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Dudar O. Functional Peculiarities of the Stylistic Device “Inner Speech” in a Literary Text
(Analysing T. Dreiser’s \Works).

The article deals with the investigation of the inner speech in the fictional prosaic discourse. The
manners of representation and functions of different forms of mental speech activity in T. Dreiser’s novel
“The Bulwark” are analyzed.
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CEMAHTHUKO-KOTHITUBHA NPUPOJA ABTOPCHbKOI CEHCOPUKH
B XYJ1OXKHBOMY TEKCTI

Y cmammi 3’sacosano awnaniz nowamms MeHmMAIbHO20 NPOCMOPY CEHCOPUKU SAK MOOeli 8UAsi8
ABMOPCHKOI CEHCOpUKU Y CeMAHmuyi XyOOdCHbO2O MeKCmy. 3anponoHo8ana asmopcbKa Munoio2is
81ACMUBOCHIEU MEHMATILHUX HPOCOPI6 CEHCOPUKLU.

Knrouoei cnoea: asmopcoka cencopuxa, MenmaibHi NPOCMOPU CEHCOPUKU, CEMAHMUKA XYOOHCHO2O
MeKCmy.

[TpobnemHi MUTaHHS KOTHITMBHUX JOCIIPKEHb TEKCTOBOI CEMAaHTHUKH, TOOTO TEKCTOBOTO
CBITY, Kpi3b INpPHU3MYy aBTOPCHKOi CEHCOPUKHM YAaCTKOBO DPO3MIAJAIUCS B MpalsxX Y4YeHHX, fKi
3aiiMaTUCh JOCTIDKEHHSM TEKCTy. Y paKypci 3arajibHOT MPOOJIEMATUKH TOKH IO 3aJTUIIAETHCS
HU3Ka [UTaHb, SIKI NOTPEOYIOTh CBOTO MOAAIBIIOrO BUBUEHHS. OJHUM 13 TaKUX MUTaHb € IPOLEC
00’ekTHBaLli B XYyI0KHbOMY TEKCTI MEHTaJbHHUX IPOLECIB CIPUHHATTS CBITY 4Ye€pe3 CEHCOpHI
MOJTyCH, a TAKOX SIK 1 32 JJOIOMOT'OI0 SIKUX CTPYKTYp BepOasi3yroThCs NMEPLENTUBHI 3HAaHHS aBTOpA.
OpHi€l0 3 TakuxX CTPYKTypa BUCTyNae MeHTanbHUM mpocTip ceHcopuku (MIIC) six korHiTMBHA
OJIMHMIIA 30epiraHHs Ta BIATBOPEHHS CEHCOpHOI 1H(OpMallii, 0TXKe, 1 IepleNTUBHUX 3HaHb aBTOPA,
y TEKCTI1. Y I[bOMY MU BOAUAEMO @KMyaabHiCMe HAIIIOTO JTOCIIKEHHS.

Ilpeomemom NOCTIIKEHHS y CTATTI BUCTYNAa€ MEHTAJbHUN NPOCTIp SK TEKCTyalbHO
aKTyaJli30BaHa KOTHITHUBHA KOHCTPYKLis 30€piraHHs Ta BIATBOPEHHS NEPLUENTUBHUX 3HaHb aBTOPA y
¢dopmi ceHcopHOi iHpopMalii, sika BepOaJIbHO HE PENpe3eHTOBaHA y TEKCTI Ta CHpUHMAaeThCs i
IHTEPIIPETYETHCSI YUTAYEM Ha OCHOBI MOro/ii MepHEeNnTUBHUX 3HAHb MPO CBIT Ta HASIBHUX Y TEKCT1
CEHCOPHO 3HAYYIIHX ITOKA3HUKIB.

