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Abstract: The article highlights a complex of problems addressed by linguopoetics, the science that
concerns itself with the language of fiction and poetry. Linguopoetis as the study of imagery, its
rules and means aims at revealing the potential power of tropes in literary texts; more importantly,
it provides understanding of the principles that govern text organization in terms of the
philosophy of knowledge, the unity of language and thought, the linguistic picture of the world.
The system of ideas and images presented in literary discourse requires a holistic approach rather
than the discussion of separate text fragments, i.e. the analysis of ‘vertical context’. Comprehension
of metaphoricity presupposes generalizations at the level of the semantic structure of the whole
text with its colloquialisms and metaphorical imagery, transformations of figurative and non-
figurative meanings, stylistically neutral and marked elements, connotative layers and additional
new meanings. A distinctive feature of modern literary texts is deviations from codified literary
norms; such divergences create ‘freshness’, originality of expression; they create unique images
providing deep psychological insight and eloquence. The study of modern literary discourse
involves investigation into the general characteristics of national idiolect, its specificity, authors’
ideostylistic features. The analysis of individual styles of writing, on the material of modernist
prose and poetry in particular, makes it possible to establish current literary trends and innovative
tendencies in modern Ukrainian literature.

Keywords: linguopoetics, linguostylistics, literary discourse, text, meaning, styles, image, trope,
metaphor, symbol.

Modern researches into the field of linguopoetics as the system of rules that govern literary
discourse involve the analysis of theories and approaches that reflect the general development of the
humanities, accumulation of new knowledge, in the areas of linguo-cultural studies, cognitive
linguistics, linguistic pragmatics in particular. Modern approach to Ukrainian national culture as an
aesthetic, educational and spiritual phenomenon of great value presupposes a comprehensive analysis
of the language of Ukrainian literature; in-depth researches in this domain are stimulated by intensive
innovative processes in the Ukrainian language space, by the appearance of new modernist trends and
tendencies towards the general innovation of literary idiolect.

An assiduous attention of philological science to ‘a creative aspect of language’ (Emile Benveniste),
to the unity of language and thought in literary discourse may be explained by the advancement of
theoretical linguistics that focuses on the analysis of deep semantic processes, the verbal coding system,
the ways of representing the subconscious as a linguo-aesthetic phenomenon, etc. Studying authors’
idiostyles — such features as balance between discourse appropriacy on the one hand and semantic
correctness, general literary norm on the other; ‘opting out’ of the latter for the sake of achieving
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specific linguo-aesthetic effects; innovative linguistic phenomena in literary works, which unlock the
inner potential of the language — the researcher rises to the level of profound problems of general
linguistics.

Studying poetics as a branch of linguistics or literary analysis, or aesthetics, or psychology is not the
task of primary importance, because it is the joint efforts of scholars who analyze theoretical aspects of
different types of knowledge that help to establish the principles of investigating the language of
literature as a national phenomenon. At the same time, for a linguist, literary works are first and
foremost text structures, material for the analysis of discourse and its system of expressive means. R.
Barthes, says, ‘Over against the traditional notion of the work, for long — and still — conceived of in a, so
to speak, Newtonian way, there is now the requirement of a new object, obtained by the sliding or
overturning of former categories. That object is the Text’ [2, p. 380; 16]. Text becomes the main factual
material for research, an object of in-depth analysis.

Considering modern studies on literary texts, I am guided by the postulate that the text of literary
works is a semiotic system apart, that literary discourse reflects reality indirectly by modelling an
imaginary world; it is an intentional, a probable, — but not true, not real — linguistic picture. Hence it is
appropriate to regard literary texts as the organization of linguo-aesthetic signs [4, p. 4-5] capable of
creating unreal, bizarre, mythological and other images at the author’s will irrespective of difficulties in
establishing connection between the addressant and the addressee somewhere along the line.

After all, the modern approach to linguopoetics and linguostylistics — taking into account the fact
that quite often these two fields of science overlap, in the domains of such notions as ‘style’, ‘image’,
‘linguo-stylistic means” in particular — presupposes that the unity of language and thought should be
placed at the core of research on the language of literature, as well as that of other styles; the same
methodological principle can be applied to the analysis of the linguistic and the conceptual pictures of
the world. On the other hand, linguo-poetic and linguo-stylistic analyses provide priceless material for
the understanding of mental activity of both a particular author and a generalized native speaker.
According to S. Ya. Yermolenko, ‘Comprehension of stylistic issues is directly related to the philosophy
of language, to the actualization of the psychological trend in linguistics. It is a prevailing trend in the
modern science of language, no matter what we would call this field of knowledge — functional,
communicative, anthropocentric, cognitive, pragmatic or any other linguistics’ [3, p. 113]". It is only the
general theory of knowledge, a wide range of national and cultural contexts that make it possible to
take a fresh view on the legacy of Ukrainian literature, both of the period since independence and the
previous literary tradition.

One of the most important issues of linguopoetics is nationally specific elements in belles-lettres,
their complying with the requirements of the general public; on the other hand, the study of national
and cultural components in creative writing involves the analysis of the artistic idiolect, idiolectal
stylistic peculiarities of texts, the author’s search for their own artistic manner of expression, the
‘admixture” to general discourse processes, the features that make the voice of a particular literary
master recognizable in overall literary context. Such an approach implies that linguo-poetic analysis is
an obligatory aspect of research, which complements other forms of assessment and other principles of
investigation, ideological and aesthetic, literary-critical and general philological ones.

The specificity of linguo-stylistic imagery, the artistic potential of the language of literature can be
best explained through the mechanism of metaphorization, the ability to express double meaning, the
primary one and the semantic shift. E. Cassirer claims that “...no matter how widely the contents of
myth and language may differ, yet the same form of mental conception is operative in both. It is the
form which one may denote as metaphorical thinking ...” [15, p. 68; 17], thus research on metaphoricity
as the fundamental principle of linguistic creativity involves establishing its inherent properties not
only from theoretical and methodological perspectives, but also from the perspective of its pragmatic
effectiveness. The analysis of the mental basis of metaphorical shifts should be complemented with the

x
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Linguopoetics Today 57

study of linguo-cultural, linguo-cognitive, linguo-pragmatic aspects of the whole system of tropes, and
metaphors — in the general meaning of the term — in particular.

