIbHOO
CaMOOpTaHI3alllel0 JIITEPaTypHOIO TBOPY pPO3YMIEThCSA 3[aTHICTh €JIEMEHTIB HEPIBHOBAXHOT
CUCTEMHU XYJI0’KHBOT'O JUCKYPCY, 110 B3aEMOJIIE 3 0€3/14UI0 1HIINX JAUCKYPCIB 1 3HAKOBUX CHUCTEM, 3
IUTMHOM Yacy MPUXOJUTH JI0 BIOPSAKYBAHHS CBOEI BHYTPIIIHBOI CTPYKTYPH.

Cama MOXJTMBICTH 3BEpHEHHS 10 (heHOMEHA 1HTEpME1aIbHOCTI 3yMOBJIeHa TpaHc(opMaIlliero
LIHHICHUX cTpaTudikauiii chepyd MHCTELUTBA, KOJIM Ha 3MIHY MOHOJITHIM KOHIENIii CBITY
OPUXOJUTh NOJi(OHIYHA Mapaaurma. B emnoxy MNOCTMOJEpHI3MY CIIOCTEPIraeTbcs CBOEpPiIHA
PO3MHUTICTh KOPJIOHIB MUCTEITBA, 1 Pi3HI BUIU MHCTEITBA 3JIUBAIOTHCA B €IMHE HEMOJLIbHE
XYIOXKHE 1IiJIe, CTAIOTh MYJIbTUMEIIHHUMU, TAKUMHU, 1110 KOMOIHYIOTh TEKCT, 30pOBHIl 00pa3 1 3ByK
(KOTLOPOMY3MYHE BMJOBHILE, BiJeo- 1 KIHOIHCTANALIl, «IU(poBa JiTepaTypa», ayliOKHUTa,
neppopmanc Tomo). PisHoMmaHITHI (OpMHM XYJOKHBOTO CHHTE3y SK BHSIBU TBOPHOi CBOOOAM
PO3BHBAIOTHCA 1 B JiTEparypi, A€ CIOCTEPIraeTbCcs B3AaEMOiS >KaHPIB, POJIB, TUIIB XYIO0XKHBOT
MOBH, BUJIiB MUCTEIITBA, XyI0’)KHBOI Ta HEXYI0KHbOT CIIOBECHOCTI.
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IHTEPMEJIAJIBHA ITOETUKA ®PAHIY3bKOI'O XYIOKHBOI'O HAPATHUBY:
CJIOBECHO-BI3YAJIbHI IHTEPAKIIII
CaBuyk P.I
Kuiscokuii nayionanonull nine8icmuyHUlL yHigepcumem

VY cydacHMX MOBO3HABUMX 1 JIITEPAaTYpO3HABUMX CTYIIAX 3 MPOOJIEMATUKU XYIO0KHBOTO
TEKCTOTBOPEHHSI OCOOJIMBOI 3HAUYIIOCTI HaOyBae Te€3a MPO MYIbMUMOOANbHICb MEKCMmYy,
3BaYKAIOUM HA MOXJIMBICTH MOPOIXKYBATH CMUCIIH HE JIMIIE 32 JIOTIOMOTOI0 CIIOBECHHX, aJie M 1HIINX
CEeMIOTHYHUX KOJIIB, 30KpeMa Bi3yaibHOro ado aymiansHoro (I'pam, 2014, c. 50), mo Ha 3aBepIaibHOMY
eTarli BUCTYNAIOTh SIK €JUHE IIiJIe.

®dinomoris, ¢imocodis 1 MUCTENTBO3HABCTBO KiHIT XX — modarky XXI cr., omepyroun
TaKUMHU TEPMIHOTIOHATTSAMH, SIK IHTEPTEKCTYaJbHICTh, B3aEMOJIS MUCTEUTB W IHTEpPMEIiaNbHICTb,
MOTJIMOMIM  MEXK1 1HTepHpeTaiii XYyJIOKHBOIO TBOPY. 3 TMONNISIAY CEMIOTHKH, Y CHCTEMI
iHTepMeliabHUX BiJHOIIEHh Ma€ MiClle TaK OM MOBHUTH «II€PEKJIa» OJHOTO KOy B IHIIUH, y
pe3yNbTaTi 4oro i BiAOyBaETHCS B3aEMO/Iisl MUCTENTB Y MaHi (hOPMO- 1 3MICTOTBOPEHHS.

Y 1poMy CeHCi, TOKa30BOI0 € MoOya0Ba Xynoxkabporo HapatuBy M. [inpo “Jacques le fataliste
et son maitre”, B OCHOBI fKkoro BOadaemo MeTadopuUHY peanizalilo cxioHoi apabecku (Jehan,
2001). Po3rnsmyBaHuii HAPATUB € CBOEPITHUM «PO3IrPyBaHHSAMY iCTOPIl OJHIET MOTOPOKI B MEXKAX
MEePCOHAKHUX J1aJIOTIB, @ TAKOXK Oeciu, sIKy Belle aBTOp 31 CBOIM UUTA4YeM Y MPOCTOPOBO-4aCOBOMY
KOHTHHYYMi «TyT» 1 «3apa3y». [IpumiTHO, 110 MOJOPOX TPHBAE NOTH, JTOKH PO3rOPTAETHCA Oecina
TOJIOBHHX T'epOiB, a caM JiaJior HEe MPUIIMHEHUH, HOro MPOJAOBKEHO K CIIOBECHUM OOMIH TyMKaMu
MK aBTOpOM 1 4YWTadyeM. EKCTpamoioroud OCOOIMBOCTI TEXHIKM BUTOTOBJICHHS apabecKu y
TUIOIIMHY XYI0’KHBOT'O TEKCTOTBOPEHHS, CTBEPKYEMO, 10 KOHCTPYKIIISIMU-BUTUHAMH B XYI0KHBOMY
HapatuBi JI. Jizpo € icTopis mepcoHaxiB, a CyHUTbHHUMH JIHISIMH, SKi (OPMATYIOTh BHTa MBI
CIUIETIHHS, TOCTAIOTh aBTOPCHKi JUTPECii, OB’ sA3aHi 3 YBEIEHHSM B ONOBIIb 1HIIUX (APYTrOpsSIHUX)
MEPCOHAXIB 1 MMChbMEHHULIBKUMU TTOSICHEHHSMHU 200 KOMEHTaPSIMH.

XynoxxHiil HapaTuB 100U MoepHI3MY U ernoxu HoBOro pomMany mOTPaKkTOBYIOTH SIK <OKHUBY
MHUCTELbKY peanbHIcThY (binoByc, 2003, ¢. 4), 110 BiJ3HAYAETHCS TEHACHIIIEIO IO B3AEMO/IIT pPI3HUX
BUJIIB TBOPYOCTI 3 MWJIBHOIO YyBarow 10 mnepcoHaxa. OJHUM 13 HAWBKIMBIIMIMX KOMIIOHEHTIB
8i3yaniz08aH020 Kody TIMCbMa B XYyJI0KHhOMY HapaTuBi A. Po0-I'piite mocrae npuiiom exgpacucy
Ta BUKOPHCTaHHS TakUX co01 «KUBHX KapTuH» (Bamenko, 2013, c¢. 95-96). ¥ pomaHni nucbMeHHHKa
“Dans le labyrinthe” came wopHo-6111 rpaBropa “La défaite de Reichenfels” Ta ¢otorpadis conmara
BUKOHYIOTh (QYHKUII cemiomuunux Kauanié MOPODKEHHS MHUCIUMHX CTaHIiB OyTTS HEepCOHaxa.
[Ipy 1pOMY OCTaHHI, KOHCTPYIOIOUHCH 3a JOMOMOIOI0 MOBHOI'O Marepiany, HE OIOBIIYIOTHCS
Y1 PO3MOBINAIOTHCS, a JAEMOHCTPYIOTBCS, 1 TOMY IMOPOJIKYIOTh OCOOJIMBUN MaKpOKOCM, SIKUH
PO3ropTAETHCS M €BOJIIOIIOHYE SIK 30posuti nabipunm, y tepMminoiorii JI.A. INanon (1990), mo B
IIOMY pa3l MOcCTae pedepeHTOM YChOTO CEMIOTHYHOIO MPOCTOPY HAPATUBY SIK KOHBEHYIUHUL
CUMB0JI, SIKUW OKPECIIO€ IHTENEKTyalbHy OpTraHi3allif0 MHOXXHHHOCTI CMHCIIIB Ha 3pPa30K CITKH
a00 pU30MH.
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KOHCTUTYEHTHA BAPIATUBHICTbD
B AHOTAIIISIX XYTOXHIX ITPO30BUX TEKCTIB: CEMIOTUYHHW BUMIP
Uyry C.H.
Binnuybkuii mop2oeenvbHo-eKOHOMIYHUL IHCMUMym
Kuiscvkoeo nayionanbho2o mop206envHo-eKOHOMIUHO20 YHieepcumenmy

B ymoBax crpiMkoi iHTerpamii CyMDKHMX Tajly3edl 3HaHb 1 TIOCHJICHHS MO3MLIN
MDKAUCIUIUTIHAPHOTO MIJXOY 10 BUBUEHHS SIBULL COLIAJIbHO-KYJIBTYPHOTO XapaKTepy XpecToMariiiHe
TIyMaueHHs TOHATTS «aHOTalis» HaOyBae HOBOIO 3MICTy B HayKOBOMY OOIry B KOTHITHBHO-
IUCKypcuBHIA mnapaaurmi. KoHuenTyalbHUR HpocTip aHOTaLli XYyHAOXKHBOIO IPO30BOIO TEKCTY
XapaKTePU3Y€eThCsl HASIBHICTIO YHIBEPCAJIBHUX KOHCTHTYEHTIB, IO OMOCEPEIKOBAHO BiII3EPKATIOIOThH
KOHBEHIIHHICTh CBITOCHPHHHSATTS IMEBHOI HAIllOHAIBHO-KYJIBTYPHOI CIIUIBHOTU. Y JIITEpaTypHOMY
TBOpI 3aKJIaJICHI TOJIOBHI JIiHII PO3BUTKY CIOXKETYy B aBTOPCHKOMY, IEPCOHAKHOMY 1 IO/1€BOMY
aCIeKTax XyJI0KHBOTO CBITY, IIIO JETEPMIHYIOTh CTBOPEHHS aHOTAIlI{ 3a TIEBHUM YHI1()iIKOBaHUM
1abJI0HOM (MOJIEIIITIO) i3 JIOMYIIEHHSM MEBHOI BapiaTHMBHOCTI B KOMIO3HIIHHOMY, CTPYKTYPHOMY
Ta 3MiCTOBOMY BUMipax.

PosrisiHeMo oiHY 13 T’ SITH KOPOTKUX aHOTAIlil (10 CYKYITHO YTBOPIOIOTH IEBHY MEPEKY) 10
pomany “Girl With A Pearl Earring” (Chevalier, 1999), naBenenux Ha 3BOpOTHii OOKJIaAHHII
KHUTH, SIKa HAa THUTYJIbHIA OOKIAIMHIN, OKpIM HAa3BH, XapaKTepU3yeThCs BHAAaHHAM “Time” sk
“A jewel of a novel”: “Tracy Chevalier has wonderfully evoked the Delft of the mid-seventeenth
century Netherlands ... The novel is as subtly haunting as the best of Eric Rohmer’s films (Time
Out)”. Ha3zBa poMaHy pa3oM i3 pernpoayKIIi€l0 OJTHONMEHHOI KapTHUHH Bigomoro ycepenuni X VII-ro
cromtTs Xynoxxuuka 3 Hendty Slna Bepmepa, uust MaiicTepHsi € MPOTOTUIIOM OCEJi 1 MaiCTepHi
B POMaHi, Ta PENpOAYKIlis KApTUHU CEPEAHbOBIUHOTO Jlen(Ty, CIyryloTh «CeMIOTUYHUMY (HOHOM
Ta JIOJAIOTh JI0 CKJIAIHOTO BiA€OpsAdy: OJMMCK odel MiBYMHH, Tpa MPOMEHIB Ha CEPEeXIl, ThMIHE
cAiBO HeOa HaJ MICTOM Ta CBITJI BIZOJHMCKHA Ha BOAl. 3a3HAaYeHHS IMEHI MMCHMEHHMII, ITOCHIAHHS
Ha Ha3BU MiCTa, KpaiHH, €MOXH, a TAKOK HA poOOTH BU3HAHOTO mpoiocepa E. Pomepa po3paxosani
Ha IHTENEKTYyaJbHOI'O 4YWTaya, KU € 3HaBLIEM ICTOpii Ta MHUCTELTBA, AK€ MUTLS BBAKAIOTh
MaiicTpoM padiHOBAHO CTHIII30BaHOI €KpaHi3allii, sSIKUI BIATBOPIOE HAa €KpaHi €TUKET 1 €CTETUKY
POMaHTHYHHUX CTOCYHKIB y MUHYJI1 YacH.

AHani3 koprycy (akTHUHOTO Marepiany JAOBOAMTH, L0 BAPIaTUBHICTh HAa NMpParMaTuyHOMY
PiBHI YMOXJIMBIIIOE BCTAHOBJIEHHS TU(EPEHIIMHUX O3HAK aHOTALlMl XYH0KHIX MPO30BUX TEKCTIB
BIJIOBIAHO 10 MOCTYJATIB, PO3poOJIEHUX Yy LapuH1 1HTepMenianpHocTi diteparypu (Wolf, 2011).
OpieHTallis Ha CeMAaHTUYHUHN MPUHIUN CBITYUTH PO HASBHICThH, OKPIM aJaNTUBHUX aHOTAIIIH, 5K €
KOHJ/ICHCOBaHWUM BHKJIQJIOM CTPHIKHEBHX MOJIIH XyZI0XKHBOTO TBOPY B IHTEPIIPETaTUBHOMY PaKypci,
crioiepiB, TizepiB Ta ix koMOiHauii. CIUIETIHHS pealbHOro i albTepPHATUBHOIO, YSBHOTO CBITIB
XYZ0’KHBOTO ITPO30BOI0 TBOPY BUSIBIISIE BAPIaTUBHICTD y JIEKOJAYBAHHI Ta KOHTEKCTHO-CUTYAaTHBHIN
iHTepOpeTanii, 1o MiANOPAAKOBAaHA 3arajlbHOMY MpParMaTUYHOMY 3aBJaHHIO NPHUBEPHYTH yBary
MOTEHIIMHUX CIIOKUBAYIB.

OTxe, aHOTAIIO JITEPATypHOrO IMPO30BOTO TEKCTY TIYMAYUMO $K CKJIaJHUH €CTETHUKO-
XYIOXKHIN 1HTepMeIianbHUi (EeHOMEH, Y CEMAaHTUYHOMY MPOCTOP1 SIKOTO 1HTETPYIOTHCS €IEMEHTU
PI3HUX CEMIOTHYHUX CHUCTEM, 110 B CYKYITHOCTI BepOalbHUX 1 HeBepOabHUX 3ac001iB 3a0€3MeUyI0Th
CTIPSIMOBAHUM TIparMaTHYHUM BIUTMB Ha IUILOBOTO ajpecara. [lepcrekTuBy moganbinoi kiacudikarii
aHOTAIlli MOB’sI3aH1 13 BCTAHOBJIEHHSIM CTYIEHIO MYJIbTHUMOJAIBHOCTI, MIOTPAKTYBaHHS KYJIbTYpO-
3HAYyIIUX CHMBOJIB Ta IHTEpPMEIlaIbHUX €JIEMEHTIB, KOHTEKCTY MPOYUTAHHS, 3arajibHOro
MParMaTUYHOTO HAJAIITYBaHHs 1 T1OpPHIHOCTI, IO BTUIIOETHCS Ha iH(OpMaIiiiHO-3MICTOBOMY Ta
KOMITO3UIIHHO-CTPYKTYPHOMY PIBHSIX aHOTAI[Il Xy0KHIX TEKCTIB.
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PIBHOBU /I IHTEPMEJIAJIBHUX 3HAKIB Y CYUACHOMY MEJIATEKCTI
I"apGepa 1.B.
Joneyvkui nayionanvuuil ynisepcumem imeni Bacuns Cmyca

Y Ham uac (eHOMEH IHTEepPMEeIialbHOCTI JOCITIJUKYIOTh JIHIBICTH, JITEPaTypO3HABIIi,
MHCTEITBO3HABIII, )KYPHAIICTH Ta 1H. Y HOro OCHOBI — ri100ajibHa 1/1es MPO CHHTE3 MUCTENTB, OaYeHb,
cieun(iku COPUNHATTA, AUCKYPCIB, TEXHOJOTiH. SIKICHUH BHUSB IHOrO (PEHOMEHY Y CY4YacHUX
MeJlaTeKCTaxX aHali3yBaJM BYTUM3HSHI 1 3apyOixkHi mocmimauku (IlleBuenko, 2017; Rajewsky,
2005; Wolf, 2002). IntepmenianbHi 3HaKW, BKIIOYAIOYHUCh Y MEIIaTEKCT, BPaXOBYIOTh TakKi HOTO
BJIACTHBOCTI fK: 1H(OPMATUBHICTh, MAacOBICTb, PO3PAXYHOK HA THUIIOBE CHPUUHATTS, €JIEMEHTHU
cuMBoOizamii ¥ Bi3yamizamii Tomro. Tak, mpuKIagaMy iHTEpMeIialbHUX 3HAKIB, YacTo
BHKOPHCTOBYBAHHUX y MEIIATEKCTaX, € IHTepMeiaabHI IUTATH, (POPMYITH, CAMBOJIH.

IHTepMenianbHa UTaTa — 1€ 3HAK 1HIIOTO CEMIOTUYHOTO KOJY, IO OPTaHIgHO «BIUTITAETHCS)
y CTPYKTYpPY CTBOPIOBAHOT'O MEIaTEKCTy Ta BCTYHA€E y J1ajor i3 HOro BepOalbHUM CKIIATHUKOM.
Baxx1uBUM MOMEHTOM € Te, IO B MeXaX CBOEI BIACHOI CEMIOTHYHOI CHUCTEMH IHTepMedialibHa
[UTaTa perpe3eHTye MOBHOLIHHUN aBTOPCHKHUM BUTBIp, LUTICHUI 1 3aBepmieHuid. [Ipuxmamamu
iHTepMeTianbHOT IUTATH MOXKYTh OyTH 300paskeHHs KapTunu ((dotorpadii) + ii BepOanpHuUil onuc,
Bizieoponuku Ha 1iaTdopmi YouTube (pi3HOMaHITHI BJIOTH, PEKJIaMHI W COIliajdbHI POJIMKH,
Tenenepenayi, KiHoQpiIbMU TOMIO) + X KOPOTKI aBTOPCHKI OMUCH Ta KOMEHTapi 3 OOKy TJIsaadvis,
€JIEKTPOHHI KHUTY Ha BIJMOBIIHUX «UUTAI[BKUX» CailiTax + 3alpONOHOBAaHI Y BUIJISAI KOHTEKCTHOI
peKJIaMu TOKJIMKaHHS Ha 1X eKpasizamii (MyapT(hiIbMH, cepiaiu, KIHOCTPIYKH TOIIO) Ta TEKCTOBI
perneH3ii unTavis/ rasaaqiB BiMOBITHAX TBOPIB.

IaTepmenianbha dopmyna — e 3HaK HEBepOATBHOTO CEMIOTHYHOTO KOJY, III0 HE BCTYIAE Y
JaJIOT1iHI BIAHOIICHHS 13 BEpOAIbHOI YACTMHOIO MEAIaTeKCTY, OJTHAK ITOCTa€ HOTO 00OB’ I3KOBHM,
yIIi3HABAaHUM KOMIIOHEHTOM, BH3HAYalOUu MpeaMeT/ TeMaTHKy BHCIOBIOBaHOTro. [Ipukmamamu
iHTepMeianbHoi hopmynu €: aBatapu (y BUIIAIL (HOTO, KAPTUHOK, CHMBOIIIB) a/IpECaHTIB 1 afpecaTiB
MOBIIOMJICHb Yy MEIiaKOMYHIKallii; ymi3HaBaHi A5 KOHKPETHHX CaiTiB, OJIOTIB, IHTEpHET-KaHAIIIB
upudTH, KoITpopoBe 0GOPMIICHHS; KOHTEKCTHI UTIOCTpaIlii Jisl IHTepHET-CTaTe, 1110 YHAOUHIOIOTh
iXHIM 3MICT, HE HECY4YH OCOOJIMBOTO CMHUCJIOBOTO HaBaHTaXXEHHs (I0OMparoThCcs 3a3BUYAN 31
creniaJbHUX CTOKOBUX PECYPCiB).

[HTEepMenianibHI CHMBOJIHM — 11€ 3HAKH 1HIIIOTO CEMIOTUYHOTO KOy, 110 BCTYIAIOTH Y A1aJIOT 13
BepOaJIbHUM/ Bi3yallbHUM CKJIQJIHUKOM MEIIaTeKCTy, HaOyBaroud CBOTO 3MICTOBOTO, €MOLIHHOTO,
1IeHOT0, KYJBTYPOJIOTIYHOTO HABAHTAXKEHHS (IHKOJM OJHAKOBOI'O JUIS YYACHUKIB MEIlaKOMYHIKAIlii,
1HOJII — PI3KO BIAMIHHOTO) SIK JJIs aJpecaHTa, Tak i Uil ajxpecara. [lpukmnagamu iHTepMeIialbHUX
CHUMBOJIIB BHCTYIIAIOTh: PI3HOMAHITHI IHTEpPHET-MEMHU (Bi3yalbHUN MPOAYKT KOMIYHOI 1HTEpHpeTarii
SIKOTOCh 300pakeHHs, (hOTO, MaJIFOHKA TOIIO), CTIKEPH (CMaMIMKH, €eMOK1) Y COIlIAIbHUX Mepexkax,
Mecenxepax (Facebook, Instagram, Viber, Telegram Ta iH.).

BumienasBani pi3HOBMIM IHTEPMENiaIbHUX 3HAKIB Yy CY4YaCHHX MeJiaTeKcTax SKICHO
cxapakrepu3oByloTh 3MI, BiAnoBigHUM 4YMHOM ix Mapkyrouu. Cepen iXHIX OCHOBHUX (YHKIIIH:
¢byHKLig Bizyanmizauii moxaHoi y MeaiatekcTi iHpopmanii; QyHKIis 3abe3nedeHHs BII3HABAaHOCTI
aBTOpa MyOJIiKaIli, IHTEpHET-PECypCy TOIIO; EMOTUBHA (YHKIIIS — JJIs TIepeiayul MOYyTTiB, €MOIIIi
Y4aCHUKIB MeJlIaKOMYyHIKaIlii.
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MEJIAOBPA3 HE3PSUNX JIIOJIEN Y TEKCTAX AHI'JIOMOBHHX HOBUH:
KOHCTPYKIINHUN ACHEKT
Jannnpbuenko [.B.
Kuiscokuii nayionanvnuil ynieepcumem imeni Tapaca lllesuenka

[Touatrok XXI cCTONTTS O3HAMEHOBaHWH (HOPMYBAHHSAM TUCKYPCY I1HKIIO3UBHOCTI, SKHUN
MIPOroJIONIye HEOOXIAHICTh 3aly4eHHS JIoJei 3 OOMEXEHMMH MOMIJIHMBOCTSMHU 10 aKTHUBHOIO
CYCITUIBHOTO KUTTS HapiBHI 3 moBHOcnpaBHUMHU iHauBiAamMu (UNESCO, 2005). ¥V upomy mporeci
3HA4YHY pPOJIb BiJirpae MeniiiHa KOMYHIKaIlis, ajpke 300paKyloud MOBCSKAECHHE >KUTTS JIOJEH 3
IHBAJIITHICTIO, IXHI TPYIHOII Ta HaAaHy iM marpuMky, 3MI dopmyroTs MeaiaoOpas Takoi JIFOAHHH,
0 B CBOIO Yepry BH3HAYae CTaBJieHHS a0 Hel 3 Ooky cycminberBa. CywacHi 3MI BneBHEHO
MOCTYJIIOIOTh BiIXi/ BiZl TpaIuIiIfHOTO 300pa)XeHHs 1HBAIIAHOCTI 3 MEAMYHOTO PaKypcCy, 3a SKOTO
JIOAM 3 PO3JaJaMH MO3MIIIOHYIOTHCS AK «IHIII», BIAMIHHI BiJ] YCTaJI€HOI B COLIyMi «HOPMH»,
a 3MaJIbOBYIOTH iX, 3a cioBamu aBTOpiB bi-bi-Ci, y cBoiii BimacHili Kpaci i aBTEHTHMYHOCTI —
«CBOEPIIHUMHU 1 BIiAMIHHUMW». lle yMOXJIHMBIIOETHCS IHTEpMENialbHUM XapaKTepOM TEKCTIiB
HOBUH, JI¢ TOPSAJ 13 MOBHMMH 3aco0aMu 3aimydeHo rpadiky, Goro, Bieo- Ta aymio-KOHTEHT, IO
CYKYITHO ()OPMYIOTh 00pa3u, CTBOPIOIOTH €(PEeKTH Ta 300paxkyroTh CBIT.

BinTBopenHs meniaoOpasy HE3psSUYHX JIIOJeH y HOBUHHUX TEKCTaX BHMAarae aHaii3y CIiB Y
CHUHTAarMaTHIli, TOOTO B KOHCTPYKIIiSX, IO € CIOJIyKaMu 13 Kutbkox ciiB (Goldberg, 2006), amke
TEKCTU HOBUH JIOKATI3YyIOTh YYAaCHUKIB MOIM y PI3HUX CHUTYallisIX, & KOHCTPYKIi, BKUBAIOYUCH Y
oes3rnocepenHiii, MoaudikoBaHiil Ta posmmupeHii popmax (Potapenko, 2017), 103BOJAIOTH OXOIHUTH
Ha3BaHy BapiaTUBHICTH. P03pobieHa METOH0IOTiS BKIIOYAE TPU €TaIlli aHajli3y HOBHHHUX CTaTeH:
KOHCTPYKILIWHUN, KapKacHO-TEKCTOBUW Ta Bi3yajbHO-iHTepmpeTaniiinuii. Ha mnepmomy erarmi
BUOKPEMIIIOEMO Y CTaTTSAX KOHCTPYKIi HAa TMO3HAYEHHS HE3PAYUX JIIOJIEH Ta IXHbOI MisIIBHOCTI
1 kmacuikyemMo iX 3a CEMaHTHUKOIO, CTPYKTYpOIO W YaCTOTHICTIO 3anmydeHHs. [pyruii eram
nepeadavae yrpyrmyBaHHs KOHCTPYKIIM B KapKacHI TEKCTH, SIKi MU IOTPAKTOBYEMO SIK TEMAaTUYHE
CTPYKTYpYBaHHsI KOHCTPYKIIiii HaBKoO meBHOI inei. Ha TpeTboMy erami MOSCHIOEMO BXKMBAaHHS
KOHCTPYKLIH, 3a]Ty4aro4u Bi3yalibH1 3aC00H, 1110 CYITPOBOKYIOTh TEKCT.

Amnaniz 30 crareit 13 pyopuku BBC Disability neMOHCTpY€, 10 KIIOUYOBI KOHCTPYKIT, sKi
300paXylOTh HE3pAYMX IO Ta IXHIO iSUIbHICTh, BUPAXKAIOTh 17l MiATPUMKH, OCOOIMBHX
notped Ta npuiHATTSA. OgHAK TEKCTOBO-KapKacHHUM aHali3 3acBiAuye, 1110 B OCHOBI Mefiao0pasy
HEe3psAYMX JieXKaTh TOIOJIOTIYHI KOOpJAMHATH LEeHTp-nepudepis ¥ OIU3bKO-TaIEKO, Ta CUJIOBI
BiJITHOIIIEHHSI TIEPEINKOAM, MO30aBICHHS MOXIUBOCTI W MPOTHUMIIl, MIACHUICHI BIAMOBIIHUMU
BI3yaJIbHUMH oOpa3zamu. 30Kpema, i7es MIATPUMKHA Yy HOBMHHUX TEKCTaxX IpeACTaBieHa
KOHCTPYKLISMH 3 IMEHHMKaMHU-OIIOpaMU Support, assistance Ta help y CIOIy4eHHI 3 A1€CIOBAMHU
have, need, rely on, offer, provide, give, get Ta accept, 0 BIATBOPIOIOTh CTATUYHI YU JTUHAMIYHI
acrekTu 300pakeHuX Mofii. Po3mmpeHi KOHCTpyKii B KapKaCHUX TEKCTaX JIEMOHCTPYIOTh, IO
He3psYl JIIOAU MaloTh MIATPUMKY JIMILIE B OJM3BKHUX Ta CTPAXKIAAOTh BiJ ii MOCTiNHOI HecTaul 3
OOKy cycniibcTBa Ta IHCTUTYLIH. Ha miATpUMKY pilHUX BKa3yIOTh OAMHUI HA MO3HAYEHHS YJICHIB
POIIMHU Ta APY3iB y CKJIaJi PO3MMPEHUX KOHCTPYKUIN have support of the family/ friends/ young
people tomo. Hecraya miarpuMku momaeTbes sk lack of support ta little support, a ii moBHa
BIJICYTHICTh 300pakeHa 3amepedeHHsIM 70 YU 1ot y CKIal PO3MIMPEHHX KOHCTPYKIIIA, Harmp.,
We don’t have the support we need (bbc.com 12 Aug. 2020).
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IHTEPMEJIAJIBHICTb SIK 3ACIB ONTUMI3ALIl KOMYHIKATUBHOI CTPATEIII €C
(na marepiaJi ingopmauniinoi moairuku moxo COVID-19)
Hanunbuyk A.JL
Boauncokuit nayionanenuu ynieepcumem imeni Jleci Ykpainku

€Bporneiiceknii Coro3 — e cKIaaHe, HajHaIloHANbHE 00’ eHaHHs 27 KpalH-WIeHiB, KOXKHA
3 SIKUX Ma€ CBOIO TPHBAIY HalllOHAJIBHY ICTOPIIO, TPAIUIIHHY KYJIbTYpPY Ta MOMTHKY. ChOTOIHI Y
€BPOIEUCHKIN CIUJIBHOTI BCE YacTillle MOXKHA MOYYTH i7ei maH'eBpOINeichKoi €IHOCTI, KYIbTYpH,
inenTuyHocTi. Tepmin «€C imentuunicthy / “EU identity” akTHBHO YBIMIIOB 10 CIOBHHUKIB
cy4acHuX 3ac0o0iB MacoBoi iH(opmallii, MOIITHYHUX, OCBITHIX Ta KYJIbTYPHUX IHCTHTYLIH.

€C Hece BIAMOBIAAIBHICTh 3a JIOBEJEHHS CBOIX pIllleHb Ta IIsUIBHOCTI J0 TpomaasH €C
Ta IHIIUX 3aI[iKaBlIeHUX CTOPiH. B ycranoBax €C mpaIiorTh CIeiaaiCTH Ta CemialbHi OI0IKEeTH,
10 3a0e3MeuyrTh JETKy MOCTYMHICTh iH(opmarllii mpo €C MOBO, Ky PO3yMIIOTH I'POMAJISIHH.
[HCTpYMEHTH KOMYHIKaIii BKIIOYAaIOTh B€OCANT, OOJIIKOBI 3aMCH B COLIATBHUX MEpPEeXkax, CIyxKOu
3B’SI3KY Ta MICLIE€BI BIITIIEHHS Y BCiX KpaiHax €C, a Takoxk crieniaibHi CIIy:K0u AJis Mejia.

Ha nymky 1. Bonrepa i P. I'pycina, mudpoBi TEXHOIOTi] OHOBHUIIM MiJXiJ 10 TEOPETHUYHOTO
Ta EMIIIPUYHOTO BHUBUYEHHS camoi imei 3aco0iB macoBoi iHdopmarii (Bolter & Grusin, 1999).
JlupkuTanizamis Ta TinepTeKCTyalbHICTh OB s3a1a Pi3HI KOMIT I0TEPHO-OTIOCEPEAKOBaHI TEKCTH
3 ay/i0Bi3yadbHUMH (opMamu criyikyBaHHs. O0'eHYIOUN HA CBOTH muaTdopMi KIIFOUOB1 IHCTUTYIIIT
€C, Europa cnipusie CTAHOBJICHHIO HOBOTO COIIOKYJIBTYPHOTO CEpPEIOBHUIIA, 110 Pearye Ha BaKIUBI
CYCITUJIbHI MPOIIECH.

CepiiozauM comianbHUM BUKIHKOM y 2019-2020 pp. crama mnangemis COVID-19,
3 MOJAJbIIUMU KapaHTUHHUMHU OOMEXKEHHAMHU i JokaayHoM. [HdopmyBanHsa HaceneHHs: €C moao
curyarii i3 COVID-19 mnorpebye HeaOMsSKMX 3yCWJIb 1 YCKJIQIHIOE 1 0€3 TOro HeIpocTy,
O0aratomoBHy, KomyHikamito €C — rpomamsau €C. K. €HceH BH3HAauae iHTEPMENialbHICTh
SK B3a€MO3B’SI30K Cy4acHHUX 3ac00iB KOMYHIKaIlii, 0 MOCHJIAIOTHCS 1 3aJeKaTh OJWH BiJ OJHOTO,
SK SIBHO, TaK 1 MPUXOBAHO; BOHU B3a€MOMIIOTH SIK €JIEMEHTH PI3HUX KOMYHIKaTMBHHMX CTpaTeriif; i
BOHM € CKJIQJIOBUMH IIHUPIIOTO COIAJIBHOTO Ta KyJIbTypHOro cepeaoBuma (Jensen, 2016).
IaTepmenianbHicTh, SK 3aci0 TO€IHAHHS pPI3HOMAHITHUX TEKCTOBUX, BIJEO Ta aydiallbHUX
ME1aTeXHOJIOT1 ONTUMI3ye 3arajibHy KOMYyHIKaliiHy crparerito €C 3a10BUIbHAI0YN PI3HOMAHITHI
iHpopManiiiHi moTpeOu HeoAHOpiaHOI aynuTopii BeOcaiity Europa. 3 MOMEHTY BHHUKHEHHS
€M11eM10JI0TYHO1 3arpo3y, Ha IbOMY CaiiTi 3 sBHJIacs crenianbHa BkiIajaka — Coronavirus Respons,
10 MOEAHYe y co0l BCIO BaxIMBY Ta odiuiiHy iHdopmarnito moao COVID-19 y €C. 3anus
MaKCUMaJbHOI €(EKTUBHOCTI KOMYHIKAaTHUBHOI CTpaTerii, MOBIJOMJIEHHS JOCTYNHI B pI3HHUX
dopmarax — TpaauLiifHOMY TEKCTOBOMY (hopMaTi, sIK BiJICO3BEpHEHHS IMpe3uieHTa €BponeichKol
koMicii Ypcynu ¢on nep JlseH, sk ¢oto 1 Bigeo marepianu 3 kpain-wieHiB €C, iHporpadiku Ta
HaBITh SK MiJ0ipKa TBITIB wieHiB €Bpomnelicbkoi komicii (Coronavirus Response, 2019). Bzaemonis
TEKCTOBOI, ayAioBi3yalbHOI, (0TO 1H(OpMaIii, 110 CHUIBHO BUCBITIIOE BIAMOBIAL IHCTUTYLINH €C
Ha Bukinky nanaemii COVID-19 y cdepi rpomMacbkoro 3710poB’ s, EKOHOMIKH, TYpU3MY, HAYKH Ta
1HHOBaIl, OopoTbOM 3 Je3iH(dopMalli€lo, KpU3M YIPaBIiHHS, TPAHCHOPTY Ta HEBIAKIATHOI
JIOTIOMOTH, JO03BOJII€ MIBHAIIE Ta edekTuBHime iH(popMyBaTu HaceineHHs 27 KpaiH-WwIeHIB
€pornericbkoro Coro3y Ta 30epiraTd HEIEPEPBHICTh BIMUYTTS €HOCTI, IO € OJIHIEIO 13 KIFOYOBUX
LIHHOCTeH €BPOINENHCHKOro COI03Yy.
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A MULTIMODAL PERSPECTIVE ON THE IMAGE OF PILLARS
IN THE EUROPEAN INTEGRATION DISCOURSE
Kryvenko A.