OTxe, MOKHa TOBOPUTH TIPO CEMAHMUKO-KOSHIMUGHY Npupody MEHTAIBHUX TIPOCTOPIB
CEHCOPUKHU, OCKUIBKM BOHU BHOYJOBYIOTbCS y MMCJICHHEBIH [iSUIBHOCTI aBTOpa, HaOyBaroTh
O3HAUEHHS Y CEMaHTUIl XYJ0KHbOTO TEKCTY Ta MOXYTh OYTH PEKOHCTPYHOBaHI IIJISIXOM OOY10BU
BIJIMOBIAHUX KOTHITUBHUX Mojenel. Ll Te3a € podouoro cinome3ow HAIMIOTO TOCIHITKESHHS.
Buxonsuu 13 rinote3n JOCTiHKEHHST MU TTOCTaBWIJIM TaKi 3aBAaHHS: BUSIBUTH HAHOUIBII 3HAUYIIIHX
BJIACTUBOCTEH MEHTAJbHUX MPOCTOPIB CEHCOPUKM K MPOSIBIB MEpUENTyaJbHUX 3HAaHb aBTOpa y
TEKCTI Ta 3alpPONOHYBATH IXHIO TUIIOJIOTIO.

MarepianoMm A TEOPETUYHUX Yy3aralbHEHb Ta IMIOCTpallii BIJMOBIAHUX TOJOXKCHD,
BUCBITJIEHUX Y CTaTTi, CIAYryBajiu (parMeHTH TeKCTiB aHriomoBHux aBTopiB Jx. K. Oyrc,
b.I'nensimna ta Jlx. Jlonana (yceoro 50 3paskiB) 13 IMpoaHaIi30BaHOTO CYIUIBHOTO TEKCTOBOTO
Mmatepiany 1200 cTopiHOK.

BrnacTtuBOCTI MEHTaIBHUX MPOCTOPIB CEHCOPUKU OXOIUTIOIOTH CYTh, KBIHTECEHIIIIO TOTO, K
CEHCOpHKa “BIUTITAETbCA aBTOPOM Yy CBIT XYIOXKHBOIO TEKCTy 4Yepe3 akKTyali3alliio
KOHIIETITyaJIbHUX CKJIaJOBUX CeHCOpuku. Ilo-mpyre, BOHM CKIaJaloTh NapaMeTpH, 3a SKUMHU
CEHCOPHKA «ICHY€» B 0araroacrieKTHOMY BUMIpPI CEMAaHTHKU TEKCTYy SK OJHI€T 3 HOro iMaHEHTHUX
BJIACTUBOCTEH.
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[Tepmioro, HaWOLIBII OYEBHUIHOK BJIACTHUBICTIO MEHTAJIBHHX MPOCTOPIB  CEHCOPHKHU
BU3HAYAEMO IXHIO iX OuHamiyHicms. MEHTaNbHI MPOCTOPH 3arajoM, 1 MEHTaJbHI MPOCTOPU
CEHCOPHMKH 30KpeMa, He MOXKHa, Ha BIAMIHY BiJ (peMiB, 3adamu; BOHH YMEOPIIOMbCA Y
AVMHAMILI pO3rOpTaHHS IUCKYPCY, TOMY HOCSTh ITWHaMiuHUK xapaktep. Lls Bmactupicts MIIC
3abe3neuye HeoOX1IHY B YMOBaX MOCTIMHOT MiHJIMBOCTI TEKCTOBOT'O CBITY THYYKICTh XYI0XHbBOT
KOMYyHiKarii [5, c. -66].