The analysis of metaphor as a cognitive-linguistic phenomenon involves establishing the
mechanism of its creation, linguistic sources and textual means that allow for the transference of
meaning. The essence of metaphor can hardly be reduced to its popular definition as ‘the use of a word
that designates a particular class of objects, phenomena, etc. for the purpose of characterizing or
labeling an object that belongs to another class or labeling another class of objects analogous in any
regard with the one referred to’ [1, p. 296]. This definition is not sufficient because an important factor
in creating a metaphor, along with the core word or collocation, is the latter’s verbal environment, a
broad and/or narrow context in which a metaphorical meaning can reveal itself. It means that we face
the problem of defining the boundaries of metaphor as a contextual unit with its core component and
dependent members. The extended metaphor can go beyond the boundaries of a word combination or
sentence; it can develop throughout a part of a literary work; we cannot exclude the possibility of a
comparatively short literary text, for example, a poem, being an extended metaphor with its own inner
hierarchical organization. Consider an excerpt from the poem ITanopomv (Fern) by L. Kostenko):

muui 3eaeni

Y ni3nio nopy

cnamu 3AemiAuco

Ha céidxcuti nopyo.

Green birds

came flying down to sleep
between newly-cut tree stumps
late in the evening.

Tuxo cnycmuruco

HA KOBMY ZAUYIO

nmuuyi 3eAeui,

3eAeHi nmuyi.

Quietly they landed

onto yellow needles,

green birds,

green coloured birds.

Kpunramu 6uau,

nepa zyouAu,

20A08U cu3i

HU3LKO XUAUAU ...

They flapped their wings,
dropped feathers,

and bowed their smoke grey heads
low ...

The key image of the poem is fern — the mythologeme of the plant — presented as green birds;
obviously, it is not enough to use the word birds to designate the plant: a reader does not know what
kind of birds they are, why they are associated with the fern, what properties they have, etc. The task is
to reveal the meaning of a composite metaphorical picture, with green birds as its core component (they
are green because they represent fern, and they are birds because birds are a poetic symbol in folk
beliefs). Consider another example of a poetic metaphor triggered by subjective associations: “eii
3acunytomo mope / no ne6i mopouamocs / paiicoki nmuyi 6 noaym’i’ (V. Vovk) (eyelashes are lulling the
sea / birds are gliding through the sky / the birds of paradise in flames); here the poetic image is created
through the collocation of words that do not ‘fit" semantically: eyelashes are lulling (+ object), are lulling
the sea, the birds of paradise that are gliding through the sky, the birds of paradise in flames (the image of the
birds of paradise is a biblical motif).
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In the context of discourse, the metaphorical meaning of a word can be intensified or weakened, it
can receive new connotations and lose old ones; the shifts of meaning in the ‘metaphor/non-metaphor’
system may be unostentatious; it is difficult to draw a line between one meaning and another, thus our
task is to establish both metaphorical and non-metaphorical meanings in the same word or expression,
their combination making the overall meaning even more complicated. A reader is not supposed to
comprehend the separate nuances of meaning; on the contrary, it is a newly coined complex semantic
unit that reveals the artistic essence, the poetic meaning of both a word and the verbal context affected
by the impact of this word.

Consider Lesia Ukrainka’s poem Jum (Smoke). At first the author says that y pionim xparo nasimo
Jum corodxkuii ma xoxanuii (in [our] native land even the smell of smoke is sweet and dear); smoke is vapor
and gas produced by a burning substance, but for the author it is sweet and dear, which presupposes the
metaphorical meaning of the expression — the smoke of the native land evokes the feeling of
contentment, fills one with inner happiness. Further in the text, the word smoke regains its direct
meaning (nozasdaromo na Jumox (keep glancing at the wisp of smoke); npocmyrouu 00 Aicy, Ha OUMOK
(heading for the forest, for the wisp of smoke); npocmyiimo na dumox (let’s head for that wisp of smoke); oum
éremie Mmeni 6 gikno (smoke blown in through my open window); nozanuti oum (bad smoke); oum 6 kypmiii
xamuni (smoke in a chimneyless hut); dum zpus oui (smoke was biting the eyes); the context indicates that it
is the smoke of the native land, and the word native triggers the transference of meaning — the word
smoke returns to the metaphorical plane. Smoke in a foreign land is described as an anthropological
phenomenon:

I denv, i Hiy, i KOXKHYIO X6UAUNY

Each day, each night, every moment,
beszyuto i maemmo, ma supasio
Soundlessly and secretly, yet clearly

Bin [aum] npomosas: «5 mym, a 3a6xou mym».

It [smoke] keeps saying, ‘I'm here, I'm always here’.

Toii dum nporux Mmeti y came cepue, ...

That smoke has got right into my heart, ...

So smoke can say something; it has got right into my heart; being personified, smoke becomes the core
component of the metaphor (a person experiences a feeling that confirms the initial impression: smoke is
sweet and dear). Compare another example: Juxaromb muxo axayii nixni, / 3rezxa xorumymocs 6
cymini cpibniii ... / Yom 1, ckaximo, ne axayia wixna, / Hauo dymku memne cnarroromov, myuamo?
(O. Oles) (Tender acacias breathe quietly / Swaying lightly in silver twilight ... / Pray, why am I not a tender
acacia, /| Why do thoughts burn and torment me?); here the transference from the direct meaning of the
word acacia (a tree or shrub) to the indirect one (comparing a girl with the acacia) is ostensively
indicated; the word is used as an image.

The use of epithets creates a similar ‘twinkling’ of meaning; with epithets, the development of
metaphorical meanings occurs not simultaneously, but gradually: the emergence of particular
figurative features causes the disappearance of some inherent ones. Thanks to a wide range of lexical
and semantic variations ("Among all the parts of speech, it is the adjective that has the greatest lexical-
semantic potential” [11, p. 13]), the attribute increases its semantic value, receiving powerful stylistic
connotations; around them, it builds up its own image, the structure that sometimes is more powerful
than the initial name. For example (an excerpt from a poem by V. Kobylianskyi),

Cpibno-cipuii cniz cysopuil

Bleak silvery-grey snow

Cpibno-cusuii cunae cym

Throws silvery-greyish sorrow
Ha 6Auckyui 6iri 60Aai,
Onto the bright white pains,

Biai 6Aaucku 6iaux oym.

The white glitters of white thoughts.
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From the perspective of linguistic pragmatics, in order to draw distinction between ‘living’
metaphors and stereotypic, fossilized expressions that have lost the freshness of image, we have to
establish the associative connection between referent and correlate. In order to understand the extent to
which this associative connection is recognized as artistically justified and a particular metaphor, as
‘fresh’, we have to enter the grey area of subjectivity/objectivity and individual perception. It is
necessary to solve the problem of differentiation between the artistic metaphor and the trite one, to
establish the degree of novelty of the author’s metaphorical expression. Stereotypical comparisons are
not perceived as metaphors; consider the expressions Aome, sk 6uruny (breaks [something] like a dry spire
of grass); zopumv, sk xap (burns like glowing embers) in the following examples: ... miuny cuay i kpacy /
Aome, sax 6uruny, / Cywe, sx pocy (Ya. Shchoholiv) (... great strength and beauty / [death] Breaks like a dry
spire of grass / Dries [them] up like dew drops); SIx xap, zopamo na cmeny Aoni / Ix kopozosxu soznesi (Like
glowing embers across the breadth of the steppe / Their fiery banners are burning) (M. Cherniavskyi)".