Kyiv National Linguistic University

In this contribution, the focus is on the image of pillars represented in the English-language
discourse on European integration. This image was widely employed by stakeholders in the process
of making meaning of the EU's political structure under the Maastricht Treaty (between 1993 and
2009), a founding treaty that established the European Union. However, the three-pillar EU
structure was eventually abandoned to give way to the EU as a consolidated legal person in the
Treaty of Lisbon in 2009.

This case study offers a multimodal perspective on verbal and non-verbal representations of
the three pillars in the EU legislation, academic literature, and parliamentary debates on European
integration. Multimodality is defined here as the co-occurrence and interplay of different semiotic
resources of meaning-making, “each offering distinct potentialities and limitations” but all being
used to produce “a complete whole” (Bezemer & Jewitt, 2018, p. 283). According to the social
semiotic approach to multimodality adopted in this study, pillars are regarded as a motivated sign
(Kress, 1993, p. 173), and, more specifically, as an icon (van Leeuwen, 2005, p. 49), due to partial
resemblance between the signifier and the signified. The advantage of cognitive linguistic approach
to multimodal metaphor (Forceville, 2006) is also taken to establish the nature of similarity between
the source and the target domains of monomodal and multimodal metaphors.

The data come from two ready-made electronic corpora as well as two ad hoc collections of
texts. The former two are the English-language component of the Europarl — a parallel corpus of
speeches extracted from the European Parliament website, and the Hansard Corpus of speeches
given in the British Parliament. The latter two consist of a sample of legal, academic, and
promotional texts mentioning the three pillars but not graphically representing them, and a sample
of those texts, which both mention and graphically represent the pillars.

The study explores how proponents and critics of the Treaty on European Union, known as
the Maastricht Treaty, use semiotic resources available to them (in this case the verbal and visual
modes) to construct representations of the European Union in terms of pillars. In particular, answers
to the following research questions are sought: Is there a variation of resemblance between the
signifier and the signified across monomodal and multimodal instances of communication? Do
representations of pillars trigger any other manifestations of the source domain in the selected
stretches of communication?

The findings are interpreted with respect to the dominant narratives of European integration in
a wider sociopolitical context.
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ENGLISH NEWSPAPER HYPERTEXT CHANGE
Kryshtaliuk H.
Kamianets-Podilskyi National Ivan Ohiienko University

At the contemporary stage of media development hypertext becomes the projected point of
analysis and interpretation. It has become a powerful tool of media discourse construction and
reconstruction. The aim of this paper is to highlight the role of hypertext change in shaping English
newspaper discourse. We define a newspaper hypertext as a functional construct nonlinearly
organized with both verbal and nonverbal components and links between them.

The central feature of hypertext is intermediality defined by J. Herkman (2012) as social and
cultural relationships in which different media are articulated in relation to and exercise power over
one another (op. cit.: 11). Intermediality, first developed by J. Muller and E. Hess-Luttich as part of
their hypertext theory (op. cit.: 14), reveals continuity and change of the newspaper hypertext.
While investigating British and American newspaper hypertexts we have singled out two major
types of their change: a technologically-oriented change and a format and genre-oriented change.

By the technologically-oriented change of a newspaper hypertext we mean its differences
made possible by the integrated informational technologies, such as computer and Internet. The
technologically-oriented hypertext change is foregrounded in the computer-mediated newspaper
discourse as standing in opposition to the printed newspaper discourse. Under the influence of its
digital correlate the printed newspaper hypertext is gradually moving away from its classical
concept, being characterized by the growth of nonlinearity as well as less static, stable, and
proportional layout of texts, photos, graphics, and links between them. The increasing nonlinearity
of the printed hypertext makes content-structuring in newspapers less expected with the prevalence
of photo- and graphic information. At the same time features of the printed hypertext are fixed
within one paper edition. Unlike it, the digital hypertext is immersed in change demonstrating
increased hybridization (presence of different media), polymodality (video, audio, photo, and text
event representation), and intermediality (easy links between different media and switching from
one to another). The digital hypertext is more open-accessed, interactional, social, and dominating
the newspaper discourse structure. In the digital newspaper hypertext it is the addressee, who sets
its boundaries. Both the printed and digital newspaper hypertexts undergo format and genre-
oriented changes in size, form, style, and content. In this respect, such two central classes of
newspapers as broadsheets and tabloids merge. Currently, for instance, only two British
newspapers, the Financial Times and the Daily Telegraph, maintain a broadsheet format. Most of
the newspapers have changed to a pocket tabloid format, while such newspapers as the Guardian
and the Observer have acquired the Berliner format, which is mid-way between a tabloid and a
broadsheet (“Which British Newspaper Are You?”, 2008), without losing the quality features of
style and content. The tendency to tabloidization meets the requirements of the addressee, aimed at
quick grasp of information for a short period of time.

Thus, digitalization of English newspaper hypertext improves interaction between the
addresser and addressee providing the latter with more autonomous and equal participation in the
discourse. Despite the illusion of its complexity, the digital newspaper hypertext conditions the
addressee’s attitude to the conceptualized content and reduces the cognitive work to be done by
him/her. Digital newspaper hypertext allows for high selectivity of event representations leading to
their lower/ higher relevance and access.

LITERATURE
Herkman, J. (2012). Introduction: Intermediality as a theory and methodology. In J. Herkman,
T. Hujanen & P. Oinonen (Eds.), Intermediality and Media Change (pp. 10-28). Tampere University
Press. Retrieved from https://books.google.com.ua/books?hl=ru&lr=&id=8sl IMWqysAC&oi=
fnd&pg=PA7&dq=intermediality+in+media&ots; Which British newspaper are you? A guide to
British newspapers. (2008, December 2). In Anglotopia. Retrieved from https://www.anglotopia.net/
anglophilia/which-british-newspaper-are-you-a-guide-to-british-newspapers/

31


https://books.google.com.ua/books?hl=ru&lr=&id=8sI_lMWqysAC&oi=%20fnd&pg=PA7&dq=intermediality+in+media&ots
https://books.google.com.ua/books?hl=ru&lr=&id=8sI_lMWqysAC&oi=%20fnd&pg=PA7&dq=intermediality+in+media&ots
https://www.anglotopia.net/

IHTEPMEIIAJIBHI AJTIO3Ii AHTJIOMOBHOI'O MEJIIAJJMUCKYPCY CIHIA
Kymr E.O.
Hayionanvnuii ynisepcumem «3anopizbka nonimexuikay»

Po30ymoBa cy4acHOTO MemiagucKypcy 3yMOBJIEHa CTPIMKHM PO3BUTKOM i1H()OpMALIHHUX
1 KOMyHIKaI[iiHUX TexHojorid. HeaOuskuii iHTEpeC MOBO3HABI[IB BHKJIHKAE AHTIIOMOBHUI
meniaauckypc CIIA, npeacraBieHUil CYKYMHICTIO YCHUX 1 HHUCBMOBHX TEKCTIB, CTBOPEHHX
KypHAJIiCTaMH, 1110 TOMIHUPIOIOTECA 3a gornoMororo 3MI ta mepexi [aTepHer. Y BkazaHoMy TuIli
JMCKYPCY IIUPOKO BUKOPUCTOBYIOTHCS IHTEpPMEIialIbHI ATFO3UBHI OJJMHHIII, JPKEPETaMH MTOXOKCHHS
AKUX € TeKCTH MilmaHoi Ta apTedakTd HeBepOanbHOI mnpuponu. KirouoBumu mxepenamu
MMOXO/KEHHST TOMIOHUX airo3iii € My3W4Hl1 Ta KiHemarorpadiddi TBOPH, BIJIOMI IIPeICTaBHUKAM
aMepHKaHCHKOI Hallii, 30Kpema:

This hellblazer forgot that these people had lived here with faith, with God in their hearts and
the God blessed them and the country (Larson, 2016).

L]eti nochaneys nexna 3a0ys, wo yi 10ou dxcunu mym i3z 6ipoio, iz boeom y ixuix cepysx, i boz
0nazocnoenaes ix ma Kpaiwy.

CrarTio, parMeHT K01 MOAAHO Yy MPHUKJIAAl, MpUcBAYeHO mofisM 12 yepBus 2016 poky B
micTi Opnanno (mrat @nopuna, CLIA). V ueit nenp nBaausatuaes’stupiaauM Omapom MaTiHoM,
0aTbKH SKOTO € YpO/KeHISIMA AdranictaHy, OyJl0 CKOEHe MacoBe BOMBCTBO, YHACHIJIOK SIKOTO
3aruHyno 49 oci6, a 53 moauHu oTpuManu mopaHeHHd. [lin yac mepecTpiiku 3 MOJIIi€ro, sKa
npubyna Ha Mmicue 3inounHy, Omapa Marina Oyno BOuTO. Anro3uBHMM 3aci® this hellblazer,
BUKOPUCTaHUU y HaBeIeHOMY (pparMeHTi MeaiaTeKCcTy Ui HOMiHAIlli 3JI0YMHIIS, BiJICHIIA€ aapecara
70 cepii aMEepUKAHChKMX KHUT MICTMYHHX JKaxiB mia Ha3por “John Constantine: Hellblazer”
(«dxon Koctsutun: [locnanens nekiay), TOJOBHHUM Tepoil SIKUX KMBE B CYy4aCHOMY CBITI, KOITh
3710, apTyYMEHTYIOUU II€ 1JIC€I0 BEIUKOTrOo OJyara. 3acTOCOBYIOUM QNI03il0, aBTOP HE TUIBKU
BUCJIOBIIIOE BJIACHE CTABJICHHS /10 BOMBIII, SIKU CKOIB TSXKKWH 3710YHH, 3aTMHYBILIH PU I[LOMY CaM,
asie ¥ IpoTUCTaBIIs€ HOro 3aru0IMM aMepUKaHILAM, SIKUX XapaKTepu3ye sk OjarocioBeHHUX borom
Ta TaKuX, 110 YKWUJIH 13 Bipoto B 1yl (these people had lived here with faith, with God in their hearts
and the God blessed...). Y HaBeneHOMYy (QparMeHTI MEIIaJJUCKypCy TaKOK BHKOPHCTOBYETHCS
amo3uBHUNA BuUCHIB the God blessed them and the country, mo BKa3ye Ha Ha3By BIJIOMOI
amMepuKaHCbKOI naTpioTuyHoi micH1 “God Bless America”, Heo(iliHOTO FIMHY KpaiHH, HamucaHOTro
aMepUKaHCbKUM Komno3utopoM IpBinrom bepmninom y 1918 porii.

AJTr03i1, JpKepesioM MOXO/KEHHS SIKMX € MICeHH1 Ta KiHeMaTorpagiuHi TBOPH, BAKOPUCTOBYIOTHCS
TaKOX y 3arojioBkax crateil Meaiaguckypey CLIA, Hampukian:

Dreams of Californization. How the West Has Transformed the Rocky Mountains (Smith,
2015).

Mpii npo Kanigpopnizauiro. Ak 3axio sminue Cxenacmi I opu.

AmtozuBHa onunuus dreams of Californization, 3acTocoBaHa y BKa3zaHOMY (parMeHTi
MeIaIMCKypCy, BlACHIAE 10 TpuctiBy 3 Bigomoi micHi “Californication” (2000 p.) amepuKaHChKOro
pok-rypty “Red Hot Chili Peppers”: Dream of Californication. Ha3Ba micHi cTBOpeHa i3 IBOX CIIiB
California — Kanigopnis ta fornication — nepentoocmeo, o6y0. I1icHs BUCBITIIIOE TEMY MOPaJBHO1
nerpajanii amepuKaHchbKoro cycniibcTBa. Ha mymky aBropa Texcry micHi E. Kimic, y mpomy
BUHHI Hacammiepen Kamigopnis Ta ['omtiBya, 1o mpomnaryloTh MOTAT IO CJIaBM, BEJHMKI TpoIli,
CMOKMBALlbKE CTABJIEHHS JI0 JKUTTS, MOpHOrpadito, po3Baru, Nepento0cTBO Ta Oy, MOBEPXHEBY

KYJIbTYpY.
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MEMMU SIK MEJIHHUWM 3ACI5 IOIIUPEHHSA CTEPEOTUIIIB
Jlro6umona C.A.
Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

B inTepakTHBHIN B3aeMOJIl aBTOpA 1 UMTAIBKOI ayUTOpii, SIKa aKTHBHO BIUIMBA€ Ha TBOPEHHS
MEIIHHUX TEKCTIB HMUIIXOM KOMEHTapiB y Oyorax, 3’sIBJSIOTHCS HOBI JKaHPH, 10 SKUX BIAHOCSATH
MemH. Lls KoleKTUBHO CTBOpeHa ribpuaHa GopMa Meaia-TeKCTy CKIIAIA€ThCs 3 KapTUHOK, (OTO,
B1JI€O, JKapTIBJIMBHUX IIIMUCIB 1 KOMEHTapiB. MeMH pO3MOBCIOKYIOTh «KYJIBTYPHY iH(oOpMaIlifo,
sIKa TIOCTYMOBO (POPMYETHCA y CIIJIBHE COLIaJIbHE SIBUILE, IO BiATBOPIOETHCS PI3HUMH CIIOCOOaMH
HaciigyBanHs» (Shifman, 2013, pp. 364-365). CemaHTH4YHI 3alI03MYCHHS MOEIHYIOTHCS B MEMi
[IIIXOM MOBTOPHOTO TPHBJIACHEHHS MIMIKH, KECTiB, (pa3, BiIiOpaHHX i3 TEKCTIB MOMYJISPHUX
Mmenia (Milner, 2016, pp. 93-94). Oco0IMBOCTAMU JKaHPY MEMIB € PO3CISIHE PO3MIIICHHS TEKCTY Ta
3MIHM HOTO pO3Mipy, BHKOPHCTaHHS CJIEHTY B Haamucax. MeTakOMyHIKaTHBHA IiJKa3Ka JUIsd
pO3yMiHHA 00pa3iB y MeMax HaJa€ThCs Yepe3 COIIOKYJIBTYPHI CTEPEOTHUIH, K1 JIETKO MiAIar0ThCs
«MEMETHUYHOMY» TOIIMPEHHI0. BOoHU nit0oTh sK (pikCOBaHI KylbTYpHI KpuUTepii il OTpUMaHHS
HOBOI iH(pOpMaIlii 1 CTBOPEHHS HOBUX APTIBJIUHUX UM CAPKACTUYHHX BUCJIOBIB, CIIOCTEPEKEHD Ta
apryMeHTiB (Tam camo, p. 123).

CrepeoTunu B MeMax € CEMAaHTHYHHMH OJICHIaMH — KOMOIHAIiIMH 1KOHIYHHMX 3HAKIB, IO
MPEJCTABISAIOTh MOMITHI aTpUOYTH CTEPEOTHIIIB, i CUMBOIIIB, SIKi EPEAAIOTh CYCHUIbHY KPUTUKY
Il 1 MOBEAIHKH B MOEIHAHHI TEKCTYy Ta HA04YHOTO (hoHy MeMiB. CHMBOJIOM COLIOKYJIBTYPHOTO
CTEPEOTHITY, Ha SIKOMY TPYHTYETBHCSI BEIIMKA KUIBKICTb MEMIB aMEpUKaHCBKOTO Me[ia-IUuCKypCy,
€ enoHiM Karen, 10 TO3HAYa€e COIIATbHY KaTEropiro OUIMX >KIHOK CEpPeIHBOTO Kiacy, fKi
KPUTHUKYIOTh TIpamiBHUKIB chepu nocnyr (Store: We give away free donuts. Karen: 1'd like to speak
to the manager), BuUKka3ytoTh pacoBy Bopoxicte (Karen: Black lives don't matter at all to me!) i
HEXTYIOTh CYCHUIBHUMH TpaBUJaMH O€3MeKH, BiIMOBISIOUYNCH JOTPUMYBATHUCh KapaHTUHHHX
3axoniB (Texas mayor broke her own stay-at-home-order to go to nail salon. This is the supreme
leader of all Karens). Tlo3HaueHHS CTEpEOTHIy BHHHKA€E B acoliamii 31 30ipHUM 00pazom
nepcoHaxiB Kapen i3 komeniitHoro ¢inbmy “Mean Girls” (2004) 1 cketuy . Kyka “The Friend
Nobody Likes” (2007). BisyanbHO cTepeoTHUN NPEACTABISE CEPAUTY YU YCMIXHEHY IKIHKY
CepeIHbOro BiKY, YacTO 300pakeHy Ha amro3ifHOMy (OHI KaJpiB BiJoMUX (iIbMiB, adim 4u
MEIIMHUX TMEepCOHaXiB, SKI JOMOMaraloTh MPaBWIBHO CHPUMHATH moBigomiieHHs. KapeH-memu
BUPAXAIOTh 1POHIYHE CTaBJIEHHS 1O OLIMX JKIHOK, sIKI 3HEBaXKAlOTh 1 MPUHMKYIOTH TiJHICTH THX,
KOro BBaXKalOTh HMKYMMHU B COLIIaJIbHIM 1€papXii, BBaXKaloTh ce0e NMpUBLICHOBAHUMU 0COOAMH,
TOMY JIO3BOJISIIOTH COO1 BHCIIOBIIOBAaTH JOKOPU IHIIUM JIIOJSM Ta BHMaraioTb OCOOJIUBOTO
ctaBieHHs1 10 cebe (Employee disagrees. Karen: you dare oppose me mortal!l). TlonynapHicTb
«MeMeTHYHOoro» ob0pa3zy KapeH BinOMBaeTbCs y CIOBOTBOpPi, 3aBISKM 4YOMY B Mejia-AUCKYpCl
3’ABIIAIOTHCSL HOB1 CJIOBa: NPUKMETHUK Karenish yka3ye Ha HasBHICTb O3HAaK, HpUTaMaHHHUX
crepeotuny Kapen; BinmiecniBHui iMeHHUK Karening BU3Hauyae mpoliec NOBOKeHHs sk KapeH,
110 BiJI3HAYEHO Ai€ciioBOM fo Karen. Imiomatuuni dpasu It’s so Karen un the Karen of the day
MepealoTh HEraTUBHY OIIHKY JiH, 110 acCOIIIOIOTHCS 31 CTEPEOTHIIOM. ACOLIHOBaHUIN 3 iMEHEM
Karen akponim CAREN (Caution Against Racially Exploitative Non-Emergencies) (Brown, 2020) cras
CHMBOJIOM HETPHUSA3HOTO Ta BOPOXKOTO CTABJICHHS /10 MPEACTAaBHUKIB 1HIIOI pacu. CTepeoTumnizaiis,
o0 BIZOYBA€THCSI B MEMax, BIATBOPIOE €MOIIMHO-OIIIHHE CIPUNHATTSA COIIaJbHUX KaTeropii
1 BIUIMBAa€ Ha IPOMAJChKY TyMKYy. CTepeoTunu B MeMaxX € pe3yJbTaTOM KOJEKTHBHOI JisUTBHOCTI
3MI Ta iHAMBIyabHOTO UM TPYNOBOTO JOCBIAY ayIUTOPIi YUTAUIB.
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IHTEPMEJAIAJIBHA XAPU3MA
ITermrouenko H.B.
Ooecvka Hayionanbha my3uyna akademis imeni A.B. Hedxxcoanogoi

VY cydacHiii TyMaHITapUCTHII BCe OLIBINOT MOMYIAPHOCTI HAOyBa€e Teopis IHTEPMEiaIbHOCTI.
Ile moB's3aHO SK 3 PO3BUTKOM LU(POBOI KYIbTYpH, IO MPOIMOHYE HOBI BHIM MeJia Ta KaHaIH X
B3a€MO/I1, TaK 13 aKTyaJbHUMH TEHACHLIIMU PO3BUTKY Tally3ei, siki BAKOPUCTOBYIOTh MOXJIUBOCTI
iHGOpMAaIIfHAX TEXHOJIOTIH 1 MParHyTh A0 MDKAUCIUIUIIHAPHUX MIIXOIB Y BHUPIIICHH] MPUKIAIHUX
3agad. PesynpraToMm nii iHTEpMEIialbHOCTI € BHHUKHEHHS MPOAYKTY, 3aCHOBAaHOTO HAa CuHMe3i
mucmeyme abo media (HiM. Gesamtkunstwerk) (Vinzenz, 2018: 31). OnTOJIOTIYHA IHTEPMETIATBHICT
nepen0avae HasBHICTh MEBHUX CIUIBHUX PHUC Y PI3HUX MeJIia, HAPUKIIA, Pexcucypa 00pazomeopyozo
mucmeymsa (Grund, 2002), meampanvuicmo cnopmy (Delbrouck, 2004), pumopuka cxyronmyp
(Gohner, 2000), xinemamoepaghizayis nponacanou (Demetz, 2019), 3yMOBIEHUX BIACTHBOCTSIMU
X MeJia, M0 CBITYUTh PO iXHIA MIKCHCTEMHHIA XapakTep.

MexaHi3MU TBOPEHHS XapU3MaTUYHOTO IMIJI)KY Cy4aCHOTO MOJITHKA TaKOX MepeOyBaroTh i
BIUTUBOM 1HTEPMEIiaTbHOCTI. ATICIISIIis MOJMITHKIB 10 TPOMAJICHKOI JYMKH SIK €IMHO CIPABEIJIMBOTO 1
HEMJKYITHOTO CYJIi iICHyBaJia 3aBK/H, ajie Ha ChOTOJIHI BOHA JOCATIa CBOI'O MAKCUMYMY 3aBJISIKH
TAM MOMJIMBOCTSIM, IO JAlOTh CydacHI MeJia, HacamIiepend, TeleOadyeHHs W I1HTepHET, SKi
BUCTYIAIOTh OCHOBHUMHU 3aco0amMu (OpMyBaHHS XapU3MaTUYHOTO IMIJI)KY MOJIITUKA. [HCIIEeHYBaHHS
Ta TPHUIHCYBAHHSA NOMIMUYHOI Xapusmu SK BUHATKOBHX BJACTUBOCTEH OCOOHMCTOCTi, IO
3a0e3MeuyloTh CXWISHHA Nepe] Hewo i MpuOiuHuKIB, iXHIO 0e33acTepexHy AOBipy W Oe3yMOBHY
Bipy B ii HeoOMekeHI MOKJIMBOCTI, BiIOYyBAa€TbCsA 13 BUKOPUCTAHHSIM PI3HHX MeEAia-CUCTEM SK
€JIEMEHTIB MyOJIIYHOT KOMYHIKaTUBHOI cTparterii. Jlo HUX Hayexkarh, 30KpeMa, KaHaIu KOMYHIKaIii
(aymio- Ta Bimeopsau Ha TeneOayeHHI, Bizyali3allii Ta akTUBHE MpocyBaHHs B Instagram, mo3uTuBHI
poii B KIHOCTpiUKax Ta iH.) 1 cONiaNbHI IHCTUTYTH (nep)kaBa, LEPKBa, CiM’s), Jie TOJITHK
CaMOIHCIIEHY€eThCs. Pe3ynbTaToM 1HTEpMEIianbHOCTI € 3aranbHa mediamuzayia norimuxu (be3nocos,
2010, c. 33). Menia Ta iX HO€AHAHHS KOHCTPYIOIOTh MYOJIYHY cdepy i1H@opmalii Ta ITyMOK 1
KOHTPOJIIOIOTh YMOBH iX MOIIMpPEHHs Ta oOMiHy. IlomiTuyHi cy0’€KTH «TparoTh» Ha MeAiiHIN
«CIIEH1» Tepe]] OIBIII-MEHII TACHBHOKO ayJTUTOPIEI0, MPEICTABICHOIO «CIOKHUBAYaAMM» MOJITUIHUX
«ponykTiB». Came Mezia, BIIOMpPalOUn aKTOPIB MOJITHYHOTO MPOIIECY, TPOBOKYIOTh NIEBHY yBary
10 HUX 3 OOKy myOJiKy, 1HCIEHYIOYH iXHI IMIIKH, 30kpeMa xapu3maTtuuHi (Héusermann, 2001).
3aBAsIKM IHTEPMEI1aIbHOCTI — BJAJIOMYy CHHTE3Yy KIHO, LIOY 1 MOJITHUKH — (DEHOMEH Xapu3Mu B
eJleKTopasibHOMY AucKypel Ykpainu 2019 poky HaOyB HOBoro ¢opmary, Jie XapuaMy 3eJeHChKOro-
I'onoGoponpka Oysi0 nepeHeceHo Ha BCIX MpeacTaBHUKIB HapTii «Ciayra Hapoay», sika B pe3ynbTari
cTaja KOJIeKMUGHUM asamapom 1HTEpMeNiadbHOI Xapu3MH HaWMOMYJSPHIIIOro YKpPaiHCHKOIO
MPE3HJICHTA B TIOCTPAISIHCHKY €TIOXY.
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JITEPATYPA EIIOXHU POST-DIGITAL:
HOBI ACIIEKTH B3AEMO/II JIITEPATYPU I MEJIIA
ITomoraiito 10.0.
Ooecvruil Hayionanvruil yHisepcumem imeni 1.1. Meunuxosa

Ha mouarky 2010-x pp., Ha TyMKy JOCIIJHUKIB KyJIbTYpH, BiIOyBcs mepexia BiJ uQpoBoi
no mnoctiudpooi epu. Ilim mobGoro post-digital po3yMmilOTh HOBHI CTaH KYyJbTYPH, IO
XapaKTepU3yeThCsl 3BUKAHHSAM JI0 HOBUX Mejia, 3racaHHsAM erdopii 3 npuBogy IHPPOBHX
TEXHOJIOTIH, a TAKOX iX IMOBHOIO 1HTETpallie€lo B noBcskaeHHe xuttsa (Cramer, 2014, p. 12). Ogaum
13 KpuTepiiB HACTaHHS IOCTIUTITAIbHOI OOM € TMOMYJISIPHICTh AHAJIOTOBOIO MHCTENTBA, i3
BJIACTUBOI0 MOMY HOCTAJIbIi€l0 3a PETPO-HOCISIMHU, KYJIBTYPOIO CaMBHJaBY (3iHami, apT-Oykamu),
pyxom DIY. Hac nikaButh, Ik mo3HauMBCs 1Ei Tepexi BiJ AUTITAIBHOI 10 MOCTIUTITAIBHOT 100K
Ha jiTeparypi. SAkimo B nepiox po3kBiTy nudpoBoi 106u B 1990-1 pp. moyacTimaim eKCIIepUMEHTH 3
BIPTYaJILHOIO JIITEPATYpOIO, MHUCbMEHHUKH aKTHBHO OCBOIOBAJM HOBUN HApaTHMBHHUUA MPOCTIp, TO
BXKE 4Yepe3 JBa JECATWITTS IHTEepHET NepeTBOpUBCS Ha IMPUPOJHE CEPEOBUIIE ICHYBAaHHS
JiTepatypu i, THM CaMHM, CTaB YaCTHHOIO TOBCSKICHHOCTI. Pekiama, pereH3yBaHHS, MPOJAX 1
30yT APYKOBAaHUX BHJIaHb 31MCHIOIOTHCS CHOIOJHI MaixkKe 3aBXIU yepe3 IHTepHeT, po3IUpIOoUy 1
JOTIOBHIOIOYH, TAKUM YHHOM, JIITEPATypHE BUPOOHHIITBO 1033 MEPEKEION.

[To-mepiie, 3MiHUM TOPKHYJIHCS crOCOOy BIATBOpEHHs JiTepaTypu. Kuuru Ha uudpoBux
HOCISIX € ChOTOHI BOKIMBUM 1 CAMOCTIHHHM CEKTOPOM KHHKKOBOTO PWHKY. Bin3Hadummo, 1o Ha
ChOTOHIIIHIH J1eHb Olbie 80% BCHOr0 ACOPTUMEHTY KHHUT IIPOMOHYETHCS TAKOXK B €JIEKTPOHHOMY
dopmari. [Ipy 1pOMy €NeKTPOHHI KHUTU HE KOHKYPYIOTH 13 JPYKOBAHOIO MPOAYKIIEIO0, a HAJacTimie
MOTHBYIOTh YHTauiB A0 NpuaOaHHsS manepoBoi Bepcii. Jlo HaWOLIbII MOUIMPEHUX aJbTepHATHB
MarepoBOi KHUTH HaJIeKaTh eJeKTpoHHA KHura (eBook), aynmiokHura i po3mmpeHa eIeKTpOHHA
kaura (Enhanced Book). IlepeBaramu ejaeKTpoHHOI KHHUTH € 1i €KOHOMIYHICTh, MOJKJIUBICTB
101000BOTO TTPUI0AaHHS, KOMIAKTHICTH 1 AoCcTymHicTh. Ilo-apyre, i3 BIpOBaKEHHSIM HOBHUX
TEXHOJIOTI y JiTepaTypHe BHUPOOHUITBO 1ICTOTHO TpaHchopMyBaBcs 1 caM pelakiiiHo-
BUJaBHUYMM nporiec. Ha okpemy yBary 3aciiyroBye BiJTHOCHO HOBHM 1 JUHAMIYHUNA CETMEHT PUHKY
npykapctBa — Self-Publishing. Camony6mnikaris nependavae, 1o aBTOpH CaMOCTIHHO MyOJiKyIOTh
BJIACHI KHUTH, HE KOPHCTYIOUUCH MOCITyraMH KJIACHYHUX BUAABHUITB. [Ipu mboMy BOHH abo cami
BUKOHYIOTh YC1 (DYHKIIi KHUTOBU/ABL, CTBOPIOIOYH 32 FOTOBHUMHM HIA0JIOHAMHU MPOIYKINIO «IIi]
K09 (HaO1p TEKCTY, KOPEKTypa, 0hOpMIICHHST OOKIaMHKH 1 T.11.), 800 KOPUCTYIOTHCS MOCTyTraMu
cnewianbHuXx (ipm (epubli, tredition). Bubip Ha KopucTth camomyOJikalii MHCbMEHHHUKH
MOSICHIOIOTH MOJKJIMBICTIO TPUMATH IIiJ] KOHTPOJIEM TPOLIEC pPeaaryBaHHs, CaMOCTIHHO YIPaBISTH
MapKETUHTOM. 3pOCTaHHs MOMYJISIPHOCTI CaMBUIABY CBIAYUTH IPO JiOepai3alilo KHHKKOBOTO
puHky. TpeTiM YMHHUKOM, IO MIATBEP/KYE HACTaHHS MOCTIU(GPOBOM (a3u KyJIbTypH, €
MaciTaOHe MepeMilieHHs JIITepaTypHOI KpUTHKHU B IHTepHeT. I'0JI0BHOIO MepeBaroro Juritanizanii
kputukn Y. bpenpens-llepnina BBakae JeMOKpaTH3allll0 C€aMOro0 IHCTUTYTY KpPUTHUKH,
MOMYJSAPU3ALII0 JITepaTypd 1 PO3LIMPEHHS NOTEHLIHHOI 4MTanbKkoi ayautopii. PasoMm 3 Tuwm,
ICHYIOTb 1 HEraTHBHI CTOpPOHM MacoBi3allil I|HTEpHET-KpUTUKH, Takl SK JUIETAaHTCTBO 1
nenpogecionanizm (Berdel-Perpina, 2019, p. 200). Yce 6inbmioi momynspHOCTi HabyBae Bizeo-
dbopmar miTepaTypHOi KpUTHKH (OTJISIAU, TPEUJIEpH IO KHUT, OCOOMCTI peKoMeHaiii OJjorepis,
MacT-piJiy, IHTEPB 10 3 MUCbMEHHUKaMH Ha youtube-kaHanax, booktube).

OTxe, [HTEpHET Y MOCTIIM(POBY A00Y BHUSBHBCS 3BHYHHM CEPEIOBHUINEM IS JIITEPATYPHOTO
BUPOOHMIITBA, @ O OCHOBHHX I€peBar B3aeMOJil JiTepaTypu 1 LHU(POBUX TEXHOJOTIH HaleXaTh
3araJbHOJIOCTYTIHICTh CJIOBECHOCTI, BEJIMKE OXOIUIEHHS ayquTopii, MacoBi3allisi, €KOHOMIYHICTb,
3pYYHICTb 1 IBUIKICTb.
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MIKKAHPOBA TPAHC®OPMAILIA BEPBAJII3OBAHOI'O 3MICTY
B AHTJIOMOBHOMY MEJIHHOMY JTUCKYPCI: IHTEPMEIIAJTbHAM ACITEKT
[Toranenko C.I.
Kuiscokuu nayionanvruti ninegicmuyruil yHigepcumem
Tanasipa H.M.
Hixcuncoruii deporcasnuil ynisepcumem imeni Muxonu I 'oeons

VY cy4acHOMY aHIJIOMOBHOMY MEIIHHOMY TUCKYpCi HaWOUIBII MOMIMPEHUMH € JBa KaHPU —
BUCTYIIH, CIIBBIAHOCHI 3 IPOMOBAMH aHTUYHHUX PUTOPIB, 1 HOBUHH, [TONIEPEHUKAMHU SKHX YBaXKaeMo
omnoBimmeHHs riamaraiB. Lli mMeniiini >xaHpu chopMmyBanucs BHACIIIOK 3aMiHH O€3MOCEPEaHBOTO
CHIJIKYBaHHS TOJIOCOM HOBHMH crmoco0amMu ¥ (opmamu komyHikamii. BiaMmiHHOCTI MK HUMH
BUSIBIISIFOTBCSL Y CIIOCO0AxX 3aJlydeHHsI [M03aMOBHOTO MaTepiaily, 30KpeMa, TBOPIB MHCTELTBA, IO
JEMOHCTPYE 31CTaBJICHHS pi3ABSIHOTO BiTaHHS bpurancekoi koposieBn €nuzaetu (2014 pik) 1 oro
BUCBITJICHHS B HOBHUHAX.

Koponesa nounHae BUCTYH, MPUCBIYCHUN TeMi TPUMHUPEHHS, pedEepeHLIielo 10 BiIOMOI ycim
OpuTaHIsAM CKynbnTYpH y ctapomy Cobopi micta KoBeHTpi, sika HasuBaetscs [Ipumupenns: In the
ruins of the old Coventry Cathedral is a sculpture of a man and a woman reaching out to embrace
each other. The sculptor was inspired by the story of a woman who crossed Europe on foot after the
war to find her husband. Casts of the same sculpture can be found in Belfast and Berlin, and it is
simply called Reconciliation.

CkynbnTypHMA 00pa3 MPUMUPEHHS, SKUH BIIKPHBA€E 3BEPHEHHsSI MOHAapXa, CIYI'ye OCHOBOIO
IUTSL PaMKOBOT OpraHi3allii IiIOro TEKCTY, U0 BUSBISIETHCS B TOBEPHEHHI JI0 IOTO TBOPY MHCTEITBA
y ABOX OCTaHHIX a03anax BUCTYIY. Y MepeloCTaHHbOMY — Ha3BaHa CKYJIBITYpa BUKOPHCTaHA IS
OILIHKU TpUMUpeHHsI B bendacri: a reminder of what is possible when people reach out to one
another, rather like the couple in the sculpture. Y 3akito4HOMY a03alll KJIHO4OBa KOHCTPYKIIS
stretched out his hands, mo xapakrepu3sye nissHas [cyca Xpucra 3au1st IPUMHUPEHHS, CITIBBIIHOCUTHCS 3
niecnoBoM reach out 31 Beryny: A role-model of reconciliation and forgiveness, he stretched out his
hands in love, acceptance and healing.

