english romances of the 12" — 15" centuries

The article seeks to highlight the characteristics of the speech act of advice in the Middle English romances.
The research performed results in the identification of advice's communicative and pragmatic content, in the
definition of non-verbal factors which influence the functioning of speech act, in the definition of the successful
conditions and the reasons for additional semantic, stylistic and pragmatic characteristics that are imposed on the
primary meaning of acts. It was ascertained that the advice in the Middle English romances is specified as
noncategorical speech act, which is directed at inducing the listener to perform some concrete and useful act in
Sfuture. The analysis of language data reveals that the linguistic means (specialized and unspecialized) that are used
by speakers to express their declaration of advice; regularity of the choice according to the communicative aim was
established and the illocutionary potential of advice was defined. It has been shown that within the bounds of
pragmatic paradigm advice can be regarded as a directive speech act characterized by benefactive orientation, equal
relations between interlocutors, non-obligatory realization of advice. It has been also established that the
communicative situation of advice includes both compulsory components (the subject and object of advice, advice
itself, the assessment of advice, the reaction to advice) and the facultative ones (a request for advice, an inquiry about
the permission to give advice, argumentation).

Key words: Middle English romance, request, speech act, a communicative situation, a directive, illocutionary
force, perlocutionary effect.

YAK 811. 111
I. I. Mogiley

VISUAL NARRATIVE IN TRANSLATING THE LITERARY TEXT OF
ROMANTIC PROSE

The article deals with latest linguistic notions of narrative and narration, the ones of ekphrastic
representation, a subjective description of visual experience of something seen, which can also be defined as
explication through both verbal and visual means of imagery devices. The article focuses on studying the artistic
images in the Romantic literature produced through interaction between the visual and verbal codes implied for
translating. The forms of Romantic literary vision are regarded in the textual perspective as well as through dialogue
and metafiction theory providing for intertexuality analysis and postmodernist poetic interpretation of the mystery
text. Textual ekphrasis, or the pictorial depiction, involved into the text of E. Poe’s “The Oval Portrait»is analyzed in
the way of the syntactic whole characteristics. The ekphrastic entity proper is seen as a clear, intense, self-contained
argument or pictorial description of an object, especially of an artwork. Ekphrastic descriptions proved to be quite
numerous in the literary works and had been so far given various interpretations. The actual textual phenomena are
regarded in E. A. Poe’s prose translated and estimated in the vein of literary text analysis that proves to be highly
instrumental for intertextual and intersemiotic evaluation of the literary texts in general. The author’s ideostylistic
preferences are regarded through textemes or topics as well as through syntactic entities or paragraphs taken for the
actual division text units. The analysis in general concentrates upon the suprasyntactic unit represented as a syntactic
whole and regarded through the texteme vision. The text is as well analyzed through appropriate text samples
illustrating the texteme sense represented in the pictorial depiction.

Key words: narrative, verbalization, visualization, ekphrasis, metafiction, pragmatics, imagery, intertextuality,
texteme, paragraph.

Introduction. Ekphrasis or ekphrastic narration is generally defined as a literary description of or a
commentary on a visual work of art. In recent decades, the use of the term has been limited, first, to visual
description and then even more specifically to the description of a real or imagined work of visual art. In
terms of modern concept the two different ekphrases are to be distinguished: the incomplete ekphrasis,
meaning the same as the visual imagination or visualization through imagery, and animating objects of
material culture through visualizing, which definitely involves inscribed material culture, that is the verbal
representation of visual representation. Ekphrasis has been considered generally to be a rhetorical device or
a technique used to convey a meaning with a goal of persuading a reader (listener) from a different
perspective, to provoke a rational argument from an emotional display of a given perspective or action.

A dramatic means of textual rhetoric, ekphrasis appears to really be the one in which one medium of
art tries to relate to another medium by defining and describing its essence and form, and in doing so, relate
more directly to the audience, through its illuminative liveliness. For centuries, since ancient authors, it had
been a constant tendency of many descriptive genres to promote the withdrawal of visual barriers and to
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convey by word the beauty of the fine architectural, pictorial and sculptural objects to those who were
supposed to clearly imagine them. Describing objects of art had thus become an element of poetic integrity,
and hereto its nature needs to be properly revealed and interpreted. The descriptive discourse proved much
to be structurally important and to cater for the demands of contemporary critics.