Okpim Toro, mo kokHuidi MIIC € ceMaHTHMYHO HaBaHTaXEHUM, TOOTO B HOro Mexax
aKTyali3yeTbCsl CEHCOPHE 3HAYEHHS MEBHOTO TEKCTOBOTO €JIEMEHTa Yd (parMeHTa, MEHTaJIbHUM
MIPOCTOpPaM CEHCOPUKH NpHUTaMaHHA KomyHixamusHa 3apsoddicenicmo. Koxuuii MIIC, 3alimaroun
BiJ[BE/ICHE HOMY aBTOPOM MiCIle y TEKCTOBId TKaHMHI, BOJAHOYAC Iependayae Ta TEMaTHYHO
CHPSMOBYE XiJ PO3TOPTaHHA XYAOXHBOI KOMYHiKallii — BiJl CHHTYJISIPHOTO BUSBY CEHCOPHKHU JO
aKTyamizamii CEHCOPHOI NEepCHEeKTHBH CEMAHTUKH TEKCTY 3arajoM. Y XyJOXHIM KoMyHiKamii
MEHTaJIbHI IPOCTOPU HE € AUCKPETHUMHU KOTHITUBHUMHU ofuHuusiMu. MIIC akTyani3yroTbes mpu
NO€EIHAHHI pi3HUX pakypciB (facetS) TekcTy: eMOTHBHOrO, MCHXOJOTIYHOTO, MOJAIBLHOTO TOLIO.
Axryamnizaris nesHoro MIIC Bukinkae y cBiIOMOCTI YuTauya HU3KY acolliallii, mo 0a3yloThcs Ha
HOro MepHenTUBHOMY [OCBili, TaKOX YSBJICHb, 3I0TaJOK  IIOJO MOXIJIHUBOTO PO3TOPTAHHS
TEKCTOBOTO CBITY 3 ypaXyBaHHSM Horo/ii ceHcopHOl nepcrnekTuBu. Tomy € BCl MiJICTaBU BBaXKaTH,
mo koxHui MIIC, akryani3oBaHMH Yy TEKCTOBOMY ()parMeHTi, MICTUTh Yy CKOHJEHCOBAHOMY
BUTJISIII LI KOMYHIKATUBHUH CBIT, BUSIBJISIFOYH CBOIO «KOMYHIKaTUBHY 3apsIKEHICTHY.

s npuknany 3BepHemocsk a0 onosimanus Jx. K. Oyrc “Where Are You Going, Where
Have You Been?”, mis Ha3BM SKOro aBTOpKa 3alo3Wymia cjioBa Bigomoi micHi bobOa JlimeHa, a
MiCJIA HA3BM BKas3aja, IO OMOBIAAHHS NPUCBSYCHE BJIACHE MY3MKAHTY. TEKCT MOKE OJHOYACHO
«BMIIIYBaTH» KiJIbKa €KCIUTIKOBAHUX YU IEBHUM YMHOM IIPUXOBAHUX» BiacTuBocTel. [lo-nepie,
1€ a/IPECOBaHICTh — /I1aJIOT aBTOpa Ta YMTa4a — CUTHAJIAMH BHSBY SIKO1 € Oe31ocepeiHe 3ralyBaHHs
imeni bo6Ga [linena. Yepes omnuc aeraneit modyTy uutad 340rayeTbcs, M0 B OMOBIJaHHI WIETHCSI
npo Amepuky 60-tux pokiB munysoro croiitts (the driver’s glasses were metallic and mirrored
everything in miniature; an open jalopy car — peui, siki Oyau MogHUMHE came B Toi vac). [To-apyre,
1Ie CCHCOPHKa, SIKY aBTOpKa “BIUIITa€” B TEKCT YEpe3 OMUC OJHIET 3 “HAMBIUIMBOBIIINX CKJIAJJOBUX
CITyXOBOTO MOJIyCY CEHCOPHUKH — MY3UKH. He BapTO TOBOPHUTH MpO Te, KW BIUITMB Ma€ My3HKa Ha
CTaH HaIIIol JyIIIi, PO ii CYIIbHE OTOYCHHS HAc y JKHUTTI (MUSiC <...> was something to depend upon.

MeHTallbHI TIPOCTOPH CEHCOPUKH 3 aKTYyali30BaHOK CKJIAJOBOIO “MUSIC”  CIIyrylOTh
CBOEPIAHUM (POHOM, Ha TJIi SKOTO MPOXOIUTH KUTTA I ATHAAUATUPIUHOI niBunHU KoOHI, repoiHi
onoBimanus. They sat at the counter <...> their thin shoulders rigid with excitement, and listened to
the music that made everything so good: the music was always in the background, like music at a
church service; it was something to depend upon. Omuc aBTOPKOI PO3BUTKY CTOCYHKIB JiBUMHU
3 YOJIOBIKAMH TAaKOX CYMPOBOKYEThCS BBEACHHAM MY3HKH y TekcToBuil cBiT: But all the boys fell
back and dissolved into a single face that was not even a face but an idea, a feeling, mixed up with
the urgent insistent pounding of music <...>