Though it is not always that we can draw a clear line between ‘living’, freshly coined and trite,
‘dead’” metaphors. Some set expressions can get dephraseologized, a trite metaphor can receive a fresh
meaning in a new contextual environment, a word in its direct meaning can acquire new semantic
connotations, which makes it similar to metaphors. Consider Lesia Ukrainka’s lines Hiu memna Atodeii
6cix nomomaenux ckpura / Iio wopni mupoxii kpura... / Beix 6aadapxa niv noxopuaa. (A dark night has
covered all tired people / With her wide black wings... / the lady night has subdued everyone.) Here the core
word of the metaphor is night, because it is part of the metaphorized context (has covered [people] with her
wide black wings; the lady night).

Words and word combinations, as components of metaphorical expressions, can get new meanings
and enrich their semantic potential ‘fixed” in dictionary entries; thus the extension of the semantic
meaning of a word or a word combination results in widening the boundaries of their interpretation.
Also, one meaning can fall out of use, another can appear; for example, it may occur when a
metaphorized word is repeated several times in a text. Consider the following excerpt from Mykola
Voronyi's poem:

Panu, cepysa py6inn!..

Wounds, the rubies of my heart!..

O, py6inn uepeoni!

Oh, red rubies!

A xmo x eam dae 6azposicmo i NOAUCK 0ZHA?

Who has made you as purple and bright as fire?

Mos zopdicmv, 06paxena zopdicmo mos,

My pride, that hurt pride of mine,

IJo mpumara miii 2Hi6 Ha npunomi.

Which kept my anger on a leash.

O, py6inmn uepgomni!..

Oh, red rubies!..

Here we see the transference from the metaphorical meaning (the rubies of my heart — ‘painful
consequences of the gone feelings’) in a highly expressive context to the dictionary meaning of rubies as
“precious gems'.

In this context, the phraseme is regarded as a single whole that becomes a component of the
extended metaphor; at the same time, the motivation factor, the inner form of the phraseme is not the
object of linguo-poetic studies proper. Consider, for example, the Ukrainian idiomatic expression
ckoyumu 6 zpeuxy (literally — ‘jump into the field of buckwheat’, which means ‘to have a bit on the side;
extramarital affair’, in the following sentence: — Sk cxoue 6 zpeuky ckaxnymu, mo il HA HAAUZAYA He
edepokum, zu-zu-zu!l.. (‘If she wants to have a bit on the side, no leash can restrain her, ha-ha-ha!..”) (Biddaeaau

" In the citation below, the author uses the Ukrainian idiomatic expression momamu na eyc (literally —wind [it] round one’s
moustache’), which means ‘to make a mental note’. Consider Yu. Shevelov’s vivid example, ... Kotliarevsky used the phraseological
unit Momamu na éyc, i.e. “to make a mental note”, in the sentence Byavkan posm’sx ax keauia, Benepa me cobi na eyc (Vulcan got soft
like jelly, Venus [wound] it on her moustache), though, of course, he did not think that Venus had a moustache [14, p. 45].
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Kampto (Giving Katria in Marriage) by H. Tiutiunnyk). The above idiom is interpreted as a metaphor
with the connotation of mockery (leaving aside the motivation of the expression). Compare the
examples of ‘hidden” metaphors nacmu sadnix (literally — ‘to shepherd the back ones’) — “to be the worst
student/worker in a group’; xaba dasumve (literally — ‘the toad presses hard [on someone]) — ‘be
stingy’, 06yxom no zoaosei (literally — ‘[hit someone] with the butt-end [of ...] on the head’) — ‘be
shocked by bad news’; the motivation of such metaphors is a factor behind creating the image, but their
frequent use results in the loss of associative connections, hence now they are regarded as purely
idiomatic expressions.

The figurative meaning of a phraseme reveals itself when the inner form this phraseme is ruined;
there occurs a conscious return to its motivation, its phrasemic meaning is rejected; the primary
meanings of the words that comprise an expression give rise to a new meaning; though the
metaphoricity of a phraseme is not completely lost in a new collocation; in a new text, some part of the
metaphoricity is retained; it is this part that creates a particular linguo-aesthetic effect. Ukrainian
literary authors often emphasize the inner form of an expression highlighting the nuances of its
meaning; yet the capacity for transformation along the line of ‘the combination of words in their direct
meaning’ — ‘phraseme’ — ‘the combination of words in their direct meaning’ — “phraseme’ is far from
being exhausted. For example, in one of his poems, I. Drach uses the Ukrainian idiomatic expression
06xo0dumu Jdecsimoto dopozoro (literally ‘to take the tenth detour road’, meaning ‘to steer clear of
[someone or something]’):

O06x00umu decsamotro dopozoro

To take a ten-times longer roundabout route
Lle snauumo — ne Auw neputy 06 Munymu,

Means not only to bypass the first road,
A 11 0dyypamucov dpyzoi dopozu,

But also to reject the second route,
A mpemto max 3a6ymu, ujo HIKOAU

And to forget the third one so that you’ll never

Ii ne suamumew, s i uemeepmy ...

Even think about it, as well as about the fourth one ...

A exe decama — came ma dopoza,

And it is only the tenth road

Sxoro moxna cnpaedi obitimu ...

That will really let you steer clear [of someone] ...

Tox cxirvku mpeba mux 0opiz npotimu,

So how many roads do you have to bypass
Koau mu xouew 06itimu xozoco

When, wanting to avoid someone, you
Aecamoto, naitdarvuioro 0opozoto ...

Take the tenth, the longest route ...

The phraseme 06x0dumu decsamoto dopozoto (‘try to avoid someone or something in order not to
get into trouble’) undergoes the following transformations of meaning: ‘the route” (direct meaning) —
the phraseme loses its motivation — it regains its primary meaning (the tenth route — the longest route).