A descriptive work of prose (or poetry) may thus highlight through its rhetorical vividness what is
shown in any of the visual arts, and in doing so, may enhance the original art and so take on a life of its
own through its brilliant description. Virtually any type of artistic medium may be the actor of (or a subject
of) ekphrasis. If it is the spirit of the description that we are concerned about, it certainly can be conveyed
by virtually any medium and thereby enhance the artistic impact of the original work through synergy as
all that provides the creation of a whole that is greater than the mere sum of its parts.

Overview for the recent researches. General theoretical background for the ekphrastic studies
comprises discourse analysis, intertextuality survey, literary interpretation and other issues regarding the
problem of descriptive techniques in building the narrative. The subject being widely discussed, ekphrasis
has become a centerpiece in numerous papers by A. Losev, G. Kosykov, A. Goldenberg, Yu. Lotman,
N. Braginskaya, B. Uspensky, V.Khalyzev, J.- K. Lann, R.Barth, U.Eco, R. Welsh, W. Mitchell,
J. Heffernan, P. Wagner, L. Sager, M. Krieger and others. Since the scope of the ekphrastic phenomena
touches verbal means of literary visualizing, poetics of ekphrasis, the nature of visual images, filmic and
scenic ckphrases etc., ekphrasis appears to act as a structural semantic text unit, it is a way of its
organization and a means of creation of a single imagery space. It can also be defined as an art form
influence by another art form through description, inclusion of inspiration. This concept acts as a strong
philosophical notion that drives how the project can and should work to achieve a personal ekphrasis to the
artwork from those who engage with it.

The purpose of the paper is to expose the main ideas of the ekphrastic theory through analyzing the
texts of Romantic prose, especially those by E. A. Poe, «The Oval Portrait» being most prominent of them
as well as quite instrumental in the sense of visual description perspective.

The basic presentation. Contemporary textual analysis appears to be most appropriate in
considering text-formative phenomena like verbal representation of visual objects since it regards linguistic
entities beyond the level of the sentence and, rather, on the text level. Quite essential also proves to be the
notion of text analysis once proposed by M. Foucault (1972) who conceived texts as special formative
structures and textual analytic practices as social phenomena. Translation studies have not been less
indeterminate in this respect, and translation-oriented models of text and intertextuality have been taking
shape along varied and diverse lines since the early 1980s. A text-analytic approach to discourse analysis
covers the way texts are «put together» in terms of product, form, relationships, intersentential structure,
organization and mapping [7, p. 88].

Being vividly promoted by U. Eco’s «ironic play» (Eco, 1998) and L. Hutcheon’s «metafiction
texts» (Hutcheon, 1988), the problems of ekphrastic imagery lie within the frame of modern linguistic
studies for intertextual interpretation facilities.

The scholars dealing with the subject matter concern various aspects of the visual art representations.
One of them is regarded by Ryan Welsh, admitting «the modern problem of the word and the image is still
at issue and ekphrasis is still central to making a way between the sides. The modern problem of ekphrasis
is how best to limit and expand the term’s meaning in order to continue to make inroads into the productive
work that results from investigation into the word or image dialectic» [10].

Another perspective brings us to view ekphrasis as a special type of intertextuality, or a
«conversation» between books, since «intertextual books reference other pieces of writing, and use those
references to make meaning» [11]. Intertextuality is mostly regarded as a special feature of imaginative
literature (Bassnett, 1996). The term implies that the reader as well as a translator translates or decodes the
text in a process of personal semiosis: the text is nothing but a set of graphic symbols until it is filled in
with sense and imagery by its reader-author since while translating we interprete only what we reconstruct
about the text, or its potential semiotic function in the target culture [2, p. 12]. However, the translator’s
semiosis is bound by the necessity of reconstructing the source system of imagery as a whole which means
that the resulting intersemiotic complex must be a piece of literary art according to the criteria of the target
language, literature and reader [2,p. 13].

