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Y cmammi npoananizosano eumip asmopcwvkoi cencopuxu y meopi C. Moema «Teampy. ¥V x00i
pobomu po32NAHYMO CeMAHMUYHe MOOENOBAHHS ABMOPCHKOL CEHCOPUKU 6 CEeMAHMUYL XYOOHCHbO2O
meKkcmy, cxapakxmepuzoeano ocobnugocmi ii peanizayii. OKpecieHo npudutu, wo 3yMO8II0I0Ms ROmpeody
6 00CNIOJCEHHT ABMOPCHKOI CEHCOPUKU XYOOICHLOZO MBOPY, 3A3HAYEHO npeomem, 00 €Km, Memoou ma
3A680AHHI HAYKOBO20 NOULYKY.

Hessaocarouu na cucmemamuuui yilecnpsimMosani HAYKOGL HOULYKU 6 2any3i O0O0CHIONCEHHS
ABMOPCHKOI CEHCOPUKU MEKCMOB020 C8ImYy, O0esKi acnekmu ybo2o GeHoMeny 00Ci 3anUUaiomsbCsl
HEOOCMAamHb0 GUBYEHUMU. Y 36 53Ky 3 YUM AKMYQIbHUM | 3HAYYWUM HAPA3L € NIHSBICMUYHUL aHATI3
BUMIDY ABMOPCHKOI CEHCOPUKU XYOOIHCHLO2O MBOPY, d MAKONC BUSHAYEHH 0cobaugocmell ii peanizayii 6
CeMaHmuyi Xy00HCHbO20 TMEKCMY.

Ha ocnosi dibpanoco paxkmuynozo mamepiany OOCHIONCEHHS GU3HAYEHO, WO NepUenmydibHi
00pasu € niHeBICMUYHUMU MAPKEPAMU AKMYaLi3ayii asmopcvKoi ceHcopuky 8 cemanmuyi mekcmy. Bonu
cmaoms cneyu@iuHuM 8I000PANCEHHAM C8IMY, CMEOPEHO20 NUCOMEHHUKOM 3G OONOMO20I0 YYMMEGUX
obpasis. Ilepyenmyanvhi obpaszu cniegiOHOCHI 3 pobOOMOIO Op2auie uymms aemopa mda nepedani 3a
00NOMO2010 CEHCOPHO 3HAYUYWUX MOBHUX 3aco0ig. [IpuuuHorw UKOPUCMAHHA MOBU CEHCOPUKU 8
XYOO0ICHITL Timepamypi € NOCUNeHHsl i1 eMOYiliHo20 HACMPOI0, 30aMHICb 3p0bUmuy HAoYHI 00pasu we
NOMIMHIWUMU 30 OONOMO2010 CUHecmesii — 0COoOAUB020 CNnoCcoOy CHPULHAMMI, 3a K020 OesKUM
NOHAMMAM, AGUWAM MA CMAHAM HAOAHO 000AMKOBUX AKOCHEN. 3anaxy, CMAxKy, Koibopy, MeKCmypu,
368YK08020 MOHY MOUO.

Y cmammi xoncmamosarno, wo C. Moem axmusHO BUKOPUCHOBYE NEPUENMUBH) JIEKCUKY, 34
00NOMO2010 AKOI NOCUTIOEMbCS CEHCOPHA HANPY2a CUPULHAMMSA Ma NOCMAIOMb OLlbUl MOYHI XYOOICHI
obpazu. Y mosi xyooscnvoco meopy Moema «Teampy ymineno MeHmMAIbHI Npoyecy CRPUUHAMMS CEIMmy
yepe3z CeHCOpHI MoOycu nepyenyii (30posutl, Ciyxosuti, 0OMUKO8Ul, HIOXO8UM, CMAKOBUL, KiHemuyHull,
KiHecmemuuHull ma 8ecmubyiApHULL), 3a 0ONOMO2010 AKUX 8epOANi308AHO NePYenmueHi 3HAHHS ABMopda
mekcmy. Busnaueno, w0 3a OO0NOMO20K) CEHCOPHO-NEPYENMUBHO20 AHANI3Y UYUMA4 PO3KPUBAE
3MO0€eNbOBAHI ABMOPOM CMUCTU, 3AKAAOEHT 00 00PA3HOI MKAHUHU XY00JCHb020 Mmeopy. Hazonoweno, wo
yumay modice 8i0Yymu it nobawumu ce8im meopy Kpizb npuzmy 1io2o asmopa 3a 00nomMo2oi0 300padceHux
HUM ROYYMMIE ma 00pasise uepes ixwio oyinKy U excniikayito demaneii.

Knwouosi cnosa: asmopcvka cencopuxa, nepyenyis, nepyenmueHa JeKCUKd, MoOycu nepyenyii,
nineeocencopuka, cunecmesis, C. Moem «Teampy.
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AKTYya/IbHiCTh HAayKOBOI'O IOLIYKY 3yMOBJE€Ha THM, IO 3a JONOMOIOI0 aBTOPCHKOI
CCHCOPUKU SIK OJHOTO 31 CKJIAQJHMKIB 1HAMBIIyaJbHOI KOTHITUBHOI MOJIENli aBTOpP CTBOPIOE
0araToBUMIpHY MOJENIb CBITY B MEXaxX XyAO0XXHBOIO IOJOTHA. TBOPUYOCTI CyyaCHMX aBTOpIB
BJIACTHBA CXWJIBHICTh JIO OMKCY YHIBEPCYMY Ye€pe3 MPOCTOPOBI Ta CMAKOBI XapaKTEPUCTUKH,
30pOBi IapaMeTpH, a TAaKOX KIHETHYHI, KIHECTETHYHI Ta BECTHOYIISIPHI MOy CH.

ABTOpPChKA CEHCOPHMKA XYyJOKHBOI JIITEpPAaTypH HEOJHOPA30BO CTaBaja NpPEAMETOM
HayKOBUX PO3BIJOK. 30KpeMa, CEMAaHTUKO-KOTHITMBHY IIPUPOJY AaBTOPCHKOI CEHCOPHKH M
MEHTAIBHUX TPOCTOPIB y XyM0KHHOMY TEKCTI Ta aHali3 KIIOYOBHX JIIHTBICTHYHUX MapKepiB
aKTyajizamii aBTOpChbKOi ceHcopuku akTuBHO BuBYae O. O.3wmieBcbka [13—17]. ocaigHuis
30Cepe/Ky€e yBary W Ha JIIHTBO-KOTHITUBHUX 3ac0o0ax peami3ailii aBTOPCHKOI CEHCOPUKH B
XyJIOKHBOMY TeKCTi [14]. MeHTanbHI IPOCTOpHU aBTOPCHKOI CEHCOPUKH BHUCBITJIICHO B POOOTax
Oaratrox aBtopiB (JI. P. XamitoBa [4], G. Fauconnier [1-3], E. Sweetser [9], P. Werth [12])
Too. POGOTH LIMX TOCIIIHUKIB CTAHOBIIATH TEOPETUYHY Ta METO/I0JIOTIYHY OCHOBY pOOOTH.