Buknan 3MicTy BUCTYIy KOpOJIEBU I pedepeHIlis 10 CKyJIbITYpH, OKJIAA€HOI B HOr0 OCHOBY,
JIEII0 BUJO3MIHIOIOThCS B TekcTaX HOBHUH. bi-bi-Ci BUHOCUTD y 3aroioBOK BIIacHE 1/1€10 MPUMHUPEHHS,
Ha/laj]l akIeHTYyIouH ii y BCTynHoMmy ab3aui: Queen’s Christmas message emphasises reconciliation
(https://www.bbc.com/news/uk-30595544). HatomicTb, oHnaiiH razera Express 30CepeKy€eTbCsl Ha
inei mupy ¥ npumupeHHst B 3aronoBky Queen’s Christmas Day speech urges peace and
reconciliation, a y BCTyIl 31HCHIOE pedepeHIliio 0 3raJaHOTO y BUCTYI PI3ABIHOTO OpaTaHHS
OpUTAaHCHKUX 1 HIMEI[PKUX COJIJIAT MiJl Yac MepIoi cBiToBoi BiiHU: The Queen evoked the spirit of
the 1914 First World War Christmas Day truce in a message to the nation and Commonwealth
today making the case for peace and reconciliation (https://www.express.co.uk/news/royal/548725/
Queen-s-Christmas-Speech-2014).

UYu 3rasytoTh HOBUHHI NOB1JIOMJICHHS HAlrOJIOBHILINI 00pa3 BUCTYILY KOPOJIEBU: CKYJIBITYPY
[Ipumupennsa? BianmoBigsr NO3WTHBHA: B 000X TEKCTaxX BUKOPUCTAHHA Y 3BEPHEHHI 00pasy
CKYJBNTYpU BiJ3HaueHO B 6-7 ab3amax Oe3 pPO3KPUTTS HWOro TEKCTOTBIPHOI pOJdi y BHUCTYI.
HaromicTh, HOBHHHI MOBIIOMJICHHSI HAJAIOTh TOJATKOBY 1H(OPMAIII0 MPO 1€ TBIp MHUCTEITBA,
3allOBHIOIOYM MOXJIMBI JIAKYHU B KapTUHI CBITY uMTaya, 30arauytouu ii: Introducing her theme by
discussing a sculpture called Reconciliation by Josefina de Vasconcellos of a husband and wife
reunited after war, casts of the artwork stand in the ruins of Coventry Cathedral, Belfast, and
Berlin the Queen recalled this year’s centenary of the outbreak of the First World War (Express).

Takum 4MHOM, JOXOAMMO JBOX BHCHOBKIB. Ilo-mepiie, HOBUHHI TE€KCTH (DYHKIIOHYIOTH 3a
BJIACHUMH TpaBUJaMH W 3MIHIOIOTH IOCIIJOBHICTh BHUKJAQAy 3MICTY BHUCTYIIB, BHHOCAYH Ha
noyaTok iH(opMarlito npo HaiOIbII aKTyanbHi cycniiabHi noaii. [lo-apyre, 3amydeHHs y BUCTyHax
TBOPIB MHCTELITBA BUKOHYE TEKCTOTBIPHY pOJib, a IX MOAAJbIIE 3ragyBaHHs y (OHOBHUX OJoKax
HOBHH 30arauye KapTHHY CBITY YUTaya.
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BUKOPUCTAHHSI MOJAJBHOCTEM ITPU PO3POBIII KOMEPIIMHNUX HA3B
Cunsscbka O.€.
Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

Komepiitni Ha3Bu, sKi BifoOpa)xaroTh pi3HI MaTepialbHi XapaKTEPUCTHKH TOBapy: KOJIip,
CMak, apomaT, TaKTWJIbHI BIAYYTTS, 30BHIIIHIA BUTIIAI, (HOpMy, po3Mip, KOMIIOHYBAaHHS TOBapYy,
31e0UIBIION0 3aCHOBAH1 Ha aIlessLil 10 IeBHOI MOIaIbHOCTI.

VY cyyacHHX KOMEpLIMHUX Ha3BaX JIOCUTh 4aCTO BUKOPUCTOBYETHCSI MOHOMOJAAIBHICTD, KA
nepen0davyae CTBOPEHHsI HallMEHYBaHHS Ha OCHOBI CTUMYJIALIT OJJHOIO JOMIHAHTHOTO OpraHy 4yTTs.
Hanpuknan, neski HoMiHAwLii mepenaroTh HAWOUIBII y3arajdbHEHE YSBICHHS MPO CMAaKOBi SIKOCTI
toBapy (muBo «CMmak», kapamenb «BuOyx cmaky», 4ail «Aypa cMaky»). Taki Ha3BU NMPaKTHYHO
HIYOTO HE NOBIIOMJISIOTH CIIO’KMBAYEBI PO KOHKPETHUN CMaK MPOIYKTIB.

3aMilIeHuid TUI MOJAAIBHOCTI, SIKHM € CTUMYJIATOPOM JOMIHAHTHOTO OpraHy 4yTTs, ajie 3a
JIONIOMOTOI0 1HIIOI peatii, peai3yeTbCsi B Ha3Bax, 110 BKAa3ylOTh HA apoMaT TOBapy, HAIpHKIAJ,
«JIuMOHHMI apoMaT» (IIOKOJaJAHUN OaTOHUYMK), «Apomar anenbcuny», «bapbapucoBuii apomar»
(namoi). bararo cy4acHMX KOMEpIIMHUX HOMIHAIlIii CTBOPEHO 3a JOMOMOTO0 BI3yalbHOI JIOMIHAHTH
(Hampukisiag, nuBO «SIHTapHe», ropuaka «lIpo3opay», ropiika 3 sSCKpPaBO-CHHBOIO ETHKETKOIO
«Ynprpamapuny). Ll xapakTepucTrka mpoayKTy abo HOro CKIIaJHHUKIB HEPIIKO CTA€ OCHOBOIO IS
PO3BUTKY HOBOTO, MPAarMaTOHIMIYHOTO, SIK MpPaBWUJIO, OOpa3sHOro, 3HAYEHHS (HANPHUKIA[, MUBO
TEMHOTO copTy «CMarisiBa Jiesii», TUBO cBiTioro copty «binma Hiuy, nykepku «Hidukay, « CHIKOKY,
ne oOpa3Hi HoMiHamii BimoOpakarOTh KOMip HA4YMHKH). s KOMepuiiHUX Ha3B aKTUBHO
BUKOPHUCTOBYETBHCS anesslisl 10 TaKTWIbHOI JOMIHAHTH (Hampukiaz, ropuika «llloBkoBa», muBo
«OKCaMHUTOBE», KOKTECHITb «MIiITH1 001iMI»).

Y KxoMepuiiHUX HOMIHAIISX MOXYTh 3HAXOIUTH BiIOOpPaXEHHS OCOOJIMBOCTI 30BHIIIHHOTO
BUTIIAAY 1 GOpMH MPOIYKTY, HaNlpUKIIaL, «Srinka» (kapamens y popmi srin), «Mopebka KOJTEKIIis»
(mykepku y Gopmi MOPCBHKUX iCTOT), «3HaKU 3o0xiaky» (LIyKepkd y (opMi 3HAKIB 30/iaKy).
MoTHBOM aJIsi CTBOPEHHS Ha3BH TOBAapPY MOXYTh IOCITYXHTH TaKOX 1 OCOOJMBOCTI YIaKOBKH,
HaIpUKJIIAJ, IUIAIIKA TOPLIKK M1 Ha3Bow «KanmarmHukoB» BUKOHaHA y (opMi aBTOMAaTa i MaTpoHa,
«Jlammouka» — y dopmi nammouku, «bmkinka» — y dopmi 6mkonuHoro Bynuka. Hominarii, mo
B1100OpaxaloTh cHenugiky KOMIIOHYBaHHS MPOJYKTY, IPEACTaBICHI HEBEIUKOI KIIbKICTIO
NPUKIIAAIB (IIOKOJIAAHI IyKepKH «AcopTi», «MynbTuMikey, «[lamitpa. Bumykani geceptun»).

KomepriiiHuM HaliMeHyBaHHSIM BJAacTMBAa 1 KOMIUIEKCHA MOJANBHICTh, SKa Iependayae
CTUMYJISILIIIO OHOYACHO JEKUIBKOX 30H CIPUMHATTS: HANpUKIaJ, Ha3Ba KOKTeWmo «BaHimbHO-
M’SITHUH TIOIUTYHOK» ameiro€e 0 CMaKOBOi 1 TaKTHIBHOI noMiHaHT;, «S0myunuii Komip» — 1o
CMaKoBOi 1 Bi3yasibHOI oMiHaHT; «IlepcukoBa Parcomis» — 10 cMakoBOi 1 CIIyXOBO1 IOMIHAHT.

TakuM 9MHOM, amemnsIis 10 MEeBHOI MOJAIBHOCTI MOXE BUCTYIATH MOTHBOM IS CTBOPEHHS
KOMEpIIIHOTO HaliMEHyBaHHS, Tepe0adarouy EeBHUIA BIUIMB HA CIIOKHMBa4Ya MUITXOM CTHMYJISIIT
pI3HHUX OpraHiB 4YyTTiB. bIM3bKO TOJOBHHM HallMEHyBaHb, MOTHBOBAaHHUX MaTeplaJlbHUMU
XapaKTepUCTHUKAMU TOBapy, 3YMOBIJIEHI caMe KOJbOPOM IMEHOBAaHOro MpoaykTy. IlepeBakanHus
30pOBOi JOMIHAHTH MOSCHIOETHCS THM, 1110 Bi3yaJlbHUNA KO/ € HAHOUIBII YHIBEPCATIHHHUM.
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META®OPH B ITIOJITUYHOMY BUCTYVIIIL:
KYJbTYPHO-ICTOPUYHA TPAHCMEAIAJIBHICTD
UYesemtok M.B., Tirapenko O.1O.

Hayionanvnuii neoacociunuii ynisepcumem imeni M.11. [[pacomanosa
Antontok H.M.

Kuiscoxuit nayionanonuu ynieepcumem imeni Tapaca lllesuenka

[ToeTnuHi 3BOPOTH MPUKPAIIAIOTH MOBY, BIOCKOHAJIOIOTH 11 Ta HA/IAlOTh CJIOBaM JI0/IaTKOBOTO
3HA4eHHs, W0 0co0aMBO cTocyeThesi Meradop. JlOCHIIHUKM BU3HAYalOTh Meradopy sK
KOHIIETITyai3allil0 OJHOTO KOTHITUBHOTO JOMEHY 3 OISy Ha KOMIIOHEHTH, SIKI 3a3BHYal
aCOIIOITh 3 IHIIKUM KOTHITUBHUM aoMeHoM (Taylor, 1989, p. 132). Inmumu cioBamu, metadopa
CIIPUIMAETHCS SIK «KOHIIETITyalbHE MPOEKTYBAHHS BHXIAHOTO AOMEHY 0 LIJIHOBOTO 3 OIVIALY Ha
iXHI OHTOJIOTIYHI 1 €miCTéMIYHI BIAMOBIAHOCTI, cripuuuHEHi MamyBaHHaM» (Yu, 1998, p. 15).
3aranom, MeTa)opuyHi BUpa3u MOXYTh OyTH OCMHCIIEHI SIK 3aJisHI y CTpYKTypauii i7iei 3aBIsKu
KOMIIOHYBAaHHIO KIJIbKOX 3HaY€Hb OJIHOT'O CJIOBA LUIAXOM (POKYCyBaHHS a00 NEpEeHECEeHHs Horo Ha
iamre (Schroots, 1991).

TpaauuiitHo MetadopH cipuiiMaroThCA K 3aCO0M MOBH, ajle HE K XapaKTepUCTHUKA MPOLECY
MUCJICHHS 200 niid. Uepes 1ie BOHH 1HO1 BBAXKAIOTHCS (IrypamMu MOBH JPYTOPSIHOTO 3HAYSHHS a00
TaKMMH, 110 BUKOPUCTOBYIOThCS JIMIIE B MeBHUX chepax komyHikallii (Guttenplan, 2005). o Takux
cdep, Oe3nepedHo, HAJNCKHUTHh 1 MOJITUYHE MOBJICHHS. [IOJNITUKMA MOBUHHI OBOJIOMITH HE TLIBKH
OpaTOPCHKUMHU HaBUYKaMH, aje W yMIHHSIM KOPUCTYBaTHUCS HHUMH Y BiAmoBimHid ¢opmi. Lle
HEOOXITHO JUIsi TIepEKOHAHHS BHOOPIIB, 3alTydeHHS OUIBINOI KUIBKOCTI MPUXHUIBHHUKIB abo
OTpUMaHHs TmepeBar Haja onoHeHTamu. Came TOMY HOJITMYHA INPOMOBA IOBUHHA MICTHTH
Mmetadopu, sAKi Como0arThesl ciayxadaM. ICHye TICHHH 3B’SI30K MK TONITHKOIO Ta MOBOIO, 1€
OCTaHHSl CIYXHTh IHCTpYMEHTOM s peanizauii nomituyHux 3aBaaHb (Chilton, 2004). Sk
pe3ynbrat, MeTad)OpUIHI BUpPa3u B MOJITHYHIA TIPOMOBI MalOTh OCOOJIMBUH CTaTYyC, OCKIJIbKA BOHU
BUKIIMKAIOTh E€MOIIIIHY peakIlifo CiayxadiB 1 CIYTYIOTh METOJOM NepekoHaHHs ayautopii (Mio,
Katz, 1996). InaBrypartiiiti mpoMOBH Ta MOJITUYHI MaHI(eCTH € HAWOIBII SICKPAaBUM BUSIBOM TaKoOl
MPAaKTUKH, OCKUIBKM BOHHU HAIllJIEH] HA MIATPUMKY 3 OOKY MOTEHIIITHUX BUOOPILIIB, OTKE, BaXIIUBO,
mo6 BucTyn OyB €MOLINMHUM, MEpPEeKOHIMBUM Ta npuBaOiauBuM. Hampuxman, y cBoix
iHaBrypauiiiaux npomoBax bimn KiliHTOH IHMPOKO BHMKOPHUCTOBYBaB KJIHOUOBY MeTadopy Ipo
aMepUKaHIIIB SIK MaHJPIBHUKIB, 5Kl «11epeOyBaloTh y Tl camiil MOJOPOXKI HALIOTO KUTTS», «HAIlA
MOJIOPOXK TEX KOJHMCh 3aKIHUUTHCA», «aJie MOJA0POX AMEPUKOIO MOBUHHA TpUBaTH» (IMT. 3a Xue,
2013). CuMBoJTiKa MOIOPOXK] 1HKATICYIOBaHA B aMEPHUKAHCHKIN 1CTOPI1, IO MOB'A3YE 1110 MeTadhopy
13 3aceneHHsM y CHIA nepmux MirpanTiB. Taki MaHIpIBHI CIOXKETH € BHMSIBOM TaK 3BaHOI
mpancmeoianbHocmi, 10 areltoe 10 KyJIbTYPHO-ICTOPUYHOI I1aM’SITi TPOMA/ISH.

€ Gararo 1HIIMX NPUKJIAIiB BUKOPUCTAHHS MeTa(op y MOJITUYHUX BUCTYIAX, IPOTE BAXKIMBO
3a3HaYMTH, 0 MeTadopUyHI BUpa3u CIYI'yIOTh MEPEJOBCIM PENPE3CHTALIEI0 MEBHOI KYIbTYpPH.
Came ToMy MOJIITHYHUI JUCKYPC y PI3HUX KpaiHax Mae BiacHy MeTadopuuHy crenudiky, y Tomy
YHCIIl OB’ SI3aHY 13 KYJIbTYPHO-1CTOPUYHOIO TpacMeI1albHICTIO Y BUKOPUCTaHHI MeTadop.
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IHTEPMEIAJIBHICTD IHTEPCEKCYAJIBHOCTI:
BIJI FIHAPHOI KATETOPUYHOCTI IO KOHTUHYYMHOI TOJIEPAHTHOCTI
TEHJIEPHOI IIEHTU®IKAII ¥ CIIIA
VYumna B.A.
Bonuncokuii nayionanonuii ynieepcumem imeni Jleci Yxpainku

3MiHa mapaJurM IMi3HaHHS 1 CBITOCTIPUMHSTTS OCTAHHIX JCCATHIITH HEMOMITHO CIIPUYHHUIIA
Tepexij JIFACTBA BiJl KHUTH A0 [HTEpHETY, Bl aKTMBHOCTI JI0 IHTEPAKTHBHOCTI, BiJ MOOLTBLHOCTI
1o inTepmoOinbHOCTI. [Ipedike «iHTEep-» CTaB HEBiJl'€MHOIO YaCTHHOIO CYYacCHOTO CYCIJIBCTBA, L0
Ha HaIMX o4Yax 3 iH(GOpMaIliiHOrO MEepeTBOPMIOCS Ha MemiiiHe. Uepe3 1€ IHTEPTEeKCTyalbHICTh,
sKa, 3/1aBajocs 0, 1Ie 30BCiM HelaBHO nepedyBana y (OoKyci yBaru JIHTBICTIB, CbOTO/IHI BUTICHEHA
IHTEpMETIATBHICTIO.

3anpornoHoBaHa pPo3BiJKa MPHUCBSUEHA PO3KPUTTIO cHenn ik iHTepMeIianbHOT KOHCTPYKIIIi,
PEKOHCTPYKIIT Ta NEKOHCTPYKILIi HEreTePOHOPMATUBHHUX CEKCYallbHUX 1IEHTUYHOCTEH Yy JAUCKYpCi
amepukancbkux 3MI. Tpaguiiiine po3ymiHHS CBITOOYIOBH SIK Takoi, 110 0€3yMOBHO mependadae
B3a€MO3B’SI30K JIBOX 0Aa30BUX I€HIEPHUX 1ICHTUYHOCTEH, SIKi CHOKOHBIYHO CITIBICHYIOTH y OiHapHIH
OTO3HUIII1 — YOJIOBIK Ta JKIHKA, — 3aMIHIOETHCSI HA KOHTUHYYM BapiaOeNbHUX MPOMIKHHUX CTaTe —
iHTepcekcyanpHocTeil. Taki TpaHchopmarii HEe MOXYTh HE IMPHUBEPTATH YBary MpEICTaBHUKIB
PI3HOMaHITHUX TYMaHITapHUX JUCIMILIIH, cepell SKUX OJHE 13 HAaWMOMITHIIIMX MiClb 3aiiMaloTh
JHTBICTH.

Bbyno 6 momMuikoBUM yBaxkaTH, 1110 HEOIHAPHI T€HIEPHI 1ICHTUYHOCTI 3’ IBUJIMCS HEI0/IaBHO.
HacnpaBni BoHM iCHYIOTH 3 CTapOJIaBHIX YaciB, aje 3apa3, 4epe3 COLialbHI 3MiHU B PO3BUHEHHX
KpalHax, a TaKoX 3aBAAKH PO3MAiTTIO MeJia Ta iX 3pOCTarouoi JOCTYIMHOCTi, BOHH CTalOTh BCE
Oumbmr moMiTHUMH. JloCHipKeHHST HEOIHapHUX TEHACPHUX IIEHTUYHOCTEH Ha 3axoii BKe
chopMyBaJIl OKpEMy Tally3b MOBO3HABCTBA — KBip-IiHTrBicTUKY (Kiesling, 2019; Motschenbacher &
Stegu, 2013; Zottola, 2018). B Vkpaini, ofHak, JIHIBICTUYHI JOCTIIKEHHS T€HACPY 3aTUIIAIOTHCS
apXeTUITHO HOPMAaTHUBHHMH, 30CEPE/KYIOUM yBary rojOBHO Ha BIJIMIHHOCTSIX MK MAaCKYJIIHHUMH
Ta (EeMiHIHHUMU O3HaKaMH MOBJIEHHS YOJIOBIKIB 1 JKIHOK Ta 3aJMINAlOYM 1032 MeXaMH
MPEJICTAaBHUKIB HETeTEPOHOPMATHUBHUX 1IeHTHYHOCTEH. Take irHOpyBaHHS BCHOTO, IO CTOCYETHCS
Oyab-sIKUX BUSBIB HEOIHApHOI camMo- Ta B3aeMoOiJeHTU(IKAIIll, € XapaKTEPHOIO OCOOJUBICTIO YCIX
MOBO3HABYMX ILIKIJI TOCTPAATHCHKOTO MPOCTOPY.

VY Hawmiii poOOTI BUKOPUCTAHO KOMIUIEKC METOIB T'€HJIEPHOI JIHTBICTUKH, KBIP-JIIHIBICTUKU
Ta KPUTUYHOTO aHaJli3y JAUCKYPCY, 00 €IHAaHUX MOCTCTPYKTYPATICTCBKUM PO3YMIHHSM 11€HTUYHOCTI
AK HaOOpy IUCKYpPCHBHMX NO3MIIM (CTaHCIB), IO iX 3ailMae cy0’€KT KOMYHIKAIil y Ppi3HUX
CUTYaIlisIX CHUTKyBaHHS. Takuil HeeceHIamiCTChbKUM MigXili A0 BUBYEHHS MOBHU W MOBIEHHS
YMOXITUBIIIOE ypaxyBaHHS SK MOBHHX, TaK 1 TI03aMOBHHX OCOOJIMBOCTEH KOHCTPYIOBAHHS
TeHJIEPHUX 1IEHTUYHOCTEN y BCbOMY PO3MAiTTI IXHIX MposBIB. Pe3yabTaTH HOCHIKEHHS TOKa3alH,
110 IHTepCEeKCyalIbHI 1IEHTUYHOCTI — 1€ (pparMeHTapHUI HApaTUBHUI KOHCTPYKT, 1110 BUOYAOBYETHCS
B JIUCKYpCl 3a JIOTIOMOTOI0 HU3KHM IHTE€pMeJliaJbHUX IHCTPYMEHTIB Ta JUCKYPCHUBHHUX CTpaTerii,
0 TakoXX MaloTh IHTEpMediaiabHy, TiOpUAHY mpupody. I[HTepcekcyaiabHI 1IEHTUYHOCTI,
CKOHCTPYHOBaHI B JUCKYpCl AaMEPHUKAaHCBKHUX Me/ia, XapaKTePU3YEThCS IHKITFO3MBHICTIO,
TOJIEPAHTHICTIO Ta BIJICYTHICTIO HETATUBHOI CTEPEOTUII3AIli].
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BEPBAJIIBAIIS KOTHITUBHOI JISIJIBHOCTI MTEPCOHA KA
B XYJIOXKHIX TEKCTAX TA KIHOTEKCTAX
bonpnapenko 41.0.

Kuiscokuu nayionanornut nineeicmuyHull yHigepcumem

[ToninapaaurManbHICTh Cy4acHOI JIIHIBICTHKH 3yMOBIIIO€ SIK PO3IJIA] TPAAULIHHUX 00’ €KTIB
JIHTBICTUKY B IIUPOKOMY KOTHITHBHOMY, IICHXOJIOTIYHOMY, COIliaJJbHOMY KOHTEKCTI, TaK 1 aHaji3
JHTBICTUYHOI penpe3eHTalii 00’ €KTiB IHIIMX AUCIUIUIIH, 30KpeMa, KOTHITHBHOI JisJIbHOCTI.

OCKUIbKM KOTHITUBHA TiSIbHICTD € HAJ3BHYAWHO CKJIAIHUM, OaraToaclieKTHUM (PEHOMEHOM,
MOXKJIMBI Pi3HI MigXoau 10 aHamizy ii BepOamizamii B TEKCTi 1 IUCKypCi. Y MIUPOKOMY TIIyMaueHHI
OyIb-SKHI TEKCT € IPOYKTOM KOTHITHBHOI AISUTBHOCTI CBOTO MPOAYILIEHTA. 3 1HIIIOr0 OOKY, CTYITIHb
MOBHOTH TEKCTOBOTO BHSIBY KOTHITUBHOI IiSUIbHOCTI BapilO€ThCSI B IIMPOKOMY Jiama3oHi Bif
«KOTHITUBHO HACHYEHUX» JI0 «KOTHITUBHO MOPOXKHIX» TEKCTIB. CX0XKUM YUHOM, BCEpEIUH1 OYyb-
SIKOTO TEKCTY pi3HI €JIeMEHTH IO-pi3HOMY BiIOMBAIOTh KOTHITHBHY JisUTbHICTH aBTOpa. IIpobiema
Jenani yCKIaqHIOETHCSl HEOOX1THICTIO BPaXOBYBATH XKAHPOBY 1 JUCKYPCUBHY crieln(]iKy TEKCTiB.

OxpemMUM paKypcoM JIHTBICTHYHOTO aHAJI3y KOTHITHBHOI JISTIBHOCTI B TEKCTi 1 IUCKYpCi €
aHalli3 IOTYYHO 3MOJENbOBAaHOI KOTHITUBHOI MISJIBHOCTI MEpcoHaxka. Sk 1 peanbHa KOTHITMBHA
TiSUTBHICTD, TMEPCOHA)KHA KOTHITHBHA [iSUTBHICTH BEpOATi3yeThes 1 y BHYTPIIIHBOMY MOBIJICHHI
MIEPCOHAXKA, 1 y 30BHIIIHROMY J1aJI031 3 IHIIMMH MEPCOHAKAMH, HACAMIIEPE/] Y CUTYAIliIX KOTHITUBHOI
B3aeMOJIii. | 30BHIIIHS, 1 BHYTPILIHS KOTHITHBHA JISUIBHICTB TIEPCOHAKA MEPETUTITAETHCS 3 TIEPLETILIELO,
a OTXKe € MOJIIMO/IaJIbHOIO.

VY npoMy 3B’s3Ky BOA4YaeThCsl MOUIIBHUM IPOAHANI3YBaTH CHUIBHE 1 BiAMiHHE y (opmax
BepOamizaiii KOTHITUBHOI AISUIBHOCTI MEPCOHAXIB XYAO0XKHIX TBOPIB 1 KIHONEPCOHAXKIB, OCKUIBKH
caMmi KiHOTEKCTH € TOJIIMOJAIIBHUMH, IO JIO3BOJSE BIATBOPUTH KOTHITHBHY NisIBHICTH JEIIO
BIIMIHHUMH BIJ] XYIOXKHIX TEKCTiB 3acobamu. [Ipu npomy MokHa aHali3yBaTH K XyJOKHIA Ta
KIHOJMCKYPC y LIJIOMY, TaK 1 OKpeMi XyJI0XHI TBOPU Ta iXHI eKpaHi3allii, HampuKJIaJ, 1eTEKTUBHI
pomanu P. TanOpeiira (Galbraith, 2014, 2015, 2018) Ta 3HATMH Ha iX OCHOBi OPUTAHCHKHI
tenecepian “Strike” (2017-2020). [lopiBHIOIOYM OCTaHHI, JIETKO MOMITUTH, IO B TeJecepiai
BHYTpIIIHS KOTHITMBHA isJBHICTH ToOJOBHOTO reposi Kopmopana Crpaiika, skiii y pomaHax
P. TanGpeiita NpuUAIAETHCS YAMAJIO YBArH, 37€01IBIIOTO 3aIMIIAETECS «3a KaapoM».

Ha mifnctaBi mpoBeneHOro aHamily MOXHa CTBEPXKYBAaTH, IO B XYI0KHBOMY JHCKYpPCl
Ma€ MICIE CBO€EPIAHA IHTEPiOpU3allisi KOTHITUBHOI AISUIBHOCTI MIEPCOHAXKIB 3 aKLIEHTOM IEpIIl 3a BCE
Ha iX BHYTPIIIHBOMY MOBJICHHI, y TOW 4Yac SK JJs KIHOTEKCTIB, HAaBMaKH, XapaKTEPHOIO
€ eKCTepiopu3allisi KOTHITUBHOI A1SUIbHOCTI KIHOMEPCOHAX1B, BUBEJIEHHS BHYTPIIIHHOTO MOBJICHHS 1
MCUXIYHOT JisSTbHOCTI Ha30BHI. I[ikaBUM cmocoOoM Takoi eKCTepiopu3alii € «OXKHUBIICHHS
raJIfOlIMHALINA KIHONEPCOHAXIB MPHU 300pakeHHI MAaTOJOTYHOI KOTHITUBHOI A1SUIBHOCTI (HallpUKiIad,
y ¢inpmi “A Beautiful Mind” (2001), cepiani “Perception” (2012-2015). [Hmum npukiagaom Takoi
eKkcTepiopu3allii ciayrye mepeKkoayBaHHs MiACBIIOMOI BepOaibHOI acorrialii KiHomepcoHaxa (iM’st
“Amber” — OypIITHH) B MpeIMETHY JeTallb — OYPIITHHOBHUI KYMOH HA IIUI KIHKU (Temecepiam
“House, M. D.”, 2008. Season 4. Episode 15).

[Ilo cTocyeThcss BepOamizalii KOTHITHBHOI B3aeMOJIl B Jiano3i, y KIHOTEKCTaX BOHA Mae
OUTbLI JUHAMIYHMM XapakTep MOPIBHSIHO 3 XYAOXKHIMU TeKcTaMu. JloJaTKOBUMH IiepeBaraMu
KIHOTEKCTIB TpHU 300pakK€HHI KOTHITMBHOI [ISUTBHOCTI KiHOMEPCOHAXIB € 3alyd4eHHS PecypciB
MY3HKH 1 KOJBOPY, @ TAKOK MOXKJIMBICTh BPaXxOBYBAaTH 3BYKOBI XapaKTEPUCTHUKU MOBIeHHS. [Ipu
[IbOMY MalOTh MICIle CKJIaHI KOPEeJSLii MK BIaCTUBOIO KIHOTEKCTAM 1KOHIYHICTIO Ta IKOHIYHICTIO
MUCIICHHS.
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POTOI'PA®IA SAK BI3YAJIBHA OBPA3HICTD JIITEPATYPHOI'O TEKCTY
(1a maTtepiani HiMeIbKOMOBHOI0 ciMeliHOro pomany Kinusa XX — mo4. XXI cT.)
Bapenpka C.O.

JIvsiscokuil HayionanvHuu yHieepcumem imeni leana @panka

dororpadii 3 ciMeHUX aTbOOMIB MOCTAIOTHh BAKIUBUMHU KaTaji3aTopaMu MaMm’siTi HE JIUIIE
IUIsL CBOIX PIHMX, aje W BiAIrpaioTh BaXIHUBY POJIb Yy XYIAOKHBOMY TEKCTi, OCOOJIMBO, KOJIM MOBa
iae npo ciMelHMM HapaTuB. Y CTaTTl PO3MVIAJAETHCS SIBUILE, SKE AKTUBHO PO3BUBAETHCA B
HIMEIIbKOMOBHIH JIiTepaTypl OCTAaHHIX JECATUIITh, a caMe BUKOpHCTaHHS (oTorpadii B ciMeHHUX
pOMaHax sIK CIO’)K€TOTBOPYOI'O €JIEMEHTY. AKTHBHA yBara nNpUIUIs€ThCSA IpoOsIeMi CIiBB1IHOLICHHS
Bi3yaJbHOTO i CJIOBECHOTO 00pa3iB. DyHKiis gororpadii moiasrae B TOMY, IO BOHA IOCTAE SK
JTOKYMEHTAJIbHUN apxiB, Ha MIATBEPIDKCHHS CJIiB aBTOpa Mpo cBoio ponuHy. Came ¢ortorpadis
[IOCTAa€ TUM JDKEPEJIOM, SIKe J1a€ 3MOry B3ATH O yBard IEBHI, Ha NEPIIMH OIS HE3HAYHI,
NpiOHUII, MPOTE BAXKJIMBI B KOHTEKCT1 came 1iiel poaunu (3ouTar, 2013).

CimeliHa CBITJIMHA, K MPABUIIO, MOTPeOy€e CIOBECHOTO CYMPOBOAY, TOOTO IHTEPIPETYIOUYOTrO
TexkcTy. M jmoBonmi wacto poauHHe (OTO BUXOAMTH 3a PAaMKH Iume oxHiel ciM’i B KOO
3arajibHOJIIOACHKOTO KOHTEKCTY. Tak, CKaKiMO B HIMEIIbKOMOBHOMY CiMelHOMY pomaHi «MaOyTh
Ecrep» (2014) Kari IlerpoBcbkoi doTorpadis — 1me oauH i3 Bi3yallbHUX NPHHOMIB, 10 SIKHX
BIA€ThCsl aBTOpka. OKpeMi CBITIMHU BOHA BigOWpae i3 cimeilHoro anbOomy, OJHAK OUIBIIICTh
IHIIMX 3HAXOJUTh y PI3HUX apXiBaxX, TaKUM YMHOM (oTrorpadis MocTae BaXXJIMBUM IHCTPYMEHTOM
noOynoBu onosini. Ilpu 4omy TekcT pomaHy nepemMekoBaHWW He jiuiie (GoTorpadisMu IEsTKHX
YJICHIB POJIMHU aJIe 1 IHIIMMH BOKIMBUMU CBITIIMHAMU, TAKUMU K CHMBOJIIYHI HAAMKMCH Ha CTiHAX,
IO CBiAYaTh MPO ICTOPUYHI MOAIl B3a€MOBITHOCHH TOMIX TOJIIKAMH Ta €BpesMH, a00 (parMeHT
JOKYMEHTY TOTMYHMM Ipudtom npo 3amax lOnam Illrepna, namexoro poaumya aBTOPKH, abo XK
dbparMeHT KaMeHIO 3 reOpeiicbKUMU JiTepamH, 4u 3pyiiHOBaHa OararomoBepxiBka Ta iHmii. LIi
CBITJIMHM HE MalOTh 0e3MocepeHboro cTocyHKy 1o poaunu Kari IlerpoBcbkoi, o1HaK came BOHU
BTUTIOIOTH KOJIEKTUBHY IaM’SITh MPO MUHYJI MOJli, CHOHYKalOTh /10 CTBOPEHHS BIJIACHOI iCTOpIi
TOTO, L0 BIAOYBAa€ThCS W BUKIMKAIOTH IHAUBIAYyaldbHI CIIOTagd, [JOMOBHIOIOTH HapaTuB M
J€MOHCTPYIOTh Napaesi noMix ¢parmentamu onosifi. Ha nymky gocmigauni Cymanenkosoi O. A.,
¢dororpadiss B CydyaCHHX pOMaHax «HaJa€ aBTOpaM MOXJIUBICTH HOBUX (OpPM oOprasizarmii
XYA0XKHBOTO TEKCTY, HeTPaAULIHHUX TPUHOMIB IOOYZAOBU CIOKETY M CTBOpPEHHS 00pa3iB, a TaKOX
MOPYILIEHHS TaKMX 3arajJbHOECTETUYHUX MHUTaHb, K MPOOJIEMU MPaBIUBOCTI M MpaBIONOJIOHOCTI
300pa)KyBaHOT0, Cy0 €KTMBHOCTI i 00’€KTHBHOCTI IHTEpIIpETAallii iCTOpii, CMIBBIHOIIEHHS Bi3yalbHUX
it cnoBecHux o0OpasiB» (Cyienkosa, 2015).