Providing current analysis through notions and terms of intertextuality enables us to perceive the
problem in the light of J. Krysteva’s original theory (Krysteva, 1967), followed by U. Eco’s «intertextual
dialogue», and therefore, by Y. Lotman’s intersemiotic provisions, concerning the semiotic universum of
culture. Since a text contains not only the impressions of the texts belonging to the same semiotic sphere,
but of other texts as well, and of other products of culture including painting, sculpture, architecture and
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artistic representations in general, intertextuality ought to be assumed as an aspect of intersemiotics in the
meaning of a text category (Selivanova, 2002) [9, p. 516]. U. Eco wrote: «Regarding the way verbal text is
capable of visualizing, the problem of ekphrasis can’t be avoided: the latter being interpreted as a
decription of a work of art whatever a sculpture or a canvas. The point is, we are rather concerned about
the opposite type of the intersemiotic translation, when the written text is transformed into the visual one
(as in «a book — a filmy», or «a book — a comic strip»). On the contrary, as the case of ekphrasis may be, the
visual text is transformed into the verbaly» [1, p. 249].

The term «texteme», or textual prototype, introduced to distinguish between text as an invariant, and
text as a speech unit, does not appear to be the most complete as another definition has been so far
provided by W. Koch regarding it as a text division unit defined by a common theme and therefore
considered as a topic or super-phrasal entity [9, p. 494].

Modern intertextual studies seem to be involved into subtle play of visual and verbal contexts, those
of writing and filming the painting, touched by L. Sager: «Descriptions of ekphrasis have been anchored
traditionally in a particular modality: verbal discourses that directly verbalize one or more visual images,
often discussed in terms of a power struggle between author and painter» [8, p. 9]. She also brings sharp
emphasis to the media of discourse, or rather, intermediary discourse through which the ekphrastic
(pictorial) imagery is to be viewed and perceived: «Just like literary ekphrasis, its filmic counterpart also
relates to the formal, stylistic aspects of the re-representation of the art work through cinematographic
devices. In other words, filmic ekphrasis reenacts in the cinematographic medium itself the antagonism
between word and image that is central to the tradition of ekphrasis» [8, p. 23].

Some other viewpoints bring poetical meanings of ekphrasis together, speaking of the special iconic
sense of verbalized descriptions (Heffernan, 1993; Wagner, 1996). The semiotic essence of ekphrasis is as
well pointed at in the works by M. Krieger and J. Krieger (1992, 1998) containing «Krieger’s ekphrastic
principle» pertaining 3 limits meaning there are 3 things permanently limited: imitation of plastic arts by
words; language as a substitute natural sign; words as verbal equivalent of a plastic art object [4].
Contrastive analysis is predominately applied to another ekphrastic issue: comparing the use of pictorial
techniques in E. Poe’s and O. Wilde’s imagery, by N. Reinhardt (2007) [6]. Most recent studies being
devoted to poetic ekphrasis, the tradition of ekphrastic discourse is definitely maintained by J. Kolosov
(2012) [3].

W.J. T. Mitchell’s theory (Mitchell, 1994) provides the grounds for interpreting ekphrastic poetic
“code» in terms of representational devices: «We speak of notional ekphrasis which describes an entirely
imaginary and non-existing work of art, as though it were factual and existed in reality» [5], the latter
being a result of 3 special «stages» for perceiving and conveying the ekphrastic entity: first, ekphrastic
indifference (the impossibility of ekphrasis); second, ekphrastic hope (creating picture in mind); third,
ckphrastic fear (the verbal and the visual representation might collapse and the described image suddenly
becomes a natural fact which can be referred to, the picture would be aesthetically reduced in this
moment).