Hes3Baxaroun Ha cUCTeMaTH4HI LIECHPSIMOBAaHI HAyKOBI MOUIYKH B Taly3i JOCIIIKCHHS
aBTOPCHKOi CEHCOPUKM TEKCTOBOIO CBITYy, OKpEMI acleKTH OKpEeCIEHOro sBHIIA JOCl
3aJIMIIAIOTHCS HEIOCTaTHHO BUBUYCHUMH B Taly3i JIEKCUKOJIOTII. Y 3B 3Ky 3 UM JIIHTBICTHYHUHA
aHaJIi3 BUMIpY aBTOPChKOT CEHCOPHKH XYJI0’KHBOI'O TBOPY, a TAKOK BU3HAYEHHS 0COOIMBOCTEH ii
peaiizaiii B CeMaHTHIII XyA0KHBOTO TEKCTY Hapasi € peIeBaHTHUMH 1 3HAUYIITUMH.

OO0’eKTOM HamIOro JOCHIKEHHS € SBUIIE MEHTaJbHOCTI TeKCToBOro cmity. Ilpeamer
HAYKOBOI PO3BiJIKH — BUMIp aBTOPCHKOI CEHCOPHUKH XYJOKHBOTO TEKCTY.

Mera gociiizkeHHsI MOJSATae B IIHIBICTUYHOMY aHali31 BUMIPY aBTOPCHKOI CEHCOPUKH Ha
marepiaii XyI0KHbOTO TEKCTY.

JUis 1oCsITHEeHHsI TOCTaBIEHOT METH HEOOX1IHO PO3B’A3aTH TaKl 3aBIAHHSA:

1) KpUTHYHO TmpoaHANI3yBaTH  JITEparypy Uil  OOTPYHTYBaHHS  TEOPETHKO-
METOHOJIOTIYHOI 0a3u JOCHTIKEHHS;

2)  cxapakTepu3yBaTH CEMaHTHYHE MOJICIIOBAHHS aBTOPCHKOI CEHCOPUKU B CEMAaHTHUII
XYZ0XHBOT'O TEKCTY;

3)  BH3HAUUTH OCOOJIUBOCTI peai3allii aBTOPChKOi CEHCOPUKU B CEMAHTHUIl XYJAO0XKHBOTO
TEKCTY B acleKTi KOTHITUBHOI 1HTeppeTaiii;

4)  3poOWTH BUCHOBOK IIOJI0 BUMIPY aBTOPCHKOI ceHcopuku y TBopi C. Moema «Teatpy.

Marepiasiom podotn cayryBaB TBip C.Moema «Tearp» [6]. 3arampHuii oOcsr
MIPOAHAJII30BAHOTO MaTepially AOCTIHKEHHS CTAHOBUTH 198 cTOpiHOK.

MeTtoau Ta MeTOAMKH AociimxkeHHs. Ilix uyac mocniykeHHS 3aCTOCOBAHO KOMILIEKC
B3a€EMOJIONTOBHIOBAIBHUX METO/IB. 30KpeMa, Il 300py Ta cucTemaTuzaiii iHdopmarii 1momo
IPUPOAM ABTOPCHKOI CEHCOPUKHM BHUKOPUCTAHO TUCKPUIITUBHO-aHATITHUHUM METOM, a TaKOX
MeToJ aHamidy Ta cuHredy. lle mamo 3Mory mnpoaHamizyBaTh TEOPETUYHI 1 METOAWYHI
PO3pOOIIEHHS BITUM3HSAHUX Ta 3apyOlKHMX BUEHHX I10/I0 LIbOTO SIBUILA B TKAHWHI XYy/I0KHBOTO
TekcTy. MeToJ penpe3eHTaTHBHOI BUOIPKU 3alydeHo I 1000py (PaKTOJIOTIYHOrO MOBHOIO
Mmatepiany pgociimkeHHs. [lim uac Oe3mocepelHBOTO aHai3y CEMaHTUYHOrO TOTEHIliany
BiZIOpaHUX JIEKCUYHUX OJMHHIL BUKOPUCTAHO METOJ KOHIENTYyaJbHOTO Ta KOMIIOHEHTHO-
CEMaHTHYHOTO  aHali3y, MeETOJ] CEMaHTHKO-KOTHITUBHOTO aHali3y Ta KOTHITUBHOTO
MOJIEITIOBAaHHS, IO JTAJIO 3MOTY CXapaKTepU3yBaTH MPUHIIMITK peatlizallii aBTOPChKOT CEHCOPUKH
B CEMaHTHII XyJJOKHBOTO TEKCTY.

PesyabTaTH nocaigkeHHsi Ta ix oOropopeHHsi. JlioquHa mi3Hae HABKOJUWIIHIM CBIT 3a
JIOTIOMOT'0I0 CBO€T CEHCOPHOI CUCTEMH, CIIPUIMAIOUH, BITUyBAIOUM Ta IHTEPIIPETYIOUN JIHCHICTb.
TomMy ceHcopuka, abo BIAUYTTS, CTa€ BIIOOPaKEHHSAM 00’ €KTHBHOI PEalbHOCTI Yepe3 MpU3My
nouyTTiB [5, c¢. 21-36], B1acTUBOCTE HABKOJMIIHBOIO CEpeloBHINA a00 OKpeMoi MOYYyTTEBOI
o3HakH [5, c. 68]. 3a3HaUNMO, 10 CEHCOpPHKA 3aBXKIHU O€3MOCepeIHbO MOB’sA3aHa 3 MISUTBHICTIO
JFO/IMHY, TTOETHYIOUYH MTOYYTTEBUH 3MICT Ta JIOACHKY JisIbHICTS [§, ¢. 178].

XynoxKHI TEKCT € MEHTAJbHOI pemnpe3eHTauiero mgiiicHocti [12, c. 182], craroun
¢ikcaTopom, a 3roIoM i akTyaizaTropoM HaOyTOi aBTOPOM IepLenTHBHOI iHpopmaii. Binrak
MEPIENTUBHICTh — I1¢ 00pa3Ha IHTepIpeTallis 00’ €KTUBHOI JIMCHOCTI, SIKy MPOBAIUTh aBTOP Y
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XYJO’KHbOMY TEKCTI 3a JIOMIOMOTOI0 XYJI0’KHbO-MOBHUX OJIMHUIIL 13 KOHKPETHOIO CEMAaHTHUKOIO,
[0 MMO3HAYar0Th KOMip, CBITIO, (opMy, 3amax, 3BYK, JOTHKOBI i CMAaKOBi BIAUYTTS, a TaKOK
KIHETHYHUN 1 BecTUOYJIIpHUM MOAycH mepuemniii. B aBTropchkoMy o0pa3i KOHIIEHTPOBAHO
BTICHA CYTHICTH XYyJIOKHBOTO TBOPY, OO’€IHAaHA BCS CHUCTEMa MOBJICHHEBUX CTPYKTYp
MePCOHAXIB Yy IXHbOMY CHIBBIIHOIIIEHHI 3 onoBigadyem [7, c. 118].