From the perspective of linguopoetics, we analyze symbolic functions and meanings in
metaphorical contexts relying on the capacity of low-imagery words (concept words) [9, p. 15] to carry
a set of meanings, sometimes with vague semantic contours. It is linguopoetics that highlights specific
linguo-aesthetic effects achieved through the use of symbolic meanings along with primary ones.
V. V. Zhaivoronok states that there is ‘a close connection between the author’s symbols and deep
folklore symbols’ [5, p.147]; though it is evident that using the existing folklore symbols as linguo-
poetic means, the author enriches them with new connotative properties; on the other hand, a symbol
coined by the author becomes part of a metaphorical context. Consider an excerpt from a poem by O.
Oles:
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O1i ne citimecn, ciizu, o1l He cilimecy, pAcHi,

Oh, do not ye drift down, don’t fall down, ye thick snows,

He zy6imv 6u ocmannvoi caaéu;

You cannot regain your past glory;

I'pie 30arexa 3emaro yemimka sectu,

From far away, the smile of spring warms up the earth,

IIpobusaromoca nporicku, mpasu.

Snowdrops and grasses start springing up.

It is the context that helps a reader to understand the symbolic meaning of the word snows: the
repetition of the imperative O1i ne ciiimecs, cnizu, ot ne ciiimecwy, pacui — Oh, do not ye drift down, don’t
fall down, ye thick snows addressed to a natural phenomenon is a metaphorical call; a poetic association
between snows (their detrimental effect) and glory creates another image; the smile of spring, snowdrops
and grasses start springing up also have a metaphorical meaning; thus the symbol of snows enters the
context as a component of the extended metaphor.

Another vivid example is the symbol word cmuzma (stigmata) as it is interpreted by a literary critic
V. Riabchuk; stigmata are the wounds of crucified Jesus Christ; the critic defines stigmata as ‘wounds
that appear on the body of a person as a result of auto-suggestion’ [13, p. 328]; in order to illustrate the
definition, he cites an excerpt from B. Rubchak’s poem:

Xou 6ypi 06AuUYA 3pUAl,

Though bitter storms have ploughed your face,

60 x putomv 06AuYUs OpuA, —

because they do it even to the toughest ones,
Y naeuax meoix noXuAUx

your drooping shoulders
30epexeni cmuzmu Kpua.

still bear the stigmata of the wings.

The words the stigmata of the wings ‘are not only a feature of poetry per se; they are a specific
paradigm of the whole Ukrainian history; the stigmata of the wings, the stigmata of culture, the
stigmata of historical memory and national identity” [Ibid., p. 331]; thus the historically preconditioned
semantic potential of the word stigmata is revealed through the symbolic meaning of the stigmata of the
wings.

Analyzing metonymic shifts in words and word combinations from a linguo-poetic perspective, the
researcher has to differentiate between phenomena of linguo-aesthetic level and the substitution of
linguistic units with wider meanings for units with more specific meanings that are used in everyday
speech; the latter may occur in literary texts too (consider, for example, Ivan Franko’s words Yac nam 3i
cuenu sitimu (It is time we pass from the scene), the standardized expression pass from the scene means “to
retire, to quit a job/an activity’). When the author finds a fresh substitute for a commonly used concept
word that presents the idea in a new light and enriches its nominative meaning with specific
connotative evaluations, they create quite a different linguistic and stylistic context. Consider the
following lines by I. Drach:

Yxpaina we ne emepra

Ukraine has not died yet

Xou ne 6yao bepaa ...

Though there was no [hetman’s] mace ...

Koau cxinempa ne cmaao

When the sceptre was gone
Mooxe i e 6yearo

Maybe there had never been one
To0i cr080 dus0cA060

The word, the miracle word
Caoso beprom cmaro
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The word became the mace.

In the text, the two words designating the same object have different semantics: 6epao (mace)’; is
‘the symbol of power’; ckinemp (sceptre), ‘the symbol of the tsar’s power’. The text implies historical
changes: the period of foreign rule (sceptre) has been ended; the new ruling power is not so grand, but it
is the national ruling force (mace); both words are dated, but the connotation of mace (the sign of honour
and dignity) makes the glamour of the official sceptre fade; here both mace and scepter, being used as
substitutes for ‘power’, perform the metonymic function. The text communicates the following
message: even in the absence of state sovereignty, the Ukrainian nation did not disappear; the foreign
power is gone, the country has its national leaders.

In literary texts, we often deal with the interrelation of tropes: simile, symbol, metonymy, epithet,
hyperbole turn into metaphor [7, p. 215]; the creation of metaphorical similes, symbolic metaphors, etc.
or extended metaphors, transformations of one trope into another are complex, contextually specific,
artistically ambiguous processes. In one way or another, two tropes interact between themselves;
additionally, the primary meaning of each archetype reveals itself at a deep level; thus there emerges a
complex meaning, in which each trope has its own function, but it is only the integrity of the whole
new image that fully reveals the true meaning. Consider an excerpt from Ye. Hutsalo’s story Ydocsima
(At Dawn): Panmom 3ynunstoco: 60 — éce nomimmiwe i iouymuinie — 3eAenKysame ckAeninns neba
CmMae cxoxe HA Xpam, SAKuil euuiae i éuujae, céimaiuae, nabupae ypouucmocmi, i He 6aildyxoi, a
maxoi, wo npobYydxye xor000K 3axonAeHns 6 mobi, a 6 3IHUYAX 3anairtoe ickpu, — mu HAaeimo
siduysaew, Ax 3asacHie meii 3ip ... CAaéHO MmoJdi 6 YbOMY GeAemeHCbKOMY xpami, i zapHi OYyMku
npuxodamo 6 20A08Y, ti MoAumcs 6e3M06HO, w400 xou mpoxu JopieHAMUCL 00 i€l yucmomu, wob xou
dewguyto exaacmu cobi 6 dywy uyiei Henopounocmi, dobpa i A10606i, AKi nawyromo y npupodi.
(Suddenly I stop — the greenish vault of the sky now looks like that of a temple, it gets increasingly higher, lighter,
more solemn, without becoming remote or indifferent; it fills you with the coolness of admiration, and your eyes
start to spark, —you even feel that they are shining with luster ... You feel good in this huge temple, nice thoughts
come into your mind, and you pray silently, asking for at least some of this purity, you want to put into your
heart at least an infinitesimal part of this innocence, goodness and love you see in nature). At first, the vault of
the sky only looks like that of a temple; then the author makes it clear that he regards it as an image: in this
huge temple.