Discursive analysis applied for peculiar genre modifications tackles upon distinction between
discourse, genre and text, in which discourse is accorded supremacy and is seen as the institutional-
attitudinal framework within which both, genre and text, become fully operational vehicles of ideological
meaning (Hatim and Mason, 1997) [7, p. 89]. To deal with a special genre, the one of a mystery story,
creative means of discourse analysis are applied to conceive pragmatic influence of the suspense imagery
revealing principal «points» of the plot structure and bringing the visual «effects» of the specific Romantic
narrative into view. The latter is purely distinguished in Poe’s artistic manner of the narrative lay-out,
revealing the prominent Romanticism traits: inner monologues, personal ambiguities, unexplained
mysteries, struggling outlooks and protesting characters; yet, Poe’s suspense inclination is also quite vivid,
since his best writings are tales of suspense and mystery. The strange world depicted in many of Poe’s
writings was the product of his fertile mind and was never intended to reflect the real world.

Looking into the artistic imagery of E. A. Poe’s «The Oval Portrait» (1842) and analyzing the usage
of poetic ekphrastic means bring the emphasis on verbal depiction of the work of art and on the effect it
had altogether produced. The story’s pragmatics being evaluated through interpreting it for translation, the
intricate sense of picturing the settings and describing the main subject of artistic interpretation, the portrait
itself, can be seen as chief devices for actual text-formation. The «topical» textual theory being involved
for the actual analysis, the story’s narrative literary background seems to be fully subject to pragmatic
reasoning in connection with special narration (or textual) topics, or textemes, created in the process of
reading and evaluating.
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Since super-phrasal entity is concerned as a mere paragraph, that is, an inclusive part of the text, it
may as well exceed its formal boundaries and expand as far as the meaning of the text proper, or, as it has
been represented in the plot. Discovering the texteme as a text formative unit it rather should be regarded
as a complex syntactic whole thoroughly imbedded into the narrative. Such entity is characterized by the
combination of semantically and grammatically connected utterances united in one common topic and
assumed to be syntactically related. These connections are generally seen as repetitions, or recurrent
elements of the narration, anaphoric units, specially stated tense and aspect verbal forms, repetitive word
and sentence order, co-referential lines, various parallel structures.

Keeping analyzing it in the vein of the ekphrastic study, we assume the integrity of both verbal and
visual means in working out the creative sample of the ekphrastic texteme. Having been long provided
with translation by M. Engelhardt, E. Poe’s story of the «The Oval Portrait» as well as its translation
contains the elements mentioned which are to be fully displayed in the given analysis.

Repetitive elements are to be found in the exposing segment of the narrative, together with the
instances of inversion, or specially broken word order, in both sentences presumed, and repeated
conjunctions (and) in sentences with similar subject-predicate structures (7 read, I gazed; the hours flew
by, the deep night came), suggesting the parallelism of syntactic formation, though to some extent broken
in the translated passage: Long, long I read, and devoutly, devotedly I gazed. Rapidly and gloriously the
hours flew by, and the deep midnight came // [onzo, 0onzo wumai s, u npucmanbHo, 01a202068€iH0
paccmampusan kapmurul. Yacer n1emenu 6picmpoil u uyoHoi upedoit. Hacmynuina noanous. The instances
are as well regular in further samples, aspired by the dynamics of the scene described (the action produced
an effect, the rays fell, I saw) and provided with the descriptive means of the same topic (rays, candles,
vivid light, deep shade), mostly contrasted in creating the lively image of the vision (I saw in vivid light a
picture unnoticed before; had hitherto been thrown into deep shade): But the action produced an effect
altogether unanticipated. The rays of the numerous candles...now fell within a niche of the room which
had hitherto been thrown into deep shade... I thus saw in vivid light a picture all unnoticed before. It was
the portrait of a young girl just ripening into womanhood//Ho 3ma nepecmanoska npouseena cosepuieiio
Heoxcuoannoe oeiicmeue. JIyuu MHO2OUUCTICHHBIX C8EHEH YNAnu 6 HUuly, Komopas 00 mex nop osiia
OKYmMaHa 2ycmoro mensio. A yeuoen Apko 0ceeuiennyto kapmumny, Komopoi ne 3amemun panvuue. To 6vin
nopmpem Mono0ol 0e8yuKU 6 NePeoM pacyeeme npoodYOUSUICTICS HCEHCTNEEHHOCTIL.