EmouiiiHuii cTaH NiBUMHU, ii OCOOMCTI MEpeKWBAaHHS, HETEPHIHHS THUIII 3MalbOBYIOTHCS
JIx. K. Oyrc gepes ii (Koni) cnpuitaarrs my3uku: She went inside the house and turned on the
radio to down out the quiet. She sat on the edge of her bed, barefoot, and listened for an hour and
a half to a program called XYZ Sunday Jamboree, record after record of hard, fast, shrieking
songs she sang along with, interspersed by exclamations from “Bobby King”: “An’ look here, you
girls at Napoleon’s — Son Charley want you to pay close attention to this song coming up! ”

And Connie paid close attention herself, bathed in a glow of slow-pulsed joy that seemed to
rise mysteriously out of the music itself and lay languidly about the_airless room , breathed in
and breathed out with each gentle rise and fall of her chest. (WAY, 2162)

EMOTHBHICTD SIK IMaHEHTHa BJIACTHBICTh OYyIb-SKOTO XYHOXKHBOTO TeKcTy [4, c. 41-43]
MpeJicTaBieHa y LbOMY TEKCTI Yepe3 BHIUICHHS €MOTHBHOI CHUTYyalli, OB A3aHOi 3
BIJII3ePKATICHHSIM CUTYyallii 00’eKTHBHOI MificHOCTI (JtoguHa — My3uka) 1 (GopMmye 3araiom
MMO3UTUBHE €MOIIIHE CTAaBJICHHs YndTava JIo i€l cutyartii [2, ¢. 10].
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SAxmo komyHikatuBHa 3apspkeHicTh MIIC mepenbadae iX oaHOYACHY aKTyali3alliio B
MOEJHAHHI 3 IHIIMMM BIACTUBOCTSIMH XYJOXXHBOT'O TEKCTY B MEXax TEKCTOBOTO CBITYy, TO [
cumynomannicmro (Big nat. Simul — B ouH 1 TO# ke Yac) MEHTAIbHUX IPOCTOPIB CEHCOPHKH MHU
PO3YMIEMO 0OHOYACHICMb AKMYANI3ayii MEHMALbHUX NPOCMOPI8 PI3HUX 6UOI8 CEHCOPUKU NpU
CMBOPEHHI ABMOPOM XYOO0IHCHLO2O MEKCMY K ecmemuyro2o yino2o. CUMYIbTaHHICTh MEHTAJIbHUX
MPOCTOPIB  CEHCOPUKHM 0a3yeTbcs TEpHI 3a BCE HAa SBUINI CHUMYJIbTAHHOCTI CEHCOPHKHU SIK
MICUXOJIOTIYHOT KaTeropii. [y JIIONMHU OJHOYACHE CHPUMHSTTA HABKOJMIIHBOTO CBITY uepe3
KUJTbKa MOJIYCIB CEHCOPUKH € TIPUPOAHIM Ta HACTUIBKH 3BUYAMHUM, IO 3/1€0UIBIIOTO 3aIHIIAETHCS
HeroMiTHUM. [IpuKiIazoM MOXYTh CIYyTyBaTH Takl OaHajabHI CHUTYaIlli, K YUTaHHS IIiJl MY3HKY,
ayIioBi3yaJIbHEe CIPHIHSTTS CIIBPO3MOBHHKA 200 X 3araibHOBinomuid henomer HOmis Lezapsi.