Takum unHOM (hoTorpadiss mocTae MEBHUM MOCEPEAHUKOM KOMYHIKallil, Take il BUKOPUCTAHHS
B TEKCT1 NMPHU3BOJIUTH JI0 TOTO, IO PELHITIEHT Ma€ 3MOTYy Bi3yalli3yBaTH OUIbII KOHKPETHI 00pasH,
aH1XK Ti, K1 OMUCAHI JIUIle MOBHUMHU 3aco0amu. OTHaK BUKOPUCTAHHS (OTO B CIMEMHUX pOMaHaX —
1[e He NPOCTO UIIOCTpallis, a CBIJIOME MIJCHJIEHHS OKPEMHX MOMEHTIB, OKpIM TOrO, 3aBISKU
CBITJIMHAM aBTOP BUBOJUTH BY3bKY NpOOJIEMATHKy CBO€i ciM’iI Ha OUIBLI IMIMPIIUH KOHTEKCT
HaI[lOHAJLHOT 200 ¥ CBITOBOI iCTOPii. A TaKOX BILTITAIOYH CIMEHHI CBITIIMHU B KaHBY XYJO0KHBOTO
TEKCTY aBTOPKa YBIKOBIYHIOE TAKMUM YMHOM 111 poTorpadii it BOepirae ix Bij 3ryOHOr0 BILTUBY Hacy
a00 >x KMOBIPHOCTI OYTH 3aryOJIeHUMHU.
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HOMIHATHUBHA IHTEPMEAIAJIBHICTbD ’)KUBOITUCY, ABO BJIMCK I 3JIMITHI HA3B
Becr B.
Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

VY gKHX BIIHOIIEHHSX NepeOdyBaroTh KapTHHA Ta ii Ha3Ba? binbuIicTh Jr0CH, PO3AUBIIAIOUNCH
KapTHHY, TOLIKABIATHCSA i1 HA3BOIO, aJHKE 3pO3yMLNO, IO Ha3By MAalOTh HE MpocTo Tak. s
IIAa4iB Ha3Ba — 1€ MEPIINi KIIOYHK, SKUN ToTIoMarae JIeKOAyBaTH MOBIJOMIICHHS, 3amupoBaHe
B KapTHHI, CIPSIMOBYIOUH iHTEpHpeTauiiHi 3ycuiuis y npasuibHe pycio (Yeazell, 2015, pp. 81-96).
VY Takuii crnoci®0 Ha3By I1HCTPYMEHTATI3ylOTh, 1 BOHA CTa€ JIMIIEC JAOMOMDKHHM 3aco00M JUIst
iHTepIpeTanii KapTUHHU, I€PApXi4YHO CTOSIYM HWK4Ye 3a Hel. Tak HapomKyeThCsl CHOKUBAIbKE
CTaBJICHHS 110 Ha3BU. Bizbmimo, Hanpukian, KuiBcbky kapTUHHY rajepero: 10 KapTUH TaM IPOCSATh
HE TIAXOAUTU HAATO OJM3BKO, a CTIHM HE YiMaTh pyKamu, 00 BOHHU TEX € YaCTUHOK KOMILICKCY.
AJie 3a TaKOTO TPENETHOrO CTABJIEHHS O €KCIOHATIB — Ha3BH 0araThoX KapTHH MPOCTO HeAdaso
3amMcaHi Ha Mamipisx mopsa abo Ha paMax, 3aMicTh 3BHYHHUX MeTaneBux Tabnmuok. lle HiOu
BIJUIUISIE Ha3By BiJl BHUTBOPY MHUCTENTBAa: 3 OJHOrO OOKy, MOKa3yr4H, IO BOHA € JIMIIE
JOTIOBHEHHSIM, a 3 1HIIIOTO — 3arepeuyroud OpraHiuHy iHTepMeIiaabHICTh KapTHH.

MosxHa Oyno 0 3ayBakKUTH, IO 1€ IUUIKOM JIOT1YHO, aJKe 3a3BHYail MUTEIb CIIOYATKy IHIIe
KapTHHY, a MIOTIM BOHA OTPUMYE Ha3BYy, TOMY Xo4a 0 i3 1i€l TOUYKM 30py Ha3Ba MiAMOPSIKOBYETHCS
KapTUHi. Ajie BUTBOPU MHCTELITBA HE 3aBXIHM CTBOPIOIOTH MOCIiAOBHO. Bipin Moxke HapoauTucs 3i
CBOT'O OCTAaHHBOTO PAJKA, ajie 1€ He POOUTHh WOro mepmuM. Tak caMo 3 KapTHHAMH: HaBIiTh SKIIO
KapTUHA HaMaJlbOBaHA paHille, HK Ha3BaHAa, 11€ 3HAYUTh HE Tak O6araTo. AJe K iICHYIOTh KapTHHH,
AKi B3araii He MaioTh Ha3B? To gk Moke OyTH BaKJIMBHM Te, IIO HABITh HE € 000B’s13k0BUM? TyT
Tpeba 3a3HAYUTH, MIO K MOBYAHHS — TOOTO BiJICYTHICTH BIAMOBiJI — TEX € BIAMOBIAJIO, TaK i
BiJICYTHICTh HA3BH € TICBHUM TTOB1IOMJICHHSIM.

3BHuaiiHO, Ha3Ba 0e3 KapTUHH AyXe 3AMBYyBaia 0 risnava. | moBiomieHHs, sike Hece B cobi
Ha3Ba, He OyJsi0 O MOBHUM 0e3 KapTHHU. AJie i KapTHHA 0€3 Ha3BU € TaK CaMO HEMOBHOIO. 3rajaiiMo
kaptuny ®pancicko ae I'os «Tpete TpaBus 1808 B Maapuzi». SIkOu rinsgad He 3HaB HA3BU L€l
KapTUHM, BIH HE MII OM MpaBWIbHO I MPOYNUTATH, OCKUIBKM 0€3 Ha3BM — Ii¢ abCTpakTHa CIieHa
OyHTY, PO3CTpLIYy UM HACUILCTBA. BUXOIUTH, 1110 Ha3Ba € KOHTEKCTOM JJIsl KAPTUHU. AJle PIBHO Ha
CTUTBKM X 1 KapTHHA € KOHTEKCTOM Ui Ha3BH. PO3TIsIHBMO, Hampukiajn, Ha3By «MagoHHa»: Ha
CHOTO/IHI ICHY€ HE OJIUH JIECATOK KapTHH 13 TaKOK a0 CX0KO0I0 Ha3BO0. SIkOM risaad 6auuB juiie
1[I0 Ha3By, BIH MaB OM aOcTpakTHe YSBIEHHS IpO Te, IK MoIyla O BUIVIAJATH Taka KapTHHA.
Buxoauts, 1m0 B 000X BUMaKax MOBIIOMIIEHHS € OJJHAKOBO HETTOBHUM.

Ha 3axuct Ha3BM KapTHHHM Ba)KJIMBO HABECTH IIE OJUH apryMEHT. Y KaTeropisix KIacH4YHOi
rpaMaTHKM 3aBepIlIECHE PeUEHHs MOXKE CKIIaJaTUCs 3 OJTHOTO CJIOBA, a 3aBEPIICHUN TEKCT — 3 OJTHOTO
pedeHHs. [3 IbOrO BUIUIMBAE, IO HABITH OJHOCTIBHY Ha3BYy MOYKHA TIYMAuWTH SIK 3aBEpIICHUN
TEKCT. SIKIIO po3risjaTH 1€ NMUTaHHS B PaKypcl KOMYHIKallii, TO TEKCT € IOBIAOMIJIEHHSM, a
MOBITIOMJICHHSI MO’KE€ CKJIAZIATUCS 3 OJJHOTO cioBa. Tozi 4oMy HE MOKHA PO3TIISIATH Ha3By KapTHHU
SK TEKCT, a caMy KapTHHY — SIK LIrocTparito A0 1uporo tekcry? Toxi Tpeba Oyno 6 mepeBepHyTH
lepapxil0 KapTUHM Ta Ha3BU, OCKUIBKM y BHUINAJAKy TEKCTY Ta UIIOCTpalld caMme uIocTparii
BBAXAIOTh JONOMDKHHMM 3aCO00M — BOHH intocmpyloms mexcm. IlocTae NMUTaHHS: YU JIOpEYHA
lepapxis B Mapl KapTHHA — Ha3Ba, SKIIO ii, MO-TEpIe, TaK JIETKO MOCTAaBUTH 3 HIT Ha TOJIOBY,
a Mo-Jpyre, SKIIO MOBIAOMIEHHS Oy/ie OJHAKOBO HEMTOBHUM 0€3 KOXKHOI 13 IBOX 4aCTUH?

Taki po3aymu NPUBOIATH A0 TOTO, IO KapTHHA Ta Ha3Ba € a0COJIIOTHO PIBHOMPaBHUMHU
YaCTUHAMHM MHCTEIBKOTO IOBIIOMIIEHHS, $IKI HECYTh PIBHOLIIHHE CEMaHTHYHE HaBaHTAXCHHS.
KoxHa 3 mHMx ABOX YacTWH € KOHTEKCTOM JUIsl iHIIOi, aje J>KoJHAa 3 HUX HE MOXe OyTH
IHCTpyMEHTaJIi30BaHa ¥ TOCTaBlieHa HIDKYE 3a 1HImY. [3 1poro BUIUIMBAE OOOB’SI3KOBICTD
IHTEepMe1aNbHOCTI KAPTUHU SIK MO€IHAHHS IpadiyHOrO Ta TEKCTOBOTO.
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INTERMEDIALITY OF DESCRIPTIVE ARCHITECTURAL IMAGES
IN THE DA VINCI CODE BY DAN BROWN (2003)
Kolbina N.V.
Sweden

Mysteries of artistic representation and potential of different media to generate images,
transcend meaning, and influence the audience have been of interest since antiquity. New
methodological frameworks and interdisciplinary studies of intermedial objects, such as embodied,
evocative, and associative poetic architectural images, with their ability to function as “metaphoric
representations of the world and the human condition” (Pallasmaa, 2011, p. 103), reveal new
aspects of imagination studies, focused on artistic representation of the material world, considering
an observer’s perception, thinking, and cognising mind (Vorobyova, 2017). This cognitive poetic
inquiry examines key elements and mechanisms of artistic descriptions, understood as a ‘“semiotic
macro-mode which is realized in, or triggered by, concrete sign systems (texts, artefacts or parts of
these) to a higher or lower degree, according to their variable relations to prototypes and their
characteristic features” (Wolf, 2007, p. 1). The research addresses verbal representations of
architecture in Dan Brown’s The Da Vinci Code (2003) and its cinematic adaptations in Ron
Howard’s screen version of the novel (2006). Ekphrasis of Saint-Sulpice, based on personification
and similes, features parameters of height, big size and verticality via domineering literary artistic
media, while elements and structures of other media are thematised, simulated, or reproduced with
the textual means (Dinter, 2013, p. 127). It can be observed in the imitation of the dynamic
perspective that shows the edifice, following the light, from bottom to top, as if in a pictorial
medium: “Silas [...] gazed out at the great Church of Saint-Sulpice. Lit from beneath by banks of
floodlights, the church’s two bell towers rose like stalwart sentinels above the building’s long body.
On either flank, a shadowy row of sleek buttresses jutted out like the ribs of a beautiful beast”
(Brown, 2003, p. 79). This quasi-sensory image arises, as if through the eyes of an observer, who
conceives it as an allegorical image of a beautiful beast, grounded on the conceptual metaphor
A BUILDING IS A LIVING ENTITY. This imagery triggers an intermedial play where descriptive and
narrative modes overlap, resonating with the plot and influencing text processing. Similar medial
interplay, where the descriptive and narrative coexist and work together containing or foreshadowing
elements of each other (Rieser, 2007), is actualised by filmmaking techniques in the cinematic
description of the church, recreated in the studio by green screen technology. Descriptive scenes in
colour that show Saint-Sulpice’s interior are interrupted by black and white flashbacks of the
observer’s ordeals that have turned him into a murderer. Such blurrings of medial boundaries
penetrate the character’s consciousness, facilitating expressiveness, and revealing the images’
symbolic dimension that appeals to the viewer’s sensory-perceptual and background knowledge.
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EMOIIISI B KIHOAUCKYPCI: IHTEP®EMC
«CJOBO - 30BPAKEHHS - 3BYK»
Kpucanosa T.A.

Bonuncokuii nayionanvhuil ynigepcumem imeni Jleci Ykpainku
[leBuenko I.C.

Xaprxiscokuu Hayionanouul yHieepcumem imeri B. H. Kapasina

KiHO $IK CHHTeTHYHMI BUJ MHUCTENTBA MOEJHYE TETEPOTCHHI 3HAKOBI CHCTEMH, SIKi,
BCTYIIAIOUM y B3AEMOJIIIO, 3JaTHI YTBOPIOBATH EMOTHBHI CMHUCIH. 3 TO3HUIIHA KOTHITHBHOI
CEeMIOTHKH 1 TMparMaTukd, EMOTHUBHE CMHUCIOTBOPEHHS B KIHOJUCKYpCI € JAHHAMIYHUM
IHTepaKTUBHUM (EHOMEHOM, SKHH aKTyalli3yeThCsl 3aJekHO BiJ croermudikd  B3aeMO/Iii
KOMYHIKAHTIB 1 3yMOBIEHUH TMPOIECYATHHOIO MPHUPOJOI0 KOHCTPYIOBAHHS, IO PO3rOPTAETHCS
0e3IocepeIHbO B JIIETETHYHOMY dYaci W mpocTopi KiHO(UIBMY. YTBOpEHI €MOTHBHI CMHCIH €
E€MEP/DKEHTHUMH, iX peai3allis BiIOyBa€ThCS HA €KpaHi; 3MiHa CJIOBa, 300paKeHHS, 3BYKY TOIIIO
BIUIMBA€E HA 3MiHY CMUCITy i yTBOPEHHS HOBOTO.

XyIoXKHIM KIHOAUCKYPC € MYJIBTUCEMIOTMYHUM 1 MYJIBTUMOJAIBHUM 3a CBOEIO MPHUPOJIOIO.
Moro MynbTHCEMiOTHUHICTh AKIEHTYe yBATy HA HOEIHAHHI JIEKiNbKOX CEMIiOTMUHHX pecypciB
(BepOanbHUX, HeBepOaNpHUX 1 KiHeMaTorpadiuHuxX), 3aJIy4eHHX JO CMHUCIOTBOPEHHS.
MynbTUMOJIANBHICTE HIAKPECHIIOE TUHAMIYHY MpPUPOLY KIHOAMCKYpPCY, sKa peali3yeTbCcs 3a
ayJiabHUM 1 Bi3yalbHUM Moaycamu. KoKHUIT MOIyC MOCIYrOBYETHCS MEBHHUMHU CEMiOTHUYHUMH
pecypcami, sKi BUPI3HSIOTH HOro cepen iHMMX. BidyanbHUIl MOAyC yMillye MiMiyHi, KiIHECHYHI
HeBepOanpHI 3aco0M, Bi3yanbHI e(EKTH, MATIOHKA TOINO. AYHIaIbHHA MOJYC aKTyali3ye
donariitai HeBepOanbHi 3ac00u, 3ByKOBi e(eKTH, My3UKY, IIIyMHU TOIl0. BepbanbHuil cemioTuuHui
pecypc TpenacTaBieHH B 000X Mojmycax: B aylialbHOMY — y (OpMi YCHOTO MOBIJICHHS U y
Bi3yaJIbHOMY — Yy TIHCBMOBIi#1 (popMi (HamcH, TUTPH, TEKCT Ha ekpaHi Tomo). Lle moeagHanHs He Mae
a0CONIOTHHUX MPaBUJI BUKOPUCTAHHS CEMIOTHYHUX PECYPCIB 1 MOAYCIB, 1[0 3YMOBIIIO€ HETIHIHHICTh
CMHCIIIB, KOHCTPYHOBAHUX Y KIHOAUCKYPCI.

Hami nmani mpo axTyamizaiiro eMoIiid y KIHOZUCKYPCI J03BOJSIOTH BUSBHUTU TEBHI MOJENi
iHTep(deiicy cioBa — 300pakeHHS — 3BYKY y TBOPEHHI €MOTHMBHHUX CMHCIIB. Y LHX MOJENSIX
KOMOIHYBaHHS CEMIOTHYHUX PECYpCiB y KIHOAMCKYpPCI HaMBaKIMBIIIMMHU O3HAKaMHU CIYT'YIOTh:
OJTHOYACHE 3aJy4eHHS MIHIMYM JIBOX CEMIOTUYHHUX PECYpCiB KOHCTPYIOBAHHS Ti€i UM 1HIIOI eMOIIil
Ta MyJIbTUMOJAIbHE BTUICHHS €MOLN, SK MpaBUiIO, BICbMOMa IaT€pHAMM B3a€MOJI]
PI3HOCHCTEMHUX CEMIOTUYHUX 3aCO01B.

Mopaeni MyIbTHCEMIO3UCY HETATUBHUX €MOI[IN y KIHOJAUCKYPCI PO3PIZHIOEMO 32 CIMAMUYHUM
1 ounamiunum npunyunamu. CTaTUUHUN KpUTEPil 103BOJISE BUAUTUTH MOJENI 3a MapaMmeTpaMu
KUTBKOCTI, SIKOCTI M NPOMIHAHTHOCTI PI3HUX CEMIOTHYHHUX €JIEMEHTIB aKTyali3aulii emoliil y
KIHOJUCKYpCl, a JAMHAMIYHUH — 3a [apaMeTpoM uacy IMOSBM Ha €KpaHl pI3HOCHCTEMHHX
CEeMIOTUYHHX 3aC001B aKTyami3allii HeraTUBHUX eMOIIiH.

3a KUIBKICTIO 3aJy4yeHHMX CEMIOTMYHMX CHUCTEM BUIUISIEMO TPUKOMIIOHEHTHY 1
JIBOKOMIIOHEHTHY KOMOIHATOpHI Mojemi. 3a SKICTI0O eMOTUBHUX CMHCIIIB, OJTHAKOBHX a00 Pi3HUX,
aKTyaJli30BaHUX y MeXaX OJHIE] MOJeNi, PO3PI3HIOEMO KOHBEPreHTHI (OJHOCHIpSMOBaHI) 1
JIUBEpreHTH1 (pi3HOCHpsiMOBaH1) Mozeni. KoHBepreHTHa Mojieib BKIIIOUAE KOMOIHAIIIO €JEMEHTIB
CEeMIOTHYHUX CHCTEM, SIKI aKTyalli3ylOTh OJHAKOBUII €MOTHMBHHUI CMHCI, €JIEMEHTH JAUBEPreHTHOT
MOJeNl BCTYHAalOTh y I€BHE TMPOTHUPIYYS, aKTyali3yloud pi3HUH EMOTHBHHM CMHCIL
[TpoMiHAHTHICTH OKpPEMHX CEMIOTHUYHMX €JIEMEHTIB Yy CKJIaJl MOJAENi BUSBISE€ MNapUTETHI/
HETMapUTETHI MOJIENi, /e Pi3HI CEMIOTHYHI 3acCO0M aKTyalli3yIOTh CMHCIH PIBHOIO Mipor abo 3
JOMiHYBaHHSIM OJHOTO 13 3aco0iB. 3 OISy Ha JAWHAMIKY BHMPI3HAEMO MOJIENI 3a 4acOM IOSBU
PI3HOCHCTEMHUX CEMIOTHUHHUX 3ac00iB Ha €KpaHi: 116 CMHXPOHHAa Ta KOHCEKBEHTHa MOJeli, B
OCTaHHINA CEMIOTHYHI 3aCO0M 3aCTOCOBAHO HE OJHOYACHO, a ITOCIIIOBHO.
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"KUBOITUCHA IIUTATA SIK IHTEPMEIIAJIbHUM YUAHHUK
BIOT'PA®IYHUX POMAHIB ITPO XYJOKHUKIB
JleBunpka O.

Yrpaincora axkademis opykapcmea

CydacHe niTepaTypo3HaBCTBO, OMEPYIOUM CTPATETiIIMH 1HTEPMEIIaIbHOTO aHaJi3y, aKTUBHO
BJIA€ThCS JI0 BHUBYCHHs BepOaiizallii TBOPIB Bi3yaJIbHOTO MHCTEITBA B XYAOXKHIX Tekcrtax. Ha
ChOTOJ[HI HAMPallbOBAHUK IIMPOKHUIA CIEKTP IOCIIKEHb PO Pi3HI BHAU MIKMHUCTEILKOI B3aEMO/Iii
1 Ha piBHI BUJIB MUCTELTB, 1 B KOHTEKCTI OKPEMUX JIITEpaTypHUX HANpPSAMIB, IEpPioJIiB Y TBOPUOCTI
OKpEeMHUX aBTOpiB. BaxIinBe 3HaUEHHS TaKOX Ma€ IHTEPMEAIabHICTh Y )kaHpoBoMY acnekTi. Koxxen
MMUCbMEHHUK, OEpyYHMCh N0 TBOPEHHs OlorpadiuHOro TBOPY NP0 XYAOKHHKA, CTOITh MEpes
HEMPOCTUM BHKIMKOM — TIEPEKIacTH MOBOIO CIIOBECHOTO MHCTENTBA apTe(akTh MHUCTEITBA
Bi3yanpHOro. [lepexman 3 MOBM OJIHOTO MeJia Ha iHIIEe — OCOOJIMBO, KOJIU HACTHCS MPO pealbHUN
TBIp MHCTeNTBa W OlorpadiyHU TBIp MPO PEATHHOTO MUTI, — € IHTEPMEIIaIbHUM TPUHOMOM,
KU UTFOCTPYE, SK MPALIOIOTh CTPATerii MIXMHCTEIIPKOT B3a€EMOJIT 1 KWW BIUIMB BOHH MAalOTh Ha
apautopito. CydacHHH TEpMIHOJOTIUHUI amapar iHTepMeTiallbHUX CTYyIill Mae BKe BHPOOJIEHI
MOHATTS JUUIS aHaIli3y IHTepMeliadbHUX SBUIL JITEpPATypHUX TEKCTIB — YIPOIOBXK OCTaHHIX POKIB B
YKpaiHCBKOMY JIT€pPaTypO3HABCTBI BUUIUIA JPYKOM (yHAAMEHTAIbHI Mpalli, MPUCBSIYEHI Iiajiory
JmiTeparypu ¥ oOpa3oTBopuoro MmcrenTBa, 3a aBTopctBa JI. I'enepamok (2008), H. MouepHiok
(2018), T. boscyniBebkoi (2013), T. I'yuaoposoi (2018) ta in. [Ipote cripobd gocnigutu Giorpadivni
POMaHU MPO XYAOKHHUKIB 13 OISy B3a€EMOAIT IUX ABOX MUCTEITB € JI0CI MOOAMHOKUMH, a TOsBa
HOBHX apryMEHTOBAHHX TOHSTH JI03BOJISIE PO3IIMPUTH CIIEKTP JOCIIIHKEHb 1 BUNTHA HA HOBI CMUCIH
aHaJI130BaHUX TBOPIB Ta JITEPATYPHUX SIBUIIL 3arajioM.

Cepen xymoxxHboi OiorpadiuHoi niTepaTypu 3 SBISEThCSA MIOpa3y OUIbIIE POMAaHIB PO
XYJOKHUKIB, @ B OCTaHHI KiJIbKa IECATUIITH 3POCTAE 3AIIKABICHHS TAKOIO XYJIO0KHBOIO MPO30I0 1 B
VYkpaini — Buiinun apykom OenerpuszoBana Oiorpadist B. JlomonToBnya npo Bincenra Ban ['ora,
MaJIOJIOCTYIHAa YKpaiHCBbKOMY 4MTadeBl Ha yac ii myOsikarii, Oiorpadiuni pomanu-ece Muxaiina
Cnabommuubkoro npo Mapito bamkupueBy, Hukudopa [posusika, Padaens barayrainosa,
MepeKIaZieHo yKpaiHchko pomanu Anansoepra Epneni «IMEH», Sueka Jlenens «CatypH. Temni
CTOPOHU XHUTTS YONOBIKiB poxunu [oiist», «Ocrannio mogopox Cyrina» Panbda Jytii, «/liBunHa 3
nepyioBoto  cepexxkkoro» Tpeiici [lleBanbe Ta inmi. Lli pomanu He nuIe TEMaTU3YIOTh KUTTS
MaJisIpiB, aje i yBOASATH MOJOTHA ¥ PUCYHKHM MUTLIIB Y TEKCT OMOBIJII 3a MOCEPEIHUIITBA eK(ppazucy
K BepOani30BaHOTO OMUCY MHUCTEIBKOTO TBOPY a00 >KMBOMUCHOI HUTATU. L{UTyBaHHS BUTBOpIB
00pa30TBOPUYOTO MHCTEITBA € OJHUM 13 OCHOBHHMX UYMHHHKIB 1HTEPMEIIaNbHOCTI TaKHX TBOPIB,
mo3asik caM aHp Olorpadii XyIOXKHHUKIB mependadae 1HTEpPMEIIAIbHICTh Yy CaMOMYy Mpolieci
HaAMUCaHHS.
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IHTEPMEJTAJIBHI T'PAHI CEMAHTHUYHOI'O MTPOCTOPY CYUYACHUX
AHI'JIOMOBHUX ECE ITPO OBPA3OTBOPYE MUCTELTBO
JlynboBa T.B.

Kuiscokuu nayionanonut ninesicmuyHull yHieepcumem

CemMaHTUYHMI TPOCTIp CyYacHHUX AaHIJIOMOBHHMX €c€ Npo o00pa3oTBOpYE MHUCTEITBO
KOHCTPYIOETHCS 32 JAOMOMOI0I0 eKPpacTUYHUX 1 MeTaeK(PpPaCTUUHUX KOHTEKCTIB, MOB’A3aHUX MIXK
co0010 CMHUCTIOBIMHU 3B’si3KaMu. Ex(pacTudHi KOHTEKCTH € «BepOaJbHOI0 PENPE3EHTAIIEI0 Bi3yalbHOI
penpesenrtanii» (Heffernan, 1996, p.262), sk, Hanpukiaa, ONMHUC 300paKEHHS Ha KapTHHI
«bnarosimenus» Ilerpyca Kpicryca B ece Cipi XyctBear mpo flma Bepmepa (Hustvedt, 2006,
p. 11-25): “Between the Virgin and Gabriel is the Holy Spirit, depicted as a bird that gives off
painted rays of light” (tam camo, 23). bepy4u 10 yBary CHipHiCTh MATaHHS TIPO TE, Y1 00OB'SI3KOBO
ek(pa3uc MyCcHUTh 3alydaTH TPAHCIO3HUIIIID MHCTEIBKOTo TBOpy B iHmmi 3aci6 (Goehr, 2010,
p. 406), exdpazucoM TaKoX MOKHA BBaKAaTH Bi3yalbHY pENpE3eHTAlil0 MHUCTELBKHUX TBOPIB
y BUrisaal penpoaykuiit. Tak, B ece XycrBear, npucssiueHoMmy Kany baructy Cumeony Hlapaeny
(Hustvedt, 2006, pp. 27—41), ¢poTopenpoayKIiiro KapTuHU IHOT0 MUTIS «CTYIEHT, KU MaJIo€»
(Tam camo, p. 37) MOXKHa PO3IJISLIATH K HeBepOanbHUil (BizyabHui) ekdpazuc. MertaekdpacTHuHIMU
KOHTEKCTaMH HA3WBAEMO Taki eceicThuHi (parMeHTH, sIKi HE € Oe3MoCepeHiM OIMHUCOM TBOPIB
00pa30TBOPUOro MUCTEIITBA, OJIHAK CEMAaHTUYHO TICHO IMOB'3aHi 3 BiacHe exdpasucom (Vorobyova
and Lunyova, 2020, p. 343). IIpuxiiagom Metaek(pasucy € 3aluTaHHs PO CIIPUHHSITTS MUCTEI[BKOTO
TBOpY B ece JIxymiana bapuca npo Exyapna Maune (Barnes, 2015, p. 72-91): "How long do we
spend with a good painting? Ten seconds, thirty?" (tam camo, p. 81). AHamoriyHo 10 ekdpasucy,
MeTaek(dpaszuc TakoX Moxe OyTu BepOanbHUM 1 HeBepOanpbHUM (Bi3yanbHuM). [Ipuknagom
ocraHHbOTO € ckerd JxoHa bBepmkepa 3a kaptuHO AHTOHe/0o na MecciHa «Posin'stuit
Xpuctoc» (Berger, 2015, p. 18), po3mimienuii B ece, MPUCBIYCHOMY LIbOMY XYIO0XHHUKOBI (Tam
camo, pp. 17-22).

Ha ocHoBi tunosorii inTepmenianbaux Gopm, 3anponoHoBaHoi Bepuepom Bonbdom (Wolf,
2011), imenTrdiKyeMo Taki TpaHi IHTEPMEMIATHHOCTI CEMAHTUYHOTO MPOCTOPY €Ce PO 00pa3oTBOpUE
MHUCTENTBO: 1) TpaHCMeNiambHICTh, sIKA BUSBISETHCS SIK HASBHICTh HAPATUBHOCTI Ta OMHCOBOCTI
(BepbasibHI MeTaeK(ppacTUYHI KOHTEKCTH), 2) MOoJIMeIlanbHICTh (HeBepOanibHI (Bi3yasbHi)
ex¢paszuc 1 Meraekdpasuc), 3) eKCIUIIIMUTHA IHTepMeaiaabHa pedepeHLis, 30KpemMa JAUCKYCil Mpo
MUCTENTBO (BepOanbHI MeTaeKPpacTUUHI KOHTEKCTH), 4) IMIUTIUTHA 1HTepMeaialbHa pedepeHIiis
(BepOanbHMii  ex(dpasuc). Taka iHTepMeniaabHa OaraTOrpaHHICTh CEMAaHTHYHOTO IPOCTOPY
CYy4acCHUX aHTJIOMOBHHX €ce Mpo 00pa3oTBOpYE MUCTEUTBO CIPHUSE TOMY, IO B IIMX TEKCTax
BUTBOPIOETHCS CYKYIHICTh CMHUCIIIB, IKI CTOCYIOTBCS SIK BJIaCHE MHUCTELTBA, TaK 1 PealbHOTO CBITY.
3aBAsIKM [IbOMY YHMTa4 Ma€ 3MOTY HaBUYMTHCS IJIHOLIE I/ 4M 1MO-HOBOMY CHpPUMMATH MHUCTEIbKI
TBOPH, PO3YMITH PEJIEBAHTHICTh MUCTELTBA JJISl PEATbHOTO JKUTTS, a TaKOXK (OPMYBATH CBIJIOMY
MO3UIII0 HI0JI0 aKTYaJIbHUX MPOOJIEM Y peaJIbHOMY CBITI.
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BI3YAJIbBHUM EK®PA3HUC Y POMAHI JIKYJIAHA BAPHCA
«ICTOPIA CBITY B 10 2 PO3A1TAX»
Mamumiscbka 1.B.
JIBH3 «IIpuxapnamcokuii Hayionanohuil yHisepcumem imeni Bacuns Cmeghanuxay

Exdpaszuc Hanmexuts 10 HAUWOUTBII KOHTPABEPCIMHUX JOCHTITHUIIBKUX TEM, OCKUIBKHU Iepeadadae
OJHOYACHE BHMBYCHHS KUIBKOX BHUAIB iH(OPMATUBHOI pPENpPE3CHTATHMBHOCTI. 3HAYyHA KIJIBKICTbH
nociipkeHb 'y 3apyoiknii (Baugher, 2020; Mitchel, 1994; Heffernan, 1993) Tta BiTum3HsHII
(boBcyniBcbka, 2013; T'enepamiok, 2018; Mouepniok, 2014) HayKoBild aymIl CBig4aTh PO
aKTYaJlbHICTh IIi€i MPOOJEMHU Ta JAIOTh 3MOTY 3 HOBOrO OOKY TOTJISSHYTH Ha CITIBBIIHOIICHHS
BepOAJIbHOTO 1 Bi3yaJIbHOTO KOJAIB MHUCTEUTBAa. MeTOI pPO3BiIKK € (ijojoriuHa iHTeprpeTaris
exdpaszucy B pomani JIxymiana bapuca «Ictopist cBiTYy B 10" poszainax» (2019). Jliteparypo3HnaBua
CHIMKIIONEIS TIYMAuuTh €K(Ppasuc SK «HTEPCEMIOTHYHE PO3KPUTTS 3aco00aMu JIiTepaTypH
17IEHO-€CTETUYHOTO 3MICTYy TBOPIB MAJISIPCTBA, CKYJIBITYPH, aApXITEKTypHU, MY3UKH Ta I1HIIHMX
muctenTtB» (KosamiB, 2007, c. 325). JI. I'enepamrok (2018) mpomonye TpakTyBatu ekdpasuc
K <ITEpaTypHUU OMUC TBOPIB BI3yaJIbHOTO MUCTENTB, CYINPOBO/KYBAaHUHN 1HOMI €CTETUYHOIO
OLIIHKOIO, 1HOJII OMHCOM OKPEMHUX TEXHIYHHX NPUHOMIB aBTOpa TBOPY, KOTO MaHEPH YH CTHIIIO»
(c. 187), Haronoiyroud Ha TPhOX YMHHUKAX, SIKI AIOTh IMiJICTAaBy BU3HAYATH JITEpaTypHE SBUIIE
K eK(pas3uc: a) OMHUC-TIOKa3yBaHHs, 0) aBTOPHU30BaHA BKa3iBKAa Ha KOHKPETHHM TBIip a00 MUTII,
B) XYJIOKHBO-MHUCTEILKHI NUCKYpc (TaM camo). [loLibHUM y KOHTEKCTI HAIIOTo AOCTIIKEHHS
€ mnpucssueHa ekppasucy mnpauns P.BboOpuka (2002), sxuii 3ayBaxkye, MO OIHC BHUTBOPY
00pa30TBOPUOr0 MHUCTEITBA MEpeciiaye KibKa IIIed, 30Kpema, 1€ BIATBOPEHHS CBITY I[OTO
TBOpY, MPAarHEHHs 3aMiHUTH COOO0 Il TBip, CTATH PIBHOIIHHOIO HOMY afamnTalji€ro, BiATBOPUTH
eKCIIpecito W eMoIliliHe HaBaHTaKEHHS MepIIopKepesia, CTaTH HE3aleKHUM BiJ Bi3yalbHOTO
300paxenHs. OnuH i3 po3autiB pomany Jx. bapHca, sikuii Mae Ha3By «KopabneTporniay, BepOaTbHO
BiITBOpIO€ 3HaKOBY kapTuny T. XKepiko (1819) «Ilnit Meny3u». KoMno3uiiitHo po3aii moaijgeHui
Ha JIBl YaCTUHM, TIepIa — IIe CBOEPIIHA ICTOPUYHA JJOBIJIKA, Y SKi KDACHOMOBHO OMHCaH1 MOZI1, 110
nepenyBaid Tparenii, Ta cama Tparenid. Jlpyra dacTuHa, SKy NUCBMEHHHK pO3MOYMHAE 13
PUTOPUYHOIO NHUTaHHA «SIk mepeTBopuTH KaTacTpody Ha BuTBIp mucreursa?» (bapuc, 2019, c.
138) — 11e BIIacHe OIMUC caMoOro IMOJIOTHA, KM bapHC MpomnoHye, BUKOPUCTOBYIOUH AiaMeTPaIbHO
MPOTUJIEKHI XapaKTEPUCTUKH TBOPY, TOOTO Mepesnivye, 0 MUTELb He 300pa3yuB Ha KapTHHI, 1al0uu
IIPU IIbOMY PO3JI0Te MOSCHEHHS BIACHOro OayeHHs 1HTeHLIN XynoxHuka. Crenngika Bi3yalbHOIO
ex(pazucy y TBOpi moisirae B ToMy, o bapHCy BHanocs moeqHaTH TPU ySBHI CTPHIKHI, Ha SKHX
IPYHTYETbCS PO3yMiHHS moOadeHoro. OTxe, yuTay (JAOCHIAHMK) MOXE HE TIUIbKH YSIBUTH YU
OLIIHUTH 3HauylicTh mnojotHa JKepiko, aje ¥ Mae 3Mory 3poOWUTH BIIaCHI IHTEpHpEeTaliiiHi
NPUITYLLIEHHS 3aBJIKM 3aByaJIbOBAHOMY JliaJIOTy aBTOpa 1 yuTaya.
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[TpoGema Xyq0KHBOTO IPOCTOPY B eKPpaCTUUHHX onucax. [Hosemna Dinonozis, 1(126), 291-296;
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and London: University of Chicago Press; Mitchel, W. (1994). Ekphrasis and the Other. In
W. Mitchel, Picture Theory. Essays on Verbal and Visual Representation (pp. 151-182). Chicago:
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MULTIMODAL METAPHOR IN (TELE)CINEMATIC DISCOURSE
Pozdniakova K.
Kyiv National Linguistic University

In recent years, the cinematic discourse has established itself as one of the most innovative
leading areas for multimodal metaphor research.The growing interest to cinematic and telecinematic
discourses as interrnedial and multimodal phenomena is provoked by the possibilities that films and
TV-series provide for studying manifestations of multimodality. Charles Forceville (2009) defined
multimodal metaphors as “metaphors whose target and source domains are predominantly or
entirely presented in different modes” (p. 25), such as spoken and written language, music, sound,
visuals, gestures, smell, touch, and olfaction (ibid.). Conventional films use a mixture of moving
images, sound, music, and language to communicate their message, not mentioning experimental
formats of cinema that implement the modes of smell or touch. Therefore, the film is a perfect
ground for the study of multimodal metaphors as it is multimodal a priori: “Film is the medium par
excellence to examine non-verbal and multimodal metaphors, both creative and structural ones”
(Koetsier & Forceville, 2014, p. 4). Just because a (tele)filmic discourse draws on different modes,
we can discover the potential consequences of modes interaction, one of which is a multimodal
metaphor. When an attempt is made to construe a multimodal metaphor, its limitations and
affordances dictated by the medium become evident. Therefore, as a result, in two separate media, a
metaphor can highlight or conceal various aspects of the source domain (Forceville, 2009, p. 25),
which can be illustrated by a scene from Peaky Blinders (Ep.1, S.1).