The ekphrastic texteme proper, taken as a whole, actually expands as far as several paragraphs, still being
singled out in one, describing the plot’s central subject assumed, on the one hand, as a topic in common, and, on
the other, as a real occurrence, chronologically valid: The portrait...was that of a young girl. It was a mere head
and shoulders, done in what is technically termed a vignette manner, much in the style of the favorite heads of
Sully. [...] The frame was oval, vichly gilded and filigreed in Moresque. As a thing of art nothing could be
more admirable than the painting itself // ...mo b1 nopmpem Mon000U OesvuiKy, 201064 U HieHu Obliu
6bINOJIHEHDL, eClil YROMPeOUmb MEXHUYECKUll MepMUN, 6 CHIIE 8UHLEINKI, HAnoMuHasuem onosku Caniu
(Tomac Caynmm, aMepUKaHCKHH XYJIOKHHUK-TIOPTPETUCT — npuM. asm.). Qeanvnas ewizonouennas pamva Ovlia
dunucpannoii pabomvl, 6 magpumanckom cmuie. Kueonuch npedcmasisiig 6epx COBEPUIEHCMEBA.

The passage introducing the portrait’s appearance is definitely connecting the elements of the textual
entity provided to enhance the evolving yet comprise narration involved into the description of the work of
art still very much resembling a person alive and containing the appropriate evidence of this resemblance:
The arms, the bosom and even the ends of the radiant hair, melted imperceptibly into the vague yet deep
shadow which formed the background of the whole. [...] Least of all, could it have been that my fancy,
shaken from its half slumber, had mistaken the head for that of a living person // Pyxu, 2pyob u Oadce
KOHYbl 307I0MUCHBIX Npsioell He3aMemHO CIUBANUCh ¢ HeOnpPeOeneHHoll, HO 2IY00Koll menbio,
cocmasnsisutero pon kapmunsl. Menee 6cezo moz s donycmums, 4modsvl Mosi panmaszust, NPobYOUSUASCS
om nonyopemomoi, npunsiia smo auyo 3a yHcueoe. The paradox effect of watching the picture (at first
rapture and then alarm) appears to go as far as next paragraph suggesting the entity of the whole
description: [ had found the spell of the picture in an absolute life-likeliness of expression, which at first
startling, finally confounded, subdued and appalled me // A yb6eouncs, umo ouaposeanue rxapmuivl
BAKTIOYANOCH 8 COBEPUEHHOU HCUIHEHHOCMU 8bIPANCEHUSL, KOMOPAsl 8 NEPEVIO MUHYNY ROPA3UNA MeHsl, a
NOMOM CMYMUIA, ROOABUIA U YIHCACHYIA.

Yet, it is duly followed by the fabulous story found just now, to explain the origin of the portrait and its
author’s true tale which could be merely taken for some fictional narrative and still is regarded as a textual passage
obviously parallel to the previous one, mostly due to the effect of the co-referential elements, to assume, through
the narrative at length, the features of the person represented in the portrait and, meanwhile, the personality of the
skillful yet miserable master, thus providing both male and female references: She was a maiden of rarest
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beauty//Ona 6vina oegyuika peoxoii kpacomol, It was thus a terrible thing for this lady to hear the painter speak
of his desire to portray even his young bride//Vowcacuvim yoapom 6vi10 015 HOBOOPAMHOIL YCIbIUIGMb, YO
XYOOICHUK Jiceliaem 3aneuamienv Ha Xolicme ceoio Monooyio ceHy, yet she smiled on and still on//no ona
VIBIOAnack U He xomeia Jcanosamocs; to depict her who so loved him, yet who grew daily more dispirited and
weak // mpyouncs Hao nopmpemom moil, KOmopas max Juobuna e2o0 — u 6ce-maxu mepsiia Cuivbl U Yaxid co
Omst Ha Oenb; to regard the countenance of his wife / ne ansioen daoice na nuyo acennwt, the tints which he spread
upon the canvas were drawn from the cheeks of her who sate beside him // kpacku, komopvie oH Habpacwisan Ha
nonomHo, coezanu ¢ auya Mo, Komopas cudend noodie nezo; turned suddenly to regard his beloved: she was
dead! // bvicmpo obepryncs, 4ymobvl G325HYMb HA €010 603M00AenHYI0: ona Oviia mepmea! The final lines
prove to be as dynamic and as well concise in the light of textual analysis providing the special vision concerning
the complex syntactic whole and its related bounds both within and beyond the narrative.