VY chepi XxynoxkHOT KOMYHIKaIlii SBUIIE CUMYJIbTAHHOCTI OyJIO TPYHTOBHO JOCIIJIKEHO Y
npawsx 10.J. Jlesina [3,c. 607-630]. Tak, y XyI0XKHIX TeKCTaX CHMYJIbTaHHICTb “a Priori MoxmBa
<...> 3a paxyHOK HOro ceMaHTH4HOI opranizamii” [0p.Cit: 625-626]. [IpuKiIagoM EOro € YPUBOK 3
onoBimanHs b.I'menBiwia “La Brutta Verita”. Came cuMynbTaHHa akTyami3ailis MEHTAIbHHX
npoctopiB ceHcopuku (MII; — MenTanbHuii mpoctip 30py; MIly — MeHTanbHUI TPOCTIP JAOTHKY)
CTIpUsiE MACTEPHOMY 300pa’KEHHIO aBTOPOM IPOLECY CHPUNHATTS CKYJIBIITOPOM MapMypy, a came
HOro miJacBizioMe 3aJ0BOJICHHS TUMH BiTY4yTTSAMH, SIKi BiH OTpUMaB, JAUBJISIYKCh Ha Mapmyp (dead
white, looked at it closely, saw the whorls, the veins), Topkatouucs ioro (put my hand on it, cold
and solid), simuyBarouu iioro (feel it): The marble was beautiful; this big, rectangular block, dead
white until you looked at it closely and you saw the whorls, the veins. | put my hand on it and felt
it, virgin marble, cold and solid. “Feel it, ” I said to Vera, and she did. I looked at her; she could be
a statue herself, so big and yet so elegant, every movement she makes so calm, so regal. She laid
her cheek against the marble and she said, “so lovely and cold”, and looked up from the stone,
smiling at me, sharing it with me and suddenly <...>

OnHoyacHO Te X came BimuyBae i koxaHka ckysbnropa (laid her cheek against the marble,
lovely and cold, looked up from the stone), posymiroun iioro 3agoBosenns (sharing it with me).

Jlorpumytounce Tesu FO.M. Jleina mpo  MoxiuBicTh JOKadbHOI (aG0 KOpOTKOI) Ta
rimobanbHol (abo m0Broi) cumynsTaHHocTi [iDid.], M po3risgaeMo JOKadbHY CHMYJIBTAHHICTDH
MEHTAJBHHUX MPOCTOPIB PI3HUX BHUJIB CEHCOPUKHU SIK TaKy, IO PO3MOBCIOKYETHCS HAa HEBEITUKUI
CerMeHT TeKCTy. [ mobGanbHa cumynbranHicTs MIIC xapakTepHa BCbOMY TEKCTOBOMY CBITI.

PosrnsiHemo pi3HUIIO MK IUMHU JBOMa Buamu cumyibranHocti MIIC Ha npukinamax. Tak,
B onosinanHi JI. Topcen “After The Fall”, B omHOMYy 3 emi3ofiB sIKOTO YONOBIK (TOJOBHUMN Tepoii)
3HaMOMUTBCS 3 MOJIOJIOI0 JKIHKOIO, CIIOCTEPIra€ThCsl CUMYJIbTaHHA aKTyasi3allis TPhOX MEHTAIbHUX
npocropie cercopuku — MIIC ciyxy (MI1;), MIIC uroxy (MII,) ta MIIC 30py (MII3) — y Mexax
KOPOTKOTO TEKCTOBOTrO cermeHTa: There was a scraping of chairs and the hard click of Helen’s
heels on the patio tile (MI1;). Herb cleared his throat. A smell like sweet petunias or damp violets
swirled around_the lawn chair (MI1;). The was the padding of soft shoes on the tile (MI7;) and
then a lock of dark drooped over the sky in front of him (MI1;). <...> he could just see the half
moon of the round face (MI1y).

OT1xe, 3HalOMCTBO YOJIOBIKA 3 HE3HAWOMOIO HOMY JKIHKOIO BiIOYBaeThcs uepe3 Horo
onHouacHe cipuidHATTA 11 mapdymis (a Smell like sweet petunias or damp violets swirled around the
lawn chair), nerxkoi xomu (the padding of soft shoes on the tile) ta wacrkoBe OauenHs Ti
soBHimHOoCTi (@ lock of dark drooped over the sky in front of him; see the half moon of the round
face).Taka cumynbranHicTe MIIC pi3HOrO BUY € MIPOSBOM 11 JIOKAIBHOTO TUITY.