Three subsequent shots at the beginning of the first episode visualize a lawless protagonist
saying “There’s trouble coming”, being followed by a shot of a fast-moving train carrying a
detective (the third shot). Thus, here three concepts are activated: TROUBLE (target domain cued
by the verbal mode), TRAIN, and DETECTIVE (source domains cued by the visual mode), hence a
multimodal metaphor. Within its range we can construe two subsequent and intertwined
metaphorical mappings: TROUBLE IS A FAST TRAIN / TROUBLE IS A DETECTIVE. The
image of the fast-moving train highlights certain aspects of the source domain which are then
mapped onto the domain of TROUBLE: the trouble is approaching like a fast train; the trouble is
unstoppable, inevitable, and dangerous. Since there are two subsequent visually represented source
domains, we can infer that the filmmakers aimed at ascribing certain features of the train to the
detective, namely: the detective is forceful, determined, unstoppable, and dangerous.

The interaction of different modes in (tele)cinematic discourse fosters the creation of suspense
that drives the development of the plot. One of the potential consequences of modes interaction is
the creation of dramatic tension generated within and between multimodal metaphors. Therefore,
multimodal metaphors tend to become pivotal for such discourses, contributing to the plot
development and the evocation of the viewers’ emotional response.
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“THE HANDMAID’S TALE”: LITERATURE AND FILM AS A SPACE
FOR MUTUAL TRANSFORMATION
Tashchenko G.V.
V. N. Karazin Kharkiv National University

An increased attention has recently been paid to the phenomenon of intermediality as
interpenetration of various forms of art which results in a completely new artistic space providing a
unique cultural experience for the audiencet. Thus, visual art is manifested in literature, literary
works are adapted for screen and stage, pieces of music are borrowed for film purposes or even
advertising, etc. Such creolized cultural entities reveal numerous interactions between different
semiotic systems as codes of culture. The works recreated within other cultural dimensions are
inevitably modified but also supplemented, endowed with a new life.

The way books move from pages to the screen is especially interesting due to the profound
transformations the original undergoes. Such films are based on a complex interplay of two creative
personalities, the writer and the director. Viewers receive and perceive not only verbal information
but also visual representations which acquire paramount importance. While trying to preserve the
plot, characters, and the story setting as intended by the author, the director creates his/her own
work of art, just as engaging and realistic as the source. Book adaptation becomes even more
complicated if the message, the author meant to communicate, is conveyed through internal
monologues of characters, their reflections on the past and present, their feelings and aspirations.
“The Handmaid’s Tale” by Margaret Atwood serves as a vivid example of such a challenge. The
director as a “translator” had to reconstruct the story’s background without disrupting the author’s
purport.

The original novel is classified as dystopia revolving around gender issues. Consequently, the
pervasive idea of women’s oppression is central to the literary work. The entire story is told on
behalf of one of the Handmaids, women representing the most powerless of all classes of Gilead’s
society. They have no right to read or write, no possessions of their own just as any other woman in
this dystopian society. However, they are also subject to state-authorized rape in order to ensure
procreation which is threatened by technological disasters. The government of Gilead, which is
omnipresent in every aspect of its citizens’ lives, uses religion and return to traditional values as a
tool to justify its own crimes, injustice, and violence reigning in the society. The protagonist
eventually surrenders under the pressure of the state and realizes that she cannot fight the regime.
Her only desire is to live whatever it might cost her. Nevertheless, the TV series even in its first
season represents a somewhat transformed image of the main character. The viewer sees Offred as a
much stronger personality willing to fight for her future and the future of those she loves. It is
revealed through her speech, facial expressions, her entire attitude. The book reveals the character
solely via her narrative covering the woman’s memories, emotions, view of the social changes that
have taken place. The series, however, turns Offred from a feeble victim into a survivor who will do
whatever it takes to escape the awful reality.

The second and third seasons of the series show even more drastic changes in the plot as well
as the protagonist’s representation. As a matter of fact, the director seems starting to build his own
story where Offred becomes part of the movement for resistance. Though sometimes she loses faith,
the woman never truly surrenders before the ruling government and eventually contributes to
undermining the Republic of Gilead. Nevertheless, in 2019 Margaret Atwood publishes a sequel
entitled “Testaments”. In fact, the filmmakers were aware of the changes the author planned to
make and received a carte blanche as the events described in the series took place years before those
depicted in “Testaments”. Thus, we witness changes in the literary work after its screening while
the writer’s will shapes the plot of the series still in progress.
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BI3YAJIbHI TA AYJAIAJBHI CTPATETTI ATANITALII POMAHY TEPPI IPATUETTA
I HJTA TEUMAHA “GOOD OMENS” B EKPAHI3ALII 2019 POKY
Tuxomuposa O.B.

Kuiscoxuu nayionanonut nine6icmuyHull yHigepcumem

Binomuii poman Teppi IIparuerra i Hina I'eiimana “Good Omens”, mo Buiinios y 1990 poui,
MEpenoBiiae iCTOpit0 mpo AMOKajincuc y skaHpi rymopuctudyHoro ¢enresi. Iloxii, siki mMarTh
MPU3BECTHU JI0 KIHIIS CBITY, pO3rOpTAIOTHCS HAa TepeHax ipoHiyHOI npoekuii bpuranii kinms 1980-x,
a cepel TepoiB pOMaHy — SHTOJH, JIEMOHH, BiJIbMH, BEPIIHUKUA ATMOKAIINCUCY Ta XJIOMYUK-
AHTHUXPHCT, SKHH TMOTpAIUIIE€ J0 3BHYAHOI MPOBIHIIIHHOT aHTTMCHKOI pOoAWMHU. TakuM YHUHOM,
Ooputrancekuii koa “Good Omens”, mo OyayeThbCs Ha MOTYXKHIM 1HTEPTEKCTYaJIbHOCTI, 1pOHIi,
MapoJIifHOCTI, MOBHHMX Irpax TOIINO, MPOXOAWTHh Kpi3h «OJWBHEHHS» 1 HaOyBa€ IEBHUX PHC
YHIBEpCAJIbHOCTI, MEPETBOPIOIOUUCH HAa YOCOOJIEHHS IUIAHETH, L0 ONWHHIIACS Tepe]l 3arpo30i0
3HUIICHHS.

Expanizanis pomMaHy y BHIVIAII IIECTHCEPIHHOrO cepiaiy, 3HATOro 3a creHapiem Hima
Tefimana, Buiiiia y 2019 poui. PexucepoM 1boro «HelMOBIpHO aMOITHOIO IPOEKTY, 10 BUMAras
BOAHOYAC BigAaHoCTi i kpeatuBHOCT» (Whyman, 2019, p. 24) BuctynuB motinangeuns Jlyrmac
MaxkKiHHOH, a OpuTiHATBHUI CayHITPEK OO0 cepially HamucaB aHMIIHCBHKUM kKoMmmo3utop /JleBin
ApHonpj. 3aBasku Tomy, mo noaii “Good Omens” Oyinu mepeHeceHi B CydacHICThb, €KpaHi3allis
BiJUI3EPKAJIOE CYTTEBI 3MIIEHHS Y COIPUUHATTI CaMOT0 MOHATTS «OpUTaHChKOCTI». 3a 30 poKiB, sKi
BIUIUISIIOTh POMaH BiJA cepiayly, NOCWJIMINCS NPUTAMaHHI NHUTAHHSM HAI[lOHAIBHOI KYJIBTYpH
am0OiBajieHTHICTh Ta po3MuTicTh (Bhabha, 1990), mo migkpecnroeThcs, 30KpeMa, IHTErpPOBaHUM
KACTUHTOM Ta 30UIbIIEHHSIM aMEePUKAHCHKOI IPUCYTHOCTI B ay/110Bi3yalbHOMY O(OpPMIICHHI.

3a tBepmxkeHHAM Jlinau [aTueoH, y mpomeci ajganTaunii TEKCTIB JUIsl CHEHH YU €KpaHy
ayIiadbHI pIIEHHS HE MEHII 3Ha4ymli HiX BizyanbHi (Hutcheon, 2013, p. 40). Lls Te3a ocobnmBo
akTyanbHa Jis cepiany “Good Omens”, y SKOMy TpaHCKOAYBaHHs ipOHIYHOI TOHAIBHOCTI TEKCTY
Ta HOro mapojaiiHOI KOMITOHEHTH BiZOyBAa€ThCS 3a JONOMOTOI0 HHM3KH Bi3yaJlbHUX, MY3HMYHHX
Ta BepOalbHUX amo3ii, sIKi MOCTIHHO MeperuliTaloTbes 1 MPaLolTh Yy KoMIiulekci. Hampukian,
MOTPH 3raJlyBaHHs 1 IMTYBaHHSA CIABETHOIO MIO3HMKIY <«3BYKHM MY3MKH», HOro HOMEpH He
BUKOPHUCTOBYIOTHCSI B CAyHATpPEL[l, HATOMICTh, OPUTIHAJIbHI MYy3U4H1 TPEKH APHOJIbJIa B3aEMOAIIOTh
13 parMeHTaMu miceHb OpUTaHCHKOro rypry Queen, HmiAKpECIIOIOUNM CMHUCIIOBI aKILEHTH cepiaiy,
a TaKOX JAMHAMIKY CTOCYHKIB MK FOJIOBHUMHU NEPCOHAXKaMH, SHrojoM AsupaderneM Ta JeEMOHOM
Kpoyni. IIpu upomy, y ApamMaTH4HOMY €Mi30/1 MOXKEX1 y KHM)KKOBI KpaMHMIII SIHTOJIa TEpIIOr0
crniajaxye came agima «3ByKiB MY3UKH.

Hemunyua BTpata Oararb0X T'yMOPUCTHYHUX MOMEHTIB pPOMaHy Yy IMpoleci ajamTarii
KOMITIEHCY€EThCSl BBEJICHHSM ay/10BI3yaJIbHOTO Mapo/AiI0BaHHS KiHEMaTorpadiuHUX KOJiB (KJIACUKU
XKaHpy Hyap, (QUIbMIB kaxiB, Hacammepen «Omen» 1976 poky, apTypianu Ha Kmrant «EkckamiOypay
1981 poxky Tomo). OpienTanis Ha cnenudiky GaHIOMHOIO IHTEPTEKCTY CIIOHYKa€e aBTOPIB cepiairy
BJIABATUCS JI0 TAKUX MPHUHOMIB, SIK «BEIUKOIHE siflie» (easter egg) Ta akTOpPChKa anto3isl, IpuIoMy
CaMUMH BITI3HaBaHUMHU JKEpeNaMH BUCTYMaOTh Mediadpanmsu «J{okrop XTo» Ta «30psiHi BIHHI».
[ToTy>KHO BMKOPHCTOBYETHCS CHAALIMHA OPUTAHCHKOI'O YOPHOTO T'YyMOPY, 30KpeMa KOMEIiHHOTro
rypty «MonTi [laliton». Takum ynHOM, BUOYAOBYETHCS MYJIbTUMOAANbHA (EHTE31iHA MPOEKIIS
bputanii XXI cromitrs, sika 30epirae 1pOHIYHICTH pOMaHy, aje BIATBOPIOE ii IMepeBaXKHO
KiHemMaTorpagiyHOI0 MOBOIO, KOMOIHYIOUHM IKOHIYHI BHUSIBU OpPUTAHCHKOCTI 3 ii OUIbII CydYaCHUMU
Mo (iKaLiAMK 1 TOCUIIIOI0YN YHIBEpCaIbHE 3ByYaHHs BIYHO aKTyaJbHOTO Miy po ATIOKaIICHC.
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KIHOJMCKYPC BINHU:
MOTPIMHA MEPCIHIEKTUBA IHTEPMEJJIAJIBHOCTI
®enopis S1.P.
Hayionanvnuii ynisepcumem “Kuego-Mozeunancoka akademis”

Putopuka B yMoBax BiiiHM Ma€ ABa IMOJSPHI MPOSIBU: HA CIPOTHB BiliHI a00 Ha MIATPUMKY
BIliHHU. A came, 3 OJJHOr0 OOKY, aHTHUBOEHHA PUTOPUKA CYIIPOBOKYETHCS TaciiaMu, 110 MPOMOBIAYIOTh
TYMaHI3M 1 30Cepe/KYIOThCA Ha 3aKJIMKax IPOTH MacoBOro HacwibCcTBa. HaifuacTimie, yTiMm, Taka
PUTOPUKA MEXKYE 13 MOIYJII3MOM, SIKUH 3JI0BKMBAE 0a30BUMH JIOACHKUMHU MOYYTTSIMU M €MOIISIMH —
HEBJIOBOJICHHSIM 1 CTpaxaMu HacelleHHS — M 00ilse MBHUIKE PO3B’SI3aHHA TOCTPHX T'yMaHITapHUX
pobiuem. 3 Apyroro OOKy, IPOBOEHHA PUTOPHKA TOKIMKAHA TIEPEKOHATH ayJAUTOPII0 B HEOOX1THOCTI
aKTHUBHOTO IMPOTHCTOSIHHA BOPOTOBi, TOOTO B HEOOXigHOCTI BiiiHH. Lle o3Hayae, MmO BigIaHICTH
iIearaM MHPY BUMAarae BOJHOYAC MOOiMi3amii (i3MYHUX 1 MOPATBHUX PECYpPCIB ISl 3aXUCTY
TEPUTOPIATBHOT HITICHOCTI KpaiHU, HAllIOHAIBHUX 1HTEPECIB, KUTTA M 100poOyTy rpomazsH. Came
el Ipyruii BEKTOp PUTOPUKHU BIIHH ameloe 10 MOYYTTS MaTpioTU3MY, 3aKJIMKA€E 10 BUTPUBAIOCTI
1 MY>KHOCTI IiJ1 Yac MPOTUCTOSHHS COIIaIbHUM, EKOHOMIYHUM Ta 1HIIUM T'YMaHITAPHUM BUKIIUKAM.
[IpoBiIHUM PUTOPUYHHUM pPYILIIEM MPOBOEHHOTO IUCKYpPCY, SIK CBiAYaTh YHCIEHHI 1CTOPHYHI
MIPUKIIAIN, BUCTYIIAE pathos — EMOIIHHINA CKIIaIHUK TYOJIiYHOTO MOBJICHHS, IKOMY, 32 YMOB JIOBipH
ayauTopii 10 oparopa, MOCTYNAIOThCS HABITH JOCKOHAJI JIOTIYHI apTyMEHTH. 33aJOKyMEHTOBaHI
YH BiATBOPEHI B Xy/I0’)KHPOMY KiHOMHCTEITBI, TaKi 3aKJIMKH CTAIOTh 3pa3KaMy KPaCHOMOBCTBA IS
HACJIiTyBaHHS, BUBUCHHS, aHAITI3Y.

Amnanizyrouu npoMoBy «Mu Hikonu He 3aamocs» (We Shall Never Surrender) Gputancbkoro
npem'ep-miHicTpa Bincrona Yepummist 4 depBHs 1940 poky mepen manator rpomajl, JIOMOBiIb
TOPKHEThCSI MUTAaHb BUSBJICHHS KOMIIO3ULIMHUX Ta €MOLIMHMUX pPYIIiiB, sKi, HaKJIaJalOYUCh Ha
TeMaTU4HE TJ0, J03BOJIAIOTH MOBIIEBI 3aBOIOBATU M yTPUMYBATH yBary ayAuTopii, BIUIMBAaTH HA Hel
1 (hopMyBaTH NEPEKOHAHHS, CIIOHYKATH 1 ckepoByBaTH Aii. [Ipy nbomMy Mu 3ai1y4aeMo 0 po3risiLy
nokyMeHTanbHuil ¢iumbM (We Shall Never Surrender), 1m0 MICTUTH 3aluc MpoMoBH Yepuwmiis,
XY/I0’KHIO KIHOIHTepIpeTanito 11boro Buctymy (Gorak, 2011), a Takox QonbKIOpHI (KOHCIIPOJIOTIUHI)
BieokomeHTapi (Toye), noOynoBaHi pajiie Ha MONYJISPHUX, aHDK HAYKOBUX (pakTax 1 apryMeHTax.
VY mHux TphOX paKypcax IUCKYTYIOThCS MMapaMeTpH aBTEHTHYHOCTI oparopa — 30KpeMa, CTYIiHb
€MOLIIITHOCTI MOBJIEHHS, L0 CTaB MPUBOJAOM CTaBUTH IIiJ| CyMHIB ()aKT 3alUCy NMPOMOBH CaMHUM
peM’ep-MiHICTPOM, a HE JUKTOPOM PaJio.

Po3B’s13aHHs poGiemMu i1eHTUdIKALl] MOBISI MOXKIIUBE 32 YMOB CTBOPEHHS HOTO JITHTBICTUYHOTO
MOPTPETy 13 3aJY4YEHHSAM [0 aHaji3y 1HCTPYMEHTIB CHEKTpOrpadiyHOro aHayli3y MOBJIEHHS, KN
JI03BOJISI€ 3ICTAaBUTH aHAJI30BaHUM 3amuC 3 IHIIMMHU 3pa3kamMu MOBJEHHS Binctona Yepuwmmis,
a BIJITAaK BCTAHOBUTH aBTEHTUYHICTH OpaTopa.
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3HAKOBICTbD i7KI B KIHOTBOPI
®dininnmosa H.M.
Hayionanvuuii ynieepcumem xopabaedyoysanms im. aom. Maxaposa

Jlobpe BiIoMO, IO CMHCJIOBA CTPYKTypa CBIZIOMOCTI MOPOJKEHA KYJIbTYPOIO SIK 3HAKOBUM
reTepOreHHUM YTBOPEHHAM. ToMy came 3aBJIsKH 3HaKaM c(hOpMYBAJIOCs CBOEPIIHE TTOCEPETHULITBO
MK CBITOM NPHUPOJAU 1 CBITOM KOHKPETHOI KYNbTYpH, SIKHH CTBOpeHHH monuHOr. KoHkperHa
KyJIbTypa — 1€ CKJIaJIHa CUCTEMA, IIPOCTIp CMUCIIB AKOi € OaraToMipHHM, iX KiacHQikarii 3anexarb
Bi TOro, sKi O3HAKM BBWKATH BAXJIMBUMU: a) IHAWBIIyaJIbHI/ coImianbHI (TOPOIKYIOTHCS
THAVBIAYYMOM 1 iICHYIOTb SIK 1HIUBIyaTbHi, ajie epeaaroThCs y CHUIKYBaHHI 1 CTalOTh IIIHHOCTSIMH,
COLIIaJIbBHUMH HOPMaMH, MOBOIO TOIIO); 0) palioHaidbHi/ ippallioHanbHi (pe3yiabTaT adCTPaKTHOTO
MHUCIIEHHs a00 pe3ysbTaT BUABY eMoliif). Cepes OCHOBHUX TEHJCHIIH PO3BUTKY 3HAKOBUX CUCTEM,
nputamMaHHux XXI-My cTopiudio, BUIUISIOTH: a) 30UIbIICHHS OOCATY Bi3yasbHOI iH(oOpMaIii,
Ta 0) cy0’€KTHBI3alIlIF0 MUCTEITBA, SIKE 00’ €IHY€E Pi3HI 3HAKOBI CHCTEMHU.

JlronuHa TpUMUCYE 3HAYEHHS, SKi MOB’si3aHi 3 i MOJIEr0, SBUINAM MPHPOIHU, KOJIBOpaM,
IUTaHETaM, OZSTY 1 HaBiTh 1Xi; TOOTO Bce, IO MOB’SI3aHO 3 TKEI0 MOXKe OyTH JHKEpEeIOM 3HaHb MPO
HapoJ, HOTro KylbTYypY, HAIIOHATBHHUIA XapaKTep, OCKUIBKH I1¢ OJUH 13 KOMIIOHEHTIB HAIiOHATBHOI
igenTuyHocTi. Tpaaumii KymiHapii, ckiaj i, €TUKET BIAIrParOTh, K BiIOMO, KUTTEBO BaXKIHUBY
ponb B icTopii ycix HapomiB. Ia UBUTH He TiNBKM MaTepiajbHE TiNO TIOAMHHU, ane i ii AyX,
3BHYKH, TOBEIIHKY B CYCILUIBCTBI, Ma€ BEIUYE3HY CEMIOTHYHY (CHUMBOJIYHY) BaJiHICTh, €
HAaHOUTBII KOHCEPBATHBHOIO, MAaCOBOK), YACTOTHOIO YAaCTHHOI TOOyTOBOI KynbTypu. Came 3
KyJIIHApHUMH TPATUIIISIMHA 1 pUTyaJlaMH XapuyBaHHS JIIOJIM PO3CTAIOTHCA HAHOUIBII HEOX0YE, TOMY
caMme BOHM JalOTh OaraTWii MaTepiai Juis po3yMiHHS HaliOHAJIBHOI CHUIBHOTH MPOTSTOM JIOBIOTO
nepioay iCHyBaHHSI I[bOTO eTHocy. Ha TicHuii 3B’S30K i%ki, ®KHUTTS €THOCY ab0 Hapoja i JEKCUKU
ixHpoi MoBM BKaszyBana ['. BexOunbka, a Y. Exo BBIB y CBOIO CEMIOJOTIYHY MOJIEIb «CMaKOBi
KOIM», AKi BiH 00'€lHaB 13 300CEMIOTHKOIO, TAaKTWJIBHUMH 1 HIOXOBUMH CUTHAJlaMU B TPYILY
«IIPUPOJAHUX» KOJIIB.

3NIUTTA IE€KUIBKOX 3HAKOBUX CHCTEM NPUBOAUTH JI0 TOTO, 110 0arato XyJa0’KHIX 1 KIHOTBOPIB,
CIOJKET SIKUX 0a3yeThCs Ha CHMBOJI3MI 1K1, TTIOKa3ylOTh, [0 pPeaIbHE MPUMXJIIUBO MOEAHYETHCS 13
HepeaJbHUM, (AaHTACTUUHUM: iKa MOYMHAE KUTU CBOIM JKUTTSM, NPOSBISE BIACHUM XapakTtep,
BIUIMBA€ Ha JKUTTEBI CHUTyallii, BITHOCMHM MDK JIOJAbMH, PEBHY€E, HIATPUMYE, JOMOMArae, II0
CTBOPIOE HETIOBTOPHHUU KOJOPHUT. PealbHMMH 3alUINAIOTHCS HAI[lOHANBHI TPOIYKTH, PElenTypa
BUTOTOBJICHHS,

AHani3 poil BIUIMBY 3HAKOBOCTI TKI Ha PO3YMiHHA i1el (QUIbMIB, XapakTepiB IepoiB MHU
MOoKa3yeMO Ha Marepiaji JBoX JocuTh BimoMux ¢ineMiB: “The Mistriss of Spices” and “Chocolat”.
Ix 06’eqHye 0cO6IMBA TTOYYTTEBICTD, MIOTCHKICTh, XMMEPHICTh, MPUCTPACTh CaME 3aBJSKH TOMY,
10 TOJIOBHI IepoiHi YNpaBlsAOTh 1 NPUOOPKYIOTh MariuHi MpOAYKTH (B OAHOMY BMIIQJIKy CHEIlii,
y 1HIIOMY — IIOKOJaJ): HAacoJIoJa BiJl 3araxiB, CMaKiB YIPOJOBK KOXHOTO (PiIbMy 301IBIIYETHCS,
HaOyBae (PaHTACTMUHUX BCEOXOMHHUHUX PO3MIPIB 1 NMPUEAHYETHCA 1O IHUIMX 3HAKOBHX KOAIB (rpa
aKTOPiB, My3WKa, KOJbOPOBA MaliTpa, KOCTIOMH TOIIO) SK PIBHO3HAYHUM, CTBOPIOIOYU M€ OJIUH
HE3BUYAWHUHN, OCOOMMBUN €CTeTHYHHMI KOJ IJIs BHUPKEHHS MIKOCOOUCTICHUX BiJHOCHH,
MICUXOJIOTIYHOTO CTaHy repoiB, iXHIX emouid, (i3uuHux Aii, 30BHimHOCTI. Hampuknan, cremii
CHMBOJII3YIOTh JJOCUTh arpecUBHY CYTHICTb, fKa JI03BOJIE€ iM JJOMIHYBAaTH Haj I'epoiHEI0, a TOMY
il 3BUIBHEHHS MeTa(OpPHUYHO CHUMBOMI3ye i HE3BUYAWHY BUTPUMKY, TEpIIHHSA, CHIY AYyXY
1 IpUTaMaHHy ii IpUPO/i, ajie JOBTO CTPUMaHy IPUCTPACTb.

Taxum 4MHOM, Yy CEMIOTUYHIN CTPYKTYp1 KIHOTBOPIB Ba)KJIMBA, a IHOAIL 1 MPOBIAHA POJIb, MOXKE
HaJIe)KATU KyJiHAPHOMY KOJy, SIKHH OpraHi3ye i BHOpPSJAKOBYe TeKCT. [HpopMmaTuBHA BaJiHICTh
HaIlOHAIBHO-CHEIM(IYHOI JIEKCUKU XYA0KHBOTO TBOPY 3aMILIY€THCSI MOTYTHIMH MOXJIMBOCTSMU
BI3yaJIbHOI 3HAKOBOCTI il OpraHidyHO BOYAOBYETHCS B €CTETUYHY CTPYKTYpPY TEKCTY, IO JI03BOJISIE
aBTOpaM HAOYHIIIE MepeaTH MOPAIbHY i€H0.
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KPYI'JIUM CTLIIV.

Inmepmeodianvnicmo y KOoHmexkcmi
My3uKanizauii, meampanizauii i KIHLeMUYHUX
mucmeume. Inmepmeoianvnicmo
I MYIbMUMOOATLHICHLD
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MYJIbBTUMOJAJIBHICTD TA IHTEPMEIIAJIBHICTD
AHT'JIIACbKOMOBHUMX KA3KOBUX HAPATHUBIB 1151 JITEA
Benexosa JI.1.,, Iamis A.O.

XepconcvKutl OepoicasHull yHigepcumem

Y cydacHoMy MemianmpocTopi W mu@poBOMY CBITI BCe dYaCTile 3 SBISIOTHCS CIKBEIH,
MIPUKBEJIH, €KpaHi3allii, TpaHCHO3MIIii, pI3HOTO poay Moaudikallii, IUriTaabHI Bepcii (quritanizarii),
IHTepaKTHBHI (OpPMATH KAa3KOBUX HAPATUBIB, AKI BAWXAIOTh HOBE JKUTTS B KA3KOBI CBITH, IO TaK
npuBaboTh AuTA4y ayauropito (Unsworth, 2006; Zipes, 2011, 2012).

CporojiHi He MOXHa MOCHEPEYaTHCh 13 THM, IO JITeH 3HAYHO JIETIIe 3alllKaBUTU Ka3Kolo,
AKIIO 11 MOYKHA MPOYMTATH B AWTITAILHOMY (Gopmari Ha caiTi B Mepexi IHrepHer. SIk mpaBumio,
TaKi CaliTU CyNpoOBOIXKYIOThCS SICKPABOIO aHIMAIlI€l0, PI3HUMHU HAANNUCAaMH, KOJIbOPOBUM LIPU(TOM,
MOKJIMBICTIO JIOJTYYUTHCH JI0 IHTEPIIPETAaLlii i YCBIIOMIICHHS Ka3KOBOTO HAPATHBY B PEXKHMMI on-line.

MynbTUMOIaIbHA HAPATOJIOTisl ONEpy€e TaKUMH 3aCaJHUYUMH MOHATTAMHU: MOJYC (AHIJ. —
mode), menia (aHrn. — media) ta BnacHe HapatuB (Toolan, 2010). Moayc mocrae ceMiOTHYHHM
pecypcoM, 110 A0TYYaeThCs 10 CTBOPEHHS HAPATHBY, TOJ1 SIK MeJlia CIIyTye crnocoOoM MaHidecTarii
i TOmMpEHHS TOro, MO OYJI0 TMOPO/KEHO CEeMIOTHYHUMH Moaycamu. Menia — marepiaabHHA
pecypc, 3a1iTHUH 7151 CTBOPEHHS CEMIOTUYHOT MPOYKIIii, IO TAKOXK OXOILUTIOE BC1 BUKOPUCTAHI IS
Hei 3acobu Ta marepianu (Kress & Leeuwen, 2001, p. 22).

HapaTtuB noctae 0coOIMBUM THUIIOM pernpe3eHTallii AiicHOCTI ((pakTyarbHUX a00 (iKIiHHUX
nojiii), sika nepedyBae B MEBHOMY JIHUCKYPCHUBHOMY KOHTEKCTi, adO CHTYyallii, IO CIIOHYKa€E 10
pO3MOBigaHHs icTOpii (XyOOXHIM TUCKypC, >KMBa KOMYHIKAIlisl OIOBigada Ta HOro amapecara)
(Ilamis, 2020).

CydvacHuii mudpoBUil TPOCTIp Ka3KOBUX HAPATHBIB — II€ KIHOHAPATUBH, IAWTITAIBHI I
IHTepaKTHBHI Ka3KH, 1110 TOCTAIOTh MYJIbTUMOAAIbHUMU TEKCTAMH, Y SIKUX B3a€MOJIIIOTh BepOalbHi,
ayJialbHI Ta Bi3yaJdbHI CEMIOTHYHI Moaycu (auB., Hampukiaa Unsworth, 2006). [aTepmenianbaa
MPUPO/Ia XYI0KHBOI'O HAPATUBY JJIsl AIT€H PO3KPUBAETHCS B HOro MOTEHIIANI O ePEeOCMUCICHHS
Ta BTUICHHS B PI3HUX MeJia — BiJ TEKCTY JI0 KIHOTEKCTY, BiJ KIHOXKaHPY (DEeHTe31 10 MIO3HKIY,
PI3HOMAaHITHHUX >KaHPOBUX TpaHchopMalliii — Bl KIaCHYHOI Ka3Ku 10 (PeMIHICTUYHO MEPEOCMUCIICHOT
ictopii. [TosiBa BemMKOi KUIBKOCTI CydacHHX €KpaHHUX BEpCiil BIIOMHMX Ka30K CBIAYUTH MPO iXHIO
AKTYaJIBHICTh 1 3HAUYIIICTH JIs1 KOYKHOTO TTOKOJIIHHS AUTSIY01 YUTAIBKOI ayAUTOPIi.
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MY3UKAJI3ALIS MOE3II IK JTUCKYPCUBHA CTPATETIA:
KPUTUYHUI AHAJII3 TUCKYPCY IOCMEPTHOT'O AJIbBOMY
JIEOHAPJA KOEHA “THANKS FOR THE DANCE”
bicky6 LII.