[lepuentyanbhi o6pa3u (perceptual images) MOCTAIOTh JIHIBICTHYHHM MapKepoOM
aKTyaii3aiii aBTOPChKOI CEHCOPUKH B CEMaHTHII TEKCTy [5, c¢. 55], 3 ogHOoro Ooky (dikcyroun
YyTTEBUU JIOCBIJl aBTOpa, a 3 IHIIOTO — IMITYIOUM HOTO CBITOCHPUHHSATTS uepe3 MEpIEMNLiio
OKpeMHuX XapakTepucTuk. llepuentyanpHi oOpa3u CHIBBIZHOCHI 3 POOOTO OpraHiB YyTTIB
aBTOpa Ta NEpPEAaloThCsA 3a JOMOMOTOI0 CEHCOPHO 3HAuyIMX MOBHHX 3aco0iB. Cepen Imx
3ac00iB BUPI3HSIOTH JICKCUYHI OAMHUII TEMAaTHYHO! CITKM TaKUX HOMIHAININ 1 JECKPHIIIIN, sIKi
BTUTIOIOTh Y XYJOXHBOMY TEKCTI NEBHI MOAycH mepuenuii (3ip, CIyX, IOTHK, HIOX, CMaK,
KIHETUYHMH 1 BecTuOysipHuii) [15; 16].

OpHi€ero 3 BIACTHBOCTEH CEHCOPUKU BBaXKAIOTh EMOIIIHHICTH iHpOpMAITii, OTpUMAHOI Yepe3
CEHCOpPHHMH (UIBTp CHOPHUHATTSA MIMCHOCTI 3a TNMEBHUX OOCTaBHH, IO BHUKJIWKAE B JIFOJUHU
eMoliitHy peakuito [15, ¢. 136] 3a npuHIHMIIOM Cy0’€KTHBHOI OLIHKN — «IIPUEMHO / HETPUEMHOY.
ToMy aBTOp XyJI0’KHBOTO TBOPY BUKOPHUCTOBYE MOBH1 3aCO0M CEHCOPHO 3HAUYIIMX HOMIHAIH I
OITMCH 3 OI[IHHOIO KOHOTAIII€IO.

ABTOpCbKa CEHCOpUKa € OIHIEI0 3 BIACTHBOCTEH XYIOXXKHHOTO TEKCTY, BOHA CTaHOBUTHh
YaCTUHY I1HAMBIIyaJbHOI KOTHITHBHOI MOJENi, yTUIeHOi B XyJOXHBbOMY TeKcTi. OcoOmuBe
CHPUMHATTSA aBTOPOM OO0 €KTUBHOI PEaJbHOCTI IHTEPIPETOBAHE B TEPMIHAX CEHCOPHKH, abo
ninBoceHcopuku (Tepmin B. K. Xapuenka).

JIiHrBOCEHCOpUKa — 1€ Taidy3b JIIHTBICTUYHOTO 3HAHHSA, 10 BUBYAE MOBY MEpIEMIIi,
BepOabHOI penpe3eHTaiii moka3aHb I’ ITH OPraHiB YyTTiB: 30pYy, CIyXy, HIOXY, CMaKy i JJOTHKY.
JIiHrBOCEHCOpUKa SIK HAyKOBHI HampsM cQopMoBaHa 3aBIASKM CY4YacHHUM TEHICHLISAM Yy
PO3BUTKY TYMaHITApHOTO 3HAHHS, 30KpeMa JIHTBICTHKH. [0 TOro >k BaXJIMBO BHBYATH
B3a€MOJIII0 CEHCOPHUX MOJYCIB, /1€ i BiIOyBa€Thcs MEpeXpecHa KOMYHIKallil MK pPI3HUMHU
MOTOKAaMH YYTTEBHX BPaXCHb NIPU CIPUHHSTTI HABKOJIHUIITHBOTO CBITY.

@DaKkTUYHO JIOAMHA OTPUMYE OUIBIIY YacTUHY iH(OpMaIlil Ipo HABKOJUILHIN CBIT yepe3
OpraHu YyTTiB, SIKI BXOASATH JO i CEHCOPHOI CHUCTEMH, IO € OCHOBHUM 3aCOOOM Ii3HAaBaHHS
HaBKOJIMIIHBOTO CBITY. I3 HElo MOB’sI3aHI MOHATTS MOYYTTEBOTO CHPUHHATTS Ta 1HTEpHpeTarii
JIOJUHOI JiHcHOCTl. OTXe, ceHcopuKka, a0o BIAUYTTS, € TMOYYTTEBUM BIJOOPaKEHHSIM
0o0’extuBHOi peanbHOCTi [10, c.21-36], BHacTHBOCTEH HABKOJMIIHLOTO CcepeAoBUIA abo
okpemoi mouyTTeBoi o3Haku [10, c.68]. Kpim Toro, ceHcopuka 3aBxkau O€3MOCEPEeIHBO
MIOB’s13aHa 3 JISUIbHICTIO JIFOJIUHH, @ 3HAYUTh, BOHA TIOCTAE SIK MMOE€THAHHS TOYYTTEBOTO 3MICTY Ta
nisutbHOCTI [7, ¢. 178].

3 orysi1y Ha e aBTOPChKa CEHCOPUKA CTa€ IMAaHEHTHOIO BJIACTUBICTIO XYA0KHBOTO TEKCTY,
a/yke BOHA BUIJI3EPKATIIOE  OCOOJIMBOCTI 4YYTTEBOIO BiIOOpakKeHHsT Ta  IHTEprpeTaril
MUCHbMEHHUKOM 00’ €KTHBHOI pealbHOCTI, aKTyali3ylOulCh y TEKCTOBIM TKaHUHI 3a JOIIOMOIOIO
MEBHOTO Habopy MOBHHX 3aco0iB (OpMyBaHHS CEHCOPHOTO MpPOUIAPKY TEKCTOBOIO CBITY
(layering) [12, c. 336—339]. YHacnigok cy0’€KTUBHOTO (aBTOPCHKOTO) «BIIOUTTSD» 00’ €KTUBHOT
pEeaIbHOCTI BHUHUKA€ XyAOXKHIM CBIT, PEKOHCTPYMOBaHMN YWTauyeM IMiJ Yac IHTepHpeTranii
TEKCTOBOI JIIHCHOCTI.

3a 1onmoMororo nepuentyaibHUX o0pa3ziB (perceptual images) BiOyBaeThCsl aKTyai3allis
aBTOPCHKOI CEHCOPUKHU B CEMaHTHIII TEKCTY [5, c. 55].

Marepianom po6oTH CIyryioTh (GparMeHTH TEKCTIB 13 TBOPY OJHOTO 3 HAaWBH3HAYHIIINX
anrmiicekux nmuchbMeHHHKIB XX cronitts C. Moema (1874—-1965), BiZoMoro cBoiM SICKpaBUM
cTuseM mpo3u. Bubip TBOpy came 11b0T0 aBTOpa SIK HKEPETbHO1 0a3u TOCTIKEHHS 3yMOBIICHUH
0COOJIMBOCTSIMM HMOTO TBOPYOCTI, 30KpeMa aBTOPCHKOI CEHCOPUKH, MepelaHoi Ha CTOpiHKax
pomany «Teatp» («Theatre», 1937). [nst moBHUX oawHHIE imiocTuimo C. MoeMa xapakTepHe
6araTcTBO 0OPa3HOTO 1 CMUCIOBOTO 3MicTy. [ITuChbMEeHHUKA HAa3MBAIOTh 3HABILIEM JIFOACHKOI JTyIIi
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Ta XapakTepy, 00 BiH yMi€ TepeaaT iX Ha CTOPIHKAaX CBOiX TBOPIB i3 BEJIUKOI CTHIIICTUYHOIO
TOYHICTIO.