Conclusions and perspectives. Being a clear, intense, self-contained argument or pictorial
description of an object, especially of an artwork, ekphtrasis, in many ways, proved to be as well
instrumental in revealing itself as an iconic sign.Tackling ekphrasis as a literary descriptive means of text-
formative techniques and regarding such syntactic units as textemes expanding the limits of the paragraph,
we also have provided these theories with appropriate examples of textual entities, with their specially
arranged related elements and systematic relations, estimated through interpreting E. Poe’s works of prose.
The perspective of investigating the ekphrastic representations in literary texts lies within intertextual and
intersemiotic surveys that involve the textual interpretations in the terms of textemes (topics or topical
units) expanding the paragraph boundaries and evolving as far as the syntactic entity.
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H. U. Morunjel
Oco0eHHOCTH 11epeBo/Ia BU3YAJIbHBIX HAPPATHBOB B JINTEPATYPHBIX TEKCTAX 3MOXH POMAHTHU3MA.
B cmamve paccmompena mekcmosas napaouemMa SKQpacuca — CIlONCHOZO NOPMPEMHO20 ONUCAHIUAL,

00bEOUHAIOWE20  CIPYKIMYPHO-CEMAHMUYECKUE — XAPAKMEPUCIUKY — 6ePOANbHbIX U GU3YANBHLIX — ONUCAHULI,
BLICHIYNAIOWE20 KAK eOUHUYA MeKCcmd (mekcmema), KaKk cnocod e2o opeanuzayi u co30anusi eOUH020 00pa3H020
npocmparcmea. IosviuteHHulil unmepec k sxgpacicy o6yCnogien 03poCuuM 3HAYEHUEM BU3YATLHOCHU 8 KVAbNype
Hauieeo 8peMeniL: JCU3HL COBPEMEHHO20 YeN08eKd CONPOBONCOACMCI BU3VATLHLIMU 00PA3AMU U 3HAKAMU 8 COCmAse
PpazHoobpasnvix mexkcmos. Hzobpasumenvhias QyHKyus sKkgpacuca peanuzyemcs 8 KOHMeKCme Xy00icecin8eHHozo
yenozo npou3eedeHus, 8 COOMHECeHHOCIU ¢ 00well Konyenyuell aemopa. IK@pacuc umeem & npouseeoenuu
crodcemoobpasylowee 3HaveHue, CnoCODHOCMb KONCUBTIANbLY CIIOBECHbIE DOPMbL U ROIMOMY ABIACMCA eMEHMOM
Happamonocuueckoll cghepvl JumepamyprHo2o npouseedenus. B sxgpacuce asmopom npedcmasien onucwvigaemslii u
uz0opacaemvlii. UM apmeakm YmepasuuM Ce010  XYOONUCECMBEHHYIO VCIOGHOCMb U CIMAGWMUM  (DAKMOM
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O0eticmEUMEnvHOCIY, MeM  CAMbIM  A8MOp  PACHUPSENT PAMKU  XVOOJUCECHIBEHHO20 MUPA  CO30d8aeM0O20 UM
NPOU38e0eHUsl, OeNasi ZPAHULBl MENCOY UCKYCCMBOM U PEATbHOCIbIO MeHee KOHMPACMHLIMU. DK@pacuc peanusyemcs
KaK nepexo0 om Onucamusi K Happamusy, KaK aKyeHmupoSaHHoe CIMOJIKHOBEHUE HENOCPEOCMEEHHO SBIEHHO20 6
Xy00oicecmeennon hopyme ¢ mem, Umo AGNSLeMcs MPAHCYEHOSHMHBIM N0 OMHOWeHUio K Hel. Jxgpacuc kak
penpesenmayus 6 IUMmepamypHom npoU38e0eHUU RPOU36e0eHUll OpY2ux 61008 UCKYCCMEA, SHAUYUMETbHO PACUUPIem
HappamuHoe RPOCMPAHCMB0. APOUCXOOUM COCOUHEHUE U YOBOCHUE XYOONCCCHBEHHBIX MUPOE, KANCOBLIL UX KOMOPbLLL
obnadaem cobcmeeHnbiMU  cpedcmeamu  8oz0elicmeuss Ha peyunuenma. Cmamesi paccmampusaen Cneyupuky
NepesooHecKoll UHMEPNPEMayuu IKQOPACMUYEecKol MeKcmeMvl nOpmpemd, NpeoCmagieHHol 6 PAMKAX AHAIU3A
CNOJICHO20 CUHMAKCUHECKO20 Yel020 U e20 INEMEHmOo8, Ha Mamepuaie pomanmuyeckou nposvl (pacckaza 3. Ilo
«Oganvuviii nopmpemy).