Bonuncokuii nayionanonuii ynieepcumem imeni Jleci Yxpainku

[Ticns BpyuenHs HoGemiBchkoi mpemii 3 miteparypu boOy [imamy y 2016 pomi y doxkyci
MOBO3HABYMX Ta JIITEPAaTYypPO3HABUMX CTYAIH YKOTpEe ONMHMIIACH alleJIATUBHA CUJIa My3UKali3allil K
MOTY>KHOTO 3aC00y aKTHBi3allil MOETUYHOI CHIIM XYJOKHBOTO TUCKYpPCY. Y MOTHBAIiiHIA pemapiii
HobGeniBcrkoro xomitery 3asHadeHo, 1mo b. [liman orpumar Bim3Haky “for having created new
poetic expressions within the great American song tradition” (The Nobel Prize, 2016). Otxe,
eKCIepTH Oe33alepeyHo HaroJollyloTh Ha TOMY, IO IiCEHHE O(OPMIIEHHS CIIpsi€ MOSIBI HOBHUX
MOETUYHUX 3ac001B BUpakeHHs. Takuii CIIecK iHTepecy 0 CIiBaHOI Moe3ii MPUPOIHHO IPUBEPHYB
yBary i 0 TBOPYOCTi 1HIIOro BeJduWKoro Oapma cydacHocti — Jleonapna KoeHna, sikmii 3a ocTaHHI
POKH CBOET My3MUYHOI Kap’€pu TpaHCc(HOpMyBaB iHTEPMETIAIBHHM KaHp CIiBaHOI 10e3ii y CBITOBHIA
MucTteupkuid TpeHna. CBITOBY ciaBy HOMy MpHHECHA yHIKajJbHa MaHepa BHKOHAHHS BIIACHUX
MIOETUYHUX TBOPIB, MOKJIAJEHUX Ha BJACHY MY3HMKYy, L0 CYIPOBOJDKYBAJIach YIi3HABAHUM
aBTOPCHKMM T'OJIOCOBUM BHUKOHAHHSM 13 3alydeHHSIM OCOOJIMBOTO TPOCOAWYHOTO 3pa3ka —
rMO0KOro, Xpumioro 6aputoHy. OTxe My3HKali3alis, TOOTO 3aJlydeHHs My3M4YHOro (OHy Ta
criBy, Oyna edekTuBHO 3actocoBana Jleonapnom KoeHOM sk KOTHITUBHO-TUCKYPCHUBHA CTpaTeris
IUIs TonyJsipu3anii BaacHoi noesii. JIoCHiAHUKY KOTHITUBHHUX BJIACTUBOCTEH MY3MKHU 3a3HAYaroTh,
o My3HuKa, abo KBa3iMy3W4YHa TOBEAiHKAa (HACHIBYBaHHS, CBUCT, MYPMOTIHHS) HaJeXaTb 0
yHiIBepcaJbHUX 3aco0iB coliamizamii iHIWBiJa 1 MPUCYTHI B YCIX BIIOMHUX HHHI CYCHIIBHHUX
yrpynyBanHsx (d’Errico et al., 2003). Oxpim po3BakanbHOT (yHKIIT, My3UKaIi3amis sIK CyCHiIbHO-
korHiTuBHa ctpareris (Dijk, 2008) 3abe3neuye pearnizaiito i iHIIUX CYCHUIBHO BXKJIMBUX MOTPEO,
a came JIyXOBHOT'O PO3BUTKY Ta PUTYAIBHOTO CYIPOBOAY KUTTEBUX MOMAINA. 3a TAKUX YMOB MY3HKa
€ YHIBEpPCAJIbHOIO CEMIOTHMYHOIO PaMKOI, fKa KamilOpye MOETUYHHM IUCKypC 1 Ja€ 3MOTry
3reHepyBaTH MNEBHUM comio-korHituBHUE iHTEepdeiic (Dijk, 2008, p. 117) mis onTtumanbHOTO
pEe30HYBaHHS Moe3ii y CBIIOMOCTI ciiyXadiB. J[OCTITHUKM MEXaHI3MIB B3a€MOJIii MOBHU 1 MY3UKH
JIx. Kamaran 1 E. Mak/loHann 3a3Ha4aroTh, 110 MiJ Yac B3a€MOJii MOBHU 1 MY3MKH YTBOPIOETHCS
crienudiuHa ceMIOTHYHA paMKa (semiotic framework), y Mexkax K01 peai3yroThCsi TPH TUIIN 3HAYEHb!
1) ineiine abo koHuentyanbHe (ideational) — omucye AOCBiA COPUMHATTS, 2) MDKOCOOHMCTICHE —
ONHCYE B3a€EMOJII0 MIK aKTaHTaMH, 3) TEKCTyaJbHE — OIUCYE B3a€EMOJIII0 TEKCTYy 1 KOHTEKCTY
(Kevitt, Mulvihill, & Nuallain, 2000). ¥ HamoMy I0CHIiPKeHHI MM IIpOaHATI3yBajli yCi TPU THUIIU
3Ha4Ye€Hb HAa MaTepiaii MceHb OCTAHHBOTO TocMepTHOTO ankoomy Jleonapaa Koena Thanks for the
Dance (Cohen, 2019), mo OyB Bumanuii #oro cuHom y 2019 pomi, BHUSABMIM YHIKaJIbHI
3aKOHOMIPHOCTI MYJIbTUMOJAIBHOTO 3B’ A3KY TEKCTY MICHI 1 My3UYHOT'O CYIIPOBOAY, MENOii, pUTMY
Ta KoHTekcTy. Ycmn 3a H. I'pipditom (Language, Vision & Music, 1999) npocniakyBanu
CprKTyle Ta (1)yHKIIII/IH1 MOIIOHOCTI MY3HKH i MOBH 1 minUM BHCHOBKY PO YHiBEepCATbHUH
3B’A30K MOBM 1 MY3UKH 4Yepe3 CIOPIJHEHICTh iX CHocoOiB eKcIUTKalii 3aco0amMu  €IuHOi
MEePUENTHBHO-KOTHITUBHOT CHCTEMH JIFOTUHH.
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MYJIUBbBTUMOJAJBHA TA BI3YAJIBHA IPOHIS Y JITIHBOKOT'HITUBHOMY BUMIPI
Hapumrok 1O.b.
XmenvHuybkuii HayioHaIbHUL YHigepcumem

Ha crorogni y JiHTBICTHII IpOHisS SK CTHJICTUYHHMNA TPOM, MpUHOM 1 ¢irypa ITyMKH BKe
JOCTaTHBO IIUPOKO OOrOBOPEHA 1 I0CIII)KEHa HAYKOBIISIMA Ta MOBO3HABISIMU, IIPOTE HaM 3Ja€ThCS
HEBUYEPITHUM TOTEHINAM Ii€i eKCIIPeCUBHOI MOBHO-CTHIIICTHYHOI KaTeropii, o pyilHye ycTajleHi
CTEPEOTUITH MOBJICHHS. 3 ITMHOM Yacy, MPOCOYMBIIKNCH B YCI Tally31 JIOJCHKOI MIsUIBHOCTI, 1pOHIs
cTae Bce OumbIIe 1 OLTbIIE CXOXKOK Ha MEBHY MOJENb MOBEAIHKH Ta MUCIEHHS JIOAMHU. IpoHis
XapaKTEPHU3YeE TMPOIIECH 3alepPEeUeHHs], PO301KHOCTI HaMipy 1 pe3ynbTaTy, 3ayMy i 00'€KTUBHOTO
ceHcy. Ii MOHa BHBYATH y PIi3HHX acleKTax, 30KpeMa y JIHIBOKOTHITMBHOMY AaCIEKTi ipOHis
JOCITIJKY€EThCSI Kpi3b mpu3My Teopii MeHTanbHux mpoctopiB (Kihara, 2005) ta 6nenainry (Ruiz,
2009), ¢penomen cnpuitHiaTTs ToukH 30py (Tobin & Israel, 2012), koHIIKT MiX ABOMa TUIAMHU
cuenapito (Ruiz de Mendoza, 2014) i 1.1.

HaitroBimmi mociimkeHHs y chepi BUBUEHHS ipOHIT pO3IIAAIOTh ii SIK JdyallbHE SBUIIE, SKE
CKJIaJJa€ThCS 3 OJIHOIO, ajie JIBOCTOPOHHBOI'O JIOMEHY, B SKOMY HasBHI JBa ¢peiMu, L0 €
YaCTUHAMHU OJTHOTO ¥ TOTO 3K JOMEHY 1 AKi IPH 3iCTaBJICHH] Y1 HAKIIAJaHHI YTBOPIOIOTH JHHAMIYHY
1 KpeaTUBHY Mojenb BukKopucTaHHs ipoHii (Athanasiadou, 2020). Icmanceka nmocmignuns Iues
Jlozano-Ilamacio 3ampornoHyBajia HOBHUH TOAIT ipOHII HA KOMYHIKATHMBHY 1 HEKOMYHIKaTHBHY
(Lozano-Palacio, 2020). KomyHikaTuBHa ipOHisi, 1[0 CTBOPIOETbCS HABMHUCHE MOIUISIETbCA HA
BepOanbHy, Bi3yaJIbHY Ta MYJIBTUMOAAIILHY 1pOHIIO, 1 BiIIOBIAHO, MOXKE TepeaaBaTHCs BepOaIbHO,
BI3yaJIbHO, YU MYJbTHUMOJANbHO. HekoMyHIKaTHBHA IpOHis, sKa € EKBIBAJIEHTOM CUTYaTHBHOI
1poHii, MOKe BXKUBATHUCH SIK B KOMYyHIKAaTUBHOMY (@ BiATaK 11 MOXkHa a00 po3MoBicTH (BepOATBHO YU
Bi3yasibHO) 200 3irpaTH), Tak i B HEKOMYHIKaTUBHOMY KOHTeKCTi. Ha Hamy nmymKy, HailllikaBimoro
3-IIOMIX YCIX THIIIB ipOHIi y 3aIpOIIOHOBaHIN Kiacuikamii € MyJIbTHMOIaIbHA 1POHIs, sIKa aIleioe
70 pI3HUX CEHCOPHUX CHCTEM PELHMIIIEHTA, 30KpeMa 1€ Bi3yaJIbHUI acHeKT, 110 aKTUBI3YEThCS Y
rpadidHAX 300pakK€HHSAX YW UTIOCTpalisix 1 BepOajdbHHM, IO pa3oM CTBOPIOE IMEBHUI CUMOi03
3Ha4yeHb. [IpuKkiagoM MyJIbTHUMOJAIBHOI 1pOHIi y 3almponoOHOBaHIM Kiacu@ikalii € MallloHOK,
rpadiyHa CKJIaJ0Ba SIKOTO BTUIIOETHCS Yy 300pa)K€HH1 JKIHKM, SIKA JUBUTHCSA Y BIKOHIIE JIIOKA
NpajbHOI MalIMHU; BepOaTbHUM acleKT MpeACTaBIeHUH 3arojloBKOM HIXK4Ye “women adventurers”
(«OKIHKH-IIyKa4l MPUTof»). 3aroyioBOK CIPHUSE€ BUBEACHHIO 13 300pa)K€HHsS IPOHIYHOTO CMHUCHTY:
penumient BrisHae y BIKOHIII JIFOKA TTPAJIbHOI MAIIMHU (konuenrtocdepa-mern) JIFOK
JIITAKA (xonuenrocgepa-mxepena) 3a 30BHIIIHBOIO O3HAKOIO CXOXKOCTI. SIK JOTIOBHEHHS [0
TEMaTUKHM L[bOTO 300pa’keHHs, MU 3HAMIIUIN Bi3yajbHY 1pOHIiIO, MPEACTABICHY 300pa)K€HHSAM, Ha
SKOMY BIKOHIIE TpaJbHOI MAIlMHU BUTJISAA€ HEHAUe J3EPKANO, KPi3b sIKE BUAHO XKIHKY, sKa TaK
MHJIOBH/IHO MTOCMIXA€THCSI CBOEMY BiI0Opa’keHHIO, HEMOBOM BOHA 3HAXOJUTHCSA y CaJOHI KPacH.
[TornsnyBmM Ha 1€ 300pa’kE€HHS, PELUIIEHT 3HOBY 3ayBa)Kye MOJIOHICTb Ha OCHOBI 30BHIIIHBOI
cxoxxkocti: JIBEPLISITA mpanpHoi MammHu  (KOHLENTOC(epa-MeTH) TEepeTBOPIOIOThCS  Ha
JN3EPKAJIO (xoHuenrtocdepa-mxkepena). 3aBAsSKd LHUM MEHTAJIbHUM MPOEKIISIM BUSBISETHCS
MeXaHi13M (YHKI1IOHYBaHHS MYJIbTUMOJANIBHOT 1 Bi3yallbHOI 1pOHii.
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TAHIIOBAJIbHUM EK®PA3HUC B ITPOBI CTUJIICTHII POMAHY
JUK.M. KYT3EE “THE SCHOOLDAYS OF JESUS”
I30ToBa H.IIL.
Kuiscokuu nayionanornut nineeicmuyHull yHigepcumem

Bce y BcecBiTi putmivuHO. Bee TaHIoe.
Maiis Anooiceny

Tanok — 1e OoAMH 3 HaMJIABHINIMX BHJIB MHCTELTBA, J€ 3aCO00M CTBOPEHHS XYAOXKHBOTO
obpa3y € pyx i miactuka sojacekkoro Tina (Pomm, 2000, c. 20). InTerpariisi CTHIICTUKH TaHIIO Y
CJIOBECHY CTUJIICTHKY BIJJOMBA€E 3arajibHy TEHACHIIO CYYaCHUX MUCTELTB /10 aKTUBHOTO JiaJIory, KUl
JI03BOJISIE Kpallle OCATHYTH MPUPOTY MHUCEMHUX Ta 300pakaibHO-BUPAKAILHIX (JOPM MUCTELITBA.

VY pomani /[x.M. Kyrzee “The Schooldays of Jesus” «raHiroBamizarisi» Xy/10KHbOI AIHCHOCTI
BiZIOyBa€TbCs 3a NPUHIMIAMU TPU 3aBASKU exgpaszucy manyto. CIOBO exgpazuc TOXOAUTDH
BiJl TpEIBKOro JieciioBa HescHOi erumoiiorii @palwm (phrazo), mo 3 waciB ['omepa o3Hagae
«BKa3yBaTU», «POOHUTH 3p03yMiTUMY», «atoscHioBaTH» (Koncrantunu, 2013, ¢. 30-31). IIpedikc «ex»
y CJOBI eK(pa3uc eKCIUIIKY€E JIBa IOro OCHOBHI 3HAUEHHS: 1) MOBHOTA «TIOBIIOMIICHHSY, «OMHUCY» YU
«BUKIATY»; 2) «BUXII» 3 a00 «yxwieHHs» Bia dorock (Xozensb, 2002, c. 24). ChoromHi MOHATTS
ex(dpasuc oTpuMye HOBHI IMITyIbC PO3BUTKY 1 BU3HAYAETHCS SIK «OyIb-sSKE BIATBOPEHHS OJHOTO
BUy MUCTEITBa 3aco0amu iHIoro» (I'emep, 2002, c. 13).

Mu Bu3Ha4aeMo ek(dpasuc 3 ABOX MO3MMLIK: 1) SK MEBHWI IrpoBHH MPUHOM i3 SICKPaBO
BUPAKEHOI0 METa(iKLIMHOI MNPUPOIOI0 3 OIMSAY Ha «HOro CXWUIBHICTH O BUIIPOOOBYBAHHS
TBOPYOTO MPOLECY Ta HOro Mex» (Tam camo, c. 17) Ta 2) sx pizHOBHA MeTadiKIiHHOTO HAPATHUBY,
[0 BUIUIMBAE 13 HOr0 37aTHOCTI «OTOJIFOBATH MPHIOM» (TaM camo, C. 58), CIyryroudm 3aco0oM
XYA0XKHBOI peduiekiii (TaM camo).

Cytp exdpacTuuHoi TP B KOHTEKCTI (opMyBaHHs irpoBoi crmiicTuku pomany “The
Schooldays of Jesus” momnsirae y necrtaOumizaiii OMOBITHOI, CIOKETHO-KOMIO3HIIIMHOT  Ta
CMHCJIOBOI CTPYKTYpP XYIOKHBOTO TEKCTY. [HKOPIOpPOBaHUH y Xy/I0KHIO OINOBi/b, TAHIIOBATbHUIN
ex(dpazuc nopyirye 3BUMHHUN 1epeOir MOBICTYBaHHS, CIIPUUYMHSIIOYH PO3MOPOLIEHHS MO0 CIOXKETHOI
KaHBU. Y CMMCJIOTBIpHIN IUIOMIMHI XYA0XKHBOTO TEKCTY €K(ppacTUUHA I'pa MOPOPKYE CEMaHTHKO-
CMMCJIOBY HEOJIHO3HAUHICTh K HACIIJJOK PO3PUBAHHS Kay3aJbHOI Ta MPOCTOPOBO-YACOBOI HUTKU
MOBICTYBaHHS LUIIXOM BKJIIOYEHHSI €K(QPACTUYHMX €Mi30[1B 3a MPUHLMIIOM CTPUOKOIMOIIOHOTO
3icTaBlieHHs okpemux cMmuciiB (Xoaensb, 2002, c. 24). Le crpusie mocnabieHHIO pedepeHIiitHoro
CTaTyCy XyJ0KHbOTO TBOPY 1 aKIIEHTYBaHHIO CKOHCTPYHOBAHOCTI OMOBIAHUX XYJOXKHIX (OpM.
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8U3YAILHO20 8 XYy0odcecmseeHnom mekcme (cc. 44—-60). MockBa: HoBoe nuteparypHoe 0003peHue;
Koncrantunu, M. (2013). Dxdpacuc: noHsTHE JTUTEPATypHOrO aHAIU3a UM OeccoaepKaTeabHbIH
tepmun? B JI. B. TokapeB (Cocrt.), «Hegvipasumo evipasumoey: sKkgpacuc u npooiemol
penpeseHmayuu  8U3YaIbHO20 6 XxydodicecmgenHom mexkcme (cc. 29-34). MockBa: Hosoe
nuteparypHoe ob6ospenme; Pomm, B. B. (2006). Taney rkax ¢axmop 3eonoyuu uenoseueckoui
Kynomypsl (ABTOpEedepaT JOKTOPCKON TUcCCcepTaluu). ANTaliCKUid rocyJapCTBEHHBIN YHUBEPCUTET,
bapnayn, Poccuiickas ¢denepanus; Xonens, P. (2002). Okdpacuc U «IemMomanu3anus»
Boicka3biBanusa. B JI. ['emnep (Pen.), Oxgpacuc 6 pycckoii aumepamype. Tpynwl JlozaHHCKOTO
cumnosuyma (cc. 23-30). Mocksa: «MUK».

58



THE MOTIF OF PAIN IN THE FICTIONALIZED NARRATIVE:
A MULTIMODAL PERSPECTIVE
Koliesnik I. O.
Kyiv National Linguistic University

There has been a substantial work done (Herman, 2002) on the logic of stories, complexity of
meaning-making as well as the means of bridging the gap between text production and its reception.
The new view of the narrative assigns it both temporal and spatial orientation (Doloughan, 2009,
p. 16). Such reorientation of narrative means that the act of storytelling presupposes “the
representation and construction of setting, place, and trajectories both spatial and temporal, as well
as actions, events, states, processes, and goals” (op. cit., p. 17). With this narrative shifting, the view
on the image shifts too: though the image is comprehended as a holistic unit it could also be
analyzed via its spatial and potentially temporal dimension (O’Toole, 1994, p. 10).

Similarly, it can be argued that the motif of pain does not seem to rely solemnly on pain-
indicating words and its descriptions, but rather finds its way to be translated into various
modalities, such as dance and choreography. This case is well illustrated by the autoethnographical,
though partially fictionalized collection of stories “Mules and Men” by Zora Neale Hurston (1935).
Fictionalization is manifested here due to the intimate introspected manner of storytelling chosen by
the author: she tells the story through the lens of its participants, which often obscures a wider
perspective. In Chapter Seven, entitled “Ceremonial Dance to Put Away a Man” (pp. 239-245), a
woman turned to a voodoo-master (who is also a narrator’s teacher) to cut ties with her husband,
who was cheating on her in order to mooch off her money. The dance itself is a metaphor of death
that symbolizes the end of the relationship. The ending entails pain, while its highly vivid physical
descriptions seep into the dance depiction: He turned a violent somersault and began the dance, not
intricate, but violent and muscle twitching (Hurston, 1935, p. 241). The adjectives describing the
dance (“violent”, “muscle-twitching”) are akin to the ones used to depict a pain fit, rather than a
dance. The somersault that initiated the dance provides an abrupt and striking kinesthetic visual that
seconds the burst of emotions of the cheated woman, who found out about her husband’s adultery in
the same unexpected and shocking manner.

From this angle the image of emotional pain has three modalities: a visual one, mainly
represented by the ritual preparation — “black draped throne”, “a rudely carved wooden statue”,

“a box was draped in black sateen”, “red crown” (ibid.), an auditory one - “the heel-patting was a
perfect drum rhythm, and the hand clapping had various stimulating breaks...” (Hurston, 1935,
p. 242), and a kinesthetic one — “hand clapping”, “heel-patting”, “a twitchy collapse”, “circled
the room” (ibid.). Interestingly, the auditory modus is verbalized through the prism of bodily
language, which in turn anchors the character’s pain experience. Even though the dance performer
is not the cheated woman herself, he translates the pain she is experiencing through the ritualistic
dance, music that is produced by no other instrument but the human body; the setting of the ritual
table is saturated with black and red, as well as the representation of Death (figuring) that
symbolizes the outcome of the story, the latter entailing a painful loss.
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MY3UKAJIBALIA IOETUYHOI'O JUCKYPCY OKCAHHU 3ABYXKKO
Koponrosa B.B.
J[ninpoecvruii hayionanonuii yHieepcumem imeni Onecsa I onuapa

JlitepaTypHO-My3WYHA 1HTEPMEIIaIbHICTh IIOCTaE 3aco00M pPePEpPEeHTHOrO0 BHCBITICHHS
3HAYeHHS MOBHOro I 3BykoBoro wmwucrenTB. /Jlius  ykpaiHCBhKOI MEHTAIbHOCTI  BHSBU
iHTEepMeaiaNbHOCTI € XapakTepHuMH. Sk 3a3HadaB O. [Tore6ns (1993), y coB’THCBKMX MOBaX, sIK 1
B 0araThOX IHIIMX, ITUIKOM 3BHYHUMU € 30JMKCHHS CIIPUUHSTTIB 30py 1 ciyxy (c. 78). OcobnuBo
SICKpPaBO 11€ SBUIIE BIIOUTO B MOETUUYHOMY JAUCKYPCl, € My3UUHE MUCTEITBO MOJEKyAU BUOYI0BY€E
NEeBHUI moeTosoriunuil pedrexciitauii mpoctip. CaMme Takow € moeTnyHa TBOpUicTh OxcaHu
3a0yxK0, My3WKaizallis sSKoi cTaja MpeIMETOM HAIIoro JIOCHIDKEHHS. 3BaXKaloud Ha Tpalli
P. Bpysrene (2011), BUuI€HOBYEMO TpH THIIM MYy3UKaTi3alii Xyl10KHBOTO, 30KpeMa i TOETHYHOTO,
JTUCKYPCY: a) TeMaTU3yBaHHS MY3HKH (BHKOPHCTAaHHS MY3WYHHX 00pa3iB); O) iMiTariss My3UKH
(My3u4Ha MoAiOHICTH POpPMHU 1 CTPYKTYpH); B) My3U4Hi acouianii (cnenudiuHi crnocodn My3uuHOT
pedepennii) (c. 110-111). Iloe3is Oxcanu 3a0yXKO CIOBHEHa MY3UYHUMH pedreKcisimu,
MOHATTSMH, 3BYKOBUMH e€(eKTaMH, II0 JOBOJATh IOTY)XHICTh MY3WYHOTO CKIIQIHHKA il
BIPILIOBAaHMX TBOPIB. Y Halliil HAyKOBIH PO3BIJLI 30CEPEIUMO yBary Ha TeMaTH3yBaHHI MYy3HKH, 1110
BTUJICHO B KOHIICNITI «MY3HKa», BepOalli30BaHOMY B TOE3iIX aBTOPKH. 3MICT IIbOTO KOHIICTITY
TPaKTyeMO SIK MHCTELUTBO 3BYKIB, CTBOPEHE JIOJAMHOIO. Y3arajJbHEHO, CTPYKTYpPY KOHILEITY
CKJIAJAlOTh SACPHI KOMIIOHEHTH (MTO3HAUYEHI JEKCEeMaMU MY3uUKd, NiCHA, CRigamu, 368VK, 20J10C) Ta
nepudepiliHi KOMIOHEHTH (BepOani3oBaHl Ha3BaMH MY3MYHUX IHCTPYMEHTIB, TEepMiHIB, (opMm
MY3HYHHUX TBOPIB Ta iX BUKOHABI[IB TOIIIO).

[Toetka akTyamidye Ha3BH 0araTbOX MY3HUHUX IHCTPYMEHTIB: posis, 2imapa, Iumaspu,
KOHmpabac, cakcoghon, ckpunka, 6anodico, Hanp.: Mooy timu Ha 8ci CMOpPOHU c8imy — Hy Xo4 Ou
00 Anabamu Ilooasamu nuso y npuoopodxcuim oapi I uekamu, wo Xmocwv 3azcpae Ha OAHOHCO, Mo
nax na Zimapi (O.3a0yxko); Axou mym Oys poanv, s 6 3iepara yio 3a01YKaHy memy...
(O. 3a0yxK0); 3BEepTa€TbCA A0 MY3MYHOI TEPMIHOJOTII: HOmMuU, KAKO@OHisA, CUHKONA, penpusa,
cumahonis, vanp.: Kaxogponin sepciii! nposanu! ceimnomu!. (O. 3a0yxko); I gimep, naremiswiu, ax
penpusa, Mene 0o nepexpecmsa npununa... (O.3a0yXkKo0); BKXHUBa€ JIEKCHUKY, L0 MOB’sA3aHa 13
peanisiMi My3W4YHOTO TIPOCTOPY: OpKecmp, 6ac, nionimp, name@oH, menodis, CMUYOK, Hamp..
Bioiepaii, nepecpaii, 6ce sanucane sumpu — xmo nam Homu niocosye na nionimpu? (O. 3a0yXkKo).
[IpoayKTUBHUMH IMOCTaIOTh y ii Moe3il W Ha3BU MY3MUYHUX CTWIIB, Hamp.: Hasiwo o ya owcinka,
yuscy Heoxonooxcena myka, LlJopazy npuxooums nio yeti nepennaxanuii 6aw03? (O. 3a0yxko); B
ManeHvkomy micmeyky, Ha bepesi ozepa Komo, 6 comeni « Diiopenyar, 6 Hedinio ygeuepi — 0Mcas. ..
(O. 3a0yxKo0).

Kpi3p npuzmy my3uku Oxcana 3a0yXKo Ieperae po3MaiTTs CBITY, OaraTorojoccs MpUpOIH,
LTy aMIUTITYAY HOYYTTIB, HAMp.: 4 My3uKa wemna 6 Kposi poseanysuia cmebdna — Kpize nei mexuu
2onocu i3 makux Hemymewnix yzeuut! (O. 3a0yxKo0); yoce wkooa My3uku , Muiul, — omoi, aKa
Oopuodicana, Posmunarouu ceim Hasunim, moe eenu — Opumeene dicano, I couunocs, mMo8 civbo3u
HidCHOCMU, NIIOHe c8imao 6onoece, I naocador wacms 036enina danexa oopoed... (0. 3a0yXKo).
[Tonexynu My3uKa MmpoiMae yBeCh TUCKYPC, BIATBOPIOIOUN MY3UUHY PedIIEKCito JIIPUYHOTrO repos,
Hanp.: 3 kunasiamypu pebep Jobysaembvcsi 36yK, wo Hazadye nenomany Buwenm posiadnane
nianino, — ane npu momy Ionopy cminvku, ckintbku y nianicma, Kompuil 3a8uepawku 6nopascs
3 emtooom Jlicma (O. 3a0yxKo0).

Omxe, my3ukamizaiis moesii Okcanu 3a0yKKo ToJisirae y BepOaizallii KOHIIETTY «My3UKay,
SKUN TPOHU3Y€E MOETUYHUN MPOCTIP, Jal0uu 3MOTY aBTOPII 3MaJOBaTH IIUPOKHUNA CIIEKTpP e€MOIIii
Ta BIIYYTH CBIT 32 JOIIOMOT'0I0 My3UYHUX 00pas3iB.
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CJIOBECHA T'OJIOT'PA®IA YPBAHICTUYHOI'O ITPOCTOPY
B AHIVIOMOBHIN XYJIOKHIA MPO3I
Moguan /[.P.
Kuiscokuu nayionanonut ninesicmuyHull yHieepcumem

JloCIi)KEHHS TIOHATTSI IPOCTOPY B XYI0’)KHBOMY TEKCTI € aKTYaJIbHOIO TEHAEHLIEI0 CyJacHUX
GUIONOTIYHUX CTYHAIN, aKe 1€ MOHATTS BioOpakae BHYTPILIHI CTYKTYpHO-KOMITO3HIIIHHI
0COOJIMBOCTI MOOYIOBU XYIOXKHBOTO TEKCTYy Ta HOTO OKpeMHUX (pparMeHTiB, IO Jajii 3HAXOIWUTh
BUPAXCHHS B J)KaHPOBUX OCOOJIMBOCTSAX TBOPY Ta B XapaKTEpHUX O3HAKaX CTHIIIO aBTOpa, y TOMY
yucim W KorHiTHBHOro. ChOrojHi, SK 1 paHille, CBOE BIJIOOPaKEHHs B XYIOXKHIN JiTeparypi,
’KUBOITUC1, My3HIIi, KiHemarorpadi, Tearpi 3HaxoauTh 00pa3 Micta. CyKyIHICTh IUX PI3HOMaHITHHX
BiJOOpaxkeHb yTBOpIO€, 3a cioBamu O.M. JloTmana, meBHy MoJelb, 3py4HY Ul BUBYEHHS
no0yJJOBH MHUCTEIKUX, Y TOMY YHCII XYA0XHIX, TBOpiB (IuT. 3a Tomopos, 1984, c. 4-29). Koxen
aBTOp 0OauuTh MICTO TO-CBOEMY 3 OISy Ha Pi3HI 1 I[IJIKOM JIOTIYHI TPUYMHH: TICHUXOJIOTIS,
Oiorpadist, corianbHUI CTAaTyC, 0COOMCTUI JOCBI/I, HAKOTIMYEHUH MMCHbMEHHUKOM, — BC1 Il YNHHUKA
0e3rocepeIHbO BIUIMBAIOTh HA CIPUMHSATTS JOBKULIA 1, SK HACTIJOK, Ha Horo omuc. Y pi3HUX
TBOpAaxX aBTOPH AKIEHTYIOTh yBary Ha Pi3HUX acCIEKTax MiCbKOTO JKUTTSL.

Metonos0riuHuil pakypc IOCHiPKeHHs ypOaHICTUYHOIO MPOCTOPY B AHINIOMOBHHUX TBOpax
MOJICPHI3MY 1 TOCTMOJICPHI3MY BEIIMKOIO MipOI0 BU3HAYAETHCS 3MiHAMH B CydacHii emictemi. Tak,
YIOPOJIOBK OCTAHHHOIO Yacy Ha MeXl CTHJIICTUKUA 1 KOTHITUBHOI JIHTBICTHKM Ta CTUJICTHKHU 1
COIIIAIbHOT CEMIOTMKM BUHHMKIM HOBI Taly3i CTHJICTHYHHX CTYyIii — KOTHITMBHA CTHJIICTHKA
(JIysuna, 2000, c. 205-214) ta MyJIbTHMOJaJIbHA CTUIIICTUKA, BiAMOBIAHO. OCTaHHS 30CEpe/KYE
yBary Ha JOCIiPKEHHI CITOCOOIB KOHCTPYIOBaHHS 3HA4YCHb 1 MOPOIKEHHS CMHCIIB Y pakypci He
nuiie BepOalbHUX, a M aydialibHUX, MPOCTOPOBHX, Bi3yalbHHX Ta IHIIMX MoxayciB (Murray and
Dorsch, 2000).

VY rno6anbHOMY pPO3yMiHHI MOXXHa TOBOPHTH IpO HEsABHY, IPUXOBaHy abo BOymOBaHY
MYJIBTUMOJIATBHICTh XYHAOXKHBOTO TeKcTy (BopoOGiioBa, 2010, c. 47-74), ska BUSBISETHCI B
MEPEOCMUCIICHIHM MOMTIKOIOBAHOCTI, MKTOpIaIbHUX MOTHBAX Ta iHIIOMY. [l0JiKOAOBaHICTh Y ILOMY
3HAYEHH1 BUCTYNA€ AK MOEAHAHHS BIHMCAHUX B XYIOXKHIA TEKCT 1IOCMHKPAaTUYHUX CEHCOPHHUX
aBTOPCBKUX cTparerii #oro moOymoBu 1 posropraHHs. [logibHa moMiKOJOBaHICTH HaOyBae
0CcO0MMBOT 3HAYYIIOCTI B THUX aBTOPCHKUX IUCKypcax 1 OMOBIAHMX (opMax, Jie¢ BaXJIUBUM €
CTBOpeHHs1 edekTy 00’eMHOCTI 1 mmbuHuU. Lle crocyeTbes, mepmr 3a Bce, MIMETHUHUX (opM, 1
30KpemMa mei3axy Ta ypOanicTHaHOro npoctopy. Crocodu cTBOpeHHs edekTy 0araToBUMIPHOCTI,
AK1 MoXkHa TpakTyBaTH, 3a O.I1. BopobiioBoto, sk BUSB CIOBECHOI rojiorpadii, TICHO OB s3aH1 3
OCOOJIMBOCTSIMHU XYIOXKHBOI (DOpPMH, 5IKa, CBOEK YEPror0, BU3HAYAETHCS HE TUIBKU aBTOPCHKOIO
CEHCOPUKOIO 1 KOTHITUBHUM CTHUJIEM HMHCbMEHHHKA, a W JIITepaTypHO-MUCTELILKUM HAINpsIMOM, 0
SKOTO HAJIEXKHUTH aBTOp (TaM caMo). BIu3pkuM 10 MOHATTS MYJIBTHMOAATBHOCTI XYI0KHBOTO
TEKCTY € MOoro iHTepMeniaibHICTh, sIKa PO3IISAAAETbCA K OCOOIMBHMH THIl BHYTPIIIHBOTEKCTOBUX
B3a€MO3B’S3KIB Y XYyIOKHbOMY TBOpI, III0 € 3aCHOBaHMM Ha B3a€EMOJII XYIOKHIX KOJIB Ta (opMm
piznux BuaiB mucteuts (Tumrynuna, 2001, c. 153).
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RHETORIC OF RESISTANCE: MULTIMODALITY AND INTERMEDIALITY
Sayenko T.I.
Nagoya University, Japan

This paper focuses on verbal and non-verbal mechanisms of arousing and transforming
human emotions and feelings. The study involves communicative-pragmatic and experimental-
phonetic analyses of two WWII speeches (Address to the Nation by King George VI on September
3, 1939, and “We shall fight on the beaches” Address to the House of Commons by Winston
Churchill on June 4, 1940) with their cinematographic (The King's Speech, 2010) and musical
(Churchill’s War for Orchestra, 2013, by D. Schnurr) interpretations, as well as the scene with two
dueling songs from the movie Casablanca (1942), where the French national anthem “La
Marseillaise” challenges and overwhelms the German “Die Wacht am Rhein.” The goal of the study
is to investigate the correlation between speech and music in rousing the emotions associated with
mobilized resistance. For the purpose of the research video and audio versions of the studied
material were digitally recorded on the computer, and analyzed with the application of Pratt
software to determine the prosodic variations both in speeches and in music. The research results
show that specific rhythmic, temporal, and intonation patterns are associated with a “proud and
determined” demonstration of resistance to aggression or threat. Music can serve as an emotional
tuner and enhancer of the rhetorical message.
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JIETETHUKA 3AIIAXY B XYJIO)KHBOMY TEKCTI: MYJbTUMOJIAJBHUM ACIIEKT
Cunopenko T.B.
Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

VY nocnimxennsx HapatuBy (Lowe, 2004; Scmid, 2003) croxxer 3aiiMae EHTpaJIbHE MICIIE 5K
CKJIaJHe KOrHITHBHE sBHIe. CroxeT nependadae TUHAMIKY, 3MIHY TOJIIH ITiJ1 BIUIMBOM 30BHIIIHIX
Yy BHYTPINIHIX YMHHHKIB. JliereTnuHa, abo OIOBiJHA HapaTUBHAa MOJANBHICTH, 3a JK. KeHerrom
(1998), mepenbavae po3MoBiAb MPO MOJIIi, Ky TOMOBHIOE, 30KpeMa, OJib(paKTOpHAa OOpa3HICTh.
Ile TsrHe 3a co0Or0 3pPOCTaHHS 3HAYYMIOCTI MYJIBTUMOJAIBHOTO MiIXOAY A0 aHali3y TEKCTY,
0 BPaxoBYe pi3HOMaHITHI Moaycu 3HadeHHs (Periasamy, Gruba, & Subramaniam, 2015), y Tomy
YHCIl Bi3yallbHUH, CIYXOBHH, OJIb(PAKTOPHUN Ta cMakoBHi. Onb(aKkTOpHI MOAPA3HUKU y TBOpaxX
Oputancekoi nuceMeHHMII Jx. Xappic Hanexarb 10 KaranizaropiB noaieBocti (Schmid, 2003), mro:
1) BUKJTMKAIOTh CIIOTAH B IIEPCOHAXKIB, IPUBOJISIYH JI0 OMOBIHOI PETPOCHEKIIil; a00 2) CIOHYKaIOTh
iX JI0 MEBHUX BYMHKIB, IPHUCKOPIOIOYU PYX CIOXKETY.

3anmaxy MOXYTh BIJICHJIATH TEPCOHAXIB JO IXHHOI'O MHHYJOIO, 3MIHIOIOYM TaKUM YHHOM
BEKTOp JIIHIMHOCTI CIOXKEeTy. BOHU BUKIIMKAIOTh CIIOTaM MPO MEBHUX JIOACH, MicIisi a00 MPo caMuX
ceOe B MUHYJIOMY. 3amaxy HEPIJAKO aCOIUIOIOTHCS 3 JIOJABMH, TOMY B pPOMaHax HEOJHOPA30BO
3YCTPIYaEMO CIIOTAJIM MPO IHIIMX TIEPCOHAXKIB, HaBisHI 3anmaxamu, Hamnp.: He could smell the hot
scent of grease frving and the cigarette-paper reek of bangers. For the first time he realized how
much he missed Joe...Jay laughed. All at once his head was full of light. He could smell smoke and

swampy water and the sweet heady scent of ripe blackberries. The air was elderflower champagne.
He knew Joe was with him, that Joe had never left (Harris,2007). Y 1poMy ypUBKY 3amaxu

rapsyoro XUpy 1 HUrapoK HaraaylTh roJIOBHOMY reporo pomany “Blackberry Wine” («OxuHoBe
BUHO») JIkero Makintomy mpo Apyra #oro nutuHcTBa JIko. 3amaxu aumy, OoiloTa Ta STia
MpoOYy/KYIOTh CIIOTaAM MPo Miclie, 1e kuB JIko, Tomy y JIxkes 1 BUHUKAE 111031 Oe3mocepeHbOoi
MIPHUCYTHOCTI HOTO JaBHBOTO JIpyTa.