J1o MOJyCiB aBTOPCHKOi CEHCOPUKHU HAJIC)KATh:

— 3ip (KOHUENTyaJbHUMH CKIQJHUKaMH € Koiip, ¢opma, po3mip, CBITIO;
crienidikaropamMu — ICKPaBiCTh TOIIIO);

— ciyX (KOHIENTyaJbHUMH CKJIaJHUKAMH € 3BYK, My3HKa; crenudikatopaMu — ry4dHICTb,
TeMOp, TOH, IITYM TOIIIO);

— MOTHK (KOHIENTYaTbHIUMH CKJIQJHUKAMH € OlJIb, TEIJI0, XOJIOJ, TUCK; CIenudikaTropaMu
— TJIAJIKICTh, MPYHICTh, BOJIOTICTh TOIIO);

— HIOX (KOHLENTyaJbHHMH  CKJIQJHUKaMH € 3amax; coenudikaropamu  —
pUEMHE / HEPUEMHE);

— cMak (KOHIENTyaJbHHUMU CKIAJHUKAMU € CMakK; creur@ikaropamu — TipKe, COJIOHE,
COJIOZIKE, KHUCIIC);

— KIHeTUYHHNA Ta KIHECTETUYHHA MOMYCH (KOHICNTYaIbHHMH CKJIQJHUKAMH € PYX,
MOJIO’KEHHS, MIMiKa, 30BHIIIHI MPOSIBY JIIOJICBKUX MOYYTTIB Ta €MOLIii);

— BeCTHOYJSpHUI MOAYC (KOHUENTYaJIbHUMH CKIIQJHUKAMU € OpIEHTAIlisl B TPOCTODI,
piBHOBara) [14; 16—-17].

Jlexkomyroun TEKCTOBHMI CBIT, YHMTa4 PO3KpUBAE JJsi cebe OCHOBHY 1/Iel0 TBOPY, IO
BUPQXCHA 4Yepe3 aBTOPCHKY OILIHKY CHUTYyallli Ta BHMaJIOBaHa Ha CTOpIHKaxX OMOBIJaHHS 3a
JOTIOMOT'OF0 HU3KH JIOTIYHO TIOB’SI3aHKX TIOJIiH Ta 00pa3iB.

Y 1BOpi «TeaTp» mucbMeHHUK MalCTepHO BUOYIOBYE CBIT OapB, 3amaxiB Ta 3BYKiB, Jal04H
YUTA4YEBl 3MOTY TIEPEKUTH BIAUYTTS HOTO Teposi. ABTOp iHTEpHpeTye 00’ €KTUBHY PEAbHICTh 32
JIOTIOMOTOI0 XYI0)KHbO-MOBHHX OJIMHUIIb 13 KOHKPETHOK CeMaHTHKO. CaMe BOHU BUKJIMKAIOTh
y 4YhTa4ya MO3UTHBHI YN HETaTUBHI €MOIIiiHI peaKiii.

PosrnsHemo BuIe3a3HayeHi TEHJAEHII peanmi3amii aBTOPCHKOI CEHCOPUKH Y TBODI
C. Moema «Teatp». Y HaBeIeHOMY YPUBKY aBTOp OIHCY€ iHTEP €p KIMHATH, BUKOPUCTOBYIOUN
XYJI0’KHbO-MOBHI OJIMHHUIII HA TIO3HAUEHHS KOJIbOPY:

<...> On it stood in a massive silver frame a photograph of herself and to balance it a
photograph of Roger, their son. Between these was a magnificent silver ink-stand that she had
herself given him on one of his birthdays and behind it a rack in red morocco, heavily gilt, in
which he kept his private paper in case he wanted to write a letter in his own hand. <...> A
bunch of yellow tulips in a silver bowl, which he had got through winning the theatrical golf
tournament three times running, showed Margery’s care. <...> (S.Maugham, p.3) —
CJIOBOCIIONYUEHHS a massive silver frame, a magnificent silver ink-stand, a rack in red morocco,
a bunch of yellow tulips in a silver bowl noOynoBaHi Ha 30pOBOMY MOJYyCl HEpUEMIii.
BuxopuctanHss 1nMX JeKCeM TMOKIMKAaHO CTBOPUTH 00pa3 KaOilHeTy, 0 BHKOHaHO B
crapoBuHHOMY ctiiti X VIII cromiTTs.

Omnwucyroun kimMHaty Toma, MHCBMEHHHK BHKOPHUCTOBYE HH3KY JIEKCEM 30pOBOTO Ta
KIHECTETUYHOTO MOJYCIB CEHCOpPHKHU: < ...> Tom’s room was none too clean. The dingy
curtains, the worn carpet, the shoddy furniture; it all rather disgusted her. < ... > (S. Maugham,
p. 84). Lli HeraTMBHO KOHOTOBaHI JIEKCEMH IiJICHIIIOIOTh HETaTHBHI BPaXCHHS BiJ KiMHATU
repos.

C. MoeMm Takox BJaJI0 BUKOPHCTOBYE CYKYIHICTh JIEKCUKO-TEMaTUYHOTO PSATY CIIIB Pi3HUX
MOJYCIB CEHCOPUKH Il OINUCY TICHXOJOTIYHOTO CTaHy IEepCOHaXiB TBOpPY. Y HACTYIHUX
YPUBKax TaK0oXX CHOCTEPIraEMo BUKOPUCTaHHS 30pOBOI0 MOJYCY MEpLEMNIii:

<...> Black despair seized her. She could do nothing. She must pretend to be as delighted
as he was. <...> (S.Maugham, p.30) — aBTOp 3MaNbOBy€ EMOLIHHHI CTaH TepoiHi,
BUKOPUCTOBYIOUH JIEKCHYHY OJUHUINI0O 30pPOBOTO MOJIYCY CEHCOpHWKHU black, moemHany 3
HEraTUBHO KOHOTOBAHOIO JIEKCEMOIO despair .

<...> When she looked at him now she wondered what there was in him that had ever
aroused in her such a frenzy of passion. <...> (S. Maugham, p. 48) — ciioBocnionyueHHs a frenzy

% 87 R



of passion 0a3oBaHe Ha KIHECTETMYHOMY MOJYCi TeEplemNIii Ta B I[bOMy KOHTEKCTI HaOyBae
IIO3UTUBHOI KOHOTAIII].

<...> “They’re marvellous”, he said, his eyes glittering. < ... > (S. Maugham, p. 124) —
aBTOp AKIIEHTY€E HA MO3UTUBHOMY EMOIIITHOMY CTaHi reposi 3a JOMOMOTOI0 JieKkcemu glittering,
10 YBUPA3HIOE HOTO MOYYTTSI.

<...> She saw the gleam in Michael’s eyes as he considered the proposition and the
shadow of a smile that was outlined on his lips. <...> (S. Maugham, p. 171) — y npomy
(parMeHTi 3a IOMOMOIOI0 TPU CBITJA Ta TiHEH aBTOP MaWCTEpHO 3MaJbOBYE HACTPIH 1 TyMKH
repoiHi pOMaHy.