['mobanpHy cuMynbranny aktyamizauito MIIC cayxy (MIl;), a came #oro ckmagoBoi —
My3uKH, Ta TakTiwibHOro MIIC (MII;) mMoxkHa croctepiratu B omoBiganHi JIx. J{omana “Mood
Music”. 300paskeHa B OMOBiJJaHHI CUTYAIlisl HETPUBiaJIbHA: MOJIOUI YOJIOBIK — IPUBATHUI BUUTEITH
My3HKH Mictep JIiTc — mijx yac ypokiB CIIOKYCHB CBOIO HEMOBHOJIITHIO yyeHHIIto Jltoci. B po3BuTKy
iXHIX TOJANBIINX CEKCyaJbHUX CTOCYHKIB BEJIHUKY pOJib BiJirpaBana my3uka. [IposiBu mouyrTiB
mictepa Jlitca npu BukoHaHHi JItoci ypUBKIB BIUTUBAIM Ha iX AKicTb. CKpYIyJbO3HICTH aBTOpa B
ormucax CEHCOpPHHX meTaieit (sensory details) [6, c¢. 2172], akieHTyBaHHS APIOHHID JT03BOJISIOTH
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“BimuyTn” TOMII TaK, fAK iX BITYYBAIOTh TNEPCOHaXI. AHAJOTIYHE 3aBIaHHSI BHKOHYIOThH 1
CHUMYJIbTaHHO akTyanizoBani MIIC:

<...> Lucy was on to a new song (MI1;), and she was having some trouble with it. Mr.
Leets sat beside her on the piano bench_putting his hands on top of hers (MI1, ), as if showing her
the notes. But even when his hands were not on top of hers (MI1,), his hands kept moving — in the
air, on his knees, on the top of the piano, on his face and through his hair, and then on Lucy’s
back (MI1,).

Lucy was sitting up very straight, as if Mr. Leets had corrected her posture. His hands were
still moving, though — they didn’t stop — and sometimes he would touch her back again (MI1),
even though her posture looked perfect.

<...> Mpr. Leets got up from the piano bench and started pacing the room. <...> Lucy was
playing faster (MI1).

<...> Mpr. Leets was standing behind Lucy. He was touching her back again_(MII,). She
kept herself playing the music (MI1,). <...> She wasn’t making any mistakes now, but the song
still didn’t sound right (MI1,). The notes were too fast as if the music had become something that
was going somewhere and Lucy was trying to go there with it (MI1,).

Mr. Leets moved his hands down Lucy’s back. (MI1;). <...> he leaned down and kissed
the back of her neck. (MI1).

<...> she stopped — just stopped playing the music (MI1;) — and turned her face to one side
and breathed deep. (MM, p.234-236)

OCHOBHI CMHCIIOBI aKIIEHTH OIOBiJIaHHS CTBOPIOIOTHCS aKTyali30BaHUMHU MEHTAIbHUMU
MPOCTOPaMHU CEHCOPHKH — TaKTUJIBHUM Ta CIIyXOBUM, sIKi YTBOPIOIOTH CEHCOPHI IMOJs “MUSIC” Ta
“touch”. OgHOYacHe BBEACHHS aBTOPOM Yy TEKCTOBY TKaHMHY IUX CEHCOPHUX MOJYCIB CIIPHUSIE
BHCBITJICHHIO CEHCOPHOI EPCIEKTUBH CEMAaHTHUKH I[LOTO OTIOBiTaHHSI.