B iHmuMX BuUMazkax HasBHI CIOTagu MEPCOHAXIB Mpo cede caMuX y AWTHUHCTBI, 1 L4
1HTYiTUBHa nam’sTh, 32 M. [Ipyctom (1992), 6a3yeThcs Ha BIAOMUX 3amaxax, Hamp.: Just for a
moment she thought she smelt something, a strange, vivid scent of sugar and apples and blackberry

jelly and smoke.... For that instant she was a little girl again, with her grandmother in the kitchen

making pies and the wind from the coast making the telephone wires sing (Harris, 2007).

Takum unHOM, ONb(hakTOpHA OOPa3HICTH SIK BOYJOBaHUI MYJIbTHUMOJAIBHUN YMHHUK MOXE
BHOCHUTH KOJIMBAHHS B CHOXKETHI JIiHII Xy/10)KHBOTO TBOPY, IPOBOKYIOUM PETPOCHEKTUBHI BICTYIH,
SIK1 BIJICUJIAIOTh JIO CTIOTaJ(iB TIEPCOHAXKIB.
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H. H. Miiller (Eds.), What is Narratology? Questions and Answers Regarding the Status of a
Theory (pp.17-33). Berlin: De Gruyter.
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OBPA3-CUMBOJI JIABIPHHT B ACHHEKTI MYJbTUMOJAJIBHOI CEMIOTUKH
Creuenko /I.B.
Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

CumBon na0ipUHTY € OJHUM 13 HaWJABHIMKMX B ICTOpIi JIFOACTBA, WOTO TMOXOKCHHS
natyerbest mpubnu3Ho 2500 pokoMm a0 Hamioi epu. 3a CIOBHUKOM CHMBOJIB, JIAOIPUHT — IIe
CUMBOJIIYHE 300paKEHHSI TAEMHOTO, 3aragkoBoro. [IpoxokeHHs depe3 TabipuHT acOI[IIOEThCS 3
iHimiamier (MPOCBITAECHHAM), CHMBOJIIYHUM TTOBEPHEHHSIM y MAaTEPHUHCHKE JIOHO, IEPEX0JI0M Yepes
CMEpTh /10 BIAPOJKCHHS, BITKPUTTSAM AYXOBHOTO LIEHTPY, a TAKOXK HANPY>KEHUM, YaCTO TaKUM, IO
Bele B Oe3BHXilb, MporecoM Mmi3HaHHsI. CHUMBOJI3M JTaOipUHTY € OaraTorpaHHMM: PI3HOMAHITTS
KHUTTEBUX TPOOJIEM 1 TpynHOLI BHOOPY NMPABMIIBHOTO DILIECHHS, II0 MOXe OyTH 300pakeHe y
BUIJISIZI 3alUIyTaHUX BI3EPYHKIB, AK-0T, Ha repOi poaxy Mantya ae [on3zara; cdopmoBaHi 3a
JOMIOMOT OO0 KYIIIB y CaJouKax i mapkax JabipHHTH CIYT'YIOTh IIEBHOIO TPOI0, 3 AKOi Tpeda 3HAWTH
BHXIJI; € JJAOIpUHTH, K1 HE MAOTh IACTOK, MPOTE BEAYTh 3aILTyTAaHUM, ajle €IMHUM IUIIXoM. Taki
7mabipUHTH 3aCTOCOBYBAIMCH Y XpaMax Jiisl OOpsIiB iHIMIAIl, 8 TAKOXK ISl PUTYAIbHUX TaHIIIB, 10
300paxyroTh nepervieteHHs opO6iT Conus 1 rutaner. Cxoxi JaOipuHTH, 300pa)xeHi Ha Miuiorax
CepeIHbOBIYHUX KaTOJHUIIBKUX IIEPKOB, — L€ CUMBOJIIYHHNA 00pa3 «aoporu B lepycamum», T0OTO
najoMHUITBA 10 cBATHX Miclb (Tresidder, 2005). JIabipuHT — 1€ CBO€EpigHA TAEMHHUIIS, TAEMHHUI
NUISAX, SIKAR Tpeda mpoiTh. JlocmiKeHHs TaEMHUII 3 Torsiny (itoyiorii BigOyBaics MepeBakHO y
wionnHi aerektuHoro xaHpy (T.0. bexra, H.}O. ®inicrosa, S. Knobloch, C. Reitz, C.J. Rzepka),
po3risianacs €THMOJIOTIS Ta CEMaHTHKa IMEHHHKOBHX BepOauizaropiB konuenty TAECMHULIA
(A.b. Kamoxxna, [.B. 3miiioBa), nocmimpkeHo MOBHI 3aco0u BimoOpakeHHs mictuuHoro (O.b. Iammnu).
VYTiM, TaEMHHLA — [I€ TUTBKH OJHH 13 CKJIaJHUKIB Ja0iprHTY, 00pa3 SKOro TIIyMauuMoO B KOHTEKCTI
HAIIOTO JAOCTIIXKEHHS K CKIIQIHUM TIHMBOCEMIOTHYHUN KOHCTPYKT.

B acnekri mynprumonanbHoi cemiotuku (M. Annepcon, b. Pormen, M.A.K. Xammineit)
00pa3-CUMBOI 1abipunm PO3TIsAAEMO K MyinbTHceMioTHuHY koHcTpykuito (K.JI O’Xamnopan),
TOOTO SK Takuid, mo (OPMYETHCS 3a JIOMOMOTOK 3HAKiB MOBHOI CHUCTeMH, TpadidHOi CHCTEMHU
1 BI3yaJIbHOTO BIATBOpPEHHS JAaHUX, 3HaHb Mpo camuil o6pa3. Lli cmocobu, 3a T. Ban JleyBanowm,
MIOCTAIOTh CEMIOTUYHMMHU pecypcamMH (O03HAaKM, 3HaKH, apTedakTu), sKI IHTEPHpPEeTyeEMO IS
dbopMyBaHHS 3HaHb MPO XYIOXKHIH 00pa3. CeMiOTHYHI pecypcH MalTh CMHCIOBHI TMOTEHIIIal,
SKUN aKTyalli3yeThCsl B XYJOKHBOMY 00pa3l pi3HUMHU BepOaJbHMMU 1 HEBepOaIbHUMHU 3aco0aMH.
Yemin 3a I'. Kpeccom, MybTUMOAANBHICTh YBaXKAEMO SIBUIIEM B3a€MO/Iii MK BEpOATHHIM TEKCTOM
1 300pakeHHSIM, B1JI€0, MOBJIEHHSM, )KECTaMH, PO3MIPOM 1 KOJIbOPOM TEKCTY.

Crniuparourch Ha Taki MO3MIIi, y Hamil poOOTI AOCIIIKYEMO CEMIOTHKY 00pa3y-CHMBOIY
nabipunm 'y MyIbTUMOJAIBHOMY BUMIpI: y XyI0KHBOMY TeKCTI ((eHTe3iiHid Tpuiorii JIxelimca
Hamuepa “The Maze Runner” — Toii, mo ODKUTH IabipuHTOM), y SKOMY iH(OpMaIliio mpo uen
o0pa3 yuTaEMO 3a JOMOMOIOI0 MOBHHMX 3HaKiB (JIEKCHUKO-CTHIJIICTHYHI 3aco0M), rpadiuHUX 3HAKIB
(abpeBiaTypH, 3MiHa MIpUQTY, KypCUB, KamiTanizauis), 1 y kiHoTekcTi (pimpm Beca bona «Toi, mo
OLKUTH TAaOIpUHTOMY, 3HATUN 32 MOTHBaMu poMany J[xerimca [lamuepa), ne iHdopmarllis mpo men
o0pa3 pO3KPHUBAETHCA 3aBASKM  TMOEIHAHHIO 3BYKOBHX 1 CBITIOBUX €(EKTiB, KECTiB, TEMITy
MOBJIEHHS 1 TeMOpy rosiocy, (okanizaiii Ha AeTaiasx o0pas3y 3a JOIMOMOIOI0 PI3HOKAJAPOBHX IJIaHIB
3MOMKH, BHCYBaHHS Ha MEPIIMHA TUIaH TaKUX HOTO €IIEMEHTIB, AKi € TPUrepaMu CHMBOJIYHOCTI
uporo obpasy. IlepcrekTuBy Hamoro AOCHIKEHHS 0ayuMo B po3poOIl MPUHIUMIIB MOOYIOBU
JTHTBOCEMIOTHYHOT MOJIENI 00pa3y-CUMBOY 1a0ipunm.
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OCJIOBJIEHHS TEATPAJIIBALIII HOCTMOAEPHICTCBKOI XYJI0KHbBOI ITPO3U
B IEPCOHAKHOMY KOHTEKCTI
Papenko H.B.
Kuiscokuu nayionanonut ninesicmuyHull yHigepcumem

[Ipobnema B3aemomii pi3HUX BHIIB MHUCTEUTB Ta Mexdia-popm mepedyBae y (okyci yBaru
HU3KHA YKPaiHChKUX 1 3apyObKHUX JiHrBomoerosioriynux crtymaid (Rajewsky, 2005; Rippl, 2015;
Vorobyova, 2017). TeopeTHKO-METOAOIOTIYHUM MIAIPYHTAM, IO YMOXIIUBIIOE JTOCIIKCHHS
MDKMHCTEIIBKOTO JIAJIOTy, 30KpeMa y TUIOIIHHI XYA0XKHBOTO TEKCTY, CIIYTYE TEOpPisl IHTepPMETialIbHOCTI,
sKa BUBYA€E MPOOJIEMH NEPETHHY Ta B3aeMONpPOHUKHEHHs pizHHX Mexia (Wolf, 2005). SckpaBum
MIPUKJIAJIOM TaKO1 MIKMHUCTEIILKOT B3aeMOIi1 € eeKT TeaTpaizallii, o B CUCTEMI IHTepMeIiaTbHIX
BigHomenb (Wolf, 2011) TpakTyemMo sk pi3HOBHJ iHTepMeaiadbHOro mocwianHs (“intermedial
reference”), ske NMPsAMO TMOKIMKAETHCS HA TeaTpPaJbHE MHUCTEITBO a00 1MITye HOro MPHUCYTHICTH
3aco0aMu XyI0KHBOTO TeKeTy. Oco0IMBO MPUKMETHUMY € BUSBU Te€aTpaTizallii B MOCTMOJCPHICTCHKIM
JiTepartypl, Uil KO XapaKTepHUM € MOEJIHAHHS Ta 3MINIYBaHHS PI3HOPIAHMUX JXKaHPIB, XYHA0XKHIX
KOZiB Ta 3aco0iB komyHikamii (Hutcheon, 1988). PosriissHemMo neranbHime BepOaTbHO-CTHIIICTHYHI
3acobu Tearpaiizalii y MEepCOHaKHOMY KOHTEKCTI Ha Marepiajii TaKuX I[OCTMOJEPHICTCHKUX
pomaniB sik “The Magus” ([xxon ®ayms), “Hag-Seed” (Mapraper EtByn) ta “Under the Net”
(Aiipic Mepnok). Y 3a3Ha4eHHX XYAOXHIX TEKCTax OCIOBJICHHS TeaTpaiizallii Ha MepCOHAKHOMY
piBHI XapaKTEepH3YEThCSA, 3 OJHOTO OOKY, CIOBECHO-OOpa3sHMMH 3aco0aMu, IO MeTapOpHIHO
pEeNpe3eHTyIOTh 00pa3 mepcoHaXka B JIyCl ApaMaTHYHO-TeaTPAIbHUX MEepPCOHAaNi (aKTop, BIMHUK,
pexucep, JISIIBKOBHK, AeMiypr Ta iH.). Hanpuknan, “Is he still in character? [...] He skirts the edge
of comedy, but he's never fallen over into it. He's the dark double of everyone in the room, and as
such he's scary” (Atwood, 2016, p. 250), “she lives, perhaps, in a world of other people's dramas,
where fact and fiction are no longer clearly distinguished.” (Murdoch, 2002, p. 20). 3 inmoro 60Ky,
TeaTpaltizamis XyJI0)KHbOTO TEKCTY XapaKTepU3yThCs HAJaHHSM MOBJICHHIO MEPCOHAXIB (30Kpema,
BHYTPIIITHBOMY MOHOJIOTIYHOMY MOBJIIEHHIO) «T€aTpalli30BAHOTO» XYAOXKHBO-CTUIIICTUYHOTO
3a0apBIieHHs, 0 aKTYATI3YETHCS 3a JOIMOMOTOI0 €MOIIHHO-3a0apBIEHUX PEIUTIK Ta CKCIUTIIUTHUX
MOKJIMKaHb Ha MUCTeUTBO TeaTpy. Hanpuknan, “I found myself formalizing my speech, as if I too
was pretending to be in a drawing room of forty years before. After all, it was a masque, and
I wanted, or after a very short while began to want, to play my part.” (Fowles, 2004, p. 169),
“'We are all actors and actresses, Mr. Urfe. You included.' 'Of course. On the stage of the world.”
(tram camo, p. 174). 3a3HaueHi MOCTMOAEPHICTCHKI POMaHM AKLUEHTYIOTh MPHCYTHICTh TeaTpy K
BIIMIHHOT Melia-pOopMHU B XyI0KHBOMY TEKCT1, 3aBJISIKK YOMY TIEPCOHAXKHI 00pa3u BepOaTi3yroThCs
y (opmari TearpanbHOro Koay. TsKiHHS MOCTMOAEPHICTCHKOT JIITEpaTypH 10 ePeKTy TeaTpaizamii
3aCB1IYYy€ MEPCIEKTUBHICTh MOJANBIIOTO JTOCHIKEHHS B3a€MO/JIIi «MOBW» Te€aTrpy Ta XyJ0>KHbOTO
TEKCTY Ha IHIIMX PIBHAX TEKCTOOYJOBHU 3 MO3MLIN IHTEPMETIAIBHOTO MiAXOTY.
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MPOBJEMM HEBEPBEAJIBHOI CEMIOTHUKH CBITY MO
B XYJIO)KHbOMY TEKCTI: IEPEKJIATO3HABUN ACHEKT
(na marepiaii pomany P. Fan6peiita «KyBajia 303y/1s» Ta lioro yKpaiHchbKoro nepexJay)
Adnimosa A 1O.
Kuiscoxuu nayionanonut ninesicmuyHull yHigepcumem

CyuacHi ysiBIE€HHS NP0 KyJIbTYpY MepeOyBaroTh y CTaHi MOCTIHHOTO PO3BUTKY, PE3yJIbTATOM
40ro, 30KpeMa, € CTaBJICHHS J0 MOJMU SIK HE JIMIIE HANpsIMy KOMEpPUiHHOI HisNIBHOCTI, a W BUAY
mucrenrsa (Miller, 2007; Taylor, 2005). Bracnigok 1i€i 3MiHH y TTOHATTEBIA CHCTEMI1 MHUCTEIITBA
aKTyaJIbHUM CTa€ JOCIDKEHHS MEPeKJIaAalbKUX TAKTUK BiITBOPEHHS iHTEpPMEAiabHUX €JIEMEHTIB
CBITY MOJM Yy TBOPax XyAOXKHbOX JiTeparypu. OcoOmuBuil iHTepec Ui JOCIIKEHHS CTaHOBISAThH
XapakTepHi pUCH HEBepOaIbHOI MOBEAIHKH MEPCOHAXIB, 110 HAJEXKaTh JIO I[OTO CBITY, Ta HOTro
apredaxTi. OCKUIBKH il TEPMIHOM «apTe(PaKkTh MOIN» y MeKaxX XYHA0KHBOTO TEKCTY PO3yMiEMO
IPEIMETH, SIKI CTBOPIOIOTh YM OOMPAIOTh JIsl BUKOPUCTAHHS NEPCOHAXK1, BOHU TEX PO3IJISAAAI0ThCS
B AaCHEKTI OJHOTO 31 CKJIAaJHUKIB HEBEepOAJbHOI CEMIOTHKHM TOBEIIHKH IIEPCOHAXIB, a came
cuctemontorii (Kpedmmuu, 20026 c¢. 22). V pomani P.TanOpeiita «KyBama 303yas», cepen
MEPCOHAXIB SKOTO € MPEACTaBHUKHU 1HAYCTPIA MOJAHU, HMIOY-0i3HECY Ta KiHO, BEJIMKE 3HAYCHHS Mae
inTepmenianbHa pedepennis (Kommnpnaa, 2018, c. 159), BiaTBOpeHa y mepekiaai MUIIXOM
nepexkoayBaHHs: cykHi Bin O331 Knapka, KaBamni, kInyku KoTiB mepcoHa)ka-nu3aiinepa BikTop i
Ponb@d, a Takok TEepMiHU «KacCTOMI30BaHUM / KACTOMI3yBaTH», «IHIUBIIyali30BaHui» TomIo. [Ipote
BIITBOPEHHS €JIEMEHTIB, 1110 € CKJIaJHUKAMH KyMYJIATHBHUX IHTEPMEAIATbHUX 00pas3iB, 3IIHCHIOETHCS
MEePEBAYKHO 3a JOIMOMOTOI0 IMTOBHOI a00 YacTKOBOI iX TpaHcopMalrii.

[lepexnananpki TpaHcopmalii eIeMEHTIB 1HTEpMEeAiadbHUX O0pa3iB CBITYy MOIU Y
JIOCTI/DKYBAHOMY  TEKCTI  3yMOBJICHI  HEOOXITHICTIO  aQJEKBATHOTO  BIJTBOPEHHS  TaKUX
KOHTEKCTYyaJIbHUX 3HAu€Hb: 1) BUTOHUCHMH CTWJIb Ju3aiiHepa CIPUHMAEThCS NAJEKUM BiJ MOAU
MPOTAroHICTOM SK IIOCH HE3pO3yMilie Ta He3BUYaliHe: a plate — mapiny (3aMicTh dYacTimie
BXKUBAHUX €KBIBAJEHTIB), of wafer-thin biscuits — 3 MOHIOCIHbKUM neuyusom, 2) 3 TAKUM Ke
MIOJIMBOM BiH CIIpHiiMae i oJir, CTBOpeHuil nu3aitnepoM: a giant black tubular bandage — axuiico
2ieanmcebKull YopHull ounm; 3) HU3bKUN CTAaTyC aCHUCTEHTKHU IW3aifHepa MiAKPECIIOETHCS TUM, IO
OCHOBHMH eJleMeHT ii oOpa3y — 1e Opacieru, 0 A3BEHSATb, KOJIM BOHA MPUXOIUTh YU Hie, 1100
BUKOHATU 4YeproBe JOpY4YeHHs: came jingling back — 3106y npuoseenina; 4) mianerni ausaiHepa
HaMararoThCsl SIKOMOTA IIBUJIIIIE BUKOHYBATH HOTO PO3MOPSIDKEHHS: she emerged again into the
room — 3abizna; flitted between clothes racks — oopa3sy 6ienu 0o cmiiiox 3 odsizom. Takuit nepexan
crpusie 30epexKEeHHIO IUTICHOI CuCTeMU 00pa3iB, 110 BUKIWKAIOTH ACOIIAIII0 3 1HIYCTPIEI0 MOJIH.
KpiM iHTepMenianpHOI 1HKOpHOpalii TUHOOBUX 00pa3iB CBITY MO, BAXKJIMBY pOJIb Yy CHOXKETI
BiJlirpae oco0JiuBa pHuca CyMOK 3 OCTaHHbOI KOJIEKLIi Iu3aiiHepa, sika TE€X € 1HKOpIOpalli€ro
CydaCHUX MOJHUX TeHJACHIIH: detachable silk lining — sminna nioxnaoka 3 woseky. Tpanchopmariist
3MICTOBOTO PO3BUTKY (3aMiHa SIBUINA OJHIEIO 3 HOrO (PyHKIIIH, SIKa MOSCHIOETHCS B TEKCTI) MOJIETIIYE
CIPUHHATTS YUTa4aMU LbOTO apTe(akTy B MexaxX HOpM MOBH mepekinany. OTxe, BUOIp TaKTUKU
BIJITBOPEHHS €JIEMEHTIB HEBepOaIbHOI CEMIOTUKH CBITY MOJM 3aJI€KUTh BiJ (PYHKIIT KOHKPETHOTO
€JIEMEHTY, HOr0 KOHTEKCTYaJIbHOT'O 3HAYE€HHS, Ta HOPM MOBHU IepeKay.
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AFFORDANCES AND PROCESS IN ACOUSMATIC TRANSLATION
A PEDAGOGICAL INQUIRY
Campbell M.
University of Edinburgh

Translation as a process has become ubiquitous, embodied and embedded today as we
navigate intra- and intersemiotic communications on a daily basis. Intermediality has signalled a
paradigm shift and its study as a phenomenon is increasingly embraced in critical disciplines in the
Arts and Humanities primarily from an epistemic perspective. The phenomenology of this global
phenomenon from an emic perspective, however, has tended to been less central to this enquiry.
This paper proposes to examine the process, as opposed to product, of intermediality in order to
develop an understanding of its pedagogical implications for educators in translation and language
education. As a specific example, the process of acousmatic translation as a means of opening up
multiple interpretations and expressions of a text will be considered. Alternative and
complementary explanatory frameworks will be applied in a comparative manner in order to
examine this dynamic and emergent phenomenon according to different perspectives of the body in
relation to texts and the nature of language. Frameworks under review will include Atkinson’s
(2019) argument to conceptualize bodies as estuaries and Goodwin’s (2018) notion of language
(verbal and non-verbal) as co-operative action. A key objective is to explore ways to enhance
sustainable literacies that reflect a modern understanding of plurilingual and transmedial ecologies.
It is proposed that the conference discussion will consider the pedagogical affordances of
intermediality and epistemological diversity in translation and language education.
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ACHEKTU IHTEPMEJIAJIBHOCTI B EKOJIOTTYHOMY JIUCKYPCI
Kuxapena O.0.
Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

[HTepMenianbHI  JTOCHIDKEHHST  SIK  CBO€EpiAHE  TPOJOBXKEHHS  PO30ydOBH  Teopii
IHTepPTEeKCTYyalIbHOCTI, 3amoyaTkoBaHoi B poborax M.M. baxrina, 0. KpicreBoi, XK. deppiam,
Hapasl MoYaJM AaKTUBHIIIE PO3BMBATUCSA B JIHIBICTUYHUX CTyIisXx. «lHTepMemiaabHUN aHami3
CIPSIMOBaHUI Ha BHSIBJICHHS 3aCO0IB CYMIKHHMX BHJIIB MUCTEIITB, IO PEATI3YIOThCS Y XYA0KHHOMY
tBOpi» (Aukis, 2015, ¢. 251), To6T0 «iHOMeniiHux BkpamieHb» (IIpocamora, 2014, c. 19). OTxe,
Pi3HI BUJY MUCTEITBA, SKi € 3HAKOBUMHU CHCTEMaMHU (JKUBOIHC, CKYJIBIITYpa, My3HKa, apXiTEKTypa
TOII0), B3aEMOIIPOHUKAIOTH Y Pi3HI THIH JUCKYPCIB 1 BIUIMBAIOTh HA iXHIA CEMIOTHYHUHN TIPOCTIP.

YMoBoOIO peanizaiii €KOJOTIYHOr0 IHCKYPCY € IHTePTeKCTyaJdbHHMH KOHTEKCT Y BHIJISII
KYJIbTYPHO ¥ €KOJIOTIYHO 3HAYYIIUX TEKCTIB SIK CHOCIO CEMIOTHYHOI IHTEepIpeTarii eKOCUTYaIlii,
npoOJeM Ta TeHEPYBaHHS €KOJOTIYHUX CMHCIIB. Y TaKoMy pakypci mpobieMa iHTepMeaiaabHOCTi/
IHTEPTEKCTYAIbHOCT1 €KOJIOTIYHOTO JUCKYPCY € CYTOJIOCHOIO 3 MOCTCTPYKTYPaTiCTCHKUM OauyeHHSIM
KYJIBTYPH SIK TEKCTY 1 TEKCTY SIK KYJIbTYPH 3aBISKH TOMY, IO TEKCT, YTBOPCHUU CydaCHHM HOMY
abo monepeaHiM KyJIbTYpHUM KOHTEKCTOM, BOHMpae B cebe i Tpanchopmye iHmni teketu (Kpucresa,
2004). ExomnoriuHi TeKCTH Ta TUCKYPCH, SIKI CKJIAJAlOTh «SIBHUILNE JUCKYPCUBHOTO CHMOiO3y»
(IToranenko, 2009), «mauckypcuBHoro cemiosucy» (KpaBuenko, 2017) Ta BHCTymaroTh OJHUMH 3
KITFOUOBUX 3ac00IB BIUIMBY Ha (DOPMYBAaHHS EKOJIOTIYHOI CBIJIOMOCTI JIFOJCH, PO3BUBAIOTHCS Y
dbopMaTi MIKIUCIUIUTIHAPHOTO MPOCTOPY — JIHTBO-, €KO- Ta Teodinocodchkoro. 3mict po30y10BU
HOBOT'O CIIOCO0Y MHCIICHHs Ta I[iHHOCTeH — ekonorigynoro (Kampa, 2005) — OyB 3akinaneHuii mie B
poborax dinocodiB b. Cminosu, M. Xaiinerrepa, noeriB I'. CHaitnepa, Y. VYirmena (Devall,
Session, 1985), y neitzaxHomy kuBormci — K. Momne, J[x. Koncrebna, a mi3Himme po3BHHEHUH
CKyNbITOpaMu-iHBaiipouMenTainicramu — A. Coudicrom, Jx. Cirenom, y nena-apti — K. Anape,
P. bappi, P. Jlonrom Ta iHm. Y moeTuIl, MUCTENTBI €KOJOTTYHUI HampsM 00’ €IHYyE MPUPOJO3HABUHI
Ta KYJIbTYPOJOTIYHUNA MITXOJU KpPi3b MPHU3MY B3AEMO3B’SI3KY MK «IIPHUPOAOIO» 1 «KYIBTYPOIO»,
3aJIe)KHO B (YHKI[IOHYBaHHS MOBH, «IIPUPOJTHOI» 32 MOXOJKEHHSM 1 «KYJIbTYpHOI» 3a CBOIM
po3ButkoM (benozepoa, 1999). Tomy BUHHKAIOTH HOBI HAMIPSAMU iX JOCHIKEHHS — eKOCeMiomuKa
(W. Noth, AK. Siewers, M. Timo and K. Kull), mo 3aliMaeTbCcsi BUBYEHHSIM CTOCYHKIB MiX
MPUPOIOI0 1 KYyABTYpPOIO 13 BUKOPHUCTAHHSM 3HAKiB Ta CTBOPEHHS 3HAYEHb, SIKI MPEACTABICHI B
TEKCTax; exoapm, MO BTUTIOE KOJOTIYHUHN Miaxig 1o muctenrsa (Weintraub, 2007).

TakuMm 4MHOM, €KOJOTIYHUN AUCKYPC BUSBIISAE O3HAKU CEMIOTUYHOTO (PEHOMEHY SIK CIIOCO0Y
O3HAYEHHSI EKOJIOTIYHOI peajbHOCTI BIAMOBITHO /O HOBUX MOJEJIEH CEMIO3HUCY, OB’ SI3aHUX
3 MEPEOCMUCIICHHSIM aHTPOMOIIEHTPUYHUX IIHHOCTeH B eKoneHTpuyHi. OcTaHHI (OPMYIOTHCS
Ha OCHOBI COLIaJIbHUX, (IIOCOPCHKUX 1 KYIbTYPHHUX I[IHHOCTEH, BTUIIOIOUUCH Y PI3HOKaHPOBUX
TEKCTax 1 IMCKypcax, BKIFOYAI0UN MUCTEIIbKI.
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THTPA- TA IHTEPCEMIOTUYHWH NMEPEKJIAJ] IK UNHHUK
KOMYHIKATUBHOI TAPAJJUTMU JITEPATYPHOI'O TBOPY
Koneraesa I.M.

Ooecvruil Hayionanvuuil yHisepcumem im. 1.1. Meunuxosa

JlitepatypHuil TBip, MO0 HAJIEKUTh BHJIATHOMY aBTOPOBI, SK NpaBWIO (PyHKIIOHYE
Yy KOMYHIKaTHBHOMY IIPOCTOpI JIIOACTBa 0OaraTo pOKiB, HEPIAKO 0Oarato CTOJITh. 3MIHIOIOTHCS
MOKOJIIHHS YUTaYiB, 3MIHIOETHCS CBIT, Y IKOMY BOHH JKUBYTb. A UM 3MIHIOETHCS JITEPATypHHUM TBIp
13 mmHOM 4acy? Il{o rimOmre 1 OGararmie 3a XyJ0KHIMH CMHUCJIaMH BiH €, TO JIOBIIUM € TIEPi0J]
YUTAIbKOI BOCTPEOYBAHOCTI, /)K€ KOXKHE MOKOJIHHS YMTAa4iB BUYUTYE MIOCh CBOE, BAXKIUBE caMe
JUIs CBOT'O 4acy 1 cBOiX iHTepeciB. He nMuBHO, 110 Takuil JiTepaTypHUH TBIp MOPOAKYE MHOXKHHY
KOMYHIKaTUBHHX TpaHC(OpMiB, TOOTO KOMYHIKaTUBHUX MPOJYKTIB, SIKI AEKIAPYIOTh 1€HTHYHICTD
13 MEepLIODKEPESIOM — JIITEPaTypHUM TBOPOM-eTaJ0HOM. Takumu TpaHchOpMaMH BHSBIISIOTHCS
nepeKyaay 1HIIMMU MOBaMH, ajamnTallii, eKpaHi3alii i cueHi4Hi Bepcii TBOpy, sKi 30epiraioTh im's
aBTOpa 1 Ha3By TBOPY. [Hmpacemiomuuynumu TEPEKIaJaMU TBOPY-ETAJOHY BBa)KA€EMO BapilaHTU
TpaHchopMarliif, Mo He BUXOAATH 32 MEXKi CEMIOTHYHOTO Koay opuriHamy. Taka Tpancdopmartis
BiJI0yBa€eThCS KO MOBa opurinainy (A) 3amiHtoerbes MoBoto (B), (C€), (D) i Tak pani. [Ipu upomy
TUI CEMIOTHMYHOTO KONy 3aJMINAETHCS HE3MIHHMM, a camMe, MOBHHMM. [HaKImmM BapiaHTOM
1HTPAacEeMIOTHYHOTO NEepeKIIay € ajanTalis JiTepaTypHoro TBopy. [Ipu nibomy MoBa opurinany (A)
3aMIHIOETHCS MOBOIO (@), TOOTO CHPOIIEHUM BapiaHTOM TOTO CAMOTO €THOCIEHH(IYHOTO MOBHOTO
KOAy, aJKe€ OYeBUIHO, 110, Hampukiaja, opuriHan «OmiBepa TBicta» 1 floro agantoBaHa Bepcis
o0u/iBa € aHTJIOMOBHMMH TEKCTaMH, P TOMY IO 0araTtcTBO i Pi3HOMAaHITHICTh MOBH OPHTiHAITY
B COTHI pa3iB MEPEeBUILYIOTh JEKCUYHI 1 TpaMaTH4HI XapaKTePUCTUKHW MOBHU aJalTOBaHOI Bepcii.
3a inmepcemiomuunoeo TIEPEKJIAAy IITEPATypHOTO TBOPY CIOCTEPIraeMo TIMOWHHI KOHOBI
TpaHcopmarllii: MOBHUHA KOA TpaHCcHOpMyeThcs B TiOpUA MOBHOIO 1 NJIACTHYHOIO KOZIB,
HaNpUKJIaJl, B eKpaHi3amisx ado CHEeHIYHUX YTUICHHSX. [HOI MOBHHI KOJ| MMOBHICTIO PO3YHHSETHCS
y INIACTHYHOMY 1 MY3MYHOMY KOJlaX, TaK 3'sIBJIAIOThCA OajeTHi Bepcii TBopy. Jlo npukiany, poman
JI. Toncroro «AnHa Kapenina» Oyno TpaHc(OpMOBaHO B JIECATKHU OalleTHUX BEpCii Ha MY3UKY
I1. YaiikoBcekoro 1 Ha My3uky P. lleapina, kibKicTh KiHOBepciii «AHHU KapeHiHOi» nepeBuirye
I'ATh JECATKIB (IIbMIB, MOYMHAIOYM BiJl HIMMX KIHOCTPIYOK 1 JI0 CydyacHMX OaraTocepiiiHMX
cepiayiB. MOBHUII KOA TBOpY-€TaJOHY MoOe TpaHchopMyBaTuch y cHMOI03 MOBHOIO
1 mikTorpagidyHoro KoiiB, IK-0T y KOMIKC-Bepciix opuriHany. CyKynHICTb OpUTiHAIBHOTO TBOPY-
eTaJloHy 1 WOoro OUIBII YM MEHII YHCEIbHMX KOMYHIKATHUBHUX TPAaHC(OPMIB BBaXKAEMO
KOMYHIKAMUGHOI0 RAPAOUZMOI0 J1imepamypnozo meopy. AKIEHTYeMO yBary Ha TOMYy, IIO Y
CBITOBIH KyJbTYpl, Y CBITOBOMY KOMYHIKAaTUBHOMY IIPOCTOpI ICHYIOTh HE TUIBKH OKpeMmi
JTEepaTypHl TBOpHW, ajleé M LIl KOMYHIKaTHBHI MapaJurMy BU3HAYHUX JITEpaTypHUX TBOPIB.
Amnanizyroun noaiOHi eHoMeHH, 3aaMOCs MUTaHHAM: 110 30epiraeThCcs y TBOPI 3a HOro OLIbII YU
MEHII KapJUHAJIBHOIO NepeKyaday 3 OJHIEl ceMIOTHMYHOI cucteMu 10 iHmoi. Ilepmr 3a Bce 1e
CTOCYETbCS THUTYJIBHUX XapaKTepUCTHK TBOpY 1 MepeayciM Horo Has3BH, aBTOPCTBA, a TaKOX
¢abynu, cucTeMu NEpCOHAXIB 1 IXHIX IMEH, XPOHOTOMY (XOua OCTaHHIM MOXXE MIHSTHCS B
IHTepCeMIOTHYHUX TepeKiagax). BBaxkaemo, IO 13 TPUETHOCTI «TeMa, ises, MOBa TBOpPY» B
KOMYHIKaTUBHUX TpaHchopMax HaWOLIbII CTaOLIbHOIO BUSBISETHCS MemMa, OCKIIbKHA BOHA
HAWMIIBHINE TOB'sI3aHA 13 CHOKETOM-(Paldylol0 emiyHOro TEeKCTY, fKa MEepeayCiM BUSBISETHCS
BOCTPeOYBAHOIO y MHUPOKOT YUTAIIbKOT/ TIIAIAIbKOT ayauTopii. Idea miTepaTrypHOTo TBOPY MiJISATAE
3MiHaM BiJ MiHIMadpbHHX (B IHIIOMOBHHUX TMEpeKJIagax) 10 MaKCUMaIbHHX (B aJamnTalfisx,
KoMikcax). OueBUAHO, M0 MO6a € HAUOUIBII YYTIMBOIO N0 OyAb-KMX KOMYHIKaTUBHHUX
TpaHchopmariif. €aune, mo B Hiil 30epiraeTbcs 13 HAIMEHIIMMHU 3MiHAMH — II€ OHOMACTIKOH,
CHUCTEMa BJIACHUX IMEH, TOMOHIMIB TOLIO. 3BEPTAEMO yBary Ha Te, 110 MAacOBHM uuTay/ risgad
YacTO HE YCBIIOMIIIOE TNIMOMHM TpaHc(opMalliii Takux TBOPIB 1 HA MUTaHHA: Bu uumanu «X» ?
BiAMOBiAb Oyae: Tak, s KiHo bauus.
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THTEPMEIIAJIBHI CTPATET'TI Y HABYAHHI INEPEKJIATY
Henaiinosa I.B.
Hayionanonuii mexuiunuii ynisepcumem «XapKkiecbKuil NOJIMEXHIYHUN IHCIMUMY My

CporosHi B Cy4aCHUX TyMaHITapHUX HayKax yce OuIbIe yBaru HPUIUISETBCA TeOpii
IHTEpMeIiaTbHOCTI, TIOHATTIO, 10 OYyJI0 BBEJICHO 1€ aHTITIHCHKUMH IOeTaMU-poManTHKaMu y XIX crt.,
MOTIM OJIep>Kalio po3BUTOK y XX CT., a 3apa3 BIAKpPUBAE rymaHiTapisiM cBOi HOBI (peHOMEHaJIbHI
acreKTd. SIKII0 PO3yMITH KOHLENT iHmepmedia TaK, SIK BU3HAYAIM HOTO MPEICTABHUKH PYXY
dnykcyce (MIKXKHAPOIHUNM MUCTEIBKUN PYX XYIOKHHUKIB, KOMIIO3UTOPIB Ta aAu3aiHepiB 1960-x, mo
BI/ITBOPUB Ta PO3BUHYB 1€ TOHATTS), a caMe, SK BIJCYTHICTh KOPJOHIB MIX PI3HHUMH BUIAMH
MHUCTEITB Ta 3MIIIYBaHHS MUCTEUBKUX 3aco0iB 1 mucturuiin (daykcyc), i heHoMeHu, Ha Halry
IYMKY, TIEpIII 32 BCE MOB’sI3aHi 3 TUM (DaKTOM, IO HAIIEe CydacHE KUTTA — 1€ HECKIHUCHHI KaHaIu
iH(dopmarrii, ki CTaBJIATh MUTAHHS, IO MOTPEOYIOTh 3aCTOCYBAHHS MKIUCIMILUIIHAPHUX MIAXOIIB
710 BUPILICHHS CYCHUIBHUX MPOOIeM.