VY HacTymHOMY pEYEHHI aBTOp, 3MaJbOBYIOUM E€MOIIMHUN CTaH TepoiHi, BUKOPUCTOBYE
JICKCEMY Sour, O HAJICKHUTh JI0 CMaKOBUX MOJYCIB aBTOPChKOi ceHcopuku. Llei ypuBok crae
MPUKIIAZOM BIATBOPEHHS acOI[laTMBHUX 3B’SI3KIB Yepe3 CMAKOBE CIIPHUHATTS, /i€ JIEKceMa sour
aKTyasi30BaHa yepe3 cMakoBui GuIbTp: < ... > She gave Julia a sour look. < ... > (S. Maugham,
p. 84). Ii merarmBHa KoHOTalisl 3yMOBJEHAa CEMAaHTHYHMM TIYMAueHHAM, a TOMY JeKCeMa
CKHCIHI» Y CKJIaJi moganol MeTagopH Haae 1if 3HAYCHHST HEBIOBOJICHOTO MOTJISI LY.

Hactynuwuii ypuBOK moOy0BaHO Ha KIHETUYHOMY Ta KiIHECTETHYHOMY MOAYCax MepIIeTii:
<...> she could not hold back the heavy, painful tears that filled her eyes. She felt old, lonely,
unhappy, and desperately jealous. <...> (S.Maugham, p. 111). BukopucranHs OIuWHUIIb
JICKCUKO-TEMAaTUYHOTO Psy HETaTHBHOI CEMAHTHUKU IIepe/ae TPUTHIYCHUU EMOIIHHUA CTaH
repoiHi.

Kinetnunuit Mo/1yC aBTOPCHKOT CEHCOPHKH CITIOCTEPIra€EMO B TAKUX PCUCHHSIX:

<...> There was only one possible reason, and when she thought of it her heart leaped.
<...>(S. Maugham, p. 26) — nepenaHo pajicHi epeKUBaHHS FePOTHi.

<...> Her heart melted within her when she looked into his deep, friendly eyes <...>.
(S. Maugham, p.21) — y ubomy ¢parmMenti nopsij i3 JIeKCeMOIo melted KIHETUYHOTO MOIYCY
cerncopuku C. MoeM TakoX BUKOPUCTOBYE JIEKCEMY deep, sIKa HAJICKHUTH 70 30POBOTO MOAYCY.
i omMHUIII CTAIOTh TEKCTOBUMHU MOKa3HUKAMU aBTOPCHKOi CEHCOPHUKHU.

3ayBaxkumo, mo C.MoeM TakoX BJalI0 BUKOPHUCTOBYE 30pOBI MOJYCH aBTOPCHKOL
CEHCOPHUKH JJIs1 OITUCY 30BHILIHOCTI FepoiB:

<...> She looked straight into his eyes. Her own were large, of a very dark brown, and
starry < ...> (S. Maugham, p. 4) — y 11bOMy ypUBKY CEHCOpPHI CKJIQJHUKH — KOJIp, PO3MIp Ta
SICKPaBICTh — IMOCTAIOTh KOHBEKTOPOM ITOOYI0BH MEHTAILHOTO MTPOCTOPY aBTOPCHKOT CEHCOPHKH,
nepeaaroyu Horo 3aXomIeHHs 30BHIIIHICTIO T€POiHi TBOPY.

<...> Mouth too large, face too puddingy, nose too fleshy. <...> (S. Maugham, p. 36) —
MOJIaHWI OTHC 30BHIIMIHOCTI BUKJIMKAE B YMTa4a HETATUBHI KOHOTAIiMHI 3B’ SI3KH, 110 TPYHTOBAaH1
Ha 00pa3ax aBTOPCHKOi CEHCOPUKH.

<...> He was sweet with his blue eyes and pale brown hair < ... > (S. Maugham, p. 67) —
BUKOPHCTAHO JIEKCEMY Sweet, 10 HAJIEKHUTH 10 CMAaKOBOTO MOJYCY aBTOPCHKOI CEHCOPHUKH Ta
Ma€ MO3UTUBHY KOHOTAILLIIO.

<...> Your eyes were shining something wonderful. <...> (S.Maugham, p. 69) —
aBTOpPCbKAa CEHCOpPHMKA BTIEHA B TEKCTI 3a JOMOMOIOK 30pOBOIO MOJYCY CEHCOPUKH Ta
MPOJYKY€ NO3UTHBHI KOHOTAIII].

<...> He blushed scarlet. <...> (S.Maugham,p.79) — y mnomaHomy ¢{parmenri
aBTOPCHKAa CEHCOpPHKA peajli30oBaHa KOHIENTYAIbHUM CKJIAIHUKOM KOJhOPY, HIO0 TepenaTH
3HISIKOBIHHS T€pOs Ta HOro po3TyOIeHICTh.

<...> She put on a little white frock that suited the sunny riverside and her, and a large-
brimmed red straw hat whose colour threw a warm glow on her face. <...>
(S. Maugham, p. 87) — ceMaHTUYHE MOJICITIOBAHHS BiAOYyBa€ThCS BIJIMOBITHO O 30POBOTO Ta
TaKTUJIHLHOTO MOJIYCIiB TIEpPIIETIIi.

CrnocTepiraeMo akTyati3alio NepuenTUBHOTO MOJIYCY JOTUKY B MO€IHAHHI 3 KIHETUYHUM
y Takux ypuBkax pomany C. Moema:
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<...>she lowered her eyelids for a second and then raising them gazed at him for a little
with that soft expression that people described as her velvet look. < ... > (S. Maugham, p. 9) —
yepe3 KIHETUYHI MOAYCH Ta IXHI CKJIQJHUKH, a Takoxk Moaycu notuky C. MoeMm akueHTye Ha
TOMY, IO PyXH Ta MiMiKa MEpPCOHaka BKAa3yKTh HA WOro MPUBAOJIMBY 30BHIIIHICTH Ta
3aXOIJICHHS HEIO aBTOpA.

<...> her skin was as soft as velvet < ... > (S. Maugham, p. 106) — cnoBocmory4eHHs soft
as velvet € TIOPIBHSIHHSM Ta CIYTye€ TEKCTOBUM MapKepoM CEHCOpHOi cuHecTe3li. J[o Toro x
aBTOP YKOTPE BHUCJIOBJIIOE CBOE 3aXOIUICHHS T€POTHEI0 POMaHy.

JlekcuKo-TeMaTUYHUM Psifi CIIiB TAKTUIBHOTO MOJYCY aBTOPCHKOI CEHCOPUKHU B MOEIHAHHI
3 KIHETHYHUM Ta KIHECTETUYHHM MOJYCaMH IPOJIEMOHCTPOBAHO B YPHUBKOBI TBOpY: < ... > A
cold shiver ran down her spine < ...>. (S. Maugham, p. 142). Ilonana metadopa nmoB’si3ana 3
nepeXKUBaHHSAMH repOiHi pOMaHy, a TOMY iif BIacTUBa HETaTUBHA KOHOTAIIiS.

Y HacTynmHOMY emi30/li aBTOp MaJll0€ KOHIENTYyajlbHy KapTUHY, aKTUBHO BUKOPHCTOBYIOUH
KIHeTUYHHUH Ta BEeCTUOYISAPHUN MEHTANIbHI TpocTopu: < ... > Julia tore off her clothes, and flung
them with ample gestures all over the room. Then, stark naked, she skipped on to the bed, stood
up on it for a moment, like Venus rising from the waves, and then throwing herself down
stretched herself out. <...> (S.Maugham, p. 68). KoHuenryaibHy KapTHHY JIOIIOBHIOE
BXKUBaHHS MeTahOpHIHOTO NOPIBHSIHHS [ike Venus rising from the waves. Takuii acomiaTuBHAN
3B’SI30K CBIYUTH PO HeaOusKe 3aXOIUICHHS aBTOPa CBOEIO TEPOIHEIO.