The mechanisms of transition from direct to metaphorical meaning in discourse, the development
of additional word meanings and stylistic colouring should also be discussed. These transformations
are especially conspicuous in the contexts that are close to folkloric materials, in tales and legends,
where a reinterpreted word acquires the features of mythologeme. Consider an excerpt from
H. Tiutiunnyk’s Cmenoea xasxa (Steppe Tale): Tenep Kypinv 6xe dasno xuee noceped cmeny cam-ooum.
Bxe i zo6opumu 3a6ye. A 3naé xe! He cam 3nas, wjonpaeda, a naeuuecs 6id mozo, xmo 1i0z0
smaticmpyeas, — 0s0vka Jemuda, mecai i 6umuearviuka ... A 0pyzozo ons npuitiAu Ar0du 3abupamu
Kypinv y cmen. Cmaau nidcadxyeamu 11020 Ha 6034, a 6iH panmom ckasaeé max camiciivko, AK 6
Aemud: — O-ox! A ax eesau y cmen i eimep 6asuscs Ho6eHvk010 corom’anoto wynpunoto Kypenegoto i
mepcs 00 11020 corom’sani 60ku, 6in yce ka3aé i ka3ae 30ueoeano: — Ill-wo-o? Il1-0-0? (For a long time,
Kurin™ has been living in the steppe alone. Now it has lost its speaking skills. But it used to know how to speak!
Frankly, it picked it up from the man who had made it, from uncle Demyd, carpenter and thatcher ... On the next
day, they came to take it to the steppe. They started to load it onto the cart, and suddenly it said, just like Demyd
would say, ‘O-oh!” And on their way to the steppe, when the wind was blowing through its new straw hair and
brushing against its straw sides, he would keep saying, surprised, ‘Wh-wh-at? Wh-a-at?’) The ‘personification’
of old Kurin through its acquired ability to ‘speak’, like a human would do, is a typical example of
metaphorization. It conveys the symbolism of the tree as a folk poetic image, the idea of vital forces, the
unity of people with nature.

" Mace - symbol of authority and administrative power used by Zaporozhian Cossak hetmans and high officials [18, p. 129].
The Ukrainian word kurin means ‘straw hut’.
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The linguo-poetic approach allows for comprehending the value of metaphorical collocations that
are the core components of an excerpt or a whole text; their stylistic function is more than organizing
the textual space, as they also provide new connotative colouring, create poetic environment, determine
the value of tropes as an inherent feature of narrative. From a linguo-stylistic perspective, core
collocations should be analyzed within ‘vertical context’; the syntagmatic aspect of the analysis is
subordinated to the paradigmatic one, and literary text is assessed through discourse analysis. It means
that in a text, we establish dominant idiolectal forms, metaphorical collocations, whose function is to
ensure the unity of its imagery system. Focused on such key components of a literary text, the
researcher can find the correlation between elements depicted as real and those belonging to the sphere
of phantasmagoria, they can find literary ‘touch points’ that make a text a work of art.

Consider the image of the voice of grass in the novel Jim na zopi (House on the Mount) by
V. Shevchuk: Bona nouyaa zoroc mpaeu, i ye ne ysipkyn cniéas nio nozamu. He 6ye ye zoroc ni nmaxa,
Hi 36ipa, Hi ATOOUHU, Hi KOMAXU — MAK MOZAA 2060pumu mirvku mpaéa. Iwioe moii zoroc npuzayuieno,
MO6 wienim, aie 60HA 11020 po3ymira. 3HOGY-maxu He maxK, AK PO3YMitomov AOOCOKY MOSY Hu
Meapunni noxkAuku, — 6y6 mo iHwutl umip, i 60na He Mozaa poskasamu axuil. (She heard the voice of
grass, and it wasn’t a cricket chirping under her feet. It wasn’t the voice of a bird, or an animal, or a man, or an
insect — only grass could speak like that. The voice was muffled, like a whisper, but she understood it. Not the
way you understand a man speaking or an animal crying. It happened differently, although she couldn’t explain
how [19, p. 22]). This is the beginning of the story. At the end, another female character, who also hai
her forerunner’s ability, ‘hears the voice of grass’, Biduyaa, wjo nozu ii cmosame Ha mpasi i ma 3Ho6Y
npomoeasie do nei. Todi 6ona éucayxara muxuii i coxposeHHuti 20A0c, adxe 00 Hei 6in eiwyas. (She felt
her feet standing on the grass, and she heard it speak to her again. She listened to what the voice had to tell her,
since it spoke to her [19, p. 60]).The symbolic metaphor the voice of grass conveys a complex meaning; it is
the feeling of contentment, the joy of life, the happiness of being useful to others; also it is the idea of
continuity of generations, the immortality of nature.

Another important thing to be noted is recent attention to idiolect, the author’s unique manner of
writing. This tendency responds to the search for new literary images, the extension of the sphere of the
non-standardized forms of expression, in Ukrainian fine literature in particular; literary authors aspire
for the creation of their own unique linguistic pictures of the world, their individual systems of
language and thinking; they employ devices that let a reader recognize their individual, author-specific
stylistic patterns. Both classical and modern Ukrainian literature demonstrates that the author’s
individual style cannon but reflect traditional and innovative tendencies in language formation; at the
same time, the author’s idiolect determines the place of the writer in the structure of the national
idiolect. In order to comprehend the author’s individual style, we have to consider and evaluate their
works as a whole, paying special attention to innovations in their vocabulary and the structure of
discourse. For example, V. Yaroshenko’s poem Jo neba ¢piarxoea pusa (A Violet Robe) is abundant in
tropes; being fascinated by the beauty of nature, the author draws on symbolic imagery in order to
convey the feeling of enjoyment; the text seems to overflow with stylistic devices:

Ao neba gpiarxosa pusa

ITiskpyzom sipxamu npuxoroma,

In a semicircle, a violet robe
Is pinned to the sky by the stars,
I ciemuvca 30a0mo cuse,
Ha semaro — nposope 30a0mo...
The earth is sprinkled
With a dusky blue gold — a transparent gold...
Y nebi — 6 piarxosii wmxipi —
In the sky — in its violet skin —
T'opumv norosuna oxa...
[The moon’s] half-eye is burning...
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The imagery seems excessive, redundant: the metaphorical word robe, the metaphorical epithet
violet, the metaphorical hyperbole is pinned to the sky by the stars, the metaphorical collocation sprinkled
with gold, the metaphorical epithet dusky blue, the metaphorical epithet transparent, the metaphorical
collocation the earth is sprinkled, the metaphorical collocation is burning in the sky, the metaphorical
collocation is burning in its violet skin, the metaphorical collocation [the moon’s] half-eye is burning.
Consider another text, a poem by I. Kalynets (the last quarter of the 20* century):

ceixuli xpecm

a freshly-carved cross

Heoapmo naaqe

3 Hb0Z0
KOCMAUbKA KUCUY A

it is not in vain

that it drops the tears of

Kosmach’® fir-tree sap (mporry 3podutn BMHOCKY 40 Kosmach®)
0 6in

uge NOCAY*Kumbo
3amicmo ikonocmacy
oh it
will still serve
instead of the iconostasis

Y Hawomy
okpadeHomy xpami

in our

robbed church

The expression a freshly-carved cross receives its metaphorical meaning due to the collocation of the
epithet freshly-carved (‘made of fresh timber’) and the word cross, the general meaning being not only ‘a
cross made of fresh timber’, but also ‘a new cross, a beautiful cross’; the metaphor it drops the tears of
(...) fir-tree sap conveys the meaning of sadness; the metaphor the cross will still serve instead of the
iconostasis means that people will use the cross during the service; the metonymic use of the word cross
enables the author to create the image of the bearer of holiness, God’s grace; the metaphorical
expression in our robbed church conveys the generalized idea of the native land (our) as the halidom that
for centuries had been robbed by intruders. This piece of text is a poetic generalization, the author’s
idea of the revival of Christian and national values.