Buss mie oaniei BaactuBocti MIIC, nracmuunocmi, 1oB’sg3aHui 13 1XHBOIO 34ATHICTIO
BKJIFOUATHUCS B PI3HI CITKU acolialiil Ha ceHcopHiid ocHOBi. KoH(iryparii MEeHTaIbHUX MPOCTOPIB
CCHCOPHKH BHOY/JIOBYIOTHCSI Ha TEpECiKaHHI Tak 3BaHUX “‘acomiaTWBHHX Kanami” [1, c¢.136],
OCKIJTBKHM acolliarisi JEXUTh B OCHOBI BHHUKHEHHS y TEKCTOBOMY CBITI 3BYKOBOI'O, 30pOBOTO,
CMaKOBOT'0, TAKTHJIBHOTO XYAOXHIX 00pa3iB Ta oOpa3iB-3amaxiB. MHOXXUHHICTh aKTyalli30BaHUX
MIIC 3ymOBiIIOE KUIBKICTh TOYOK 3ITKHEHHS MEHTaJbHHMX IIPOCTOPIB CEHCOPUKM B MeXax
TEKCTOBOT'O CBITY, SIKi, Y CBOIO 4Yepry, YTBOPIOIOTh NEBHUN BUJ CEMaHTUYHOIO IIBa KOH(Irypamin
MEHTAJIbHHUX NPOCTOPIB CEHCOPUKHU B XYJOKHBOMY TEKCTI.

[lepcrieKTHBOIO TOCTIAKEHHSI BOAYAaEMO y BUSIBJICHHI W THUIOJOTI] PI3HOPIBHEBUX MOBHMX
eKCIUTIKaTOpIB  MpPOSIBIB MEHTAJbHUX IPOCTOPIB CEHCOPUKHM, WLI0 B CYKYHHOCTI IXHIX
KBaJI1(DIKATUBHO-KBAaHTUTATUBHUX O3HAaK MOXYTh 00 €KTHBYBAaTH IapaMEeTpU aBTOPCHKOTO
MOBJICHHS.
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3meeeckan E. Cemanmurko-KOZHUMUGHAA RPUPOOA ABMOPCKOI CEHCOPUKU 8 XYO0HCECHIBEHHOM
mexcme.

B cmamve paccmampusaemcs nowsimue MEHMAIbHOZO NPOCMPAHCMBA CEHCOPUKU KAK MOOEb
NPOsGIEHUSL ABMOPCKOU CEHCOPUKU 6 ceManmure Xyooxcecmeennozo mekcma. Ilpeonazaemces munonozust
CBOLCTNE MEHMATILHBIX NPOCTPAHCME CEHCOPUKU.

Knwuesvie cnosa: asmopckas cencopuxa, MEHMANbHble NPOCMPAHCIEA CEHCOPUKU, CEMAHMUKA
XY 002#CeCm8eHH020 MEeKCMA.

Zmiyevs’ka O. Semantic and Cognitive Nature of the Author’s Sensory System in Literary Text.

The article focuses on the issue of mental spaces as a model of the author’s sensory system embodied
in literary narrative and texture. The author gives a typology of the main semantic and cognitive
peculiarities of sensory mental spaces.

Key words: author’s sensory system, sensory mental spaces, narrative, texture.

Jlapuca Kapoaw
(Ilepescnas-Xmenvruybruii)

VIK 811.161.2°367.625

OCOBJIMBOCTI HEPEHOCHOI'O BXJKUBAHHS JI€CJIB Y HOETUYHUX TEKCTAX
(na marepiaai TBopiB B. Cumonenka i JI. Kocrenko)

Y cmammi poszenamymo nousmms nepeHOCHO20 3HAYEHHS U NEPEHOCHO20 BICUBAHHA CTig;
Ooughepenyitiosano munu NEPeHOCHUX 3HAYeHb OIECHIG;, NPOAHANIZ08AHO  0COOAUBOCMI NEPEHOCHO20
sorcusanius dieciis y noesisax B. Cumonenxa ma JI. Kocmenxko.

Knrouoei cnoea: nepenocre 3HaueHHA, NEPEHOCHE BHCUBAHHA CIi6, NOJNICeMaHMuyHe A0po C108d,
MepMiHOI02TYHI, OYIHHI Ul NIACMUYHI NEPEHOCHT 3HAYEHHSL.