BectuOynsapauii MOayC aBTOPCHKOi CEHCOPHKH PENpPe3eHTOBAHO B TakoMmy (parmenTi
TBOPY: < ... > For a second her heart stood still. How could he say a thing like that? The fool.
<...> (S. Maugham, p. 117), ne BioOpa)keHO HEraTHBHI EMOIIIHI TIEPESKUBAHHS T'ePOTHI, BiJl
SIKMX 3aBMHpAE 1i cepiie.

[Ile B 0gHOMY YPHBKOBi aBTOp OIMCY€ XapaKTep CBOTO INEPCOHAXKA, BUKOPHUCTOBYIOUH
XYJI0’KHbO-MOBHY OJIMHUIIIO HA TO3HAYEHHS JOTUKY (KOHIENTYaJIbHUM CKJIQJHUKOM € XOJIOM):
<...> Notwithstanding his beauty, his grace and his ease of manner, Michael remained a cold
lover. <...> (S.Maugham, p. 14). Inerbcs mpo Te, mo Maiikni He BMIB NOBOJUTHCS 3
JliBYaTaMH, 3aJMIIABCS XOJIOHUM, HeeMOIiHHIM. [[MChbMEHHUK Ha/la€ CIOBOCTIONYYEHHIO a cold
lover HeraTuBHOT KOHOTAII].

C.Moem ypaetbcs W 10 BHUKOPUCTAaHHS 1JIOMM, fIKa MICTUTh Yy CBOEMY CKJIaji
KOHIENTYyalbHI CKJIAJHUKKU TeIjia Ta xolony: < ...> She went hot and cold all over as she
pictured to herself the danger she had incurred < ... >. (S. Maugham, p. 74). YxuBaHHs 17110MU
aKTyaji3ye XBUJIIOBAHHS Ta CTpax repoiHi poMaHy, MepeiatoyH il MpUrHiueH! eMoLiiHuHi cTaH.

CemaHTHYHE aKIEHTYBaHHS Ha MOJycaxX CIyXy, JOTHKY Ta Ha KIHETHYHOMY MOIYCI
CHpUsi€ BUCBITJIIEHHIO aBTOPCHKOI CEHCOPUKM B MEXaX TEKCTOBOIO CBITY POMaHy, HaIlPUKIAJI:
<...> By the time they got in the car he was in a state of cold fury and he stared silently in front
of him with a sulky pout on his mouth < ...>.(S. Maugham, p. 130). [loganuii ypuBOK MICTHTb
JIEKCUKO-TEMATUYHUI Psii JIEKCEM PIZHUX MOJYCIB CEHCOPHKHU: TaKTWIBHOTO (cold), cimyxy
(silently), xinetnunoro (a sulky pout). 3aiydeHHs EKIJIbKOX MOAYCIB aBTOPChKOI CEHCOPUKHU B
CEMaHTHUYHOMY IPOCTOPI TEKCTY 3YMOBIIIOE MOJANIbIIY 1HTEPIPETaLil0 MOAAaHOTO (pparMeHTa B
aCIIeKTi FeHepyBaHHs B YMTaya MEeBHOI eMOLIHHOT peakitii.

Py1iiiHOIO CHIIOI0 HIOXOBOI YYTJIMBOCTI € MEPEOCMUCIIEHHS, 3a SIKOTO YSBJIEHHS MPO CBIT
30arayeHe HOBUM 3MiCTOM, @ TOMY CIIOCTE€PIraeMO aKTUBHHI BIJIMB Ha CBIJIOMICTh YHTaya yepe3
CTIWKI 00pa3u, sIKl ToJIa€ aBTOp, HAMpUKIAd: < ... > It was the beard that had made such an
impression on her, the odd feeling of it on her face and that slightly musty smell which was
repulsive and yet strangely exciting < ... >. (S. Maugham, p. 75). ¥V 6iib11ocTi J10/1e1 HECBIKUN
3anax musty smell BUKIMKAae BIAYYTTS TMEHOPATUBHOTO XapakTepy, NMPOTE TepOiHs pPOMaHy
BBa)kKa€ Or0 TPOXHU HE3BUYHUM, aJie TIPUBAOITUBUM.

VY HacTynmHOMYy (parMeHTI TBOPY CIIOCTEPIraeMo ayJUTHBHY JOMIHAHTY aBTOPCBHKOI
CEHCOPHUKHU. Y HLEHTpI €Mi30/ly — HEeMOpyIIHe MOBYaHHS repoiHi Ha (OHI1 MOraHOro HACTPOIO 1T
CHiBpO3MOBHHUKA: < ... > She turned her beautiful eyes on him and for a while gazed at him in
silence. His expression was sullen, but she had a notion that he was frightened. <...>
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(S. Maugham, p. 101). CnocrepiraeMo akTyasizaiiio MEepIENTUBHOIO MOAYCY CIYyXy, ke N0
JEKCUKH CIIyXy TaKOXX Halle)aTh CJIOBa, SIKI MalOTh CEMAaHTUKY MOBUYaHHS. AHai30BaH1
JICKCHYHI OJMHHUIII € HETaTHBHO KOHOTOBAaHHUMH, aJKC BOHHM BUKJIMKAIOTh HETaTUBHI €MOIIii B
gUTaya.

Y mnomaHOMy YPHBKOBI aBTOp 3MallbOBYE CBITOCHPUHHSTTS T'epOiHi, BHKOPHCTOBYIOUH
JIEKCUYHI OJUHHII 30pOBOT0, CIYXOBOTO Ta KiHECTETUYHOTO MOJYCIB aBTOPCHKOI CEHCOPHKHU:
<...> The grey sky made her sick for the grey sky of England. But by Tuesday morning she had
sunk back once more into the calmness of the provincial life. There was a tender melancholy in
his verses that seemed to fit the grey Breton town, the sad old stone houses and the quietness of
those steep and tortuous streets. < ...> (S. Maugham, p. 151). 3ayBaxkumo, 10 Cipuii KOIip €
HESICKPaBUM Ta aCOIUIOETHhCS 3 ararielo, MPUTHIYCHHM Ta JCTPECUBHUM EMOIIIHHUM CTaHOM.
JlekcuyHa OAMHUI grey CIYTye TEKCTOBHUM MAapKepoM CEHCOpHOI cuHecTe3ii. ABTOpChKa
CCHCOpPUKA TIOCHIIOETHCS 3a JOMOMOTOI0 JIEKCUYHUX OIUHHID Steep Ta tortuous. CIlyXOBHA
MOJIyC aBTOPCHKOI CEHCOPWKM aKTyali30BaHMW 3a JIOTIOMOTOI0 JIEKCeMHU calmness, a
KIHECTeTUYHHI BUPAKEHUN y CIIOBOCIIONYY€eHH1 a tender melancholy.