If we regard a literary work as a multi-layered phenomenon with its own subsystems presenting
different forms of the author’s language and thinking (for example, the use of different styles,
monologue and dialogue speech, lyrical and publicistic digressions from the main line of the narrative),
we will find in it traces of allusions, antonymic structures, inner contradictions. Using in one’s verbal
space other people’s vocabulary and phraseology, citing documents and even charts is gradually
becoming a modern literary trend. Intertextual insertions have to be analyzed as to their textual
appropriateness, compatibility, presence, functional and semantic value. Such references to ‘the text
within the text’ typically perform the imagery function and are a factor in the process of literary
metaphorization.

Various allusions to literary sources, folk songs, mythology, etc. — even if they are not always
understandable, at least for an average reader, even if their content parallels are not traceable — create a
specific linguo-aesthetic effect, stimulate a reader’s mental processes and make them decode the
meanings of precedent texts. In such cases, allusions are perceived not as an indicator of the author’s
intellectual scope, but as the specificity of their language and thinking, their world view presented as
the web of concepts; each allusion parallel is perceived as a different approach to a phenomenon or an

’ Kosmach (established in 1427) — a Ukrainian village in Kosiv District, Ivano-Frankivsk Oblast, a centre of traditional Hutsul folk art
and crafts.
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event, which is viewed through the eyes of another author, who may be even new to it. Consider an
excerpt from the poem Micmo (City) by M. Semenko:

Oe dirocv conue? Bxe 00cgimuro

where is the sun gone to? It has already stopped shining
de diaace nicna? Bxe 0dzyra

where is the song gone to? It has already been sung
2amipumo mMicmo i 0360HUNMb MUAO

the city is vibrating with noise and chiming sweetly
i oxkponuaro «Ljeimouxu 3ra»...

it has [already] spayed “The Little Flowers of Evil'...

The author creates the picture of a busy and noisy city; the image is a reference to the volume of
poetry The Flowers of Evil by Charles Baudelaire that conveys the feelings of anxiety, apprehension,
restlessness, the atmosphere of danger.

Typically, allusion is an element of extended metaphor. For example, in a heteroclite short story
Camcon (dim na zopi) (Samson (House on the Mount)) by V. Shevchuk, Ivan, a character endowed with
tremendous physical strength is the allusion to the biblical Samson; in the story, Ivan wrestles with an
imaginary lion and defeats it, Xeuai noauny noxomuaucs we zycmime — 6xe He 6YA0 HiU020, Kpim
NOAUNY ma 6i04aro, KpiM zipkomu i Aeéa, w0 Weudxo niuioe tiomy Hasycmpiu. «Hy om, — ecmuzra
MuzHymu tiomy dymka, — Mu 3HOBY 6i3bMeMOcs 3 HUM ypyuku». /e cmpubuye na Hb020, 1 60HU
NOKOMUAUCS N0 MOMY NOAUHY, AKUM 3APOCAA YepKed, A HA HUX i3 ZYPKOMOM 36AAUAACS MEeMHA AAGUNHA
4y xmap, 4u noramanux depes. (Aim na zopi) (The waves of wormwood were rolling ever thicker — and there
was already nothing but wormwood and despair, nothing but bitterness and the lion that was approaching him
quickly. "Here we go,” a thought flashed through his mind, ‘it’s a single combat again.” The lion leaped at him, and
they rolled along the wormwood that choked the church, and a dark avalanche — of clouds of broken trees — fell on
them with a crashing noise.) The specific linguo-aesthetic effect of this text is achieved through the
combination of some Ukrainian national realia (church, wormwood) and a biblical element (lion); the
allusion is indirect (the character has been blinded, and he cannot see with whom he is wrestling — a
beast or a man). The heroic motif is revealed through the literary dichotomy of ‘Ivan vs. an aggressive
mob’” — “Samson vs. the lion’.

Intertextual elements typically do not interfere with the author’s style of writing; they become an
inherent feature of their text; consider, for example, a recent tendency to weave verse into prose fabric,
thus making a story ‘move on’. In their texts, authors use fragments of poems and even whole poems of
their own or other people’s authorship; for instance, Yuri Andrukhovych uses numerous quotations
from the poems by B.-I. Antonych’s in the novel Twelve Rings, which tells the story of the poet’s life.
Authors also employ more complex linguo-poetic methods such as switching from one style to another
or combining elements of different styles in the same narrative. For example, using publicistic
fragments in literary discourse is a quite popular trend. Obviously, the current social and political
situation in Ukraine affects the authors” way of thinking, social consciousness and manner of writing.
Then, there arises another question: creating a story, the author is supposed to rely on literary means;
so are the author’s comments appropriate, are they necessary? It has to be noted that in a literary work,
a pronounced publicistic element, the author’s subjective opinion can interfere with their artistic style.