Knrwuesvie cnosa: wnappamus, sepoanuzayus, SUVAIUAYUA, IKPPACUC, XYOOICCCMBECHHbIE CPEOCmEd
U300PANCEHUS, UHMEPMEKINCYANbHOCHb, CLOANCHOE CUHMAKCUYECKOoe yenoe, mekcmemd, ad3ay.

I. I. Morinei
Oco0uBocTi nepekaaay Bi3yaJIbHUX HAPATUBIB y JiTepaTypHHUX TEKCTAX J00H POMAHTH3MY.

Y emammi posensmymo mexcmosy napaouemy exppacuca — cKiadH020 ROPMPEMmHO20 Onucy, wo ob €oHye
CMPYKIYPHO-CEMAHMUYHT  XAPAKMEPUCTIUKY  8ePOATbHUX [ GI3VATIbHUX ONUCIE, BUCHIYNAE OOUHUYEIO MEKCIMY
(mexcmemoro), cnocobom 1020 opeanizayil i CMEOPeHHs COUHO20 0OPA3ZHO20 NPOCMOpY. Y SAKOCHI IKOHIYHO2O 3HAKY),
BUMBID HCUBONUCY IMAIIYUMHO MICmMUmMb y cobl 30amHiCmb NePemeopro8amucs Ha CUMBOTYHULL 3HAK I 00nyuamucs
3A605Kl  [HMEPCEMIOMUYHUM Npoyecam 00 JA02IYHUX CHMOCYHKIB 31 C80IM aHMUNOOOM, XYOOMCHIM MEKCHIOM.
Exgpacucu dedani uacmiute 3Haxo0sams SUMAYMauenHs y mepminax MemamosHol pegaekcii, aka npoeadumscs uooo
BMICIY  8I3YAIBHO  PENpe3eHiNOBAaNUX MEOPI6 MUCHeYmea (NOPMPEmMHO20 JCUBONUCY), addce eKppacuc € He
300padXsCy8anbHUM 3AC0O0M, A peepenyilinum, OCKINbKY CKOPOUYE OUCMAHYIIO MINC GIOMIHHUMU CeMIOMUYHUMU
CYMHOCHAMU MA 00IyHaE 00 300pAJICYBAHO20 CEIMY KAPMUHU eKCIIIKOBAHY MOYKY 30pY MO020, XMO Cno2isode. Y
YbOMY CEHCI eKghpacuc mooice 88ax3camucs 06 €KmMoM, o Ymeepoxncye YinicHicmp yciel CyKynHOCHI PISHOMAHIMHUX
sudie mucmeymea. Cmamms 00cCHioNcye cneyuixy nepexiaoayvkoi inmepnpemayii  exppacuunoi cucmemu
nopmpema, npedcmagnenol Y pamkax amanizy CKidoHo20 CUHMAKCUUHO020 Yiloeo 1 U020 CK1adoeux, Ha mamepiaii
pomanmuynol nposu (onogioanus E. Ilo «Osanvuuit nopmpemy).