BucnoBku. O1xe, ceMaHTHYHE MOJETIOBAHHS aBTOPCHKOI ceHcopuku B pomani C. Moema
«Teatp» peanizoBaHo 3a JOMOMOIOI0 JIHTBICTUYHHUX 3aCO01B Uepe3 CEHCOPHI MOJYCH Mepeniil
(30pOBUH, CIYXOBHH, IOTUKOBUW, HIOXOBUH, CMAaKOBHW, KIHCTUYHHH, KIHCCTCTUYHHHA Ta
BECTUOYJISIpHMIA). 3aCTOCYBAaHHS CEHCOPHUX MOJYCIB IeplIeriii BepOaizye nepuenTUBHI 3HaHHS
aBTOpa mpo CBiT. CEHCOPHO-TEPIENTUBHUI aHami3 XyHOXKHBOTO TBOPY IIOCTaE 3acoO0M
XYZ0XHBOT IHTEpIIpeTallii 00pa3HOro CHEKTpa XyI0KHBOI PErpe3eHTallil aBTOPCHKUX 3aMHUCIIB.
300pakeHHsT TIOYYTTIB Ta 00pa3iB uyepe3 IXHIO OIIHKY Ta CKCIUTIKAIIo JeTalied Jae 3MOry
YUTa4yeBl BIAUYTH i MOOAYUTH CBIT TBOPY Yepe3 MPU3MY HOro aBTopa.

[lepcneKTHBY MOAABIIOTO JOCTIKEHHS Ipo0aeMn BOaYaEMO B TOKJIAHIIIOMY aHaji31 Ta
BCeOIYHOMY BHBUYEHHI ACIIEKTIB BUMIPY aBTOPCHKOI CEHCOPUKH XYI0KHBOTO TEKCTY.

Cnycok BUKOPUCTAHOI JIiTEpaTypu

1. Fauconnier G., Sweetser E. Spaces, Worlds, and Grammar. Chicago : University of Chicago Press, 1996.
364 p.

2. Fauconnier G. Mental spaces: roles and strategies. Cambridge : Mass, 1985. 180 p.

3. Fauconnier G. Mental spaces: Aspects of meaning construction in natural language. Cambridge :
Cambridge University Press, 1994. 240 p.

4. XamntoBa JI. P. Meron MEHTanbHBIX MPOCTPAHCTB B MHCCIENOBAaHMM IPUYMHHO-CIEICTBEHHBIX
oTHOowmeHUA. [logonicckuil nedacocuyeckuti eecmuux. Camapa: CaMapCcKUii TOCYZapCTBEHHBIH COIMAJIbHO-
meparormyeckuii yausepentet, 2016. Ne 4(13), C. 33-38.

5. Kwiatkowska A. The Visuo-Spatial Determinants of the Natural Language. 16dz: Wydawnictwo
Uniwersytetu Lodzkiego, 1997. 216 p.

6. Maugham W. S. Theater. 2009. URL : https://royallib.com/book/Maugham_ William/Theatre.html.

7. Pyounmreiin C. JI. OcHoBBI 00mieii ncuxonoruu OcHOBBI 00mield ncuxonorun (u3n. 2-e, 1946 r.). CII6:
WznarensctBo «Ilutep», 2000. 720 c.

8. Pysun U. I'. Moaycsl nepuemniuu (3peHue, ciyx, ocsi3aHue, 00OHSIHHE, BKYC) U UX BBIPAKCHHE B SI3BIKE :
nuc. ... Kaga. punon. Hayk: 10.02.19. Mockga, 1995. 199 c.

9. Sweetser E., Fauconnier G. Cognitive links and domains: Basic aspects of mental space theory. Spaces,
Worlds, and Grammar. Chicago ; London : The University of Chicago Press, 1996. P. 1-28.

10. Bennuxosckuii b. M., 3unuenxo B. I1., JIypus A. P. [Icuxonorus Bocnpusitus : yue0. mocobue. Mocksa :
WznarensctBo MockoBckoro yHuBepcurera, 1973. 246 c.

11. Bunorpaznos B. B. O Teopuu xynoxecrseHHol peud. Mocksa : Beicimas mkomna, 1971. 240 c.

12. Werth P. Text Worlds: Representing Conceptual Space in Discourse. London ; New York: Longman,
1999. 363 p.

13. 3mieBcrka O. O. KorHiTuBHAN MeXaHI3M AMHAMIKH MEHTAJIbHHUX MPOCTOPIB CEHCOPUKU Yy aHTIIOMOBHIN
XYJIOXKHINA Tpo3i Manoi Gopmu. [lpobremu cemanmuxu cnosa, pedenns ma mekcmy : 30IpHUK HAyKOBUX Mpaipb /
Bian. pex. H. M. Kop6ozeposa. Kuis : KIIJIV, 2002. Bum. 7. C. 83-90.

14. 3mieBcrka O. O. JIiHrBiCTUYHI MapKepH akTyami3allii aBTOPCHKOI CEHCOPHKH Y XYJA0KHbOMY TEKCTI.
Axmyanvni npobnremu @inonocii ma mMemoouxu SUKIAOAHHS [THO3EMHUX MO8 Y CYYACHOMY MYIbMUMEOTUHOMY
npocmopi : 30ipHUK MaTepianiB BeeykpaiHcbkoi HayKoBO-pakTHYHOI KoH(epeHnii (14 ksitasa 2016 p.) / Toin. pen.
T. I. SImunnceka. Binauns, 2016. C. 51-54.

15. 3mieBcrka O. O. JIIHrBOKOTHITHBHI 3ac00M pealri3alii aBTOPCHKOT CEHCOPHUKHU y XYI0KHbOMY TEKCTi (Ha
Mmarepiani B. Cencoma «The Dangerous Age»). Inghopmayiiini mexnonoeii 6 ocgimi. 2005. Ne 2. C. 135-139.

5 90 R



16. 3mieBcbka O.O. CeMaHTHMKO-KOTHITMBHA NpPUPOJA MEHTAIBHUX IIPOCTOPIB CEHCOpUKH. Texkcm —
MEeKCMOAIHEGICMUKA, OUCKYPC — OUCKYPCO3HABCMEBO Y C8IMJE KOZHImMo102ii: 30IpHUK HAyKOBUX Tpallb. JIbBiB, 2005.
C. 126-132.

17. 3mieBcbka O. O. CeMaHTHKO-KOTHITHBHAa TNPHUPOJa aBTOPCHKOI CEHCOPUKH B XYNOXXKHBOMY TEKCTI.
Hayxosi 3anucku Binnuyvbko2o deporcasnozo nedazoeiunozo yHieepcumemy imerni Muxatina Koyrobuncwvroeo. Cepis:
«Dinonozis (mogosnascmso)». Binamnus : TOB «®ipma “Ilmanep”» 2013. Bum. 17. C. 204-208.

References

1. Fauconnier, G. & Sweetser, E. (1996). Spaces, Worlds, and Grammar. Chicago: University of
Chicago Press, 364 (in Engl.).

2. Fauconnier, G. (1985). Mental spaces: roles and strategies. Cambridge: Mass, 180 (in Engl.).

3. Fauconnier, G. (1994). Mental spaces: Aspects of meaning construction in natural language.
Cambridge: Cambridge University Press, 240 (in Engl.).

4. Khamitova, L.R. (2016). Metod mental’nykh prostranstv v issledovanii prichinno-sledstvennykh
otnosheniy [Mental space theory and the study of cause-effect relation]. In: Povolzhskiy pedagogicheskiy
vestnik [Volga Pedagogical Bulletin]. Samara : Samara State University of Social Sciences and Education, 4
(13),33-38 (in Russ.).