Ilocmanoeka npoonemu. ITpobiieMa po3mMeKyBaHHS IEPEHOCHOTO 3HAYEHHSI 1 IEPEHOCHOTO
BXKHMBaHHA CJIB NpUBEpTala W MpUBEpTae yBary BITUM3HSIHMX Ta 3apyOLKHMX JIHIBicTiB. Ha Beix
eTarnax po3BUTKY MOBO3HABUOI HayKH I IpoOsieMa BUpillyBajacs mo-pizHoMy. CroyaTKy BUHHUK
iHTEepeCc /10 XYAOXKHIX MPHUHOMIB, IO HAJaOTh MOBI MOETHYHOTO XapakTepy, a 3 PO3BUTKOM
MOPIBHSUIBHO-ICTOPUYHOTO MOBO3HABCTBA pO3po0Ka IbOTO MUTaHHS HaOylla HOBOI'O 3BYYaHHS Ta
noTpe0ye HOBUX JIHIBICTUYHUX MOLIYKIB.

Ananiz ocnosnux 0ocnioxcens i nydaikayii. BUBUeHHS NIEPEHOCHOIO 3HAUYEHHS CJIOBa —
OJlHa 3 aKTyaJbHUX NpoOjeM MOBO3HaBCTBA. JIIHBICTHYHI AOCTIIKEHHS Apyroi mojaoBuHM XX 1
nmouatky XXI cromitts (mpami @. banesuua, B. Bamenka, B. Bunorpagosa, . Buxoanis,
H. I'yitBantok, A. 3aruitka, ['. 3omotoBoi, O. KyOpskosoi, B. PycaniBcskoro, [I. IlImennoBa,
JI. Illep6u Ta iH.) CKepOBaHi HAa CEMACIONOTIYHUN MIAX11 JO BUBYEHHS IEPEHOCHOTO 3HAYEHHS CJIOBA.
OcTaHHIM 4acoM JTOCIIAHUKH BUXOJATH 32 MEBHI MEXI JIOTTYHOTO 1 IICUXOJIOTTYHOT0 HOTr0 pO3yMIHHSA
1 IJTITHO TMPaIo0Th HaJl HOpMYBaHHSM JITHTBICTUYHOI TE€OPii ILOTO SIBUIIIA.

Mema cmammi mnonsrae B KOMIUIEKCHOMY aHali30BlI HNPUPOIU MEPEHOCHOTO BXKHBAHHS
niecniB y moeTuyHux TBopax B. Cumonenka ta JI. Koctenko.

Buknao ocnoenozo mamepiany. OnHa 3 xapakTepHUX OCOOJHMBOCTEH CJIOBAa SIK MOBHOTO
3HaKa IOJIAra€e B TOMY, IO OJHE W Te K MarepiajbHe BHUPAKECHHS MOXKE IOB’A3YBaTHCS PI3HUMHU
3HAYECHHSIMHU, TOOTO «ICTOPis CIOBa BKJIIOUYA€E B ce0e 3HAYHO OLIbINE 3HAYEHB, HIXK Ti, IO BOHO iX
Ma€ B KOKHUIM KOHKpeTHUI MOMeHT [11, c. 67]». Jloku cioBo (hyHKIIIOHY€e B MOBJIEHH1, BOHO MOXE
CTaBaTH HOCIEM HECIOAIBAaHWX 3HAaY€Hb. 3HAYCHHS B MOBI HE MOXE ICHYBaTH 130JbOBAHO, BOHO
pearizyeTbCsi B MOBHOMY OTOUYEHHI (IPUYOMY CJIOBO peai3ye JHUIIE OAMH 3 KIJIBKOX MOXKIHMBHX
JIEKCUKO-CEMAaHTUYHUX BaplaHTIB YW BIJITIHKIB 3HAYEHHS, 1 € 3aJ€KWUTh BiJ 3HAUYEHb IHILIUX,
MOB’S13aHUX 13 HUM 3MICTOM, CJiB). TOMy BHBUEHHS CMMCJIOBOI CTPYKTYpH CIIIB 3/1HCHIOETbCSA Ha
OCHOB1 BHUBYEHHS iX JIEKCHMKO-TpaMaTHYHHUX 3B’SI3KiB y KOHTEKCTI. Sk 3ayBaxkuB B.M. IlerpyxiH,
«KOHTEKCT BU3HAUa€ CEMaHTUYHY Aymy ciosa [ 10, c. 105]».
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