Consider an excerpt from @poiid 6u naaxaé (Freud Would Cry) by Irena Karpa: Cxasamu npo
napusoxe Aemoguwe Illapav de Toarb, wo 60HO — nOSHUI GYMYpusm, ye e HiH0Z0 NPO HLOZO He
ckasamu. Ilo6u 36aznymu 6cto 11020 NOMNE3HICMb, SYMUCHY iPppaAYiOHAABHICMb | 6paXxkatody, 4apieHy
Maziyny Hespyunicmo yvozo Aemosuwa Jdemosuny, mpeba, w06 00un 6aws Aimax 3ani3Huecs, a 00
HACMYNHOZ0 3AAUMAAOCA 06a0UsIMb X6UAUH. JA n06HO020 YcidomaeHHA mMozymiboi kpacu Ilapav-
de-T'oara sam mpeba mamu 3a cnunor0 06aAHAIUAMUKIAOZPAMOBO0Z0 HANATUHUKA, HABAHMAXKEHOZ0
nAsKamu 3 6icki, ke 6 6u Hi 3a W0 Ha c6imi Hide He SAANUMLUAY, Hepe3 nAeYe Y 64C MA€E MeAinamucs
mop0a i3 He HATHOBIWUM, a SHAYUMD, JAAEKO He HATIAeZUM HOYmOYKOoM 3 ycima 11020 Oebexamu, a 6
200061 6awiil Ma€ 3aKAuHUmM 2ipky 4epeony oymky npo «Campari», sxe kpoe 3 Hoca mpeba Kynumu 6
odnomy i3 «Tax Free». (To say that the Paris Charles de Gaulle Airport is a total futurism is to say nothing. In
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order to comprehend all its pompousness, deliberate irrationality and the astounding, charmingly magical
inconvenience of the whole Airport of Aiports, you have to get into a situation where your incoming flight is late
and your connecting flight departs in twenty minutes. To fully comprehend the mighty beauty of the CDG, you
have to have a twelve-kilo backpack on your back, full of bottles of whisky, and nothing in the whole world would
ever make you leave them anywhere; you have to have a bag swinging from your shoulder with a notebook and all
its bells and whistles, not the latest model, meaning not the lightest one; you have to have this dark red bitter
thought stuck in your mind about a bottle of Campari that you have to buy in one of the Tax Free’s — no matter
what.) The structure, the tone, the syntax of this excerpt are close to those of publicistic discourse; the
text is overloaded with abstract words (futurism, pompousness, irrationality, comprehend) and non-
translated borrowings (Campari, Tax Free).

The literary discourse of modernist authors has a number of features that make its analysis rather
difficult: first, both poetic and prose texts often involve interpretation of inner deep meanings,
especially if the language of such texts is marked by semantic ambiguity; second, from the perspective
of form, a text can show signs of destruction; for instance, if it is built on the principle of ‘stringing’, i.e.
adding more and more word combinations, clauses and sentences, comments, insertions; injecting
direct and reported speech, inner monologues, interactives, etc.; third, in order to create their own
world of images, an innovative author employs an unorthodox organization of tropes, designs new
metaphors, hidden symbols. Such texts require new linguistic, cognitive and linguo-poetic principles of
analysis.

For example, linguo-poetic approach can be applied to the interpretation of poetic texts, whose
imagery is based on unexpected associations, whose typical features are originality, mysterious
narrative, discrepancy between artistic and real-life world view. Deciphering the meaning of such texts
may present difficulties, as their plausibility is hard to prove, thus their analysis may yield ambiguous
results; it is probable that ambiguity is inherent in the author’s consciousness; at least, we can maintain
that within this trend, deviations from codified norms of collocation (syntactic destructivism) is
regarded as a linguo-stylistic norm. Consider an excerpt from the poem by V. Kordun:

3a0aa xoprunnocmi

For the sake of dahlianess
sopxunosuti Xpucmoc

dahlia Christ
0OAOHBKO10 MAAEHDKOIO

with a small palm of his hand
zemv 6i020pmMae 3eMA10

moves the soil away
610 KOPIHHA KOPKUH.

from dahlia roots.

In order to interpret the text, we have to decode the author’s symbol of dahlia and to understand
what Christ means to him; it will allow us to understand the meaning of the collocation dahlia Christ
(Christ as the saviour of dahlias?); evidently, we have to rely on the idea of beauty as Christ’s gift
[10, p. 31]. Consider another example (an excerpt from a poem by Yu. Andrukhovych):

Caodu 6younkie — yezasanuii edem,

The gardens of buildings — a brick Eden
0e AazZioHO MO6YAMb CKYAbNMYPHI 36ipi,

where stone animals keep an amiable silence,
Je panii no3ueni mpemmasamo 6 eQipi, —

where early morning call signs tremble on the air, —
MU iX HA MOBY nMacmea nokAadem.

we will fit them to the language of birds.

The poem creates a romantic picture of a big city, hence the semantically related high-imagery
word gardens and low-imagery word Eden, the key words in the metaphors the gardens of buildings and a
brick Eden; the metaphorical expression keep an amiable silence (stone animals are supposed to keep silence);
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call signs tremble is a traditional metaphor, while translate (call signs) into the language of birds is a
complex image, for which I may suggest the following interpretation: the tweeting of birds (the language
of birds) is louder than broadcast news.

Modernist prose requires a new methodology of analysis; it should be regarded not only as verbal
experiments, but as experiments with the organization of literary texts. According to
N. V. Kondratenko, ‘The texts of non-classical paradigm involve experimentation with language. In
such texts, authors break the norms and rules of combinability, the syntagmatic sequence of verbal
units. They are characterized by fragmentariness and superfluity, interruptedness and ambiguity, i.e.
they demonstrate inner ambivalence of literary language” [12, p. 278]. Yu. Lotman maintains that ‘in art,
when a text in principle permits an open number of interpretations, the system that codes it generally
has a fundamentally open character, although it is conceived as closed at each of its levels” [12, p. 430;
20, p. 34]; so in order to comprehend literary texts, a reader has to use their power of imagination. The
typology of modernist language presupposes a reader’s ability to interact with the author, to perform
the communicative act of interpretation and subjective assessment.