5. Kwiatkowska, A. (1997). The Visuo-Spatial Determinants of the Natural Language. Lodz:
Wydawnictwo Uniwersytetu Lodzkiego, 216 (in Engl.).

6. Maugham, W.S. (2009). Theater. Available at:
https://royallib.com/book/Maugham William/Theatre.html (in Engl.).

7. Rubinshteyn, S.L. (2002). Osnovy obshchey psikhologii [Fundamentals of general psychology].
St. Petersburg: Piter, 720 (in Russ.).

8. Ruzin, I. G. (1995). Modusy percepcii (zreniye, slukh, osyazaniye, obonyaniye, vkus) i ikh
vyrazheniye v yazyke [Modes of perception (sight, hearing, touch, smell, taste) and their expression in
language]. PhD dissertation. Moscow, 199 (in Russ.).

9. Sweetser, E. & Fauconnier, G. (1996). Cognitive links and domains: Basic aspects of mental space
theory. Spaces, Worlds, and Grammar. Chicago, London: The University of Chicago Press, 1-28 (in Engl.).

10. Velichkovskiy, B. M., Zinchenko, V.P. & Luriya, A.R. (1973). In: Psikhologiya vospriyatiya
[Psychology of Perception]. Moscow: Moscow State University Press, 246 (in Russ.).

11. Vinogradov, V. V. (1971). O teorii khudozhestvennoy rechi [On the theory of artistic speech].
Moscow: Vysshaya shkola, 240 (in Russ.).

12. Werth, P. (1999). Text Worlds: Representing Conceptual Space in Discourse. London; New York:
Longman, 363 (in Engl.).

13. Zmievska, O. O. (2002). Kohnityvnyi mekhanizm dynamiky mentalnykh prostoriv sensoryky u
anhlomovnii khudozhnii prozi maloi formy [Cognitive mechanism of mental dynamics sensory spaces in
English-language fiction of small form]. In: Problemy semantyky slova, rechennia ta tekstu [Problems of
semantics of words, sentences and text]: collection of research papers. Kyiv: Kyiv State Linguistic University
Publishing House, 7, 83-90 (in Ukr.).

14. Zmievska, O. O. (2016). Linhvistychni markery aktualizatsii avtorskoi sensoryky u khudozhnomu
teksti [Linguistic markers of actualization of author’s sensory perception in artistic text]. In: Aktualni problemy
filolohii ta metodyky vykladannia inozemnykh mov u suchasnomu multylinhvalnomu prostori [ Current problems
of philology and methods of teaching foreign languages in modern multilingual space]: Collection of materials
the All-Ukrainian scientific and practical conference (14 April 2016, Vinnytsia). T.I. Yamchynska (ed.).
Vinnytsia, 51-54 (in Ukr.).

15. Zmievska, O. O. (2005). Linhvokohnityvni zasoby realizatsii avtorskoi sensoryky u khudozhnomu
teksti (na matervali opovidannia V. Sensoma “The Dangerous Age”) [Linguocognitive means of realization of
the author’s sensory perception in the literary text (based on the story by W. Sensom “The Dangerous Age”)].
In: Informatsiyni tekhnolohiyi v osviti [Information technology in education]. 2, 135-139 (in Ukr.).

16. Zmievska, O. O. (2005). Semantyko-kohnityvna pryroda mentalnykh prostoriv sensoryky [Semantic
and cognitive nature of the mental sensory spaces]. In: Tekst — tekstolinhvistyka, dyskurs — dyskursoznavstvo u
svitli kohnitolohii [ Text — text linguistics, discourse — discourse studies in the light of cognitology]: collection of
research papers. Lviv, 126—132 (in Ukr.).

17. Zmievska, O. O. (2013). Semantyko-kohnityvna pryroda avtorskoi sensoryky v khudozhnomu teksti
[Semantic and cognitive nature of the author’s sensory in the literary text]. In: Naukovi zapysky Vinnytskoho
derzhavnoho  pedahohichnoho  universytetu imeni Mykhaila Kotsiubynskoho. Seriia:  «Filolohiia
(movoznavstvo)» [Scientific Notes of Vinnytsia Mykhailo Kotsiubynskyi State Pedagogical University. Series:
Philology (linguistics)]. Vinnytsia: Tov «Firma “Planer”», 17, 204-208 (in Ukr.).

% 91T R



THE ASPECT OF AUTHOR’S SENSORY
IN THE LITERARY WORK “THEATER” BY S. MAUGHAM
Lubomyra Hnatiuk, Doctor of Philology, Associate Professor of the Department
of Theory and Practice of Translation, Vasyl’ Stus Donetsk National University
(Vinnytsia, Ukraine; Pshemyshl, Poland)
e-mail: lhnatiuk@wp.pl
ORCID: http://orcid.org/0000-0003-4330-3725

Mariia Antonova, PhD student of the Department of General and Applied Linguistics
and Slavonic Philology, Assistant Professor of the Department,
Foreign Languages for Specific Purposes, of Vasyl’ Stus Donetsk National University
(Vinnytsia, Ukraine)
e-mail: gmv78492@gmail.com
ORCID: https://orcid.org/0000-0001-6679-3531

Abstract. Introduction. The article analyzes the aspect of author’s sensority in the novel “Theater”
by S. Maugham. The semantic modeling of the author’s sensority in the semantics of the literary text is
considered, and the features of its implementation are determined. Reference has been made to the
subject and object of the research of the aspect of author’s sensority in the literary work “Theater” by
S. Maugham.

Purpose. The purpose of the study is the linguistic analysis of the measurement of the author’s
sensory on the material of the literary text.

Methods. A descriptive-analytical method was used, as well as the method of analysis and
synthesis. The method of representative sampling was used to select factual linguistic material of the
study. During the direct analysis of the semantic potential of the selected lexical units, the method of
conceptual and component-semantic analysis, the method of semantic-cognitive analysis and the method
of cognitive modeling were used.

Results. It is determined that perceptual images are linguistic markers of actualization of the
author’s sensory in the semantics of the text. They become specific authorial reflections of the world
created by the writer with the help of sensory images. Perceptual images are correlated with the work of
the author’s senses and are transmitted through sensory — significant linguistic means. The reason for
using sensory language in fiction is to strengthen its emotional mood, the ability to make visual images
even more visible through synesthesia — a special way of perception, in which some concepts, phenomena
and states are added additional qualities: smell, taste, color, texture, sound tone etc.

Originality. Despite the systematic and purposeful scientific research in the field of research of the
author’s sensory of the textual world, some aspects of this phenomenon still remain insufficiently studied
by scientists in the field of lexicology. In this regard, the linguistic analysis of the dimension of the
author’s sensory of the work of art, as well as determining the features of its implementation in the
semantics of the literary text are currently relevant and significant.

Conclusions. The article highlights that S. Moem actively uses perceptual vocabulary, which
increases the sensory tension of perception and creates more accurate artistic images. The language of
Moem’s work “Theater” embodies the mental processes of perception of the world through sensory
modes of perception (visual, auditory, tactile, olfactory, gustatory, kinetic, kinesthetic and vestibular),
which verbalize the perceptual knowledge of the author.

We offer for the future consideration of further research in a more detailed study and
comprehensive study of aspects of the measurement of the author’s sensory artistic text.

Key words: author’s sensory perception, perception, perceptual vocabulary, modes of perception,
linguistic sensory perception, synesthesia.
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