Knrwuosi cnosa: napamus, eepbanizayia, eizyanizayii, exgpacuc, Xyoodxchi 3acobu  300pasicenHs,
iHmMepmeKcmyarbHiCmb, CKIAOHe CUHMAKCUuHe yine, mekcmema, ab3ay.

VJIK 811.112.2°37
JI. O. OBcicHKkoO

EKCIIITHUTHO BUPA’KEHA OIITHKA B KOHTEKCTI
HIMEIIBKOMOBHOI'O JTIAJIOTTYHOTI'O IUCKYPCY

Y cmammi posenanymo excniiyumno GuUpAMCeHy OYIHKY 6 KOHMEKCHI HIMeybKOMOBHOZO Olan02iuH020
QUCKYPCY, 0CODIUBY Y6azy NPUOLIEHO OYIHHO MAPKOBAHIN JIeKCUyl ma oyinHil yacmuni sucioenenus. lngopmayis, sxa
3aK0008AHA 8 CPYKMYPI OYIHHO2O SUCTOGNEHHS, a0 6 3HAYEHHI OKPeMOT 1eKceM, He 0OHOPIOHA CIOCOGHO CHIYNEHs.
neexkocmi it dexodyganus. OCHOB010 eKCHAIYUMHO20 3MICHY BUCTOBTEHHS 8 KOHMEKCII NOCMAE T020 NPONO3UYIHHUI
smicm. llesna wacmuna OyiHHUX NOGIOOMAEHL Y MOGIEHHI NPEOCMAGIEHa eKCHIIYUMHO, 3d OONOMO20I0 NEKCUYHUX
3acobie (wacmo oyinni abo mi, AKI MiCmMAMb OYIHHY CEMANMUKY), cheyianbHo NPUsHaueHux 0 6e3nocepeoHbo2o
nepedasanns oyinku. Excnuiyummni oyinni nmominayii y ppacmenmax HimeybkomMosHux Oiano2iuHux Ouckypcis
npeocmasieni 3a 00NOMO20I0 eMOMUBHOT IeKCUKY, 00 CKAady AKOI 6X005mb He Juuie iMenHUKY, 61acHi imena, a i
dopmu ixnix yocusanux npeouxamis. IIpedcmagneni oyinni HomMiHayii Maroms ocoonudull nomenyian i GUKOHYIOMb
NPEOUKAMUBHY QYHKYII0, MOJICYMb 6YMU SUPAICEHI HUZKOIO OWIHHUX [IMEHHUKIS, NPUKMEMHUKIG, NpeouKamamu
OYMKU, NPUCTIBHUKAMY, GUSYKAMU Mowjo. Bionosiono 0o cumyayii MixncocoOucmicHo2o CniKy8anHst eKCniiyumuo
BUPAICEHA OYiHKA 8 KOHINEKCMI MOICce Mamy He MinbKyu NO3UMUSHe, He2amugHe, d U HeUmpaibHe 3HAYEHHS.

Knruosi cnoea: excnniyummno eupadcena oyiHka, HIMEYbKOMOGHUU Oiano2iuHull OUCKYPC, KOMYHIKaHM,
KOMYHIKAMUeHA cumyayis, HOMIHAYyiA.

IMocranoBka mnpodGaemu. CydacHa KOMYHIKATHBHA JIHTBICTHKA BHPI3HAETHCS MPIOPHTETHUMHU
JIOCHAIDKCHHSIMA TUX HAYKOBUX (DEHOMEHIB, L0 MOCTAIOThH 13 MDK/IUCLUMILIIHAPHUX 3HAHL KOMYHIKAHTIB.
[ocrifine BUBYCHHS MOBH SK 3ac00y MiXKOCOOMCTICHOT B3a€MOMIl CHOHYKae OO TOLIYKY HOBHUX
MOJMUIMBOCTEH JUISL 3’SICYBaHHS KITFOWOBMX IPHHIIMIIB 1 MEXaHI3MIB yBEJEHHS JIHTBICTHYHHX 3aCO0iB y
IHTepakTHBHUH KOHTEKCT. PO3KPUTTS MparMaTvdHOTO MOTEHIHAy OIIHHOI MOBJIEHHEBOT HiSUTLHOCTI,
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