BuBuatouu 1110 HOBY Ui Hac MpoOsieMy B aceKTi 3aCTOCYBaHHS ii y TyMaHITapHOMY UK
HaBYaHHS MaWOyTHIX TepekiajgadiB, Mu oOpanu g cebe aBa HUIIXH po3Binok. [lo-mepe,
3’ACyBad, 110 IHTEPMEIIaNbHICTh TICHO MOB’s3aHa 13 MPO0JIeMaMU TEKCTOTBOPEHHS, 1110 BUBOJUTH
y cdepy IHTEpTEKCTyalbHOCTI. TyT MU cHupamucs Ha poOOTH 3apyODKHUX BYCHUX, TaKHX SK
P. Bapt (1996), 1O. Kpuctena (2000), H. ITsere-I"po (2008) Ta 1. PaeBcoki (Rajewsky, 2005), xoTpi
BBXAJTM, [0 KOXHHH TEKCT € IHTEPTEKCTOM, 1 Ha PI3HMX PIBHAX Yy IUX TEKCTax HasBHI iHMII,
IO CHIiBBIIHOCATHCS 3 TEKCTaMH IEpeayrdoi 4u cydacHOi KynbTypu. [lo-mpyre, cboroiHimizi
TEH/ICHIIIT PO3BUTKY HAayK CBiJUaTh MPO IIUPOKE 3aCTOCYBAaHHS iH(MOpPMAIIMHUX TEXHOJIOTIH Ta iX
BIJIMOBIAHICTh BUKIMKAM IUGPOBOI KyAbTYypH, LIO0 HPUBOJUTH 1O ACII0 HOBOTO OCMHCICHHS
MOHATTS My/bmuMedia B CydacHi OCBITIi, SIke Ma€ BXE HE TUIbKH TEXHIYHE, a i KyJIbTYypOJIOTi4HE
TIyMaueHHs. Y IbOMY aclleKTi Myibmumedia 03HAYAE mynvmumedia-mucmeymeo (multimedia art),
TOOTO BUTBOPHM MHCTENTBA, IO TOPOIKYIOTHCS 3a JIOTIOMOTOI0 HOBHUX MeIia-TEeXHOJIOTIH, Ta
nependadae 1HTEPAKTUBHICTh, B3a€MOJII0 XYIOXKHUKA 1 CIOCTepirada, a TakoX cCrocTepirada i
CaMoTO TBOPY MHUCTEIITBA.

VY YoMy X CbOTOJIHI MOJIATa€ BaKJIMBICTh BUBUEHHS IHTEpMENIalbHOCTI Ta 3aCTOCYBaHHS ii
MOTEHIIAJIB y HaBYaHHI nepeknany? OCKIIbKU Mepekiazad caM BHUCTYNAe 1HTEPMEAIaTOPOM MIiX
KyJIbTypaMH, TO MM Ma€EMO HAaBYUTH HOrO PO3YMITH IHTEPMEIIaJIbHICTh SK OCOOMUBHUI crociO
opranizallii He JIMIIe XyI0KHBOTO, a i TEKCTy Oy/b-IKOTO CTHJIIO Ta )KaHPY, BUKOPHCTOBYBATH 1€
MOHATTS SIK CIIeU(IUHy METOOJOrII0 aHali3y TeKCTy, L0 Ma€ PO3IIAAATUCS SIK OKPEMUH BUTBIp
aBTOPCHKOTO MHUCTEITBA, Ta CIIMPATUCS HA MPUHIUIHA MDKIUCIUIUIIHAPHUX 3HAHb. 3aCTOCYBaHHS
MYJIbTUMEIIMHUX TEXHOJOTH y mpoleci IONMepeKiafalbKoro  aHallizy TEeKCTY TaKoX MOXKe
MOJIETIIYBAaTH PO3YMIHHSI aBTOPCHKMX IHTEHILIH, K1 MepeKiazad Mae MpaBUWIbHO PO3YMITH 3ajUid
aJIeKBaTHOTO PE3YJbTaTy CBOET AISITBHOCTI.

Po3poOsitoun iHTepMeniaiabHl CTpaTerii, 3aCHOBaHI Ha BUKOPHMCTAaHHI I1HTEpMeEIlaIbHUX
MHUCTELTB, TaKUX SK MY3HKa, MYJIbTHMEAia-MUCTELTBO, JITepaTypa, neppopmaHc, screen-mesia,
BUXOJMMO 32 PaMK{ JIOCSTHEHHS aHaJOTil TEKCTy-IDKepesia B TEKCTI MepeKsamy, sl TOro 1100
HAaBYUTH MaiOyTHBHOTO (haxiBIsl pyXaTHUCS 32 MEXI TEKCTY, BUKOPHCTOBYBATH BIJHOCHHHU MIiX
PI3HUMH KYJIBTYpHO-MaTepialbHUMU HOPMaMH Ta TIPAKTHKAMH.
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INTERLINGUAL AND INTERSEMIOTIC TRANSLATION OF FICTION:
SIMILARITIES AND DISSIMILARITIES
Nekriach T.
Kyiv National Linguistic University
Dovhanchyna R.
Taras Shevchenko National University of Kyiv, Ukraine

In Ukraine of today, there is an obvious tendency to transform great prose works into stage
versions: “The Brothers Karamazov” and “The Idiot” by Fyodor Dostoyevsky, “Three Comrades”
by Erich Maria Remarque, “Svejk” based on “The Good Soldier Svejk” by Jaroslav Hasek,
“Morituri Te Salutant” grounded in Vasyl Stefanyk’s short stories, etc. While the study of film
adaptations as a product of intersemiotic translation is developing at full speed, stage adaptation has
not been looked into this frequently. The present research addresses one of the most spectacular
examples of F. Dostoyevsky’s “The Idiot” intersemiotic translation (2018) — the production of Yuri
Odynokiy at the Ivan Franko National Ukrainian Drama Theatre in Kyiv. Not devoid of a number
of flaws, this production is generally acclaimed as a very faithful representation of the book
(Hdocroesckuii, 2012).

Tracing the similarities and dissimilarities of interlingual translation (ILT) and intersemiotic
translation (IST) presupposes singling out their common strategies and tactics as well as exploring
the limits of the theatre production potential to represent a literary text. The research aims to
systematize the tactics which unambiguously relate a theatrical production to ILT as a kind of IST.
Another task is seeking to frame the over-various terms pertaining to IST, as long as several not
always transparent terms are used to signify the same phenomenon. An attempt is made to
approximate the IST terminological base to the well-developed ILT one. Given that translation
scholars and drama critics overlap in their areas of interest, works which shed new light on these
controversies are welcome, especially those that reduce the room for variant interpretations. The
translation strategies of domestication and foreignization are seen as manifestations of the general
plan of actions in translating fiction, while tactics are regarded as a specific fashion of solving a
particular translation problem in the microcontext within a chosen (or prevalent) translation
strategy. Among the most frequently used tactics there are: omission, generalization, concretization,
replacement, compensation, and transposition. We also introduce some tentative terms concerning
the specific nature of IST within the framework of a theatrical production: tactics conglomerate, a
stylistic “tuning fork”, sociocultural adaptation, and ILT-IST interface.

To conclude, the art director must feel congenial with the author, penetrating into the poetics
and aesthetics of Dostoyevsky’s novel. Polivisuality of the word can only be conveyed through
careful metaphorical and symbolic details. Close reading helps to single out the slightest nuances of
great importance, which are embodied in literary works. This seems fruitful for the development of
theatrical representation proper; pure illustration gives way to compressed metaphorization,
symbolism and typization. It is the director as an intersemiotic translator who looks for the key to
unlock the author’s conception and accept the rules of the game suggested by the author.
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IMUCEMHICTD Y KOHTEKCTI IHTEPMEIIAJIBHOCTI:
ICTOPUKO-PLIIOCOPCHKHM TA JIHFTBOKOTHITUBHUM ACITEKTH
ITuporos B.JI.

Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

[3 BHMHAaxX0IOM THCEMHOCTI JIIOJMHA TMepeHllula Ha HOBHM CTYIIHb pO3BUTKY B
[UBLTI3AIHHOMY TIPOIIECi, OJTHAK 1 caMa MUCEMHICTh Mayia HETMOCTIMHI MapamMeTpH, MEpiouIHO
3MIHIOIOYKCH 1 CITPaBJISIOYM ICTOTHUW BIUIMB Ha CBIIOMICTH Ta MoBemiHKY Jiroaeu (MBanos, 1978,
c. 67; Manun, 1987, c. 165). Sk npuknan, MoxHa HaBecTH (akTu TpaHchopmalii MOB, KYJIbTYp
1 THCeMHOCTeH HapoIiB pI3HUX ICTOPHUHUX emox 1 reorpadiunux perioniB Bixg Illymepy
(iepormidika — knuHomuc), CtapogaBHboro €runty (iepormidika — CKIaI0BE MUCHMO — iEpaTHUKa
1 nemoruka), Maiist (iepormidika — mnatuHceka abertka) 10 SAmownii (iepormidika — CKIamoBe
MUCBMO: KamakaHa, xipazana) (Iluporos, 2009, c. 77). I3 mogBo mucbMa JTIOIU MOYAIH TyMaTu
B TOU cmoci0, K BOHM MUIIYTh. [HaKIIe KaXyuu, MHUCbMO MEPETBOPUIIOCS HE TUIHKU Ha YMHHUK
1 crioci6 rpadiuHoi akTyani3allii MOBU Ta MUCJICHHS, a i CTaJI0 BU3HAYATH T€, SIK 1 PO IIO JIIOJIM
TOBOPUTHU 1 Jymard, 10 OpaTh 3a OCHOBY, TOOTO MPUBENO A0 3MIHM JIOTIKM Ta POJi MOBU
1 MUCJICHHS B KOMYHIKaTHBHOMY TIporieci. SIKio «apxaiune» ororpadidyae TUChMO YTBEPIKYBAJIO
eKOJIOTIYHHH, TIPUPOAHO-OPIEHTOBAHUN THUIT MUCIICHHS, O€3MOCEepeHBO OB SI3aHUM 13 aIrOpUTMaMHU
KOCMOCY, TO OyKBEHO-(OHETHYHE MHCHMO, IO MPUHIUIO HOMY Ha 3MiHY, OOMEXHJIO MHCICHHS
JIOAMHU paMKaMU BHYTPIIIHIX iIMIIEpaTUBIB MaTepiaibHO-0pieHTOBaHOTO couiymy (IIuporos, 2013,
c. 89). 3aBasku BceOIYHOMY BHMBUEHHIO OCOOIHMBOCTEH i€pormidpiuHoro i OykBEHO-(POHETUYHOTO
MMChMa, B YMOBaX Cy4yacHOi iHTepMeJiaTu3allii MU MOXXEMO HaOIM3HUTHCA IO CTBOpPEHHS rpado-
CeMIOTUYHOI Mojeni, sika © J03BOJIMJIa BH3HAUYUTH MapaMeTpH IMHUCEMHOCTI SK CHCTEMH, IO
ONTUMAJIBHO 301raeThCs 13 JIOTIYHUMU Ta iH(pOpMaliifHO-eHepreTHuHUMH anroputMamu [Ipuponnu,
1 TAKMM YMHOM TapMOHI3yBaTH pi3HI TMIIM MMCJIECHHS, a TAKOX 3MIHUTH MiJXiJ 10 PO3YMIHHS CYTi
1 IpUpOJIM NHUChMa SIK CyOCTaHIIii, 110 CIIpaBJisie ICTOTHUN BIJIMB Ha XapakTep IMOJIE€BUX MPOIECIB
yCepeauHi JIF0ACHKOT OMYJISIII.
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CJIOBECHHMM OBPA3 Y KOHTEKCTI TPAHCKYJIbTYPH
ITpucsxuiok JI.O.
Kuiscokutl nayionanvrutl ninegicmuyHull yHigepcumem

AHani3 pO3BUTKY CYYacHOI CBITOBOi JIITEpaTypd BHSBISIE Baromy pojb MHCbMEHHUKIB-
mirpanTiB (Buconpbka, 2010; TonkaueB, 2003). MucrteurBo TaKuX aBTOPIB J0JIA€ KOPIOHH
00OMEKEHOTr0 KyJIbTYpHOTO CEpEeJOBHINA, MparHy4yd, 3 OJIHOT0 OOKy, IO YHIBEPCAJIBbHOCTI Ta
BCEOCSDKHOCTI, Ta 30epirarouu, 3 1HIIOrO OOKy, CIIIW €THOKYJbTYpPHOI cBimomocTi. Lle cmpuse
CTaHOBJICHHIO TNPHUHIMIIOBO HOBOI TiOPHUIHOI XYIOXXKHBOI 1JEHTUYHOCTi, MOSIBI HOBOTO THITY
XYA0)KHBOTO OCMHUCIJIEHHS TIHCHOCTI Ta HOBOTO THITY CIIOBECHOTO 00pa3y, SIKUil MU BU3HAYAEMO SIK
mpanckyremypruii (muB. Nordin, Hansen, Zamorano Llena, 2013). JloMiHaHTHOIO PHCOIO TaKOTO
o0pa3y € MoeIHaHHS JEKIIbKOX KYJIbTYPHHUX Tpaauliii o0pa3oreHesy, siki MOXYTh HPUHIUIIOBO
BiJIpi3HATUCS oOnHA Bix onHOI. Take 00pa30TBOpEeHHS MOXke BiAOYyBaTHCS IIISXOM IO€IHAHHSA/
3MUTTS/ TPOTUCTABIEHHS CIOCO0IB 00Pa30TBOPEHHS, YKOPIHEHHUX Y BIAMOBITHUX KYJIbTYypax.

OcoOnuBy yBary mpuBepTaE TpaHCHALlIOHAIbHA JiTepaTypa, y SKid eTHOKYJIbTYpHa
CBIZIOMICTh TPAHCIIOETbCSA HA MOBI 1HIIOI KYyJIbTYypH, IIO CIPUYMHSE BUHUKHEHHS e(eKTy
MOJIBIMHOTO MaKyBaHHS 0Opa3Hoi iHpopMariii. 3 0JHOTO OOKy, Mae MiCIe XYHOXKHE KOIyBaHHS
MIEBHOI MEHTAJIBHOCTI Ta BUKOPHCTaHHS MPUTAMAaHHUX il 0COONMBOCTEH OOpPa3HOTO OCMHUCIICHHS
nificHocTi. BogHOYAC Take XyJq0KHE BiJOOpaKEHHS BiOYBA€ETHCS 3a JOIMOMOTO0 3aC00iB MOBH, SIKa
MPUCTOCOBAHA JIO BiAI3epKalieHHs] MPUHIMUIIOBO 1HIIOTO CBITOTJISAY, @ HOCIT sIKOi MalOTh 3HAYHI
BIIMIHHOCT1 y CHPUHHATTI Ta BIATBOpPEHHI 00pa3y. SICKpaBorO UIIOCTpALli€l0 MOXE CIyTyBaTu
aHTJIOMOBHUN poMaH Hirepiiickkoro mnucbMeHHuka bena Oxpi “The Famished Road” (Okri,
1992), HamucaHuil Kpi3b NPU3MYy CBITOOAUEHHS MOro CHIBBITYM3HUKIB. OCHOBHMMH pHCAMU
00pa30TBOPEHHS 1ILOTO POMaHy € 3aMiHa 3BMYHMX JUIS €BPOIEHIS KyJIbTYPHHUX KOJIB, 3MIILEHHS
4acONPOCTOPOBUX OPIEHTUPIB, PYHHYBAaHHS YKOPIHEHOI y 3aX1IHIH KyJIbTYpHIN TpaauLii JUXOTOMI]
peanbHOro/ YSIBHOTO, a TaKOX 3aJydeHHS MPUHIMIIOBO IHIIUX CIOCOOIB OOpa3HOTO OCBOEHHS
MICUX1YHOT peanbHOCTI.

Takum 4yMHOM, OAHHMM 13 HANpsMIB JIHTBOIIOETOJIOTIYHOTO aHalli3y BepOadbHOI XYHAOXKHBOI
00pa3HOCTI € 3BEPHEHHS 10 KYJIbTYPHOI'O KOJYy CJIOBECHOIO 00pa3y, sikuil BIIMBa€ Ha: 1) cocobu
BTIJIEHHS1 HOTO 3MICTY (3BEpHEHHS 710 aOCTPAKTHUX KaTeropii, mpeaMeTiB, Tila, IpUPOAH, HOUYTTIB
1 eMolii TOIIO); 2) TUI MHCJIEHHS, IO JIEKUTh y HOTr0 OCHOBI (apxaiuyHe, HAOYHO-YYTTEBE,
noBepOanbHe / palioHalbHe, BepOanbHe); 3) 0coOIuMBOCTI KOMOIHYBaHHS 1 TpaHC(OpPMYBaHHS
0o0pa3iB (XaOTHMYHE HArpoOMaJUKEHHs TeTeporeHHuX oO0Opa3iB; TOMOTreHHI 00pa3u 3 NPUYUHHO-
HACJIIKOBUMHU 3B’sI3kaMu To10); 4) BUOip crparterii oOpa3oTBOpPEHHs (3aJlyd€HHsI TPONETYHOro/
CEHCOPHOI0 KOAy; IHTepiopH3alis/ ekcTepiopu3allis 00pa3HOro CKJIaJHUKa 1 T. 1H.).
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TRANSLATING CHILDREN’S LITERATURE: INTERSEMIOTIC PERSPECTIVES
Rebrii O.
V.N. Karazin Kharkiv National University

Translating children’s literature is no easy task. Commenting on English translations of his
books for kids, Korney Chukovsky once complained: “The English language is well suited for
literary translation of our poetry and prose. But as soon as it comes to kids’ verses, it immediately gets
weak and poor” (UykoBckuit, 1968, c. 268). The author explains this paradox by simply claiming
that “verses for kids are much harder to translate than adult poetry” (ibid.). In addition to purely
linguistic difficulties often hidden from profane eyes by a seemingly ‘simple’ form, translation of
books for children is inevitably complicated by cultural differences, which may arise as
insurmountable barriers. In this context, one cannot but mention a Finnish researcher Merja Suomi
who refused from translating Chukovsky’s “Kpokogun” into Finnish because “the tale includes the
elements not corresponding to the norms of Finnish children’s literature, such as using fire arms and
smoking” (Cyomu, 2009, c. 13). She also found “Myxa-Ilokoryxa” unacceptable, because “violence
is a taboo in modern children’s literature and this tale describes pretty cruel tortures™ (ibid.).

This research is focused on another problem that has gained attention in intersemiotic studies
— illustrations in translation. Its relevance can hardly be underestimated, because “translating books
for children is interpreting both the verbal and the visual” (Oittinen, 2000, c. 100). Riitta Oittinen
sees it as twofold: “on the one hand, there are the visual codes that are part of the reader’s entire
situation; on the other hand, there is also the interaction of words and images as constructions of the
reader’s mind” (ibid). Oittinen’s view of interaction between text and illustration is based on
Mikhail Bakhtin’s theory of dialogue, namely, on the concept of ‘heteroglossia’. According to
Bakhtin, combining heterogeneous elements in a literary text leads to emerging “hybrid
constructions” that are “of supreme importance in the style of novel” (baxtun, 1975, c. 118). Thus,
“illustration is a part of the set of conditions, a part of the dialogic interaction and must not be
excluded from the translating of illustrated texts” (Oittinen, 2000, c¢. 100). Relations between text
and image involve both the author and the illustrator whose visions, no matter how close, can never
be identical, yet when the reader opens the book the power of a visual image prevails over the
power of a linguistic image. Illustrations in a translated text are expected to have an impact on a
target reader similar to that on a source reader. The achievement of this goal is complicated by the
multimodal nature of children’s literature, cultural differences, and linguistic asymmetry.

There are several types of difficulties connected with illustrations. First, source illustrations
(SIs) appear inappropriate for target cultural norms. An illustration to the book “Sjordvarbok” by a
Swedish writer Lennart Hellsing had an image of a topless female (presumably, a mermaid) sitting
next to drinking pirates. When the book was translated into English, the editors required her breasts
to be covered. Second, SIs are substituted for by new target ones that somehow distort the original.
A Ukrainian edition of Carroll’s “Alice’s Adventures in Wonderland” had illustrations by Eugenia
Gapchinska that draw a portrait of the main character that dissonates with her classical image by
John Tenniel. Third, SIs contradict the information in the target text. A character in the above
Lewis’s novel called Caterpillar and addressed as a ‘Sir’ in the text, in the illustration is an
anthropomorphic creature reminding an old man. Since the Ukrainian equivalent of ‘a caterpillar’
is of female gender, translators turned ‘sir’ into ‘nami’. The resulting discrepancy between a text
and image could easily lead to a sort of dissonance with an attentive target reader.
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THTEPMEIIAJBHICTD: 3 ICTOPIi CTAHOBJIEHHS ITOHATTSA
CunantbeBa B.1.
Ooecvruii HayionanvHuil yHieepcumem imeni 1.1. Meunuxosa

[aTepMeniaNIbHICTh TPAAULIIHHO TPAKTYETHCSA K OFHA 3 (JOPM CHHTE3y Ha OCHOBI JITEpaTypu:
JiTepaTypa-My3uKa, JITepaTypa-KUBOIIKC, JiTepaTypa Ta iHmi Buau muctentsa (Tumanikos, 2008,
2009). JKaHpoBHMMH YTBOPEHHSMH TaKHX 3pOIIEHb €, HANPUKIAI, ONepa ¥ omepera, MIO3HKI,
My3UYHE [0y, KIHO(IIEM, TeaTpaibHe PEBIO Ta IHII Pi3HOBHM TeaTpasibHOI aii. Take cTaBieHHs
70 1HTepMeniabHOCTI ckimaganocs moctynoBo. H. IcarymoB (Mcarymos, 2011) moumHae Bimtik
noHATTS 3 4aciB pomanTuka C. Konbpimka, SKAi HepuIMM 3ampoNOHYBaB Happallilo aneropii.
[lepeBarn CHHTETUYHHMX 3POIICHH CTANM OCOOJMBO TOMITHHUMH y Jpyrid mosoBuHi XX CT., 1
amepukanenp Jlik Xirrinc mpoKOMEHTYBAB I1€ MOHATTS K KOHIIEIIIHE 3IUTTS JEKIIbKOX Memia. Y
cepenuni  1980-x poxkiB A. Xanzen-JIeBe BiIOKpeMIIIOE MEMIMHUN acCleKT CHHTE3Y Bij
IHTePTEKCTYaIBHOCTI, sIKa, 32 HOTO AYMKOIO, Iiependayae OUTbI MOmUpeHuid cuHTte3. [li3Hime BiH
TPaKTye 1HTEPMEIialbHICTh SK MEpeKiaa 3 OAHiI€T MOBM MHUCTELTBAa Ha IHIIY B paMKax OIHi€i
KyJIbTYpH, 200 00'¢ JTHAHHS MI>K PI3HUMU €JIEMEHTAMH MUCTEI[TBA B MOHOMEIIIHOMY MTPOCTOPI.

Han uieto mpob6rnemoro mmigno mpamroe H. TimyHiHa, sSika OpoOmoHye K BY3bKe, TakK 1
posmupene TaymadeHHs: noHATTS (Tumrynmna, 2001): a) iHTepMeTiaIbHICTh — 1€ OCOOIMBHNA THII
BHYTPIIIHPOTEKCTOBUX B3a€MO3B'SI3KIB Yy CIOBECHOMY TBOPi, 3aCHOBaHUI Ha B3a€MOJIIT XyJOXKHIX
KOJIB pI3HMX BHJIB MHUCTENTB; 0) iHTEpMeIiaNbHICTh — Ie crenudiyHa Gopma aianory KymibTyp,
CYThb SKOI TOJIATaE y B3aEMOAIl XYHOXKHIX 00pa3iB a00 CTHIICTHYHHMX MpHiioMiB. Baxmusum
CKJIQJIHUKOM HAmpaIlfOBaHb JTOCIIIHUII € CEMIOTHKO-CTPYKTYPATICTChKUN MiAXiJ 10 MPOOIEMH.
H. Timrynina 3a3Havae, 1110 METOJUKY aHAI3y CHHTETUYHUX (OPM y MUCTEITBI TOBHHHI CIUPATHCS
Ha 3arajibHe YSBJICHHs PO 00'€KTU IHTErpyBaHHS — Ha{JaCTilIe, BUIIB 1 (hOPM XYA0KHBOI TBOPYOCTI.

3HaKOBUM SIBUIIEM Yy CyYacHId Teopil IHTepMenialbHOTO CHHTE3Y BBaXa€MO pPOOOTH
B. UykanioBoi. Came BOHa NpPONOHYE MATPUII0 aHANI3y IHTEpPMETIaNbHUX XYIOXKHIX (opM.
3a3HauMBIIM TpU I[ILOMY, MIO IHTepMeAialbHUI aHali3 mnepeadadae «aHai3 CTPYKTypU W
0COOIMBOCTEH KOHKPETHHX TBOPIBY; «IIEPEKIaa», «IEPEKOAYBAaHHS» IPHHAOMIB KOHKPETHOTO
YKHBOITUCHOTO MOJIOTHA B KOHKPETHOMY JIITEPATypHOMY TBOPi»; IX «B3a€EMOJII0 Ha PiBHI JKaHPOBUX
dbopm abo TexHiku BHKOHaHHA (cTwiro)» (YykanuoBa, 2009). IlomiOHUM YHUHOM IHTEpIIPETYE
MIPUPOAY IHTEPMEAIAILHOTO CUHTE3Y 1 yKpaiHchbkui qociianuk I1. IBanummn (2013). Bin 3a3Hayae,
110 B CY9aCHHUX 1HTEPTEKCTaX 3aBXK/IU € MOJIe UIsi 0araTo3HauYHOTO CIIPUMHATTS CBITY SIK «TEKCTY» 1
MIPOTIOHYE BBECTH MOHATTS «T€HO-TEKCT» SIK TOUYKY BUATIKY ISl OJANBIINX JTOCIHIIKEHb.

OTxe, iHTEpMEIIaNIBHICTD SIK (hopMa XyJ0KHBOIO CHHTE3Y OCOOJIMBO aKTyallbHa B Cy4aCHOMY
MUCTENTBI, MOTpedye yBaru 1 MOAAIBIIMX TEOPETUYHHMX PO3POOOK. 3acaJHUYOIO BIIACTUBICTIO
1HTepMel1abHOCTI HEOOX1JHO BBAXKATH ii J1aJIOTIYHICTh, sKa nepeadadae «IepeKkoayBaHHsS» MOBU
MUCTELTB Ha OCHOBI 10aifJIUBOrO CTaBJIEHHS JI0 JITepaTypHOro NepUIoKepea.
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INTERMEDIAL POTENTIAL OF FOLK TEXTS’ IDEAS
Taranenko L.I.
National Technical University of Ukraine “Igor Sikorsky Kyiv Polytechnic Institute”

One of the important circumstances that gave rise to multidisciplinary research of various
artistic works and forms was the information boom, which exploded with new facts in favour of the
intermedial nature and essence of creative practices. However, in order to understand these
processes it is important to explain the mechanisms of the ideas migration, originating, in our view,
in folk genres and resulting in their intermediality interplay.

It is believed that myths as a primordial genre of oral folk art contain a multivariate potential
of ideas, plots, motifs, etc., capable of acting as archetypal bases of structural and semantic
elements of almost all genres of folklore that appeared throughout time and continue to emerge at
present either in slightly different forms or in other genres of art. Thus, myths are considered to be
an inexhaustible source of plot archetypes and archetypal images, which, transforming in one way
or another, appear in other artistic works.

Viewing the myth as the initial genre of folklore, we can assume with sufficient probability
that its ideas and motifs in a transformed form were borrowed by authors or narrators of legends,
fairy tales, parables, etc. In the process of folk genres’ development we can inevitably trace two
levels of their transformation: functional and structural. Functional transformations can result in the
transformation of the folk text message to its direct opposite. Structural transformations lead to
changes in the folk text genre, its plot, motifs, characters, etc.

The analysis suggests that the main factors causing the emergence of genre transformations
come down to the inevitable progressive development of ethno-cultural social environment. No less
convincing is the fact that the transformation of motifs and text-organizing means could mainly
occur within a certain ethnic mentality, while their ideas migrated further, reaching the level of
literature as well other spheres of creative art.

It is possible to single out two spontaneously interacting levels of folk genres genesis: the
global supra-cultural sphere of their oral actualization by the interpreters of ethical and didactic
ideas as well as the sphere of mental transformation of ideas and text-organizing means. These
spheres evolve in the creative artistic environment, which in each particular period of history
accumulates socio-ethnic specificity of national mentalities within the universal culture.

Besides, there is the regularity of synarchy growth of folklore genres from myth to proverb.
At the same time, with the decrease of text size there is an increase in the synarchy of the cognitive
load on the recipient in the process of text decoding.

The above assumptions are consistent with the present-day views on the continuous
development of creative arts in general and literature in particular within their interaction and
interrelation of their onto- and phylogeny. In other words, the mechanism of folk genres genesis
makes it possible to adequately describe all stages of the genesis of any particular genre: its origin,
formation, development, completion of its development, or transition to a new stage or level
reflected in the continuous evolution of literary works.

Thus, we have all the reasons to believe that the archetype idea viewed as a genetically and
emotionally motivated way of connecting images or concepts stored in the individual’s psyche
(Oring, 1986) realizes a considerable inter(trans)mediality potential since it is able to migrate,
passing from one generation to another, through the various varieties of folk genres, emerging over
time, further into the literary and artistic works’ interplay.
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READING LOVECRAFT IN THE AGE OF TERROR
Tee V.Y.
Nanzan University, Japan

“To feel disgust is human and humanizing”, according to William Ian Miller (1997). Alert to
physical and behavioural characteristics, personal effects as well as living spaces, Lovecraft’s
narrators often have very low thresholds of disgust, whose heightened sensitivity to racial, cultural,
or environmental difference is the pivot, on which his machinery of fear typically turns. His
political sympathies are clear enough not only in how consistently the stories are illustrative of the
old adage there is no smoke without a fire, but also in how the crisis they feature is precipitated by
someone either unaware of or unconcerned over these departures. Places in America and England —
that is, the ‘home’ environments of Lovecraft and his readers — are endangered through an often
highly educated person’s willingness to interact with foreign peoples and places. The villain, in
other words, is the bona fide liberal the Far Right vilifies as a traitor to their own people.
Lovecraft’s ethnocentric views are well-known, and one of the most common reasons given today
for overlooking them is that ‘he was the product of his time’. But views like his have more than
survived: they are prospering. Referring principally to “The Shadow Over Innsmouth” (1936), I will
draw out the disturbing implications of the scopophilic gaze trained by Lovecraft’s reactionary
gothic on people, objects, and environments. Beginning with the dioramas of death scenes created
in the 1930s and 1940s by Frances Glessner Lee, ‘the mother of forensic science’, proceeding
thereby to the fear of crime and immigration, I will consider the evolution of terror as an idea. With
respect to multicultural environments today, I will argue that with the advent of mechanical imaging
technology, far from having left Lovecraft behind, we are instead the fearful co-occupants of a
continuously evolving age of surveillance.
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INTERMEDIALITY OF ENGLISH-LANGUAGE HAIKU:
CROSSING CULTURES AND GENRE BOUNDARIES
Shershnova A.V.

Kyiv National Linguistic University

“I write to see” (Saura, 2004, p. 7) — with this statement, a Belgian poet and painter Christian
Dotremont (1922-1979), best known for his logograms (visual poems), epitomized his view of text
and visual image as harmoniously cohabiting media (Lupu-Onet, 2012). His skillful manipulation
of two forms of artistic expression makes his poetry actually visible, emphasizing the role of
medium metamorphosis in the creation of meaning (ibid.). Visual poetry like his has always been
associated with the concept of intermediality in its broadest sense — a crossing of borders between
two media (Rajewsky, 2005). However, intermediality tends to have different manifestations, and
one of them allows for understanding this concept in the narrow sense of intermedial references.
The latter implies evoking or imitating “elements or structures of another, conventionally distinct
medium through the use of its own media-specific means” (op. cit., p. 53).

A literary genre whose meaning-constitutional strategies heavily rely on such a manifestation
of intermediality is English-language haiku, a traditional Japanese poetic form introduced to the
English-speaking world in the mid-20" century. English-language haiku not only remarkably weds
poetic traditions of Western and Eastern cultures, but also breaks the homogeneity of artistic, i.e.
verbal, expression through montage as a film editing technique (Shershnova, 2020). According to
Eisenstein (1934), a Soviet film director and theorist, montage is a paramount aesthetic principle of
cinematography and art at large. In English-language haiku, this principle is realized through the
technique of juxtaposition — putting two distinct images side by side, e.g.:

uncut meadow
the sun sets
in a rabbit’s ears
Matthew Morden

Juxtaposing the images of an uncut meadow, the sun, and a rabbit’s ears culminates in an
effect similar to that which appears as a result of the collision of shots in montage — generating
meaning through unexpected interaction of visual images. From the third line of the poem, the
reader finds out that the sun “sets in a rabbit’s ears”; such a sudden discovery, or intuitive
experience of enlightenment, is an intrinsic feature of haiku poetry. Moreover, what gives the poem
a visual, or, more specifically, cinematic turn is the use of the close-up technique to draw the
reader’s/ viewer’s attention to the image of a rabbit’s ears illuminated by the setting sun. A
linguistic semiotic analysis of English-language haiku has shown that this poetry overcomes the
limits of its genre by incorporating techniques from the cinema art (montage and close-up) through
the use of its own means (juxtaposition), thereby adding new significance to the same material
(text) and exposing its intermedial aesthetics. It follows from the above that intermedial references
of English-language haiku endow it with features of visual poetry.
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