Consider an excerpt from O. Zabuzhko’s novel Iloavosi docaidxenns 3 ykpaincokozo cexcy (Field
Work in Ukrainian Sex): O max, cmpawenno pomanmuuna love story — 3 mnoxexamu i
asmoxkamacmpodpamu (60 my cAaéHO36iCHY Mawuny 6iH 00HOT HOYi 6356 ma 1 po3zenas, Ka3ae, Ha
OpysKku), i3 MAEMHUYUM SHUKHEHHAM npomaronicma i 6i0’i300M zepoini 3a okeaw, 3 Kynoro éiputie i
KApmun, a 20A06He — 3 YUM NOCMIlHUM, Henepedasanum HACKPIZHUM 6104Ymmam, AKOMY, 6AACHe, U i
YAsLZAQ: 8104YMMAM, W40 BCe MOKAMBO: MOl 4HOA06ik zpaeé 0e3 npasua, mouniuie, Zpaes 3a 6AACHUMU, K
npasousuti Kanmiécokutl remitl, 6 11020 CUAO60MY NOAL npobykcoséyeéara 0Ydv-axa nepedbauyeana
Aozika nodiil, max wo 0ye 6in cam cobi the land of opportunities, i wo eéxe mam ceped mux
opportunities He 4airOCA 620MOBAHUM HA MAOYMHE — cMepmb Y 4epzo6iil i3 pady asmoxkamacmpoPi
(i, I'ocnodu, ni, mirvku ne ue!) a yu mpiymParvnuli npoxid no ceimosux Mysesx, — HANA06amu,
dapma, abu MmiAbKu GUAAMAMUCA, 6UMAYKYBAMUCA 3 KOAIL — 3 0moi 6iK06i4UHOi 6KpaiHcbKoi
npupedeHocTu Ha Hebymmas. (Oh yes, a horribly romantic LOVE STORY" — with fires and car accidents
(because one night he had upped and crashed that famous car, had smashed it to smithereens, he said), with a
mysterious disappearance of the protagonist and the heroine’s departure oversees, with loads of poems and
paintings, and, most importantly, — with that constant, inexpressible, ever-present feeling to which she actually
gave in: the feeling that anything was possible: the man played without rules, to be more exact, he played by his
own rules, in the manner of Kantian genius, in his own force field any predictable logic of events would spin its
wheels, so he was his own LAND OF OPPORTUNITIES, and whatever future was waylaying him there,
amongst those OPPORTUNITIES — death in a car crash (no, my Lord, no, not that!) or a triumphal march
through the world’s museums — he didn’t care a fig, it didn’t matter, at all costs he had to break out, to scramble
out of the rut — out of that everlasting Ukrainian doom to non-existence). In order to depict her characters,
the author employs the stream of consciousness technique; the narrative is built around certain
episodes in their life, whose very sequence should have been a logical foundation for the organization
of the text; yet the discourse is burdened with numerous additional components. In the text, there are
subjectively evaluative insertions (Hanatosamu, dapma, abu Mirbku 6UAAMAMUCS, BUMAUKYBAMUCA 3
koAii (he didn’t care a fig, it didn’t matter, at all costs he had to break out, to scramble out of the rut)), emotional
expressives (O max (Oh yes); ni, T'ocnodu, ni, miavku ne ye! (no, my Lord, no, not that!)), untranslated
Anglicisms (love story and others), graphically highlighted elements (6ce moxauso (anything was
possible); npupeuenicmo (doom)), other features of modernist narrative.

The discourse options favoured by modernist and post-modernist authors fit into a single more or
less complete picture of text-and-image creation, which manifests itself in the systemic approach to free
verse organization, in the syntactic destruction of prose texts and some other features. It must be stated
though that the creative endeavours of modernist authors typically do not result in a high enough level
of linguo-poetic originality; a renewed poetics is sometimes based on an epigonic use of the same

x
In the Ukrainian text, the author uses some untranslated anglicisms; which are printed in capital letters in the English translation
above.
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means and devices. Evidently, comprehensive researches based on comparative literary analysis can
help us to establish the unique linguistic and aesthetic creed of leading modernist authors.

Investigating the linguistic and aesthetic phenomena, the imagery aspect of literary texts presented
from a subjectively evaluative perspective, we realize the importance of the factors that ensure the
objectivization of analysis, the value of the approach, which, according to V.I. Karasyk, aims at
‘highlighting relevant standpoints on any phenomenon adopted by different typified subjects’ [6, p. 91].
Now it is possible to achieve a plausible enough interpretation of literary discourse, taking into account
tendencies towards the deepening of its inner semantic organization in particular, provided we give the
general picture of the aesthetization of text, analyze the linguo-stylistic and linguo-cognitive patterns of
word use employed by the author, bring into focus dominant components of image creation, look into
the interaction between metaphorical and direct, simple and complex, archetypal and superficial,
consciously and unconsciously picked meanings.
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Y crarTi po3rasHyTO KOMILAEKC ITpo0AeM, fAKi pO3rasga€ cydacHa Hayka IIPO MOBY XYAOKHBOI
AiTeparypu — AiHrpomoeTtuka. BuBuenHs mpasma i 3acobisB 0Opa3sOTBOpeHHs Ma€ Ha MeTi He Auiie
3apikcyBaT CHCTeMy TPOIIIUHMX MOXKAMBOCTeN XyJOXKHBOTO TEKCTy, a 1 OIpaIioBaTy MeXaHi3Mu
BiATBOpeHHs1 B HbOMY (piaocodil Mi3HAHHS, MOBOMUCAEHHS, IIASXM BiATBOPEHHS! MOBHOI KapTUHM CBITY.
Obpasna cTpykTypa Xy40KHBOIO AUCKYPCY MOXe OyTi OCMICAeHa Yyepe3 CMHTe30BaHuIl aHaAi3 He OKpeMIX



70  Vitaliy Kononenko

¢parmMeHTiB TEKCTy, a IXHBOTO IIiAICHOTO CIPUIHATTSA, 3i 3BEPHEHHSAM A0 “BepPTMKAABHOIO KOHTEKCTY”.
Broxpemaenns metapOpMIHNMX 3HaueHb I'PYHTYETBCA Ha y3aralbHEHHAX CMICAOBOI OpraHisaril TEeKCTy B
1IiA0My, B CyKYITHOCTi ITOOYTOBMX BMCAOBIB i OOpa3HuX IepeocMICAeHb, Ha TpaHcdopMarliisix 6e300pa3Horo
n o6pa3Horo, CTUAICTUYHO HEUTPaAbHOIO 1 MapKOBaHOIO, Y B3a€MOAil 3 KOHOTaTMBHMM  IIIapoM,
AOAaBaHHAM HOBMX cMucAiB. ITpounTaHHs cyyacHUX XyAO>KHIX TEKCTiB BUMara€ IOCUAAHH: yBaru A0 TUX
BiAXI1/A€HB Bi y3BUYa€HOI AiTepaTypHOI HOPMI, SIKi 3a0€3I1e9yIOTh “CBixKiCTh”, HE3BUUIHICTh CA0BOB>KIBAHHS,
HEIIOBTOPHICTh 00pas3y, 110ro BHYTPilIHIO TAMONHY 11 eKcripeciio. Ha nops4ok AeHHNiT BUICYBa€ThCS 3aBAaHH:
BIACTEXXUTN 3aralbHi pUCKM HAIliOHAaABHOTO iaioaexTy, 3abesmeuyeHHs itoro crenudiku Ha IIAIPYHTI
iagiocTMABOBUX IOIIYKiB MaiiCTpPiB cA0Ba. BusHaueHH:1 iHAMBiAyaAbHO-aBTOPCHKOTO MOBOCTIAIO, 30KpeMa, Ha
MaTepiaai MOJEPHICTCBKUX XYAOJKHIX TeKCTiB, MOKAMKAHO BiATBOPUTM CTaH Cy4yaCHOTO AiTepaTypHOTIO
Ipoliecy, HOBaTOPChKi TeHAEHIIil B CydaCHOMY YKpalHChbKOMY KpacHOMY IVICbMEHCTBI.

Karodosi caoBa: aiHrsoroeryka, AiHIBOCTMAICTMKA, XYAOXKHIN AMCKYpC, TEKCT, CMUCA, CTHUAD,
o0pas, Tpor, MeTtadopa, CUMBOA.



